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1 CLAPPERLESS HANDBELL 

(TO), CH'UN CH'IU-PERIOD 

(SPRING AND AUTUMN PERIOD) 

722-481 B.C., CHINA 
The height of this cast-bronze 
handbell (to) reaches 31 cm. 
We are familiar with two forms 
for the Chinese handbe/1: with a 
bronze or wooden clapper (chin 
to), or without a clapper (mu to) 
which is struck with a small stick. 
In the book Shang-shu (Book of 
Histories, ca. 7th century B. C.) 
we read about the old mythical 
time: Every year in the first 
month of spring the herald goes 
along the paths with his bell with 
a wooden clapper and he 
proclaims: You civil servants, 
skilled in the giving of 
assignments, be prepared with 
your orders. 
Asten, National Carillon Museum 

2 CLAPPERLESS BELL 
(CHUNG), WARRING STATES 

PERIOD (480-221 B.C.), CHINA 
The suspension brackets of this 
cast-bronze bell (h. 47 cm.) are 
modelled as two mythical stylized 
dragons. The waist on each side is 
divided in a vertical middle
surface with a meandering motif. 
Nine nipples in three rows 
of three repeatedly stand next to 
it. In between one continually 
finds a horizontal surface with a 
stylized meandering motif. 
Likewise, on the underside stands 
a stylized monster mask, the 
so-called thao thieh-mask. 
Asten, National Carillon Museum 



'""'", Ancient cultures1 

Bells in ancient China 

THE MOST IMPORTANT TYPES OF BELLS 2 

Although ancient China is often mistakenly considered as the country where, in a 
manner of speaking, all important discoveries were made at a time when the West 
was still a primitive society, the earliest-known bronze bells are indeed to be found 
in China! They existed there as early as the beginning of the Shang-dynasty (c.1520-
c.1030 B.C.). When considered broadly, there appeared to be two different types: the 
chung or bell without clapper[2], on the one hand, which is struck with a separate 
hammer, and, on the other hand, the ling or bell with clapper3 [3]. 4 Although the 
chung was quite small initially, by the time of the Chou-period (c.1030-221 B.C.), 
it would sometimes reach extremely large proportions, up to more than one meter 
high. The ling, conversely, remained small during this early period, scarcely reaching 
a height of ten centimeters. 

Besides the chung, there also existed at the time a hand bell without clapper under 
the name to [4]. The user tapped against it as an introduction, for example, to official 
announcements. Therefore, in fact, the to is comparable with the bell used by the town 
crier in our own culture. The to was sometimes also equipped with a clapper, which 

. would then have been fashioned from wood. About Confucius (551-479 B.C.), for 
example, we read that the heavens will use this great teacher as a handbell with a 
wooden tongue. This same metaphor, wherein the bell is preacher and the clapper 
serves as tongue, would likewise be used much later in the Christian West. 

In comparison with the much larger clapperless chung, the clapper-bell ling 
appears to have rarely been commented upon in historiography. For one thing, it was 
designed as an animal-bell to protect the animals against evil forces and powers, a 
use which one continually encounters throughout the world. For another, we see, for 
example, fine, small ling-bells fastened onto the clothing of those who went to a 
funeral, in order to chase away all spirits and emphasize the sorrow of the moment 
with their tinkling [3]. Much later the well-known windbell, the fen ling, would come 
into being[4]. On the underside of the clapper of such a bell, a small metal plate is 

I The information for this book 
was borrowed chiefly from 
A. Lehr, Van Paardebel tot 
Speelklok. De Geschiedenis van 
de Klokgietkunst in de Lage 
Landen. Zaltbommel, The 
Netherlands. 1st printing, 1971 ; 
2nd printing, 1981. For this 

reason, only important and new 
sources will be cited. 

2 A. Lehr, Klokken en klokken
spelen in het oude China tijdens 
de Shang- en de Shou-dynastie. 
Asten, The Netherlands, 1985. 
L. A. von Falkenhausen, Ritual 

Music in the Bronze Age. 
Cambridge, Massachusetts , 1988. 

3 In order to have a good 
understanding, one should note 
that a clapper always strikes the 
bell on the inside, and the 
hammer always on the outside. 

4 The numbers of the 
illustrations are between square 
brackets. 

3 CLAPPER-BELLS (LING) , 

SHANG-DYNASTY, 
ca. 1520-ca. 1030 B.C., CHINA 

These cast-bronze clapper-bells 
(ling) are small in dimension. The 
average height is 5 cm. They were 
usually attached to clothing and 
were also given as a burial gift. 
Noticeable is the abundance and 
diversity in ornamentation 
applied to the flank . 
Asten, National Carillon Museum 
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4 JAPANESE WINDBELL, 

19th CENTURY 

This type of bell (h. 31 cm.) still 
hangs from the roofs of Japanese 
temples. In this broadly flared 
bell, a wide blade is applied on 
the underside of the clapper. It 
can therefore be sounded by even 
the slightest breath of wind. 
Asten, National Carillon Museum 

5 ILLUSTRATION OF THE 
MOULD SECTIONS WHICH ARE 
USED IN THE SANDMOULD 
METHOD 
In the sandmould method, a loam 
model of the object to be cast is 
made first. Individual pieces are 
removed in negative from the 
loam model. These individual 
parts, called mould sections, give 
a negative of the object to be cast. 
In this figure the mould sections 
which are necessary for the 
formation of a bell with 
suspension eye and 
ornamentation are shown. 
Barnard, N., Bronze casting and 
bronze alloys in ancient China, 
Canberra, 1961 

6 FORMS OF A CHINESE 
CLAPPERLESS BELL (CHUNG) 
In these forms the so-called 
mould sections are clearly seen 
with three notches for the nipples 
in each case. The actual mould is 
built completely from these loose 
pre-formed pieces. 
Asten, Royal Eijsbouts 

12 ANC I ENT CUL TUR ES 

secured which is caught in the wind so that the clapper moves back and forth and, 
thus, strikes the bell. 

In contrast to the Near East, it is notable that in China the so-called pellet-bell 
[36] initially only played a minor role as a direct precursor to the clapper-bell. Then 
one speaks of a latticed, generally spherical bell, wherein one or more loose pellets 
are carried for the jingling. In ancient China this was realized in the luan, a pellet-bell 
secured to a base which was mounted on a chariot [7]. As will be shown on pp. 26f, 
the origin of the pellet-bell, at least in the Near East, almost certainly goes back to 
the dried and, therefore, rattling pomegranate. However, it is not clear that this 
development also holds true for China. 

THE CASTING OF THE CHINESE BELL 

If one wishes to gain insight into the difference between the Eastern bell-culture and 
that of the West, one ought first to study both forms of casting. Until the beginning 
of our era, the method utilized in China was completely different from that used in 
the Near East. In the latter, the object to be cast was first modelled in wax. Following 
this, the wax was encapsulated in loam. 5 After the loam hardened and had been baked 
by fire, whereby the wax melted and flowed away through special open canals, the 
material from which the object was cast could be poured in through the same openings 
through which the wax had earlier flowed away. This technique is known as the 
lost-wax technique, also called the cire-perdue method [333]. 

The Chinese founders, on the other hand, initially used the sand-form method. 
First, a loam model of the object to be cast was made [5-6]. From that loam model 
individual parts were removed in negative. These parts, called mould sections, gave, 
if united with each other in a precise manner, a complete negative of the object to 
be cast. Accordingly, if the mould sections were constructed out of a fireproof 
material, loam for example, the object could be cast in the mold consisting of mould 
sections. Of course, a core also had to be made so that the bell would be hollow and 
would therefore acquire a specific side-thickness. 

Both methods have a perceptible influence on the result. The cire-perdue 
technique, in general, is more suited to smaller objects and makes the reproduction 
of very fine details easier. The sand-form method, on the contrary, is used particularly 
for large cast articles and is somewhat less appropriate for duplicating fine details of 
the model. This is why, after casting, the bell is touched-up with very fine chisels. 
For that matter, these differences in technique between East and West could indeed 
explain why the Chinese bell could be, and actually was, much larger in size than the 
oldest bell in Western culture! We come back to this on pp. 25 f. 

The composition of Chinese bronze varies tremendously, according to the 
period during which the respective bell was cast and the region in which the founding 
took place. Nevertheless, one can assume an average composition of 80 % copper, 
JO% tin and JO% lead. Departures from this average, however, can be very large! 
It is a type of bronze, though, which cannot give the bell a sonorous sound, in contrast 
to the later bell-bronze of Europe, composed of 80 % copper and 20 OJo tin, which 
is indeed able to give sonority to the bell.6 

In this respect, it can be further noted that, in China, iron bells in the earliest 
period were unknown [8]. Conversely, one could assume that earthenware bells are 
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7 PELLET-BELL (LUAN) FOR A 
CHARIOT, EASTERN CHOU 

DYNASTY, 770-221 B.C., CHINA 
The shape of this cast-bronze 
pellet-bell (h. 18 cm.) reminds one 
of a stylized sun with rays. 
The bell rests on a base by which 
it was attached to the wooden 
harness of the chariots. 
Asten, National Carillon Museum 

much older. Moreover, it then appears probable that at least the clapperless bell 
evolved from various utensils. One can suppose, then, that very early in history 
earthen pots and pans were already being tapped and struck in order to produce 
sounds and tones. In that case, can we speak of the archetype of the later clapperless 
bell? We shall demonstrate that this appears difficult to deny! 

THE CHARACTERISTICS OF THE CHINESE CHUNG 

In comparison with the later Western tower-bell with clapper, the Chinese clapperless 
bell is completely different in design (12). One can broadly describe the shape of the 
vertical cross-section as a trapezoid and of the horizontal cross-section as two circle 
segments7 placed against one another. On both sides of many, but not all chungs, 
a circle segment is removed from the rim (10). The wall-thickness, as a rule, is the 
same throughout; however, some bells possess comparatively thin walls. The Chinese 
bell, therefore, did not know, or at most in a very rudimentary form, a local 
thickening where the clapper struck against it, such as did the European bell, which 

possessed a sound-bow. 

5 Loam is a mixture of clay and 
very fine sand . As such it is not 
really usable in a foundry. In 
order to prevent its breaking 
away during drying and baking, 
it should be thinned. All sorts of 
methods existed for this 

purpose. A known thinning 
agent was horse manure ! 

6 The origin is to be found in 
the fact that a high proportion 
of tin produces a harder and, 
therefore, more sonorous 
bronze. 

8 IRON CHUNG, CHINA, 
PROBABLY CHENG HUA PERIOD, 
15th CENTURY A.D. 
The Chinese bronze-casting 
technique already began during 
the Shang-dynasty (ca. 1530 
B.C.). However, since the 
beginning of our era, cast iron 
was also used in China for 
various purposes. An example is 
this chung (h. 28 cm.). There are 
four panels on the side, with 
Chinese characters in one of these 
and flower motives in the other 
three. We also find the typical 
curved bottom edge in 
well-known chimes of the 
Chou-dynasty. 
Asten, National Carillon Museum 

9 CLAPPERLESS BELL 

(CHUNG), WESTERN CHOU 

DYNASTY, ca. 1030-771 B.C., 

CHINA 
This cast-bronze bell with a 
height of 19 cm. has a curved 
bottom edge. It once formed part 
of a Chinese chime. A suspension 
eye, whereby the bell could be 
hung on a beam, has been made 
on the backside of the 
stalk-shaped handle. 
Four sets of nine nipples stand on 
the flank, probably fertility 
symbols (teats). One also finds a 
line relief in the form of a stylized 
thao thieh-monster mask on the 
flank. 
Asten, National Carillon Museum 



10 CLAPPERLESS 

STRIKING-BELL, WESTERN 

CHOU-DYNASTY (1027-771 B.C.), 

CHINA 

This cast-bronze striking-bell 
(h. 45 cm.) probably belonged to 
a chime. The familiar two sets of 
nine nipples on both sides are 
surrounded by many smaller 
nipples as an extra decoration. 
Asten, National Carillon Museum 

14 AN C IENT CUL TURES 

The ornamentation on the old Chinese bells was applied following a strict 
procedure, entirely in accordance with the bells' ritual function. Namely, each chung 
possesses two groups of nine nipples on both sides which are arranged in rows three 
by three. They were not used for tuning the bell, assuming that this would indeed be 

I 

possible, but rather seen exclusively as fertility symbols (teats). Furthermore, practi-
cally all bells show a monster mask (thao thieh) on the front- and back-sides of the 
flank [12). 

Although most bells do not possess any inscription, it was, nevertheless, not 
unusual. For that matter, it is curious to note that sometimes inscriptions were 
featured not only on the outside of the bell, but also on the inside! We shall address 
the nature of the inscriptions in further detail on pp. 18 f. 

Originally, the way in which bells were arranged for playing was also different 
from later European customs, for the oldest chungs were placed on the ground and 
played as if they were pots and pans [11). It would be difficult to think of a stronger 
reference to household kitchenware. 

11 CHIME OF THREE STANDING 
CLAPPERLESS BELLS (CHUNG) , 
SHANG-DYNASTY, 
ANYANG PERIOD, 
ca. 1300-1027 B.C., CHINA 
The largest bell has a height of 
19cm. This bell type of the 
standing model with a curved 
bottom edge is known under the 
name nao, and is reminiscent of 
standing pots. It is the oldest 
form of the Chinese chime. 
Toronto, Royal Ontario Museum 

Because of its thin wall, the Chinese bell was never struck with a heavy iron 
hammer, as its European relative was, but always with a light, wooden hammer. The 
bell, therefore, exhibits a somewhat gong-like character; in other words, the lowest 
tone of the bell, the fundamental, dominates. Therefore, most overtones usually 
remain in the background, although they are definitely not inaudible. For the chung, 
consequently, it is the fundamental which defines the pitch. With the later European 
bell that is by no means the case. We shall discuss this topic further (pp. 128 f). 

THE TWO-TONE QUALITY OF THE CHUNG 

So as it might appear from figure 13, the fact that there is no equal symmetry in all 
directions in the horizontal cross-section is the cause of a doubling of all tones, thus 
also of the fundamental. The tone which arises from the middle, in other words, the 
front side of the bell, is called the sui. The tone sounding from more near the side 
is named ku. Normally, the tones lie between a minor and a major third apart from 
one another. 8 This means, therefore, that the ancient Chinese bell could be used for 

two pitches. When this was discovered during the 1960s and later decisively confirmed 

7 Thus, not in an ellipse, 
as is sometimes erroneously 
supposed. 

8 Although this is not 
completely accurate from a 
music-theory standpoint: one 
could define a minor third as an 
interval consisting of one and a 
half whole tones , while a major 
third spans two whole tones . 
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through other archeological studies, it elicited from Chinese researchers a true 
euphoria over the ancient Chinese art of bell-founding. However, it appears that in 
contrast to what people assume, the two-tone quality did not come into being through 
a determined musical pursuit, but is rather the consequence of a more or less 
accidental moulding technique. That does not take away, however, from the fact that 
the Chinese musicians of ancient times made use of the double tone in a superb 
manner. 

12 CLAPPERLESS BELL 
(CHUNG) FROM THE LAST HALF 
OF THE EASTERN CHOU PERIOD, 
ca. 5th CENTURY B.C., CHINA 
The suspension brackets of this 
cast-bronze bell, with a height of 
59 cm., are modelled as two 
stylized mythical dragons with 
wide-open mouths. The extensive 
tongue forms the U-shaped 
suspension ring. The flank is 
divided on both sides in a vertical 
middle surface with a meandering 
motif. Next to it, nine nipples in 
three rows of three stand 
continuously on both sides. These 
nipples are shaped into stylized 
rolled-up dragons. In between 
one finds repeatedly a horizontal 
surface with a meandering motif. 
On the underside is a stylized 
monster mask, the so-called 
thao thieh-mask. 
Amsterdam, Rijksmuseum, 
Museum of Asian Art 
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13 ILLUSTRATION OF THE 

TWO-TONE QUALITY OF A 

CHINESE BELL 

The arrow in this illustration 
indicates the direction in which 
the bell is struck. The dotted line 
shows the outermost positions of 
the wall of the bell during 
vibration. To the left we see the 
horizontal vibration pattern of 
the sui fundamental, to the right 
the kufundamental. 

\ 



14 CHINESE CHIME FROM THE 
SPRING AND AUTUMN PERIOD 
(722-481 B.C.) 

Small chimes were already in use 
in China during the Shang 
dynasty (ca. 1520 - ca. 1030 
B. C.), reaching a zenith during 
the subsequent Zhou dynasty (ca. 
1030 - 221 B. C.). Many sets were, 
for example, offered to the dead 
as burial presents. 
The chime which is shown here 
must be dated somewhere 
between the 8th and 5th centuries 
B. C. Jts main interest lies not in 
its design aspects, since the bells 
were made in a wholly traditional 
way, but in the fact that we have 
here a musical series. With some 
goodwill a rudimentary form of a 
heptatonic scale can be found 
(C-D-E-F # -G'.A-B), a tonal 
sequence which was commonly 
used in ancient China. The largest 
bell is 25 cm. high, the smallest 
16cm. 
Asten, National Carillon Museum 

16 ANCIENT CULTU RES 

THE CHINESE CHIME 

Although the chung was often used as an individual bell, it reached its greatest musical 
significance during the earlier-mentioned Chou-dynasty, and then in a series together 
with other bells, thus as a chime [14] . Such a chime, though, possesses essential 
differences with the later Flemish-Dutch carillon. 

In the first place, Chinese bell-playing took place in temples and palaces and, 
therefore, not in a tower. Thus, the bells were rung relatively close to their audience. 

In the second place, the bells were not connected to an automatic playing system, 
nor to a clavier by which they could be played. The Chinese chime was played by one 
or more musicians with wooden hammers, without the interposition of a clavier. This 
can be concluded, among other things, from illustrations found on old bronze vessels 
[15-16]. The sound was therefore quiet and, on that ground, not suited for being 
listened to from a great distance. Moreover, the chime was never used as an instrument 
upon which melodies could be played. 9 It had more of a musically supportive 
function. 

The range of these chimes could vary greatly, from a few bells to tens of bells 
[11, 14]. Combinations of bell-series also appeared, such as the sixty-five bells in the 
grave of Marquis Yi, which must be dated at 433 B.C. or shortly thereafter [17]. Only 
in the first century of our era would the Chinese chime develop a standard range and, 
indeed, a chromatic series10 of sixteen bells (pien chung). By then the bells had 
acquired a round profile and were often much thicker than those of antiquity. 

In speaking of the purity of the Chinese chime, one should exercise a great deal 
of discretion. 11 Deviations of a quarter tone and more were not in the least uncom
mon, in spite of the fact that efforts were made every now and then to give it its correct 



15 ILLUSTRATION OF THE 

PLAYING OF A CHINESE CHIME, 

FOLLOWING AN INSCRIPTION 

ON A BRONZE BASIN FROM THE 

4th CENTURY B.C. 

An orchestra is depicted on a 
bronze basin from the 4th century 
B. C. Under the instruments one 
finds a chime of five bells which is 
played with a hammer. 
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tone through a local thinning. In order to prevent any misunderstanding, the sought
after purity was of the same nature and magnitude as that later sought after in the 
West, according to many of the earliest Chinese theoretical writings on music. 

In the same theoretical dissertations, moreover, one can read that essentially a 
five-tone or pentatonic rather than a seven-tone or heptatonic series was 
pursued [ 14]. 12 This did not in the least mean that the Chinese chime would be 
non-chromatic in construction. Like in Western music, each time a limited scale was 
constructed from the available tone material, a pentatonic rather then a heptatonic 
scale was repeatedly constructed in Chinese music. 

THE RITUAL FUNCTION OF THE CHUNG 

Between the clapperless chung and the clapper-bell ling, an additional distinction in 
use existed. The chung was reserved particularly for official purposes, in temples and 
palaces, where the ritual music played an important role. The ling, on the contrary, 
had received a popular, non-musical application in secular life. Naturally, this 
contrast was less evident in practice than it is sketched here, but if we limit ourselves 
to broad patterns, we find this image confirmed over and over again in ancient China. 
The special status of the chung, moreover, is reinforced by the fact that no more could 
just anyone have bronze bells and ritual kitchenware cast than the bells could be given 
to any arbitrary relation. The manufacture, use, and even the inheritance of these bells 
were governed by strict rules. 

That the chung had an important ritual meaning, certainly in origin, is also 
. evidenced by the fact that the bell even received a position in the highly ritualized 
standardization of sizes and weights. Yes, there are even indications that the yellow 
bell, the huang chung, 13 served not only as the standard tone of the Chinese system 
of notes, but also had to be able to contain 1200 grains of millet as a standard volume 
size. 

9 The many ch imes of varying 
sizes which have been dug up in 
China, mostly in recent times, 
have led to a revival of the 
ancient art of bell-playing. One 
uses replicas of the old 
instruments for that purpose. 
Concerts are a lso frequently 
given out side C hina. 

IO A chromat ic series is a series 
of tones which differ among 
themselves, in order, by a 
half-tone. 

11 A. Lehr, The tuning of the 
bells of Marquis Yi, in: 
Acustica, 67(1988), p. 144-148. 

12 The pentatonic (C-D-E-G-A) 
as well as the heptatonic 
(C-D-E-F# -G-A-B) scales are 
based on a series of fifths. A 
series comes into being with 
rising fifths (three and a half 
whole tones) and then, where 
necessary, with octaves (six 
whole tones) downwards; for 
example, the fou r fifths 

C-G-D 1-A t-E2 are transformed 
into C-D-E-G-A and the six fifths 
C-G-D1-A 1-E2-B2-F# 3 to 
C-D-E-F# -G-A-8. 

13 The huang chung comes to 
somewhere a little above the 
Western F l , in other words it 
has a tone o f the approximate 
frequency of 360 Hz. 

16 ILLUSTRATION OF THE 
PLAYING OF A CHINESE CHIME, 
ON A BRONZE VASE FROM THE 
4th CENTURY B.C. 
A chime of four bells is depicted 
on a bronze vase from the 4th 
century B.C. One clearly sees the 
typical Chinese bell shape with 
curved lower edge, and the 
division of the waist into four 
segments wherein the nine nipples 
find their place. 



17 CHIME FROM THE GRAVE OF 
MARQUIS YI FROM THE STA TE 
OF ZENG (433 B.C. OR SHORTLY 
AFTER) IN THEIR ORIGINAL 
CAGE,CHINA 
The largest of the 65 clapperless 
bells (chung) from the grave of 
the Marquis Yi has a height of 
around 150cm. 
During the summer of 1978 a hill 
was made level in Leigudum, in 
the province of Hupei near 
Beijing. Through this, a chamber 
deep under the ground was 
found. It was a banqueting hall 
with a surface area of around two 
hundred square metres, decorated 

with valuable lacquer and gilding. 
Moreover, there were more than 
7000 objects found in it, 
including 124 musical instruments 
such as zithers, mouth organs, 
flutes, drums, a lithophone, and 
this chime of 65 bells. The whole 
thing was erected in such a way 
that the musicians and 21 young 
female dancers, who were put to 
death and also buried during the 
funeral, could at any moment 
begin their concert anew. 
Wuhan, Provincial Museum 

18 ANCIENT CUL TURES 

INSCRIPTIONS ON CHINESE BELLS 

The fact that the Chinese bell could possess a strong ritual significance is also 
evidenced by the bell inscriptions. Far from all bells, though, received an inscription. 
This does not mean, however, that they could not sometimes be exceptionally long, 
such as the following which appears on a bell from the fifth century before Christ: 

'On the first day of the first month of the king, on the day called ting hai, I, 
Chi from the state of Lu, grandson of Duke I and the son of the count of Lu, and 
he who has restored the peace for the prince with great courage and zeal, have ordered 
these bells of dark and fine bronze to be made. Eight large bells with a rich tone for 
the ceremonies in honor of the ancestors, and four smaller ones with a soft tone in 
order to call forth the spirits [ ... ]. 

Now that the casting of the bells is finished, the large bells, when they are 
suspended, will be able to ring their tones together harmoniously with the sonorous 
stones of jade and with the beating on the drum with alligator skins. Although I do 
not dare to praise myself, I shall nonetheless bring offerings for my ancestors 
accompanied by music from these bells in the hope that I will be gifted with an old 
age. May generations and generations of my descendants cherish these bells and carry 
on this use. '14 

As a rule, however, the texts on Chinese bells are considerably shorter. A chung 
from the sixth century before Christ, for example, bears the text: 

'The oldest of Hsing in the Ting district has ordered this bell to be made. It bears 
the name Mysterious Harmony and can be used with the tone Jui-pin. ' 15 

On the bells from Marquis Yi mentioned earlier, the notes were named as well, 
and often in an extremely elaborate manner. But in general, the inscriptions them
selves were limited to the name of the person who had had the bell cast, as well as 

14 It must be noted that this 
text does not appear literally, 
thus not word-for-word, on the 
bell. Indeed, the old Chinese 
characters are often particularly 
multi-interpretable and allow for 
poetic variations. Moreover, the 
characters on weathered bronze 

are not always easy to decipher. 
The translation, therefore, is 
more or less a paraphrase' of the 
original. 

15 The Jui-pin tone is a tritone 
or augmented fourth (three 
whole tones) above the 

fundamental of the ancient 
Chinese system of notes, the 
huang chung. 

16 An exceptionally good Dutch 
translation was published by the 
hand of J. W. Schotman, Sji 
Tsing. Het klassieke boek der 
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that which they wanted to express. It must be noted that similar inscriptions also 
appear on numerous bronze kitchenware for ritual use. One did not limit oneself, 
then, to the ringing bell. 

THE CHUNG IN ANCIENT CHINESE LITERATURE 

The bell also appears repeatedly in ancient Chinese literature. This applies particularly 
to the highly poetical Book of Odes, the famous Shih Ching. 16 In this collection 
primarily of folksongs from the period of the ninth to the fifth centuries before Christ, 
the music emerges extremely regularly and pronounced. Here are a few examples: 

His bells ring out k'in-k'in; 
His lutes, large and small, give their notes; 
The tones of his organ and his sounding stones are in unison. 
They sing the Ya and the Nan, 17 

Dancing to their flutes without error. 

oden. Translated into Dutch 
from the original Chinese text. 
Deventer, The Netherlands, 
1974. 

17 Ja and nan are probably 
ceremonial songs or even ritual 
dances. 

18 RITUAL BELL (CHUNG 
SHI-SOKI) FROM THE 
CH'IEN-LUNG PERIOD 
(1736-1795 A.D.), CHINA 
This chung is constructed out of 
copper and enamelled with 
cloisonni. The height is 33 cm. It 
is named shi-soki, which means 
'with four legs '-relating to the 
four lotus leaf-shaped supports. 
The cloisonni surface is made up 
of the colours green, blue, red, 
yellow and white on a deep blue 
base. The divisions between the 
colours are made out of copper. 
Asten, National Carillon Museum 

19 CHINESE PRIEST BELL, 

YUAN PERIOD, 1279-1368 A.D. 

Perhaps this extremely 
uncommon bell, with a height of 
28 cm. , can be seen as a precursor 
to the later Tibetan priest bells. 
On the open-worked handle, on 
the underside, one finds eight 
stylized countenances, as 
personifications of the watchers 
of the four wind directions and as 
gods of orientation. On top of the 
bell, sitting on a bull and 
surrounded by four dragons, 
is a Dharmapala, the supposed 
defender of the Buddhist rule 
Mahakala. He adopts a terrifying 
form in order to scare away the 
bad spirits. 
Asten, National Carillon Museum 



20 BRONZE BELL (DOTAKU), 
JAPAN, YAYOI PERIOD 

300 B.C.-300 A.O. 

With a height of 69 cm., this bell 
is divided into six levels on both 
sides by broad bands which are 
decorated with fine diagonal 
lines. Some two hundred of these 
bells are known and they 
probably had a certain ritual or 
symbolic function-perhaps 
they were phallic symbols or 
ceremonial objects for appealing 
for a good harvest. Almost 
certainly they are not bells in the 
literal sense of the word: there are 
no clappers and there are also no 
strike marks. 
Cologne, Museumfiir 
Ostasiatische Kunst 
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Or another example: 
The bells and drums sound in harmony; 
The sounding stones and flutes blend their notes; 
Abundant blessing is sent down. 

And yet one last example: 
The bells and drums have been arranged in order, 
And all the morning will I pledge him. 

21 CLAPPERLESS BELL 

(CHHUN YU), HAN-DYNASTY 

(206 B.C.-220 A.O.), CHINA 

The shape of this bell is peculiar. 
We could describe it as 
upside-down and conical, 
with an oval cross-section and a 
thickening on the shoulder. 
In the deep lid-shaped bell-roof 
one finds a standing tiger as the 
suspension eye. The eyes of this 
tiger are bulging and the mouth is 
frighteningly opened. With its 
deep tone, this bell was probably 
used as a ritual instrument during 
official ceremonies in the imperial 
palace. 
At the beginning of this century 
this clapperless bell belonged to 
the collection of Prince Kung 
Ching-Wang, a dissident member 
of the then imperial family of 
Beijing who fled to the United 
States. The height of this 
cast-bronze bell is 75.5 cm. 
Asten, National Carillon Museum 

There remain innumerable other texts such as these to be extracted from the 
extraordinarily rich Chinese literature ! It is especially noticeable therein that the bell 
and drum are almost inseparably bound to one another. Where the drum is, there 
is almost always the bell, and vice versa. 

RADIATION TO OTHER CULTURES 

Obviously such an important bell-culture as that of ancient China did not leave its 
neighbours untouched. That holds true not only for Korea and Japan, but also for 
Southwest Asia and from there finally to India on the one side and Indonesia on the 
other. This influence is, however, only apparent in a much later period. One finds, 
then, that the Chinese chime did not make its entry into Korea and Japan earlier than 
long after the beginning of our era. Before then, though, Japan knew the noteworthy 
bell named dotaku [20), a bell which, without doubt, goes back to Chinese examples 
and also had a ritual significance. Probably hardly anything can be said about a 
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musical function; in fact it has been suggested that a dotaku was never struck and, 
therefore, has also never rung. Thus, it would only have had a ceremonial function. 

On the other hand, however, China has probably also experienced influence 
from elsewhere, thereafter probably allowing its own elements to melt together with 
foreign ones. During the Han-dynasty (202 B.C.-220 A.D.), for example, China knew 

in this way a clapper less bell named chhun yu [21]. 18 Although with an average height 
of a half meter it can easily be compared with the chung, on the basis of its form 
it is clearly an un-Chinese bell and all the more so because it is usually lacking in 
ornamentation and, if indeed present, then not at all in a form comparable to the 
bells from the Shang and Chou dynasties. The familiar nipples, for example, do not 
appear on the chhun yii. In contrast, the suspension-eye is always fashioned as a 
finely-stylized tiger. In short, it seems here more likely to be a case of independent 

development rather than influence from elsewhere. The latter could sometimes indeed 
be the case, because since the beginning of our era, so-called rain drums [00] with 
a very deep pitch have been created by, among others, the Dong Son culture in 
Vietnam; drums which, at least in appearance, show a strong resemblance to the 
chhun yii. 19 

The Far East 

THE ANCIENT CULTURES OF SOUTHEAST ASIA 26 

It does not seem improbable that the bell-culture of Southeast Asia arose chiefly out 
of China. In particular, we could consider the Ban Chiang-culture in Northeast 
Thailand [12] at the beginning of our era as well as the much younger Khmer-culture 
which is found specifically in Cambodia and Thailand and reached its imposing climax 
in the famous 12th century temple-complex Angkor Vat. And from there, again, arose 
the Inda-Javanese bell-culture which is so important that a separate chapter will be 
devoted to it (pp. 23 t). 

The bells and other archeological objects from Ban Chiang were first found 
during the 1960s. They are striking neither in form nor number. However, they clearly 
illustrate that they were made with the lost-wax (cire-perdue) method. On a purely 

technical level, their form is too complicated to have been made by the sandform
method; in the manner which was employed in ancient China [5-6]. Actually, though, 
the lost-wax technique was also known in China by about this time. 

The 11th and 12th century Khmer-bells from Cambodia are much more magnifi

cent in form [23-25]. Similar types of dimensions on different bells appear to vary 

somewhat more with each other here than they do with the bells of Ban Chiang. But 
even more noticeable is the symbolism in the design which, among other things, is 
clearly related to Hinduism. The so-called ghanta, especially, illustrates here a large 
and also particularly eye-pleasing variety [23-25]. A ghanta is a priest's bell which is 
held by the priest in the left hand to symbolize the female element. The vajra or 
thunderbolt is the male symbol and is held by the priest in the right hand [24]. 

Gods are often portrayed in the handle of the ghanta, such as the gods Vishnu 
in whom the cults of many other gods fuse together [25]. Furthermore, all sorts of 
accompanying animals, etc. are collected around him, such as the snake naga as 

18 A. Lehr, De chunn yu van 
prins Ching-Wang, in: 
Mededelingenblad van de 
Vereniging van Vrienden van 
Aziatische Kunst, 11 (1981), 
p. 12-17 . 

19 A.J. Bernet Kempers, The 
kettledrums of Southeast Asia. 
A Bronze Age world and its 
aftermath. Rotterdam, 1988. 

20 N. Spear, A treasury of 
archeological bells. New York, 
1978. 

22 BELLS FROM THE 
BAN CHIANG CULTURE, 
ca. 50 B.C.-50 A.D. 
During the 1960's a previously 
unknown culture was discovered 
through excavations in Northeast 
Thailand. Numerous objects were 
found including small and regular 
bells, jingling armbands and 
ceremonial kitchenware with 
bells. The ceremonial spoon has a 
length of 36 cm. 
Asten, National Carillon Museum 



I 

23 TWO KHMER BELLS, 

SOUTH CAMBODIA, RESP. 9th 
AND 12th CENTURY A.D. 

The Khmers illustrate a great 
diversity not only in their bell 
shapes but also in their 
ornamentation. Noticeable is the 
different character of both bells 
with heights of 11 and 23 cm. 
respectively. Left a hanging bell 
and right a priest bell, crowned 
with a five-arm vajra. In this 
latter bell we recognize the clearly 
stylized forms from the period of 
Angkor Vat (1113-1177). The 
stylized cord ornamentation on 
the other bell indicates the Prah 
Ko period (last quarter of the 
9th century). 
Private collection 

24 PRIEST BELL FROM 

SOUTH CAMBODIA, KHMER, 
12th CENTURY A.D. 

This cast priest bell (h. 38 cm.) 
comes from the same 
burial-temple. On the bell-handle 
stands a console upon which two 
stylized birdheads (garuda) are 
turned C-shaped toward one 
another. In between one finds a 
standing Vishnu with four arms, 
with three attributes in the hands, 
probably the shell (sankha), 
the sun wheel (tjakra), and the 
elephant staff (ankusa). In front 
there is a triangular relief with the 
sitting Shiva with crossed legs. 
Private collection 

25 PRIEST BELL FROM 
SOUTH CAMBODIA, KHMER, 

12th CENTURY A.D. 

This cast priest bell (h. 19 cm.) 
comes from the region of the 
Hindu shrine, the burial-temple 
Angkor Vat. This temple was 
built by King Suryavarman I1 
who ruled from 1113-1150. ln 
1177 the temple was completely 
destroyed by the people of 
Chams. 
On the bell-handle stands a 
console upon which two stylized 
lotus leaves are turned C-shaped 
toward one another. In between 
and in front of this one finds a 
sitting Shiva (one of the most 
important gods of the Hindu 
pantheon) with crossed legs. 
In front of the bell lies a vajra or 
a thunderbolt with two sets of 
four arms. 
Asten, National Carillon Museum 

26 FACE-BELLS FROM 

INDONESIA, EASTERN 
JAVANESE PERIOD, MAJAPAHIT 
1292-BEGINNING 16th CENTURY 

The Indo-Javanese bronze culture 
demonstrates a tremendous 
abundance in forms. These forms 
reach an esthetic zenith mostly 
during the Majapahit period. 
These two face-bells are fine 
examples of this. They were 
probably used as dance bells. 
A stylized Kala-or monstermask 
appears on the bells. 
Asten, National Carillon Museum 
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symbol of the good and evil in people, the battling garuda, etc. But the Khmers also 
possessed more modest priests' bells in which the handle consisted exclusively of a 
thunderbolt [23]; and lastly, obviously, the simple animal bell. 

THE INDO-JAVANESE EMPIRE 21 

One finds an uncontested climax in the artistic design of bells and chimes in the Hindu 
states of Java during the period from the 8th century to the beginning of the 16th 
century, when it ended due to the arrival of Islam. From the 8th to the 10th centuries 
the heart lay primarily in Central-Java. Thereafter, the leadership moved to the east 
of Java, where, finally, the powerful Majapahit-state held authority over a vast 
domain. Without a doubt, the art of the lndo-Javanese states was greatly influenced 
by that of Southeast Asia. The bells also look very much like one another, although 
those from Java show a greater diversity. 

Among the numerous bronze religious objects created by this Hindu-state, bells 
have an important position. Not that they should be valued for their musical 
importance -certainly not- but the bells did indeed play an important role during 
sacrificial services. There were two types, namely the handbe/1 with clapper, the 
ghanta [27, 28, 30], which was used by priests during the reading of the holy texts, 
and the hanging bell without clapper [29, 32]. 

The larger striking-bell was hung from bronze chains in temples and cloisters 
and was tapped with a small hammer. Thus, it had a signal-function to announce the 
beginning of the sacrificial services and the duties of the monks. This can be seen in 
several reliefs from the justifiably-famous 9th century monumental temple, the 
Borobudur on Java [32]. The dimensions of the bell remain small. Only exceptionally 
was the hanging bell taller than fifty centimeters; the priest bell, obviously, remained 
appreciably smaller than this. 

21 An excellent introduction to 
the Javanese bronze-art is 
formed by P. Lunsingh 
Scheurleer and M. J . Klokke, 
Divine Bronze. Ancient 
Indonesian Bronzes from A .D. 
600 to 1600. Catalogue of the 
Exhibition organized in 

I 
collaooration with the Society of 
Friends of Asiatic Art held in 
the Department of Asiatic Art. 
Rijksmuseum, Amsterdam, 
April 30 - July 31, 1988. Leiden, 
1988. 
See further J . E . van 
Lohuizen-De Leeuw, 

Inda-Javanese metalwork. 
Linden-Museum, Stuttgart, 
1984. 

27 INDONESIAN PRIEST BELL, 
EASTERN JAVANESE PERIOD 
10th-16th CENTURY A.D. 
Wonderful bells have been 
handed over from the 
Indo-Javanese empire. An 
example is this priest bell with a 
representation of the standing 
Vishnu on the handle. The height 
of this bell is 22 cm. 
Asten, National Carillon Museum 

29 INDONESIAN TEMPLE 
BELLS, EASTERN JAVANESE 
PERIOD 10th-16th CENTURY A.D. 
The temple bells from the 
Indo-Javanese empire, hanging 
from bronze chains, are 
frequently provided with 
beautiful elaborate reliefs. On the 
left bell (h. 27 cm.) one finds a 
standing lion (singha), on the 
right bell (h. 28 cm.) a standing 

28 PRIEST BELLS FROM 
INDONESIA, CENTRAL 

JAVANESE PERIOD 
8th-10th CENTURY A.D. 
In the Inda-Javanese empire the 
two important religions were 
Hinduism and Buddhism. 
The crowns of these bells are an 
indication of their religious 
origin. The five-arm vajra on the 
right bell indicates Buddhism, the 
reclining bull (nandi), the mount 
of Shiva, on the left bell indicates 
Hinduism. 
According to form and 
decoration these bells, with a 
height of ca. 15 cm., stem from 
the Central Javanese period 
(8th-10th century A.D.J. The 
stylized blue lotus leaves (utpala), 
the stylized festoon motif, and 
the form of the vajra are 
characteristic of this period. 
Asten, National Carillon Museum 

bull (nandi}, Shiva's mount. On 
the side of this bell an ornament 
of Stikti flames is applied, 
which probably represents a 
thunderstorm. These bells have 
no clapper but were struck with a 
small hammer. 
Asten, National Carillon Museum 



30 PRIEST BELLS FROM 

INDONESIA, EASTERN 

JAVANESE PERIOD, 

10th-16th CENTURY A.D. 
In the lndo-Javanese empire there 
were two important religions: 
Hinduism and Buddhism. Using 
the crown of these priest bells we 
can place them in one of these 
religions. 
The five-arm vajra on the left 
handle indicates Buddhism, 
while, from left to right, the 
three-arm trisula, the standing 
bull (nandi), and the standing lion 
(singha) belong to the Hindu 
tradition. Both bells on the right 
are crowned with universal 
symbols, either the mythical 
snake (naga) or the tjakra or 
sunwheel. The average height of 
these bells reaches 15 cm. 
Asten, National Carillon Museum 

<] 31 SLIT DRUM, EASTERN 

JAVANESE PERIOD 

10th-16th CENTURY A.D. 

This bronze slit drum, cast with 
the cire perdue technique, has a 
height of 37 cm. On the upper 
side of the slit a monster head, 
without a lower jaw, is 
reproduced. A geometric motif is 
depicted on both sides of the 
flank. The crown is modelled as a 
naga (mythical snake) of the 
Eastern Javanese type, with the 
mouth open, the eyes bulging and 
the curling horns next to the 
head. The slit drum is hung on 
a chain. 
Asten, National Carillon Museum 

32 RELIEF FROM THE 
BOROBUDUR TEMPLE OF JAVA, 
9th CENTURY 

The Borobudur is the most 
important Buddhist monument 
on Java. Hundreds of Buddha 
images have been applied as 
decoration. After the move of the 
lndo-Javanese culture to East 
Java (ca. 930 A.D.) this temple 
fell into decay. 
Some reliefs on the Borobudur 
temple illustrate bells which were 
used as signal instruments. They 
hang from bronze chains, or are 

24 ANCIENT CULTURES 

Until now a number of less-important bells have remained unnamed. Specifical
ly these are the animal-bell, the pellet-bell, as well as the bronze slit-drum which could 
be considered a primitive forerunner of the clapperless-bell on the grounds of its form 
and manner of ringing [31). They are in all respects, however, overshadowed by the 
rich ornamentation which took shape on priest- and temple-bells, and particularly on 
the handles or suspension-eyes. This ornamentation, then, usually appears as symbols 
from Hinduism or Buddhism with a strong accent on the god Shiva who enjoyed an 
exceptional veneration in Java. These representations, often extraordinarily fine 
works of sculpture, are, among others, with reference to figure 30: 

nandi: bull, mount of Shiva, the god of fertility, 
singha: lion, the mount of Shiva's wife Durga, 
vajra: thunderbolt as symbol of the deepest reality, 
trisula: trident adjunct of Shiva, a symbol of fire, 
naga: snake as symbol of the good and evil in human beings, 

jingled or struck with small 
hammers. Their signalling had a 
function in religious ceremonies. 
Asten, National Carillon Museum 
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tjakra: sunwheel, as the most universal sun-symbol. 
These days, mere echoes of all these artistic forms of expression are still to be 

found on the non-Islamized island Bali, for Islam rejected the bell, which was seen 
as a symbol of Christianity. The use of bells in the Mohammedan countries, therefore, 
was limited to the simple animal-bell. 

The countries surrounding the Mediterranean Sea 

THE ORIGIN IN THE WEST 22 

The oldest small bells with clappers in the Near East and surrounding areas date, at 
least when we do not require that they be made of bronze, from the end of the third 
millennium B.C. They were excavated from the Romanian Turdas. One speaks then 
of earthenware clapper-bells. It should not surprise one that similar bells have also 
been found on Knossos and Crete, as exponents of the Minoan culture there [33]. They 
date mostly from the centuries around 2000 B.C. However, if we wish to specify that 
the bells be made of bronze, then the oldest bells date from a more recent period, 
around 1200 B.C .. These oldest bells must then be sought in northern Iran, particular
ly south of the Caucasus. They were part of the harness of a horse, an aspect to which 
we will return. 

Later, in the Roman empire, they would receive the name tintinnabulum, an 
onomatopoeia which unmistakably refers to the tinkling of the bell. Only at the 

beginning of the Middle Ages would a designation for the larger bell be found in the 
Latin word campana. In all cases, though, it refers to a bell with a clapper; it should 
be noted that bells without clappers ~ave not played a meaningful role in the West. 

33 EARTHENWARE BELLS 
FROM THE EARLY MINOAN 
CULTURE ca. 2300-2000 B.C. 
The Minoan culture of Knossos 
on Crete is known above all for 
its beautiful and impressive 
palaces. This culture has also left 
behind some small earthenware 
bells. On the upper side they are 
equipped with two horn-shaped 
bulges, which could indicate that 

22 L. Morillot, Etude sur 
l'emploi des clochettes chez /es 
anciens et depuis le triomphe du 
Christianisme. Dijon, France, 
1888. 

they were used in the Minoan 
bull-cult. Both objects, with a 
height of approximately 10 cm., 
are among the earliest pieces of 
evidence of the bell phenomenon. 
Oxford, Ashmolean Museum 

34 TERRACOTTAIDOLBELL 

FROM THE REGION OF BOEOTIA 

IN SOUTHERN GREECE, 

8th CENTURY B.C. 
This terracotta object is painted 
with black figures. The body is 
be/I-shaped with a long neck, flat 
face and short, movable legs. 
The body of this type of statue is 
formed on a rotating potter's 
wheel. The remaining pieces are 
modelled by hand. The black 
decorative geometrical line-motif 
and the bird ornamentation are 
painted on the object. 
These terracotta objects are 
found in shrines and graves. 
For this reason it is fairly certain 
that they had a ritual function. 
Paris, Musee du Louvre, 
FM. 72.6 
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In regard to the composition of the bronze, it was not very different from that 
of China. One used what was available, and, so did not strive for an exceptional alloy, 
at least the opposite does not appear to be true. In fact, Western antique bronze also 
varied greatly in composition, although the Western bronze-founders unknowingly 

l 
used less lead and more zinc than their much older Chinese colleagues. However, 
according to contemporary Western standards, that bronze was also unsuited for 
making sonorous bells, and certainly not large bells. In the present case, this was not 
bad because the ancient Western bells were small and usually thin, characteristics 
which did not demand much of the quality of bronze.23 

Thus, we should not expect too much of the bells from the ancient Near East 
and the later Roman empire. In fact, they are completely overshadowed by their much 
older Chinese siblings. They are, in any case, always small, almost never exceeding 
ten centimeters, while they are seldom ornamented, decorated, or inscribed. More
over, they had little musical importance. At the very most, they were sometimes used 
for dancing, but never for anything more than this. 

Broadly speaking, one must, in fact, determine that the civilizations around the 
Mediterranean Sea, in their bronze cultures, were far behind what had already been 
achieved in China. During antiquity, China possessed a real bronze culture, with 
numerous and often very large bronze bells and kitchenware. The Near East, Greece, 
and the Roman empire, on the other hand, produced, almost exclusively, small bronze 
objects, and, furthermore, much less numerous and diverse ones than in China. 
Certainly, in the above-mentioned European countries very fine bronze statues were 
often made, but that was more often the exception than the rule. Moreover, the 
customary casting technique was not exclusively employed. Certainly, for example, 
statues were never cast in one piece, but constructed out of several loose pieces.24 

THE EVOLUTION OF THE PELLET-BELL AND BELLS 

It is interesting to find that the unpretentious small antique bells from the Near East 
have known parallels in bronze pellet-bells; maybe they have even evolved from them. 
In the west-Iranian region Luristan, pellet-bells from the 12th century B.C., possibly 
even from the 14th century, have been found with exceptionally fine suspension-eyes, 
particularly in the form of rock-goats [35) which are found in that area. Moreover, 
the bells themselves seem to be bronze imitations of a pomegranate, complete with 
fruit-petals [36]. Did one, therefore, wish to imitate the real pomegranate? It would 
not be improbable. Interesting, furthermore, is the fact that the small balls which 
cause the jingling are made of bronze. Does this mean that the pellet-bell had already 
made its appearance during the Bronze Age? A type of bell appearing to come from 
around the same time, however, originated with an iron clapper and, therefore, 
cannot be older than the 12th century B.C., the period during which the Iron Age 
in the Near East began. The evolution of the clapper-bell could then have occurred 
as the following text suggests. 

Initially, only dried fruits whose pips gave a rattling effect were used. The 
pomegranate, in particular, fulfilled this function. As a result, the fruit was imitated 
in bronze. Because the modeling of a pomegranate in wax, to be utilized as a casting 
form, would not have been particularly easy, the next step could have been that one 
preferred to make, instead, a simple bell which was completely open on one side and 

23 The thinner and smaller a 
bell is, the less relative resistance 
the vibrating bell experiences 
from the air. Large bells with a 
relatively thick wall, such as our 
present tower-bells, are best cast 
from a bronze which possesses 
of its own accord as little 

material-muffling as possible. 
Bronze which meets this 
requirement is composed "of 
around 80 OJo copper 
and 20 OJo tin . 

24 Further reading, for 
example, in P.C. Bo!, Antike 
Bronzetechnik. Kunst und 
Handwerk antiker Erzbildner. 
Munich, Germany, 1985. 
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wherein a small loose ball was secured by means of a cord or a clapper, attached to 
the bell-wall. Thus, the clapper-bell came into existence. Did it really evolve like this? 
It is only an hypothesis, but, nevertheless, interesting enough to mention. Indeed, 
therefore, there does clearly appear to be a different origin in the West, with all its 
related consequences, than in ancient China. For in the latter country, the bell appears 
to have emerged from kitchenware, and more precisely from ritual vessels, thus 
making the relatively large dimensions and the clapper/ess characteristic plausible. In 
the West, however, the bell emerged from the pomegranate and its bronze counter
part. Therefore, it was small and, logically, needed to have a clapper. 

Even though the bronze clapper-bell of the Near East dates back to the 12th 
century B.C., a continuous stream of new bells only commenced at the beginning of 
the first millennium before Christ. But then once they began, they did not stop, 
especially with the people influenced by the Greeks and Romans, such as the Scythians 
or Celts. However, we will not concern ourselves with such a detailed history of these 
bells. We will only state that at the time, the bell appeared in all sorts of forms, sizes, 
and, in particular, functions. In the next chapter, therefore, a broad classification will 
be sought. We should realize, though, that we are attempting to fit a period of more 
than a thousand years into some sort of framework, a perilous and, in fact, impossible 
undertaking. 

35 PELLET-BELLS FROM 
LURISTAN, 8th CENTURY B.C. 
In Luristan (Northwest Iran), we 
come across pellet-bells which 
were crowned with rock-goats. 
The bells (h. 11 and 16 cm.) 
have the shape of a stylized 
pomegranate with fruit leaves, 

while the finely detailed 
rock-goats serve as the suspension 
eye. 
Asten, National Carillon Museum 

36 PELLET-BELL IN THE SHAPE 

OF A STYLIZED POMEGRANATE. 

LURISTAN (NORTHWEST IRAN), 

6th CENTURY B.C. 

It is obvious that one must find 
the origin of the pellet-bell in the 
dried fruit with pips. This was 
indeed easy to discern, no matter 

how primitive the manner of 
jingling. We see that this 
hypothesis is accurate in the 
represented pellet-bell (h. 11 cm.) 
in the form of a pomegranate 
with the fruit leaves clearly shown 
below it. 
Asten, National Carillon Museum 

- r 



37 HORSE-BELLS FROM 

URARTU, 8th-7th CENTURY B.C. 

Urartu, present-day Northwest 
Iran, was situated on the northern 
periphery of the New Assyrian 
empire. With their compktely 
unique cone shape, these bells are 
easy to identify. Noticeable 
triangular notches are made 
mostly in the flank. The largest 
bell has a height of 25 cm. 
Asten, National Carillon Museum 
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THE USE OF BELLS AND PELLET-BELLS 

The use of bells in Western antiquity can be divided into two distinct functions. On 
the one hand, they were utilized in various practical applications and, on the other, 
they fulfilled different warding-off functions in numerous cults. In Greek and Roman 
literature in particular countless examples can be found. 

The oldest bells were mainly bound to the harness and, therefore, acted as 
charms. There was also a good reason for this, or so one thought. Indeed, around 
the 12th century B.C., the period from which the oldest bells must date, the horse 
was just emerging as a mount. Before then it was used exclusively for chariots, but 
had now also received the signification of war-mount, and, together with its rider, 
needed protection. In what better form could that be found than in the tinkling of 
small bells, which could obviously hold the evil forces and powers at a distance? The 
bell has actually retained this warding-off significance to the present day, and 
although this is not necessarily evidenced in Europe, it certainly is elsewhere, and 
manifested itself in many ways. It is known that small bells were hung on the bier 
of Alexander the Great who died in 323 B.C. The bell could also be a symbol of 
mourning and warding-off in other ways, such as in Greek Sparta where women went 
through the streets with small bells when a king died. In addition, bells were rung 
after the death of a Roman emperor. 

One finds a related use from around 510 B.C. in the mausoleum of the Etruscan 
sovereign Lars Porsena. This possessed a crown from which chains hung, to which 
bells blown by the wind were attached that could be heard from far away. Does this 
have the same background as the custom of burying the dead with bells in the grave? 
The bell also acquired many functions as a charm in the worship service, in order to 
scare away angry spirits and powers. At the beginning of our era, for example, 
Emperor Augustus had ordered bells to be hung in the Jupiter-temple, so that a visitor 
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could attract the god to his presence by the use of the bell. However, one should 
approach the explanation of all these uses with caution. For example, the Jewish
Roman historian Flavius Josephus tells us that King Solomon also ordered bells to 
be hung from the roof of his temple, if only to keep the birds away ! Or was there 
perhaps, once again, the unspoken belief that birds could bring calamity? 

However, whether or not all this is true, the bell definitely fulfilled an important 
role in religion. In Athens it was customary for the priests to go around with hand 
bells during the religious rites of the god Cybele. And in the Roman Mithra-cult, it 
was considered a climax when the formerly covered statue of the bull-killing Mithra 
was uncovered before the initiated during the ringing of bells. 

Thus, bells had a warding-off function, also when hanging on the necks of 
horses, donkeys, mules, cattle, sheep, dogs, etc ... Therefore, the Roman armies would 
leave countless small, finely-made bells all over Europe. They can be admired in 
innumerable museums, because that valuable, indispensable mount, the horse, needed 
divine protection [38-39) . In fact, this custom still exists today: horses, cows and other 
animals still wear a bell, even though the original intention has long been forgotten, 
and one would be reminded even less of the protective nature of a bell when it is worn 
as decoration. 

Of course, many ancient customs have long since made their way into oblivion. 
Filostratos, a Greek writer from the first half of the third century B.C. tells us about 
a forgotten, but nonetheless remarkable, custom. He writes that fishermen fixed bells 
to their ships in order to keep sea monsters at a distance. This seems like a similar 
custom to that about which Aristotle had already spoken around 330 B.C. He writes, 
it so happens, that some fishermen hung bells from their nets with the same purpose 
in mind. But how the fish reacted, he did not say. 25 

Gradually, of course, the bell would also acquire all sorts of purely functional 
tasks. It was, for example, used as an instrument to signal the opening of baths, the 
fish-market, the moments at which the streets would be sprinkled with water, etc .. . 
It also found an application in signalling the servants of distinguished houses as to 
when they had to begin work. Often, bells hung at the front entrance, and as a rule, 
of course, the night watch also carried a bell. In exceptional cases it was further 
utilized for cunning purposes, as, for example, when bells were attached to nets in 
order to hear when a prisoner tried to escape by swimming over the river. 

25 During a visit to Sicily, the 
famous 17th century scholar 
Athanasius Kircher witnessed 
how fishermen harpooned a 
swordfish, after they had lured 
the fish sufficiently close with 
the ringing of bells, among 
other things (J . Godwin, 

Harmonies of heaven and earth. 
Rochester, Vermont, 1987, 
p. 23) . 

38 PELLET-BELLS, ROMAN , 
2nd-3rd CENTURY A.D. 
The horse, an indispensable 
mount for the Roman soldier, 
needed divine protection and 
therefore had pellet-bells hung on 
it. These cast-bronze pellet-bells 
have an average height of 10 cm. 
Asten, National Carillon Museum 

39 HORSE-BELLS FROM 
THE AMLASH CULTURE 

OF NORTHERN IRAN, 

150 B.C.-250 A.D. 

In numerous cultures the horse 
was an essential animal, and he 
had therefore to be protected 
against calamity. Small tinkling 
bells acquired just such a 
protective function in the Amlash 
culture. Decorative horseheads 
crown these cast-bronze bells with 
an average height of ca. 3 cm. 
Asten, National Carillon Museum 
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40 EGYPTIAN BELLS FROM 
THE SAITIC PERIOD, 
ca. 5th CENTURY B.C. 

On the flank of these jive 
bronze bells from Egypt are 
representations of mythological 
gods: the dwarf-face of Bes, god 
of marriage, Sekhmet, the 
goddess of war with a lion's head, 
Anubis the leader of the spirits 
with a jackal's head and the sun 
god Horus with a falcon's head. 
These bells, with a height of 
ca. 5 cm., have probably served 
as amulets, votive offerings, 
or burial gifts. 
A sten, National Carillon Museum 
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As stated, all of these details can be found in ancient literature. It should be 
noted that the cited examples are taken from stories and not from encyclopedic 
entries, even had they existed at the time. One example will clarify this. Strabo, a 
Greek historian from around the beginning of our era, tells us about a harpist who 
demonstrated his artful playing for the inhabitants of a certain island. When, 
however, the bell of the fish-market had sounded, aI1 his listeners left him, except one. 
This one, though, appeared to be deaf for, at a certain moment, he inquired as to 
whether or not the fish bell had already rung. After the harpist had confirmed this, 
he also left. From this story, it seems that the bell was utilized as a signal for the 
opening of the fish-market. 

Evidence of this and similar functions rarely appear on the bell itself, either as 
an inscription or an ornament, and bells from around the Mediterranean Sea almost 
never exhibit a text or ornament. Only occasionally do we encounter an exception, 
such as, for example, in a Spanish-Roman bell from one of the first centuries of the 
beginning of our era. The inscription engraved upon it tells that the bell belonged to 
the local nuntius junior Felix and was used to announce the beginning of the sacrificial 
ceremonies. 

Figures appear in only a few cases, for example the Egyptian bells carry an image 
of the god Bes, Anubis with the head of a jackal, the falcon-god Horis or the Apis 
bull [40). Was it with this type of bell, every year, that the festivities for the god Osiris, 
so popular in ancient Egypt, were rung in? 

But the finest specimen of a bell with ornamentation is certainly the almost-ten 
centimeter high Assyrian bell from the 7th century B.C. upon which the Assyrian gods 
Ea, Nergal, and Ninurti stand [41).26 This small bell was an unequalled climax during 
the antiquity of the West. 

26 At present the bell can be 
fo und in the Pergamon Museum 
in Berlin . 
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THE BELL AND THE BIBLE 27 

What the emperor Augustus did (p. 29), seems to be a variant of the Biblical passage 
where the priest-clothing of Aaron is spoken about [42). There we hear that the robe 
of the ephod, the priestly vestment, will have pomegranates upon the hem, and bells 
of gold between them round about: A golden bell and a pomegranate, a golden bell 
and a pomegranate upon the hem of the robe round about. And it shall be upon Aaron 
to minister: and his sound shall be heard when he goeth in unto the holy place before 
the Lord, and when he cometh out, that he die not. 28 

Particularly interesting in this text is the fact that the bell did not actually possess 
the function of warding-off, but rather of warning God that a mortal being was about 
to enter his sanctuary. To see God would mean certain death. As a matter of fact, 
the Jews were not alone in this custom. We know, for instance, that the Persian kings, 
who were also high priests, had golden bells hung from their official robes. 

The bell is also mentioned elsewhere in the Bible. The prophet Zacharia 
announces in a prophecy that God will destroy the earthly powers and will assemble 
the scattered Israel. Zacharia concludes with the pronouncement: In that day shall 
there be upon the bells of the horses, Holiness Unto the Lord. 29 

Pre-Columbian cultures 

THE BELL IN AZTEC, MAYA, INCA, AND OTHER CULTURES 

In the title of this chapter, peoples are listed who lived, and whose descendants still 
do, in a region the extent of North and South America which is so large that one could 
hesitate over the correct approach to the pre-Columbian bell. The justification for 
this geographical generalization is hidden in the fact that before the arrival of the 
Europeans in 1492 bells were indeed known in these cultures, but nevertheless 
remained very modest in magnitude and shape. Moreover, they were rarely or never 
constructed from durable materials. It also means that the bell in pre-Columbian 
cultures was of little importance and has left few traces in history. 30 However, it was 

then the pellet-bell, in gold, copper, or bronze, which came to the fore in all shapes 
and sizes at the time. 

When we limit ourselves, for the time being, to the clapper-bell, it is indeed 
striking that hardly any archeological clapper-bells have been preserved. On the other 

. hand, there are certainly more religious figures which carry imitation bells on the 
body. A very fine example is found in figure 43. It depicts the goddess Cihuacoatl 
and comes from the Mexican province of Veracruz where it must have been buried 
between 200 and 600 A.D. Cihuacoatl was, among other things, the goddess that was 
associated with women who died in childbirth. 

The famous figures known under the name sonriente, the smiling one, come 
from the same region and time. The name refers to the image of a child with ringing 
bells around the arms who was offered with a contorted smile to Xochipilli, the god 
of dance. No traces of the real bells themselves remain, a reason for supposing that 
they have in the meantime disintegrated. Apparently, one must assume that the 
imitation bells in this and similar images existed, in reality, out of organic materials, 
such as fruit-scales in the form of gourds. 

27 A. Sendrey, Muzik in 
Alt-Israel. Leipzig, s.a. 

28 Exodus 28, 33-35; 39, 24-26. 
It must be noted that the Book 
of Exodus was written during 
the Babylonian Captivity around 
550 B.C. 

29 Zacharia 14, 20. The text is 
usually dated approx. 170 B.C. 

30 Whoever has the 
opportunity, for example, to 
visit the imposing Museo 
Nacional de Antropologia in 
Mexico City, quickly sees how 

noticeably scarce metals from 
the pre-Columbian cultures of 
Mexico, particularly the Aztecs 
and their direct ancestors, are. 
The absence of metal bells, thus, 
says nothing about a bell
culture, but everything over an 
almost authentic stone age there. 

41 ASSYRIAN TEMPLE BELL, 
7th CENTURY B.C. 
This oval shaped cast-bronze 
Assyrian temple bell (h. 9.5 cm.) 
is exceptionally finely decorated. 
The Assyrian gods Ea, Nergal, 
and Ninurti are portrayed on it. 
This can probably be regarded as 
one of the first known Western 
bells which was richly 
ornamented with local gods. 
Berlin, Pergamon Museum 

42 AARON DRESSED IN 
PRIESTS' CLOTHES WITH 
POMEGRANATES AND GOLDEN 
BELLS AT THE SEAMS 
According to biblical tradition 
Aiiron, one of Moses's brothers, 
was the founder and forefather of 
Israel's priesthood. In a biblical 
passage his priestly clothes are 
described as having pomegranates 
and little golden bells in between 
at the seams (Exodus 28, 33-35; 
39, 24-26). 
Amsterdam, Biblical Museum 



44 CEREMONIAL SACRIFICIAL 

KNIFE FROM NORTHERN PERU, 

CHIMU CULTURE, 

12th CENTURY A.O. 

This sacrificial knife, with a 
length of 25 cm., was retrieved 
from a grave. It has never been 
used as it only had a symbolic 
function on the journey to the 
hereafter. There are small balls in 
the handle which could be 
jingled. 
Asten, National Carillon Museum 

43 STANDING CIHUACOATL, 

CENTRAL VERACRUZ, 

UPPER REMOJADAS II PHASE, 
350-<i50A.D. 
This statue (h. 48 cm.), 
constructed from terracotta, most 
probably represents Cihuacoatl 
'the snake woman ', an earth 
goddess. She occupied the second 
highest office in the hierarchy of 
the Aztecs and was the most 
important member of the 

45 RATTLE, NORTHERN PERU, 
VICUS CULTURE, 
ca. 4th CENTURY B.C. 
On this cast-bronze rattle there is 
an anthropomorphic figure which 
possibly represents a fighter. 
The length of this rattle reaches 
15cm. 
Asten, National Carillon Museum 
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'Council of Four'. The sovereign 
Tlatoani (Great Speaker) was 
responsible for foreign affairs 
and the military apparatus. 
Cihuacoat/ led domestic politics. 
Under the arms one finds two 
bell-shaped objects. In reality 
they were probably constructed 
out of perishable materials, such 
as the shells of dried fruit. 
Asten, National Carillon Museum 

However, as mentioned, pellet-be/ls were much more numerous. With them the 
ritual background is an unmistakable factor. In figures 44-46 some impressions are 
given. For example, a sacrificial knife from 12th century Peru [44) possessed a sacred 
meaning through the jingling of the pellets in the blade during sacrificial ceremonies. 
And the jingling figure, with seeds in the belly, tries to imitate the pattering of the 
rain. Thus, the possibilities are almost unlimited with funerals, fertility rites, prayers 
for rain, and so on ... 

Of course, since the coming of the Europeans, the bell culture of Central and 
South America has changed radically. At this moment swinging-bells are a completely 
normal and accepted phenomenon in the Christian churches there. No one will be 
surprised to find that the bell-uses of the Iberian peninsula dominate. In addition, 
that means that the rare carillon which appears in this region is then also much 
younger and, as a rule, of Dutch origin. 



46 GOLDEN BELLS FROM 
PRE-COLUMBIAN CULTURES IN 

MEXICO AND VENEZUELA 

QUIMBAYA (500-IOOOA.D.) 
ANDTAIRONA CULTURES 

(1000-1500 A.O.). 

Wonderful objects made of 
valuable materials from the 
pre-Columbian cultures are 
known. These bells are 
constructed out of gold; the 
largest bell stands 7 cm_ high. 
Three bells are modelled as 
stylized standing bats, the 
farthest right one as a stylized 
flying dragon, the left one has a 
sword-shaped projection, while 
the front one is provided with a 
golden jingling stone and a 
spiral-shaped twisted handle. 
Most probably they had a ritual 
function. 
Asten, National Carillon Museum 
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47 TEMPLE BELL FROM 

THAILAND, RATANAKOSIN 

PERIOD, RAMA IU STYLE 

(1824-1851) 

The bell (h. 86 cm.) is cylinder 
shaped with an expanding lower 
edge and a conically tapering 
shoulder. On top of this is a disc 
shaped console decorated with 
stylized lotus leaves circled 
underneath by a beaded edge. 
The flank is completely 
ornamented and divided into four 
squares. In each one a worship 
figure stands in relief representing 
Deva. A worship figure also 
stands on the crown-arms. 
A bell such as this is never struck 
with an internal clapper but 
always with a loose long hammer 
hanging horizontally in cords. 
The priest strikes one of the 
circular bulges on the underside 
with this hammer. On the bell we 
also find the original 
polychromy-that is quite 
exceptional for a bell. 
Asten, National Carillon Museum 

48 CLAPPERLESS BELL FROM 

VIETNAM, 1832 

This bell (h. /05 cm.) was cast, 
according to the inscription, on 
the tenth day of the third month 
in the thirteenth year of the reign 
of King Minh Mang, that is in 
1832 A.D. It was meant/or the 
Buddhist temple 'Infinite Mercy' 
in the village of Xuiin Loi in 
North Vietnam. The inscription 
further implores a favourable 
wind, timely rain, a peaceful land 
and a serene peo pie, in all ten 
directions of the world. 
The names of the donors are 
written over the whole flank of 
the bell. 
The ornamental characters on the 
shoulder of the bell stand for 
happiness, prosperity, a long life 
and the tao (the Right Way). 
A bell such as this is never struck 
with an internal clapper but 
always with a loose long 
horizontal hammer hanging in 
cords. The priest hits one of the 
circular bulges on the underside 
with this hammer. 
Asten, National Carillon Museum 



C H A PTER II Contemp_orary__ 
non-Europ_ean bells 

Present-day bells in Asia 

During our voyage through time with the carillon of the Low Countries as the central 
theme, the danger always exists, naturally, that our bell-culture will be over-rated at 
the cost of bells and bell uses which still flourish in the rest of the world. For this 
reason, a brief impression of modern non-European bells will be given in this chapter. 
Therefore, we address ourselves first of all to Asia. 

In contrast to Islam, which did not take the bell up in its rituals, Hinduism, 
Buddhism, and related religions continue to use the bell extensively. Broadly stated, 
there are two bell-models involved; on the one side, bells with a more-or-less Western 
design, thus our traditional bell-model complete with bell-rim; and on the other, the 
cylindrically-modelled bell. Geographically, those resembling European bells are 
roughly limited to India and its immediate surroundings, while the cylindrical bells 
are used mainly in the area between Southwest Asia and Japan. Furthermore, they 
are still cast there. 

The cylindrically-formed bells can assume gigantic dimensions, many meters 
high. They always hang fixed and unmovable from a hanging-beam and do not have 
a clapper. This type of bell, at least when it is large, is struck by the monks with a 
horizontally-hanging beam which is driven in the direction of the bell . The strike-point 
is then a poured-on bulge in the bell. 

Just like the present-day bells in the West, the Eastern cylindrical bells also often 
possess long inscriptions. Such a bell is illustrated in figure 48. It comes from the 
temple Infinite Mercy in a village somewhere in North Vietnam and was cast in 1832 
during the rule of King Minh Mang. Its inscription asks for a favourable wind, timely 
rain, a peaceful land, and a serene people. The bell was given by inhabitants whose 
names are written one after the other on the bell. 

Naturally, there are also smaller bells in Asia. The most notable among them 
is the ancient priests' bell which is used together with the thunderbolt. It appears in 
Japan as well as in India and its surroundings. Its form is fairly uniform, although 
there are small differences specific for the land of origin [47]. 

The use of bells is much more lively in India than in Japan, for example. The 



50 CAMEL BELL FROM THE 

NEAR EAST, ca. 18th CENTURY 

The camel, also called the ship of 
the desert, was a valuable mount. 
As protection against evil powers 
and spirits, jingling objects which 
often consisted of two or more 
bells hung in each other, were 
hung on the camels. Thus one bell 
served as the clapper of the other. 
The ornamentation on this 
example is of high quality. The 
height of this bell is 25 cm. 
Asten, National Carillon Museum 

49 BELL FROM THE 

GANDHARA CULTURE, 

3rd-4th CENTURY A.D. 

The Gandhara culture 
(ca. 100-300 A.D.) in the border 
area of present-day Pakistan 
and Afghanistan is of great 
importance in archeology and art 
history. Here we find a true 
synthesis between the 
Greek-Roman art in the West 
and that of South-West Asia. 
A fantastic example is this bell 
with two strongly profiled 
circular rings, which fit, 
according to form, both in the 
Western and Eastern traditions. 
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51 PRIEST BELL AND V AJRA, 

TIBET, PROBABLY 18th CENTURY 

One of the most important cult 
symbols in Buddhism is the priest 
bell. The handle shows an image 
of Dharma, the queen of the 
supreme wisdom. On the 
shoulder are so-called mantras 
which are murmured by the 
Buddhist monks during the 
ceremony. In esoteric Buddhism 
the bell is considered as the 
female element, while the vajra, 
or thunderbolt, represents the 
male element. 
Asten, National Carillon Museum 

The powerful patina is 
exceptional, not only for the 
usual green, but also the deep 
red. There are slit-pores 
noticeable in the bell from the 
clapper which is no longer 
present. This bell has a height of 
17cm. 
Asten, National Carillon Museum 

52 TULW SHAPED CHIEF BELL, 
SOUTHEAST NIGERIA, 
IBO-PEOPLE, 19th CENTURY 
The tulip form is typical for this 
chief's bell. The ornamentation 
shows us an abundance of form, 

each of which probably had its 
own symbolic meaning. These 
thin walled cast-bronze bells are 
approximately 17 cm. high. 
Asten, National Carillon Museum 
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bells modelled somewhat after Western examples hang just as still as cylindrical ones, 
but have, nevertheless, clappers which are moved by hand, thus making rhythmic 
ringing possible. One finds a very clear example in the Golden Temple of Varanasi, 
the old Benares. It is the city where every Hindu will take a bath in the Ganges in 
order to obtain immortal life, and the bells of the temple accompany them. 

The bells are rung in a wild rhythm, employing all dynamic gradations. Some
times, no matter how clear a very simple, monotonous melody remains, underneath, 
the many accompanying bells seem to be fighting with each other for hegemony. Thus, 
the playing of these bells reaches a hallucinatory climax only to become suddenly 
silent, in a stillness which does not seem to exist, in a silence which appears to be 
devoted to god. 

Modern-day bells in Africa 

The bell-culture of Africa, south of the Sahara, is of a totally different nature than 
elsewhere in the world. On the one hand, one notices an overwhelming difference 
among models, while on the other hand all types of materials are utilized, such as 
wood, ivory, sheet iron, and cast-bronze or brass. 31 Furthermore, one observes that 
the African bell is always small in size. 

The earliest African bells were found to the east of the Niger, in the land of 
the Ibo or lgbo [52], in Biafra where a mournful civil war raged from 1967 to 1970. 
The oldest bronze and/ or brass bells from this region could be dated around the year 
1000. They are thin-walled and usually decorated with very fine granulation as well 
as spirals, miniature-heads, leopards, snakes, flower-motives, and everything imagin-

31 Bronze is an alloy made 
from copper and tin; brass from 
copper and zinc. The most 
common bronze contains 10 0/o 
tin, white brass possesses 30 to 
400/o zinc. 

53 BELL FOR A DIGNITARY, 
YORUBA PEOPLE, SOUTHWEST 
NIGERIA, 19th CENTURY 
Already in the 15th century 
dignitaries in the kingdom of 
Benin, in Southwest Nigeria, 
wore a bell around the neck. 
These bells, which were also used 
in ancestral cults, were frequently 
provided with representations of 
a stylized countenance. This use 
was adopted by the Yorubas. 
The height of this bell is 28 cm. 
Asten, National Carillon Museum 

54 EDAN COUPLE, YORUBA 

PEOPLE, SOUTHWEST NIGERIA 

The cast-bronze Edan couple 
always consists of a stylized man 
and a woman figure. These are 
modelled as horn shaped figures 
with a bell shaped tip containing a 
clapper. It is notable that the man 
and woman are almost always 
depicted naked, and are 
frequently bound together by a 
chain. Both figures sit in a 
squat-position: kneeling crouched 
down. The Edan was used in the 
secret Ogboni society and has 
five main functions: juridical, 
divining, healing, protecting, and 
communicating, in other words 
the transport of messages in 
dreams. The height is 27 cm. 
Asten, National Carillon Museum 



55 FACE-BELLS, SOUTHWEST 

NIGERIA, BENIN, PROBABLY 
16th CENTURY 
These face-bells show a 
representation of the first Egbo. 
He was the most important 
person in the hierarchy of the 
Yoruba people. The face-bell 
had an exclusively ceremonial 
significance and was only used a 
few times each year. The spirits of 
the ancestors were called up by 
their jingling. Each leader 
provided his successor son with a 
new bell. The height of the largest 
bell is 15 cm. 
Asten, National Carillon Museum 
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56 IFA ORACLE BELL, 
YORUBA PEOPLE, NIGERIA 
The members of the Yoruba 
people call upon the god /fa if 
they consult an oracle. The 
diviner does this by brushing a 
meal-covered board with these 
horn shaped bells. He lets the bell 
jingle in the cup-shaped tip so 
that the spirits of the ancestors 
shall also take part in the 
ceremony. 
These oracle bells, which are 
constructed out of various 
materials such as wood, ivory, 
and bronze, were often equipped 
with fertility symbols. The 
average length comes to 35 cm. 
Asten, National Carillon Museum 

57 AFRICAN BELLS 
The abundance in form of 
African bells is illustrated by 
these three bells. The two outer 
ones are constructed from iron, 
left, a so-called double bell and 
right, a striking-bell. They are 
crowned with a wooden handle 
with, respectively, a crocodile
headed standing figure and a 
ram's head. A wooden 
striking-bell stands in the middle 
with a sitting figure on top of it. 
The outer bells are 49 cm. high, 
the middle bell 13 cm. 
Asten, National Carillon Museum 
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able. They were, among other things, worn on clothing during ceremonial rites. 
Somewhat younger are the bells which come from Ife, the city of the people of 

the Y orubas, which still plays an important role in southwest Nigeria today. Not much 
later, the nearby city-state of Benin would take on historical significance, and also 
for bells ! The majority of bells from Benin have been cast from brass and possess 
a rectangular profile. Usually, they are decorated with the image of a face. They were 
intended chiefly for dignitaries [53]. 

The art of bronze-casting was later practiced on the lower reaches of the Niger 
and numerous handsome bells were produced there. Although Benin declined at the 
end of the 19th century with the interference of the British, its casting art lives on, 
particularly with the Y oru bas. In their culture, many ceremonial and ritual bells are 
employed. So, for example, the custom of casting so-called face-bells [55] which 
served as symbols of authority and lineage existed, but bells for the many religious 
rites were also constructed, such as for the rituals of the secret society of the Ogboni 
[54], for the lfa oracle [56], or for the purpose of initiation rites. In short, just like 
everywhere else, the applications of the bell were very diverse, and an accent on the 
sacred was certainly not missing. 

Up to now, only bells in Nigeria have been spoken about. In fact , this is quite 
justifiable, at least if one focuses only on the more evolved bells. However, if one 
also investigates in the regions where simple bells occur, the accent always remaining 
on Nigeria, then one can also speak about a much greater area, namely from Senegal 
to Zaire and all the countries in-between. Certainly, bells also appear elsewhere in 
Africa, but normally these bells, with a simple design, are used mainly as rhythmic 
support for dancing in addition to serving as animal-bells. But between Senegal and 
Zafre, nevertheless, innumerable interesting bell-types appear on the periphery, 
although not at such a developed level as in Nigeria. In the centre of these stand the 
countless iron bells which, in their most beautiful form, are fitted with wooden 
handles in which a figure is carved, illustrating the function of the bell [57]. 

Next to their ritual and signalling purposes, most African bells have practically 
no musical significance, at least according to Western norms. By African standards 
though that is all the more so . They are utilized chiefly as rhythmic, supporting 
instruments for dancing. The iron double-bells with their two tones, though, form 
an exception, which means the bells were simultaneously allotted a more melodic duty. 
However, at the same time, that is the musical limit of the African bell. 



58 THE LEGEND OF THE 

EREMITE SAINTS ANTHONY 

AND PAUL. PANEL, BEGINNING 

OF THE 16th CENTURY. 

MASTER OF THE SAINTS SIPPE 

The saints Anthony the Great and 
Paul of Thebes are portrayed in 
the centre. The ascetics are in 
discussion at the source of good 
and evil. Both saints lived in the 
third century A.D. Various 
sacraments and rites are depicted 
around them, such as baptism, 
the carrying away of the evil souls 
by the devil, a funeral and the 
H. Mass. Behind both saints one 
notices a chapel with a swinging 
bell as signal instrument. 
Munich, Alte Pinakothek, 
nr. WA 452 
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According to the oldest Christian sources, initially only small bells were used for 
ecclesiastical purposes. Here, then, there is no definite break with antiquity. However, 
it must be noted that this fact is related to the period following the Edict of Milan 
in 313, thus from the moment when Constantine the Great extended religious freedom 
to the Christians. It is not clear, though, whether or not bells had served in churches 
and cloisters before then and in any case, there is no historical proof of this. 

These oldest Christian sources lead us first to Egypt and to what was then 
Palestine; to countries, therefore where the first monks and hermits must be sought. 
So, for example, has Saint Anthony (251-c.356) who lived as a hermit by the Nile, 
been depicted since time immemorial with staff and handbell. The monk Hieronymus 
(d.420) also knew the liturgical use of bells, 33 and there are more similar examples 
to give! From the same period a number of small bells still exist. Indeed, they appear 
to be quite small in dimension: not one exceeds twenty centimeters. Furthermore, they 
do not have the later, so familiar bell profile; on the contrary, the hemispheric model34 

appears most often. They are frequently of Coptic origin and then ornamented with 
a simple cross. 35 

The National Carillon Museum of Asten, The Netherlands, also possesses small 
bells from this period. One of these has an inscription in which the bell is dedicated 
to St Blasius (d. c.316 in Armenia) [59], while two others, according to their 
inscriptions, appear to come from Byzantine cloisters near Damascus [62]. In these 
cases they are the results of archeological finds which date from before the conquest 
of this region by the Mohammedans in the middle of the 7th century, an event which 
has also proven to be of far-reaching significance for bells; for Islam has never really 
adopted the bell in its religious uses. 

It does not seem unlogical to assume that at the same time as the spread of 
Christianity over Europe, the bell likewise became known for religious purposes. 
Then, it also appears initially to have been used primarily in cloisters. So it was, in 

32 L. Morillo! , op.cit. 

33 Hieronymus is known above 
all for the Latin translation of 
the Bible, the Vulgata. 

34 Hemisphere means half ball 
(hemi is half; sphere is ball). 

35 The Christian Coptics are the 
original indigenous Christians 
there . Their descendants still live 
in Egypt. 

59 ROMAN BELL, 
4th-5th CENTURY A.O. 
This hemispherical Roman bell 
(h. 6 cm.) carries (in translation) 
the following Greek inscription: 
Saint Blasius. 
Blasius was bishop of Sebaste in 
Armenia (Little Asia) and died a 
martyr, probably under the 
Roman emperor Licinius in 316. 
He was worshipped as a miracle 
worker and called upon to treat 

throat complaints. This latter 
point originated in a miraculous 
healing of a boy who had 
swallowed fish bones, a healing 
which took place thanks to the 
intervention of Blasius. For this 
same reason, on his feast day 
(3 February) the Blasius blessing 
is still given in Catholic regions as 
protection against throat 
complaints. 
Private Collection 
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60 SAINT ANTHONY, 

LEFT WING OF A TRIPTYCH 

OF THE MASTER OF ALKMAAR, 

ca. 1490-1510 

In the Vita Antonii (end 10th 
century) the Abbot Saint 
Anthony, the father of monks, 
is described as a great miracle 
worker. The whole city ran 
together in order to see Anthony. 
The Heathens and the Priests 
came in order to see God's man. 
During his life, Anthony led a 
solitary existence in the desert. 
The worship of Anthony entered 
the West through the monastic 
order of the Anthonites, founded 
at the end of the 11th century. 
His great popularity can be 
attributed to the fact that he was 
worshipped as the patron against 
infectious diseases of people and 
livestock. The saint wears a bell 
as attribute and is accompanied 
by a pig. 
Amsterdam, Rijksmuseum 

61 BISHOP ANTHONIUS 
PIEROZZI, ARCHBISHOP OF 

FLORENCE, PAINTING BY 
THOMAS WYCK, 17th CENTURY 

The archbishop Anthonius 
Pierozzi (d. 1459) stands in front 
of the cathedral in Florence. 
This saint is called upon mainly 

for fever and as the guardian of 
accidents. In this painting he is 
brought an offering. There is a 
swinging-bell in the tower next 
door as a signal instrument. 
Stockholm, National Museum 

order to name a single example, that in Aries in southern France around 513 the monk 
Caesarius (d.543) drew up a cloister regulation, drawn from an Egyptian example, 
by which all those who entered the church after the bell had finished ringing would 
be reprimanded. 

This source further tells us that the bell was apparently used for the announce
ment of the canonical hours. 36 Was that bell taken in the hand and rung so? Or was 
the bell hung up and struck with a hammer? The sources do not reveal this, although 
the type of suspension-eye of one of the bells in the Carillon Museum [62) leads one 
to suppose that they were indeed suspended. That this was not improbable is further 
confirmed by a notice from early 6th century Egypt in which John, bishop of 
Alexandria, reports that the bells were hung from a cord or belt. There was as yet, 
there or elsewhere, no mention of a swinging-bell, thus a bell which was rung by 
swinging on an axis [63-64). 

36 One understands canonical 
hours or offices to mean the 
fixed moments during which the 
monks have been united in 
prayer since time immemorial. 

37 From the word campana 
comes the professional title of 

campanologist, one who studies 
bell casting and ringing. This 
title emerged already in the 18th 
century. 

38 The symandrum is generally 
a long, hardwood plank which is 
struck with a hammer. The 

sound of the symandrum is 
short and dry and can be 
somewhat varied by striking on 
different spots . Thus, in 
principle, even rhythmical 
playing is possible. 
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THE LA TIN NAMES FOR BELL 

Apart from the question of from when the oldest swinging-bell dates, there is still a 
completely different problem. By no means has the Latin word campana37 always 
been employed for the bell. On the contrary, the Christian church almost always used 
the term signum, or sign. In fact, the oldest source of the word campana is relatively 
young, namely a letter which Deacon Ferrandus of Carthage wrote to Eugippius, 
abbot in the region of Naples, around 515. In this letter, the word campana was used 
for the first time and then in connection with the fact that the latter had ordered a 
bell in Carthage and with it mentioned that it did not need his name cast on it seeing 
as the Holy Spirit has already engraven it on your heart. The bell itself would be used 
for the hour of prayer, such as has been determined a holy practice of devout monks. 
According to a dubious historical writing, the Christian church bell would have 
already been discovered under the name campana a century before then by Paulinus 
(c.353-431), bishop of the city of Nola, in the Italian district of Campania, but this 
assertion only dates from the 7th century and was, moreover, never proven. Nonethel
ess, the story has led an obstinate existence, possibly also because the correspondence 
seems too good. Indeed, not only could the word campana for a large bell be explained 
in this way, but also the other Latin word no/a for the somewhat smaller bell. In 
reality, campana is actually more related to the Old-Slavic kampan and kamban, 
words in which the bending, the curving is implied. 

The much older word tintinnabulum for the small bell was only sporadically 
applied, at least in Christian literature. There the word signum was, among others, 
still chiefly used for the bell. To be sure, this word expressed that the signum was 
a signal, a sign of the church, but as a matter of fact, it could be achieved by more 
instruments than exclusively a bell, and also was . A known signum was, for example, 
the symandrum or the sacred wood [65],38 explicitly described around 370 by Saint 
Ephraem in Syria. 

Indeed, in relation to this, the hypothesis has been proposed that this modest 
wooden striking-instrument was only replaced by the louder ringing bell when 

62 TWO BYZANTINE BELLS, 
5th-7th CENTURY A.D., SYRIA 
These bells (h. 14 and 19 cm.) 
come, according to their 
inscriptions, from two cloister 
churches in the region around 
Damascus. The text, in a 
Greek-Syrian dialect, reads, for 
the right one: Bell belonging to 

63 SWINGING-BELL CAST BY 
JOHANNES RUTGERUS VOIGT 

IN 1796 IN BELL CAGE 

This cast-bronze swinging-bell 
with a diameter of 60 cm. was 
originally cast for the Roman 

the church of the Mother of God 
and Saint George of Makkebas, 
and for the left one: Cloister of 
Holy Mary and the Saints 
Cosmas and Damian. 
Both inscriptions are of great 
importance to archeological 
research. 
Asten, National Carillon Museum 

Catholic church in Geesteren. 
It now hangs in a bell cage in the 
National Carillon Museum at 
Asten 

64 ONEOFTHE 

SWINGING-BELLS OF THE 

DOM TOWER OF UTRECHT, 

IN ITS BELL-CAGE, 1982 

A carillon of thirteen bells, the 
heaviest a bell of 8095 kg., hangs 
in the Dom tower of Utrecht. 
These bells were originally cast in 
1505 by Geert van Wou. In 1664, 
however, the seven smallest ones 
were sent to Franfois Hemony in 
order to construct a new carillon. 
In 1982 these were again cast in 
their original form and sound by 
the Eijsbouts Bellfoundry. This is 
one of the new swinging-bells in 
its bell-cage 



65 PRINT WITH A 
REPRESENTATION OF A 

SYMMANDRUM WHICH IS 
PLA YEO WITH TWO HAMMERS, 
1664 
In the oldest Christian churches 
the signum, the sign, was 
probably not yet a bell but a 
sounding wood. In the Roman 
church this symmandrum has 
gradually disappeared, although 
traces are left behind when the 
bells are in Rome during Holy 
Week. In the Eastern churches 
this instrument still belongs to the 
normal church attributes. 
Hieronymus Magi us, De 
Tintinnabulis, 1664, part I, p. 79 

66 THE FLEMISH 
CARILLONNEUR VICTOR VAN 
GEYSEGHEM IN 1933, AS CHIMER 
OF THE BELLS ON THE CHURCH 
OF THE HOLY SEPULCHRE IN 

JERUSALEM 
The stationary bells are played by 
means of ropes which are 
connected to the clappers in the 
bells. The chimer plays the 
smallest bells by hand and the 
heaviest by foo t. In doing so, the 
objective is not to produce a 
bell-melody, but rhythmic 
patterns which can be very 
absorbing due to their repetitive 
nature. 
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Christianity no longer needed to operate in secrecy, and this is confirmed in the 
sources. While bishop Amalarius visited the city of Rome in 831, he was given to 
understand that scarcely one hundred years before, the wooden striking-instrument 
was still being used in the Roman churches, and that not on account of a shortage 
of bronze for casting bells, but because of the tradition which would go back to the 
time when men had kept themselves hidden in the catacombs. 39 For that matter, it 
is certain that wood has been maintained by Greek Orthodox churches up to the 
present day, while a variant of this, the rattle, still finds a liturgical application during 
Holy Week in Latin churches . 

THE OLDEST SWINGING-B ELLS IN THE FRANKI SH EMPIRE 

Although the signum, as a signal of the church, could be given form by all types of 
instruments, in context we learn that in many cases the signum was actually a bell. 
So said, for example, the erudite bishop Gregory of Tours (d. 594)40 in his writings 
about a signum -that the signum was moved back and forth and pulled with a cord, 
therefore a real swinging-bell. Apparently, in every case at the end of the 6th century 
and in France particularly, the swinging-bell existed . However, it is by no means 
certain that the swinging-bell was already generally popular at this time. Only in the 
following century are there sufficient historical sources to be able to assume that from 
that time onward in Western Europe it had become a generally recognized phenome
non. At the time there were also no technical impediments to gradually making the 
bell larger and heavier. Indeed, from the moment that the bell was no longer taken 
in the hand, but could be made to sound by swinging, it could, in principle, be 
produced in every imaginable weight. And from there, the bells increased considerably 
in dimension within a few centuries. Around the year 1000, weights of approximately 
one thousand kilos had already become normal, and half a millennium later weights 
ten times larger would form no real problem. 

The development sketched here of the handbell to the swinging-bell initially 
applies to the whole of Europe, but in the 16th century would be limited more and 
more to the western and southern parts of Europe. In Eastern Europe, where the 
Christian-Orthodox church would become dominant, the swinging-bell began at this 
time to gradually disappear.41 Since then exclusively stationary bells have been pealed 
there [66, 145, 147, 150) .42 

THE BELL AS SACRAL AND MYSTICAL PERCUSSION INSTRUMENT 

The idea that the first Christians immediately foreswore the so-called pagan uses of 
bells appears to be only partially true. Around the year 180 A.O., for example, the 
Christian writer Clemens Alexandrinus certainly pronounced his disapproval of the 
use of small bells and pellet-bells by women who danced to their sound during 
banquets. A few centuries later it was Joannes Chrysostomus, the patriarch of 
Constantinople -present-day Istanbul- who forcefully protested against the custom 
of providing children with bells, which were amulets for protecting them against evil 
forces. 

However this resistance to pagan uses of bells by no means prevented the 
Christians from attributing miraculous powers to their own bells, at least certainly 
in the opinion of the population and in the rich hagiography of the day. This had 

39 S. de Blaauw, Klokken sup ra 
urbem. Over klokgelui in 
middeleeuws Rome, in: De 
wereld van Helene Nolthenius. 
Terugstrevend naar ginds, red . 
E. Mulder, Nijmegen, The 
Netherlands, 1990, p. lll - l42. 

40 Gregory of Tours is best 
known fo r his Historiae 
Francorum , the history'of the 
Franks. 

41 See also E. V. Williams, The 
bells of Russia. History and 
Technology. Princeton, New 
Jersey, 1985 . 



67 THE BELL CONSECRATION 

Once cast, the swinging-bell 
continued to be handled with 
great respect. It was consecrated, 
personified and laden with 
human and even godlike 
qualities. As a rule, they were 
provided with a baptismal gown, 
and washed and consecrated 

solemnly with oil and incense, 
just as a newborn child. 
Nevertheless, the official church 
realized that the bell could only 
be consecrated and not baptized. 
Pontificale Romanum. Antwerp, 
1627, part 2, pp. 189, 198-199. 
Brussels, Royal Library, 
VB8/2CLP 
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its reasons, for a bell which, in relation to a saint, was known to bring about all sorts 
of miraculous things could only increase the saintliness of the respective person ! All 
the same, this superstitious point of view was apparently accepted because it found 
a place within the canonized religion. The ancient use of the magic warding-off bell 
was, therefore, Christianized, and that fact sufficiently proves that a true break with 
the past is out of the question. 

A familiar story, for example, is that while the Frankish king Clotharius II 
besieged the city of Sens to the southeast of Paris in 615, bishop Lupus called the 
people of the city together with the signum ecclesiae -the signal of the church
which according to the historiographer, had a voluminous sound. The enemy's army, 
frightened by the unknown, holy voice, fled. Another report from this period relates 
how a corrupt priest who did not have a single remorse, had to discontinue his 
attempts to ring the bell, which remained mute and noiseless. Only after the priest 
had shown regret did the bell receive its voice back. 

Then there is the story of Bonifatius (c.674-754), murdered in 754 near Dokkum. 
When his lifeless body was brought to Utrecht and the people there wanted to bury 
him, there arose a great disagreement with the cloister of Fulda which had been 
founded by Bonifatius. He had wanted to be buried there, or so he had once let it 
be known, but the people of Utrecht did not want to hand over his earthly remains 
to Fulda, until a bell suddenly began to ring, completely of its own accord -and that 
was the sign for the Utrechters to grant the request from Fulda. So Willibald (d. before 
768) tells us in his biography of Bonifatius. 

42 This type of bell chiming is 
realized with the aid of cords 
which are attached to the 
clappers, making a rhythmic 
playing of a series of stationary 
bells possible . 

68 BELL CONSECRATION AT 
THE BEGINNING OF THE 1950s 
Bell consecration is a ritual which 
has been in practice since the 
Middle Ages. According to the 
ritual, the bells are first washed 
with holy water, and then 
anointed with oil and incense. 
The whole event is celebratorily 
accompanied by a number of 
prayers and songs. The goal was 
to cleanse the bronze of evil 
spirits and to dedicate it to the 
service of God 

69 ORNAMENTED INITIAL 

FROM A LATIN PONTIFICAL. 

SECOND HALF 14th CENTURY 

In the first letter of the bell 
consecration prayer Signi seu 
campane, stands a mitred bishop, 
and before him a servant with an 
open book, consecrating a bell 
(under the miniature). 
Brussels, Royal Library, 
ms. 9216,fol. 236 r. 



70-71 THE BELL, ITS FUNCTION 

AND SYMBOLISM IN PAST 

CENTURIES 

In the daily life of our ancestors, 
bells continually occupied an 
important social function. They 
determined the rhythm of life to a 
great extent, and were the 
preferred interpreters of public 
merriment, calm, and unrest. 

They therefore symbolized the 
unity within a city's community. 
The most important bells, 
including the emergency, 
juridical, fire and storm bells, 
hung mainly in the most 
important city towers or in the 
tower of the belfry, situated in the 
centre of the city and symbol of 
freedom and independence. 
They were rung in cases of fire, 
official proclamations, public 
emergencies, enemy attacks, 
etc .... Various bells have been 
preserved. 
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Antwerp's storm bell Orida -the 
name comes from the Latin word 
Horrida, the terrible- was cast in 
1316 by master Gerardus de 
Leodio and hung in the tower of 
the Cathedral of Our Lady. 
Since 1930 it has rested in the 
J/leeshuismuseum in Antwerp 

70 STORM-BELL 
A. de Bourgogne, Lingua vitia & 
remedia emblematice expressa. 
Antwerp 1631, p. 108. 
Brussels, Royal Library, 
LP4068A 

72 VIEW OF THE PILING UP OF 

ICE AGAINST THE BANK NEAR 

THE WATER GATE IN GORKUM 

ON THE RIVER W AAL 

ON 20 FEBRUARY, 1799 

Because of the harsh winter of 
1798-99, many Dutch cities had to 
deal with the danger of drifting 
ice. In these situations the storm 
bells sounded as a signal for the 
inhabitants to join forces in order 
to avoid a catastrophe. 
Rotterdam, Atlas van Stolk 
Foundation, print from Corne/is 
de Jonker, 1799, nr. 5431 

Already before then, and in order to be precise, at the latest before the year 711, 
the consecration formula for the swinging-bell came into being in Spain. The bell had 
to be confirmed in its liturgical function through means of a rite, though the official 
church could not let it be known that it believed in evil spirits, which would hide in 
the newly-cast bell and could only be exorcised by a prayer. Only after consecration 
was the bell dedicated, with the task of being like the trumpets of the Israelis, the 
trumpets which Moses used in order to call the Jews together for religious feasts. 

For that matter, it is notable that the elements of the consecration ritual of the 
church bell by the Catholics were maintained until the 1960s !43 Among other things 
the text says: 

And when the believers hear the sound of this bell, may their piety increase; then 
may all the enemy's traps be averted, all hail showers, hurricanes, storms, and 
thunderstorms be tempered, and may the wind blow favourably. The force of your 
right hand flattens the powers of the air, so that they tremble at the hearing of this 
bell and flee in the heavens, on the earth, and under the earth from the symbol of 
the holy cross represented there. 

43 For this and related bell uses, 
see A. Lehr, Fulgura frango . lk 
breek de bliksem. Een 
middeleeuws klokopschrift. 
Asten, The Netherlands 1983. 
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Indeed, bells have always, now as well as in the past, strongly addressed the 
imagination. It seems their voice could dispose of magical powers, whether because 
the small clapper-bell appeared to protect the horse from evil spirits, or whether that 
many centuries later the swinging-bell could break the lightning, taking only two 
examples from countless many. In a very extraordinary manner, this is all further 
expressed in the bells of the Christian Celts on the early Christian Ireland. That will 
be the subject of the next chapter. 

The Celtic handbell 

THE CELTIC BISHOP AND HIS HANDBELL 

The history of the Irish bell-casting art begins in 432 when Saint Patrick became 
bishop on this island. There, in this mystical land, he stood at the base of monkhood 
as the apostle of the Irish, at least he gave the great thrust to its extraordinarily great 
blossoming. Although this monkhood developed gradually with its own face, it still 
demonstrated many noticeable similarities to the monasticism of Egypt (pp. 41 f). For 
that matter, just as in Egypt, the bell and then the hand be/I would attract much 
attention in Christian Ireland [75). Therefore every Irish bishop possessed, for 
example, not only a cambatta44 as a symbol of his rank, but also a handbell. 
Nonetheless, there were also differences. 

Ireland was inhabited by Celts, a people who, around 450, had withdrawn to 
their last strongholds in Ireland and French Brittany because of the arrival of other 
peoples in England. The Celtic culture was strongly characterized by an interest in 
and feel for magical-sacral forces and powers, and they were nearly always, as a 
matter of course, also found in the bell, and definitely whenever it had once been in 
the possession of a holy bishop ! 

More bells, thus, have entered history. 45 In view of the names which they 
frequently received, this mystic element may still be explained: 

Clog-na-edhachta-Phatraic is the bell from St Patrick's last will. 
Clog-na-fulla, the bell of the blood, had received this name because, according 

to tradition, the bell could give complete satisfaction in vendettas. 
Dia Dioghaltus is the bell of God's vengeance, which King Aidan called upon 

himself when he did not want to discontinue the fighting despite a bishop's prohi
bition. 

It is interesting that in two of the bell-names given here the word clog appears 
for the first time. Evidently, the word k/ok, Dutch for bell, is of Celtic origin. Its 
original meaning was (in Dutch) k/oppen, or to knock. 

44 A cambatta is a short 
pastoral staff. 

45 Different examples of these 
almost-holy regarded handbells 
can nowadays be found in the 
National Museum in Dublin. 
From time immemorial they 
have been preserved in valuable 
shrines. 

73 ORNAMENTAL BORDER OF A 
LATIN PONTIFICAL, SECOND 
HALF OF THE 14th CENTURY 
A trumpet-blowing animal and a 
grotesque figure with two 
handbells are represented in the 
upper part of the foliage, left and 
right of the folio designation 
CLXXXVIII. 
Brussels, Royal Library, 
ms. 9216,fol. 187 r. 

74 ORNAMENTED INITIAL 
FROM A LATIN ANTIPHON, 
SECOND HALF OF THE 
14th CENTURY 

In the first letter of the Latin 
hymn for the church consecration 
Christe, Cunctorum dominator 
alme, a female figure is depicted 
with a bell with clapper in each 
hand. 
Brussels, Royal Library, 
ms. 6426, Joi. 192 v. 



75 CELTIC BELL FROM 

ARMAGH, 10th CENTURY 

A cast-bronze bell (h. 31 cm.) 
with an oval profile from 
Armagh, Northern Ireland. 
The bell belongs of old to the 
attributes of the Irish bishops. 
A prayer for Cumascach, son of 
Ai/ell, who died in 904 A.D. as 
economist of the monastery of 
Armagh, is requested in the 
inscription. The bell dates, 
consequently, from the beginning 
of the 10th century. 
Dublin, National Museum of 
Ireland 

76 MINIATURE, ca. 1060 

According to the apocryphal 9th 
century text Origo psalmorum 
King David wrote the psalms 
together with four eminent men 
of the Levi family, namely 
Asaph, Ethan, Heman and 
Jeduthun. King David, in the 
centre, carries a psaltery 
(harp-zither), Asaph plays a 
cymbalum with seven bells. 
The other instruments are a 
fiddle, a flute and an organ. 
Pommersfelden, 
Schlossbibliothek 
Graf-von-Schonborsche, 
Ms. 334,fol. /48v., ca. 1060 
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Although there are still more of these typical bell names to be given, the sacred 
character can, once more, be illustrated through numerous legends surrounding these 
bells. For example, when Saint Teilo was ordained as the bishop of the Irish Llandaff 
in 622, he received a hand bell which exceeded every organ in mildness of sound. But 
what is particularly important in our story is the idea that the bell would be in a state 
to condemn perjury, heal the sick, etc. This same Teilo also received a small bell as 
a present from the Patriarch of Jerusalem, certainly proof that contact existed 
between the Eastern and Western monks. 

Another example ? About Moloch, patron saint of the cloister Lismore in 
southern Ireland who died in 592, it is told how he once summoned a smith in order 
to have the man forge a handbell for him. This smith, however, was unwilling and 
required the necessary fuel. The saint then gave him a bundle of straw which the smith 
threw in the fire together with the iron, in the belief that the straw would immediately 
burn away. But instead of that, the straw turned into coal and the smith saw that 
he was still forced to forge the desired bell. 

THE CHARACTERISTICS OF THE HANDBELL 

From a campanological point of view, the Celtic handbell does not have any 
exceptional qualities to ascribe to it, quite the reverse even. Initially, these bells, which 
were always less than fifty centimeters high, were constructed out of sheet iron. In 
other words, the thin iron sheets were shaped into a bell-form whereby the seams were 
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. riveted to each other or welded together. After a transitional period with copper plate, 
it was only from the 9th century that handbells were also cast in bronze. 

Inscriptions and modest decorations also gradually emerged on the bells, in the 
form, for example, of a cross. There existed one such cast bell around 904 with an 
inscription requesting a prayer for Cumascach, the son of Ailell. Another bell tells 
in its inscription that it was made by a certain Pirtur. 

Thus, the contours of the Western art of bell-founding began to define them
selves slowly but surely. It would become more and more customary for the founder 
in question to cast his name on the bell. In the area of models, on the other hand, 
the Irish handbell still actually deviated [75] quite strongly from what would be, 
somewhat later, the European bell form [94-95]. 

THE HANDBELL ON THE EUROPEAN CONTINENT 

If one realizes that the Christianization of the Netherlands and Flanders stems from 
Anglo-Saxon countries as well as the Frankish empire, then it does not always appear 
so simple to determine to what extent the art of bell-founding in this region has been 
influenced by that of Ireland, possibly via England. However, although there are 
several sources that can emphasize the significance of the latter, it must be specified 
that these were actually incidental occurrences, while the structuring of the art of 
bell-founding in the Low Countries came chiefly from the south. 

First of all, there is Boniface, the Anglo-Saxon missionary in this region who, 
around 750, wrote to the abbot of the English cloister in Wearmouth: If it is not 
objectionable to you, we further request that you send us a bell. That would give us 
a great deal of consolation on our pilgrimage through foreign countries. A salient 
detail is that Boniface used the Celtic word clocca, be it in its Latin variant. 
Undoubtedly, it refers here to a handbell which could obviously evoke the familiar 
atmosphere of the homeland, certainly proof of how important the bell was. This last 
point is further expressed by the fact that Boniface sent a handbell to the pope in 
Rome. In addition, in 764, bishop Lullus of Mainz received a clocca from the abbot 
Gutberct from the earlier-mentioned Wearmouth. 

77 CELTIC-IBERIAN RELIGIOUS 
WAGON WITH BELLS, 
ca. 5th-1st CENTURY B.C. 
A warding-off and magical power 

' was often attributed to bells. This 
object shows us a rider on a wild 
boar hunt. The horse holds a bell 
in his mouth, while five bells hang 
at the back of the wagon. 
They were considered as charms 
against disaster by the Celts, as 
well as by many other peoples. 
The small bells (tintinnabuli), for 
example, were hung up at home 
as protection against the Evil Eye, 
or in the attic of a store in hope of 
good business. 
Ch{iteaude 
Saint-Germain-en-Laye (France), 
Musee des antiquites 



78 SAUFANG, 7th CENTURY A.D. 
The oldest known 
West-European swinging bells are 
to our eyes extremely primitive 
instruments. 
An example of these is this 
so-called Saufang (h. ca. 38 cm.), 
which was probably made in 
the 7th century. It consists of 
wrought iron plates riveted to 
each other. The bell flares out 
wedge-shaped and has, therefore, 
a noticeable similarity with the 
early Irish-Celtic bells. 
Cologne, Rheinisches Museum 

79 SHEET-IRON BELL FROM 
VECHTEN, NEAR UTRECHT, 

1st-3rd CENTURY A.D. 

The Celtic hand bells were initially 
wrought out of sheet iron. 
The bells were, therefore, 
constructed by smiths and not by 
bronze-founders. The Romans 
also knew this type of bell. 
This example (h. 18 cm.) was 
excavated in the former Roman 
fortress Fectio (Vechten). 
It is equipped with its original 
elongated iron clapper. 
Leyden, Nat. Museum of 
Antiquities 
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However, Celtic handbells, or at least bells which are related to them, can also 
be found outside of Ireland. For example, there is the story of the Irish monk Gallus 
who became sick on the way to Italy, in the district of Lake Constance and remained 
there, finally founding the famous Sankt Gallen abbey in 612. In this cloister a small 
bell constructed from sheet iron is still preserved, which would at one time have 
belonged to this saint. In Cologne a bell under the name Saufang is maintained [78]. 46 

Just like that from Sankt Gallen, this bell is scarcely forty centimeters high and 
constructed from three iron plates. According to legend, it was routed out of a puddle 
by a pig around 613, but this is nothing unusual, for this motif -that of burrowing 
pigs finding a wondrous bell- returns frequently throughout the centuries. The story 
actually goes further, for the bell would finally be consecrated by bishop Kunibert 
of Cologne for the benefit of the worship service. 

May we speak of the Cologne bell as a Celtic bell? It is difficult to say, for not 
only does it now hang from a swinging-axis and, therefore, is no longer a handbell, 
but moreover bells made from sheet iron were not the exclusive right of the Irish 
bell-makers. Already long before then, similar bells were being made by the Ro
mans.47 There are only a few of these still remaining [79, 80), but because of iron's 
sensitivity to corrosion, that is not so surprising. 

Still, one cannot make the conclusion from these incidental occurrences that the 
Celtic handbell has deeply influenced the European art of bell-casting; on the 
contrary, the handbell was never really established on the continent. However with 
the in origin Frankish swinging-bell that was certainly the case. One must then also 
assume that the art of bell-founding in the Netherlands has received its lasting stimuli 
from the south and, then, has also derived its typical characteristics from there. 

The bell in the Carolingian empire 

THE CONSOLIDATION OF THE ART OF BELL-FOUNDING 

It can scarcely evoke surprise that only during the Carolingian reign of emperor 
Charlemagne (742-814) could West European bell-founding really first develop, 
especially because during the rule of this emperor science as well as culture was actively 
advanced. One can imagine that religion played an obvious role there. In that light, 
a man such as Alcuinus (c.732-804) was of great importance. For, thanks to him, 
important reconstructions of the liturgy were carried out. 

Within that framework it goes without saying that the art of bell-casting would 
also reap benefits from this. In the late 8th, but chiefly in the 9th century, the 
information concerning bells, and in particular swinging-bells, had become so plenti
ful that it is impossible to summarize it all. Initially, the legend surrounding the bell 
continued to play a role in these sources, but gradually the reports also took on a 
more matter-of-fact character. 

Thus, in 802 there is a report that it was customary for every parish church to 
have at least one bell. This was again confirmed, for example, in 853 when in a 
visitation notice from the bishop of Freising it was concluded that a certain church 
in the countryside possessed a bronze bell, and furthermore, also an iron one. Was 
there still a connection here with Irish Christianity? Elsewhere in 864, somewhere in 

46 This small bell can be found 
in the Kolnisches Stadtmuseum 
in Cologne. 

47 The National Carillon 
. Museum at Asten, The 

Netherlands. 

48 Benedict (c.480-c.547) is the 
founder of the famous Monte 
Cassino abbey (Italy). He is 
considered to be the father of 
Western monasticism. 
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the Palts, a church had not only a large bell, but also a tintinnabulum, a small one 
as well. 

Much more important sources than these, however, are the Carolingian capitu
laria, rules in which many different matters ranging from politics to daily life were 
regulated. Under the year 816/17 we read, among other things, the stipulation that 
monasteries must live according to the rule of Benedict[82]48 and that the third, sixth, 
and ninth canonical hours could be sounded with two bells. We also read in the 
capitularia that the usual church visitor, the layman, could not ring the bells; 
preferably, this must be done by a priest -certainly proof of the sort of significance 
the bell had in the liturgy then. 

Lastly, it is important to specify that from these early bells, apart from the Celtic 

80 PARTS OF A SUIT OF 
ARMOUR FROM THE PEEL 
RIDER, 4th CENTURY A.D. 
In the marshland De Groote Peel 
near Deume, Northern Brabant 
in the Netherlands, a Jew remains 
of the armour of a Roman rider 
were found, including a 
late-Roman helmet, pieces of a 
horseharness, coins, and a few 
bronze bells. 
Leyden, Nat. Museum of 
Antiquities 

81 SAINT THEODUL VON 

SITTEN, ILLUSTRATION 
END 15th CENTURY 

According to legend, the devil 
was assigned the task by Theodul 
of carrying a bell, given by the 
Pope, from Rome to Sitten in 
Switzerland (middle of the 
4th century). 
Rottenburg, Diozesanmuseum 

82 MINIATURE FROM A 

FRENCH MANUSCRIPT WITH 

STORIES OF SAINTS, FIRST HALF 

OF THE 14th CENTURY 

Saint Benedictus of Nursia 
(ca. 480-ca. 548) received his 
meals from a hermit via a cord to 
which, according to legend, a bell 
was attached in order to notify 
him. 
Brussels, Royal Library, 
ms. 9225, Joi. 158 v. 



83 BRONZE BELL, FOUND IN 

CANINO, 9th CENTURY 
One of the earliest preserved 
Christian swinging-bells is this 
example, with a diameter of 39 
cm., from Canino near Viterbo, 
to the north of Rome. The design 
is still extremely primitive with a 
high three-eyed crown. On the 
upper side we find a wax-cord 
cross, with one of the foramina or 
so-called soundholes above it. 
It can be assumed from the 
inscription that the bell was 
dedicated to Jesus Christ and the 
archangel Michael, and that it 
was donated by a certain 
Viventius. 
Rome, Museo Pio Cristiano 

84 MINIATURE IN THE 

BENEDICTIONAL OF 

ST ETHELWOLD, 980 A.O. 

This gradually coloured miniature 
shows us one of the earliest 
known representations of 
swinging bells. While the priest in 
the Anglo-Saxon church blesses 
the assembled crowd, two bells 
sound above in the tower. 
London, British Library, 
ms. Add. 49598, fol. 118 v. 
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handbells, not a single one has been preserved, at least not in Western Europe. 
However, a 9th century bell is kept in the Museo Pio Cristiano in Rome [83]. This 
bell, cast in Italy with a diameter of forty centimeters, possesses an inscription from 
which it seems that it was dedicated to Jesus Christ and the archangel Michael. The 
bell was given by a certain Viventius who has remained unknown. 

Must we determine, in view of this humble continental harvest, that the 
handbells of Ireland were originally much more numerous? Or must we assume that, 
in contrast with other bells, the Celtic handbells have been exceptionally well-preserv
ed, because they often belonged to holy, esteemed monks; and, moreover, because 
the iron from which they were normally made was of scarce value? This last would 
have been all the stronger a reason, because bronze bells, due to the fact that bronze 
represented a substantial price, could, earlier as well as now, be used as material for 
a new bell.49 Because of that there are very few preserved from this early period. 

However, in Germany, the oldest remaining bells date from the 11th century. 
In the Netherlands and Belgium it is the 12th and possibly, in a single doubtful case, 
also the 11th century. The bells could by then possess considerable weights and 
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dimensions. More than one thousand kilos in connection with a height of more than 
a meter are not so uncommon anymore. 

THE CHRISTIAN SYMBOLISM OF THE SWINGING-BELL 

The great significance attributed to the swinging-bell during the Middle Ages is further 
confirmed by the symbolism woven around the bell from official sides. Amalarius, 
who was bishop of Metz from 825, for example, tells that the church used the bell 
as a symbol of preaching, like the trumpet before it. The signum, the bell as signal, 
was made of bronze, an alloy which is hard and sounds sonorous. The clapper 
symbolizes the voice of the preachers of the New Testament. Therefore, the voice of 
the preachers will be heard until the end of time and in all remote corners of the earth. 
And that was definitely not a personal opinion of Amalarius, for much later, in the 
13th century, Guilelmus Durandus, the outstanding French-Italian writer of allegory 
and symbolism, emphatically stressed this image. 

The consecration of the bell also lies along the same line. In Spain, this was 
already being employed before the year 711 where, on the one side, the bell, and 

49 This is a custom which has 
been maintained until quite late 
in the 20th century. Only from 
the moment when historical bells 
were placed under the 

jurisdiction of offices of 
preservation of monuments and 
historic buildings has there been 
a gradual change . 

85 THE BELL-MAN IN FRONT OF 
THE FUNERAL PROCESSION 
Le clocheteur des trepasses is the 
old French title for the person 
who earlier led a funeral 
procession with a handbell. 
F. Langle, Les contes du gay 
s9avoir. Paris (1828), p. CXLIII. 
Brussels, Royal Library, 
LP6519A 

86 STAINED GLASS WITH 

SAINT THEO DUL VON SITTEN, 

ca. 1510 

The devil who, according to 
legend, had to carry the bell given 
by the Pope from Rome to Sitten, 
Switzerland, by order of Theodul 

(middle of the 4th century) 
is depicted lower left. 
The glass-in-lead-frame is of 
unknown origin. 
Zurich, Schweizerisches 
Landesmuseum 



87 ORNAMENTED INITIAL 
FROM A LATIN PONTIFICAL, 
BEGINNING OF THE 
15th CENTURY 
In the first letter of the prayer 
Omnipotens et misericors deus 
there is a mitred bishop, and 
behind him a servant with a holy 
water font who drives away two 
devil figures from a church (with 
tower and bell), with a holy-water 
sprinkler. 
Brussels, Royal Library, 
ms. 9215,fol. 67v. 
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especially the bronze, needed to be cleansed of wicked spirits, and on the other side, 
the bell had to be confirmed in its new role of preaching. In the northern regions bell 
consecration would also be taken up in the ritual during this same century. So the 
precise interpretation was carefully looked after by official parties. Charlemagne had 
already decreed in 789 that bells may not be christened in order to be able to drive 
away hail and lightening, the fear of every countryman. Did he thereby have in mind 
baptism itself, which, after all, is intended exclusively for people, or did he wish, 
therefore, only to speak of consecration? Or did he himself want to take a stand 
against the so-called weather-be// which had been used to drive away the much-feared 
hail and lightening? The weather-bell was still very much in use many centuries later 
in the countryside, and could not be ignored by the church itself which, despite light 
protestation, accepted its use there. 50 

Consecration, for that matter, seemed to have other consequences as well. For 
what is more obvious than giving a consecrated bell a name ? Already in the time of 
Charlemagne this was customary, although communications where the name of the 
bell was also mentioned only date from the end of the 10th century. For example, 
when Pope John XIII consecrated a large bell for the Saint John of Lateran church 

in Rome in 968, it received the name John. And later, around the year 1000, Robert 
the Pious, king of France, ordered five bells for Orleans to be cast. The largest of 
these received the name of the donor, Robert. And so are still many more examples 
to be cited. But in the meantime, we have arrived at a point in which the bell-casting 
art had fully developed. 

CAROLINGIAN BELL-FOUNDERS 

Concerning the oldest bell-founders, only disconnected facts have been saved. None
theless, all the information deals in common with monks. Only later, when the cities 
increase in importance and artillery also becomes a significant factor, will bell-casting 
transfer to laymen's hands. This change, probably beginning in the 12th century, most 
likely took hundreds of years. In the 14th century there was still a German monk by 
the name of Nicolaus who cast bells. 

Probably the oldest founder known by name is the monk Tanco. There is also 
a legend about him which has remained. At the end of the 8th century he received 
a commission from Charlemagne to cast a bell, with which he was very sucessful. 
That, however, aroused the envy of a local founder who then also convinced the 
emperor to have a bell cast by him. He set a condition, however, that he be allowed 
to replace the usual tin of the bronze with silver. 51 For only in this manner, so he 
said, would the bell have a sonorous ring. Although he was given the silver, he did 
not use it for the bell, but put it in his own pocket. When the bell was ready, however, 
it became apparent how fraudulently he had acted: it produced no sound whatsoever, 
no matter how one tried. The founder, then, becoming impatient, wanted to sound 
the bell himself. At that moment, however, the clapper fell out of the bell and sliced 
through the deceitful bell-founder. 

Naturally, one wonders whether Tanco, as well as his jealous colleague, actually 
existed. About others, however, we are more sure. Around 850, for example, a bell 
was cast for the cloister of Lobbes (Hainault) and here, according to the inscription 
of the since-disappeared bell, by the art of Paternus. More than a century later a bell 

50 See Lehr , Fulgurafrango, 
op.cit. 

51 Already at the beginning of 
the Middle Ages, bell-bronze 
consisted of 20-25 0/o tin , a small 
percentage of impurities (lead , 
zinc, etc.), and the rest copper. 

Replacing tin with silver 
completely destroys the quality 
of classic bell-bronze. It is, then , 
also a fable that exceptionally 
sonorous bells would contain 
silver. Such bells possess a 
tin-percentage of at least 25 0/o, 
from which the bronze acquires 

a silver colour, and therefore, 
the misunderstanding with 
silver. 
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was cast for the same cloister by the artist's hand of Daniel. In addition, elsewhere, 
such as in England and Germany, names of bell-founders have remained known. But 
how does a name help us with the question of what kind of person the early-Middle 
Ages bell-founder really was? For the time being, we must be satisfied with the 
observation that they were also monks. For only at the end of the Middle Ages, in 
the middle of the 15th century, do the contours of the bell-founders themselves 
gradually take shape and not exclusively from their bells, as was the case with other 
forms of art at the time. 

88 MINIATURE IN THE 
MARGIN OF A PSALM TEXT, 
10th CENTURY 
A monk and an angel play three 
bells, holding two small hammers 
each. What is remarkable in this 
early picture is that the bells have 
clappers, but that they are 
nevertheless struck with 
hammers. Did the miniature artist 
really understand the essence of 
playing bells? 
London, British Museum 
Ms. ADD 18850fol. 132r. 

89 INITIAL B OF PSALM 1, 
BEATUS VIR 
In this initial we can see King 
David who is presumed to have 
written the psalms together with 
four prominent men of the Levi 
family. King David (on the right) 
plays his psaltery (harp-zither), 
while Asaph plays a nine-bell 
cymbalum with two hammers. 
The Hague, Royal Library, 
Ms. 76-E-l l , fol . 2r. 
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90 MINIATURE UNDERNEATH 
A PSALM TEXT 
King David with his psaltery is 
surrounded by musicians who 
play the sackbut, the organ and 
the fiddle, while a bell-player uses 
two hammers to play a set of four 
small bells. 
Cividale de/ Friuli, Museo 
Nazionale Archeologica, 
Psalterium Beati Elisabeth, 
Cod ice CXXXVI I, fol . l 49r. 



91 MINIATURE FROM A 

PSALTER, LAST QUARTER OF 

THE 12th CENTURY 

In the Bible book of Jesus Sirach 
(Sir. 47: 8-10) we read about King 
David (1010-970 B. C.): In all his 
deeds he praised the Holy I ... ) 
Opposite the altar he positioned 
musicians with their instruments 
to increase the beauty of the 
songs with their sounds. Here we 
see in the centre of David 's town 
(Jerusalem): David with the 
psaltery, underneath him 
musicians with various 
instruments, including fiddles, 
hurdy-gurdy, hammered 
dulcimer, double flute and 
monochord. At the top two 
bell-players, each holding two 
hammers, play a set of 15 bells 
which consist of the following 
notes, from the left as well as 
from the right: ut, re, mi, fa, sol, 
la (C, E, F, G, A); the centre bell 
has remained unnamed, while on 
the left and the right there is a 
fa (F) and a mi (E) resp. King 
David, who is led by God 's hand, 
tunes his psaltery to the tones 
which are struck by the 
bell-player on the right. 
Glasgow, University Library, 
Ms. Hunter 229, fo l. 2/ v. 



92 ORNAMENTALSURROUND 

FROM A LATIN BREVIARY, FIRST 

HALF OF THE 15th CENTURY 

In the leaf-work of the upper, 
outer and lower edges stand three 
angels. The lowest figure sounds 
a small bell with clapper with 
each hand. 
Brussels, Royal Library, 
ms. 9798, fol. 27r. 

93 MINIATURE FROM A LIBER 

USU ALIS, 15th CENTURY 

In the text next to this miniature 
there are a number of instructions 
for the ringing of bells. These 
include tolling for the deceased, 
ringing on important 
ecclesiastical feasts, the festa 
solemnia, before high mass, 
during the Lord's Prayer on 
feast-days, during the Eucharist 
etc. One of the instructions still 
applies today: when the cantor 
begins the Kyrieleison paschale of 
the Easter mass on Holy 
Saturday, all the great bells, 
which have remained silent since 
Maundy Thursday, begin to ring. 
This custom is at the source of the 
legend that the bells have been to 
Rome in the days prior to Easter. 
Paris, Bibliotheque Nationale, 
Ms. Latin 979, Joi. 6r. 



C HAPT ER I V The late Middle Ages 
and Renaissance 

The bell, sonorous exponent of the Middle Ages 

THE BELL UP TO THE RISE OF THE TOWNS 

In German-speaking countries swinging-bells still enjoy great interest while the 
carillon remains rather in the background. In the Netherlands and Flanders the reverse 
is the case. 52 There the swinging-bell leads something of a Cinderella existence while 
the carillon, on the other hand, occupies a prominent position. 53 This however has 
not always been the situation. Until the definitive acceptance of the carillon in the 
16th century, the swinging-bell was the most prominent sound to be heard from towers 
in the Low Countries also. From then on interest in swinging-bells faded, particularly 
in the case of heavy examples. In the course of time, many were remelted. 54 This 
means, that in placing our account of the Dutch and Flemish swinging-bells after the 
16th century in the background and only concerning ourselves with it occasionally, 
we are not committing any serious historical error. Let us therefore return to the latter 
period of Charlemagne's powerful empire. 

The period which we are now entering will end with two important happenings. 
Firstly the 13th and 14th century Flemish and Dutch towns have, in the mean time, 
reached full development. Secondly, with the emergence of artillery at the beginning 
of the 14th century this development was underlined and was also of consequence for 
the bronze-founder. Moreover, in the towns it was not only bells and guns which were 
required; all sorts of other and smaller bronze articles were in demand. It was for 
example the so-called 'potgieter' (pot-founder) who cast kettles, pans, mortars and 
more. To give an example, in 1337 in Bruges a certain 'meester Gillis den clocghietere' 
(master Gillis the bell-founder) is mentioned as having cast two bronze discs, but this 

52 A number of relatively heavy 
swinging-bells were cast in the 
19th century in Flanders, these 
included the Salvator, weighing 
8335 kg. cast for St Rombout's 
in Mechelen in 1844. This 
temporary revival was a notable 
exception to the rule however 
and was probably due to the 
extremely accomplished 
swinging-bell founders Andreas 
and Severinus van Aerschodt at 
Leuven. The Mechelen bell was 
cast by Andreas. 
The heaviest bell cast in the 19th 
century in the Netherlands, is 

the swinging-bell cast for the 
Cathedral of St Christopher in 
Roermond, weighing about 4520 
kg. It was made by the German 
founders Petit & Edelbrock 
in 1892. 

53 During the last decades, 
there' has been a hesitant revival 
of interest in the swinging-bell . 
Evidence of this is provided, 
among other things, by the 1982 
reconstruction by Eijsbouts of 
the thirteen tone peal in the 
Dom tower in Utrecht dating 
from 1505. Shortly before this 

the Utrecht Bell-Ringers Guild 
was founded. A similar guild 
exists in Groningen. 

54 The Delft swinging-bells are 
an illustration of this: from the 
middle of the 16th century they 
were increasingly decimated . 
The end came in 1808 when a 
mass sale took place. The bells 
which were sold included the 
so-called Jesus-bell dating from 
1550 with a weight of 12,637 
pounds. However, not everyone 
at that time approved of such 
actions as took place in Delft. 



94 'BEEHIVE' BELL FROM 

ASCHERA NEAR 

BAD LANGENSALZA IN 

GERMANY, 11th CENTURY 

This bell (h. 83 cm) has been 
made as a beehive model, 
following the method described 
by Theophilus. Between the arms 
of the crown are two triangular 
foramina, or soundholes. These 
were introduced, ostensibly to 
make the sound 'clearer'. The 
inscription in Roman capitals 
says: Wolfgerus me fecit, or 
Wo[Jgerus made me. Above this, 
a romanesque semi-circular 
ornament is to be found in the 
wall. 
Apolda, Glockenmuseum 

95 'BEEHIVE' BELL, 

11th CENTURY 

This bell has also been made as a 
beehive model, following the 
method described by Theophilus. 
The triangular foramina, or 
soundholes, are clearly visible on 
the shoulder. The remarkable 
three-eyed crown is of a later 
date. The exact origin of this bell 
is not known. 
Basel, Historisches Museum 

96 MINIATURE FROM THE 
BEHAIM CODEX, 161h CENTURY 
In the Behaim Codex, fifteen 
professions are depicted, 
one of these is a bronze- and 
brass-founder. In the courtyard 
of the foundry stand three large 
bells and one small. On the flank 
of the bells we see a circular 
golden coloured band. The 
founder stands on the right with a 
casting-ladle, heated by fire. The 
image suggests that the bells were 
being examined by a merchant. 
Krakau, Jagellonische Bibliothek, 
Behaim Codex 

60 THE LATE MIDDLE AGES AND RENAISSANCE 

was not all, as more artillery had been increasingly required since the first half of the 
14th century. In 1410 the bell-founder Wolter Potchyeter cast two bronze cannons 
for the town of Zwolle. In his case therefore three professions were combined 
(Potchyeter = pot-founder). With this in mind it is hardly surprising that the 
bronze-founder who made bells, cannons and household articles was a man who 
carried weight within the municipality. 

The evolution from the monk-bell-founder to the all-round municipal bronze
founder, who not only cast bells but was also active in the making of artillery and 
household articles, commenced after the flourishing of the Carolingian empire. It 
reached its conclusion towards the end of the 14th century when the Dutch and 
especially the Flemish towns were fully developed. 

BELL-FOUNDERS PRIOR TO THE 14TH CENTURY 

The oldest preserved writings concerning bell-founding date from the second half of 
the Middle Ages. Particularly noteworthy among them is the essay by monk Theophil
us, entitled 'de campanis fundendis', that is , concerning the casting of bells. 55 The 
treatise dates from about 1125 and was probably written in the monastery at 
Helmarshausen near Paderborn. It is possible that Theophilus was the silversmith 



THE BELL , SONOROUS EXPONENT OF THE MIDDLE AGES 61 

Rugerus who, along with other things, constructed a superb movable altar for 
Paderborn cathedral. Was he also a bell-founder? It is not certain as no bell has 
survived with his signature, despite the fact that in the 12th century this was no longer 
unusual. 

On the other hand several bells can be pointed to which have characteristics 
described by Theophilus. The most important of these characteristics are the so-called 
'foramina'. These are the four triangular soundholes in the shoulder of the bell which, 
according to Theophilus, should be introduced [so that it (the bell) will sound better] 
[94-95]. However this is a remark which carries no weight for those versed in 
campanology. Yet the same openings are also to be found in Oriental bells [98]. In 
these cases however it is clear that they have a technical function important for the 
mould. This is, namely, to fix the loam core in relation to the outer casing so that 
the thickness of the wall will remain constant over the whole contour. It could well 
be that the European soundholes are a weak reminisence of those from the Far East. 
Hence the name soundhole is completely misplaced. 

It is notable that the soundholes only occur in bells with a very definite profile, 
namely in bells which are cast according to the so-called beehive model [94-95]. It is 
for this reason that bells with both beehive profile and soundholes are also occasional
ly referred to as Theophilus bells. This bell profile had, for that matter, enjoyed its 
greatest prosperity in the 11th century, this being the reason why Theophilus bells are 
not to be found in Belgium or the Netherlands. There the oldest bells date from the 
12th century. In Germany, on the other hand, a number of bells of this type are still 
preserved. These have a thicker wall and therefore sound more shrill than the later 
bell. Moreover, this is further abetted by an unsatisfactory design model. 

On no single bell is the name Theophilus preserved, although this would not have 
been unusual for that period. It was increasingly the custom that the bell-founder, 

as the maker, recorded his name on the bell. The oldest preserved example in the 
Netherlands however dates only from 1285. In that year a certain Christianus cast 

55 De campanis fundendis is the 
84th chapter of his De diversis 
artibus, in which the author 
describes all sorts of arts and 
crafts in great detail. See also 

A. Lehr, Middeleeuwse 
klokgietkunst, in Klokken en 
klokkengieters. Culemborg, 
1963, p. 15-158. 

97 CANNON, 
THE 'DULLE GRIET', 
GHENT, END 15th CENTURY 

From the 16th century, cannons 
were mostly made of bronze. 
lt was work carried out by the 
municipal bell- and gun-founder. 
Nevertheless, in the earliest 
period of artillery there were also 
examples made from wrought 
iron. A very well-known example 
is the Dulle Griet cannon. It is a 
colossus of more than 5 metres in 
length with a weight of 16,400 kg. 
The barrel is formed by 32 
wrought iron bars which encircle 
the so-called 'soul', made up of 
41 wrought iron hoops. 

98 PRIEST'S BELL FROM SOUTH 

CAMBODIA, KHMER, KLEANG 

PERIOD, 10th-11th CENTURY 
On both sides of the cylindrical 
handle of this priest's bell (h. 18 
cm) a triangular cutting has been 
made. These holes, which in the 
West European Middle Ages were 
referred to as foramina, were 
made ostensibly to make the 
sound clearer, but their real 
origin can be traced back to the 
form technique employed. On the 
upper side there is a shallow relief 
of three rows of spiral forms 
going round. 
Private collection 
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99 MEDIEVAL HOIST FOR 

BELLS, 1449 
This print clearly shows how a 
medieval founder hoisted his bells 
into the tower. A windlass is 
connected to both bell and 
counter-weight via pulleys. 
Paris, Bibliotheque Nationale, 
Ms. Latin 7239, fol. 46r. 

100 SWINGING-BELL FROM 1370, 
ATTRIBUTED TO JACOB VAN 
HELMONT, VENLO 
The inscription on this swinging
bell (h. 149 cm) cast in 1370 for 
the Church of St. Martin's in 
Venlo is written in hand-formed 
gothic majuscules, and describes 
its Junction as follows: 
MARTINUS. LAUDO DEO 
DIGNUM. FLEO FUNUS. PERDO 
MALIGNUM. BELLI DO 
DIGNUMQUE. PACIS JUVO. 
VENLE BENIGNUM. ANNO 
DOMINI MCCCLXX. 
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a bell for Hekelingen and56 on that bell he recorded the inscription, though in a 
shortened form which we will not repeat here: 'Christianus me fecit anno Domini 
M cc LXXXV mense iunii' or in translation: 'Christianus made me in the month of 
june in the year of our Lord 1285'. It became a much used form of signature and 
has been maintained until the present day. It is the fact that the bell itself states who 
made it that is particularly remarkable. At first, bells were also signed in other ways. 
We find, for instance, on a number of bells in the North of the Netherlands cast in 
the last quarter of the 14th century, the inscription 'per manus Shegebodi'. The bells 
at issue were created 'by the hand of Shegebodus'. 

After Christianus, others followed, such as Nicholaus who cast a bell for Enter 
in 1312 and possibly from about the same period, for a number of villages in 
Friesland. In the South it was Petrus de Sittert who not only made a bell for his 
home-town of Sittard, but also in 1309 for Susteren in the near vicinity. 57 In Flanders 
Jan van Ludeke and Jan van Roosbeke were responsible for the casting of the first 
Roeland bell in 1315 for the Belfry in Ghent. 58 This bell however was not successful, 
for hardly a decade later master Kerstiane and his son Pieter arrived in Ghent from 
Middelburg to see if it was better if the Roeland were to be re-cast. In the northern 
Netherlands it was a founder who was to remain little-known, Stephanus, who made 
bells in the first half of the 14th century and examples of which are still to be found. 
Around the turn of the century a certain Harmannus also cast many bells in the North. 
One must realise that this is only a handful of many names. 

The fact that two bell-founders came to look at the oldest Roeland bell had, 
as we know from later sources, a serious reason: They could not get the Roeland bell 
to ring ! It was true that the bell swung to and fro, but the clapper did not strike the 
bell. One of the causes was that the bell was, comparatively, much taller than is the 
case at present. 59 The bell was in fact cast according to the sugar-loaf or steeple
crowned hat model (103-104). That profile, although taller, is very similar to contem
porary models, while its thickness is less extreme. Bells cast along the lines of the 
sugar-loaf model increasingly approached the sound ideal which had stood out more 
and more since the beginning of the 14th century. On the other hand it is exactly this 
profile which in southern European countries still remains very much a customary 
bell model. 

Or in translation: 
1 Martinus, praise what God is 
worth, mourn death, throw down 
the evils of war, proclaim the 
truth of peace. 1 promote what is 
good/or Venlo. 
The Martinus tower was 
completely destroyed by fire in 
1945; the bell however was saved. 
Vento, Goltziusmuseum 

56 The bell is displayed at 
present in the Rijksmuseum in 
Amsterdam. 

57 Although cracked, this bell is 
still preserved in Susteren . 

58 The bell was re-cast in 1660 
by Pieter Hemony. Thi~ second 
Roeland cracked in 1914. At 
present, it is mounted on a socle 
behind the Belfry in Gent. The 
third, and current Roeland was 
cast by Michiels from Tournai 
in 1948. 

59 Since the beginning of the 
14th century, a rule of thumb 
has applied for West-European 
bells: the height of a bell 
without a crown is 0.8 times its 
diameter, while the height of a 
bell with a crown is equal to its 
diameter. 
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In archives dating from this period, we not only learn of Ludeke and Van 
Roosbeke, but sometimes also of other founders. Such is the case, for example, with 
the founder of a 14th century bell in Echt in Limburg. According to the inscription 
it was made by master Henricus, while a document states that around 1330 in Cologne 
there lived a certain 'Henricus fusor campanarum' -Henricus the bell-founder. 
Fifteen years earlier Albertus de Roesbeke had cast an hour-bell60 for St Paul's 
cathedral in Liege. Was this perhaps 'Albert fusor campanarum' who lived in Leuven 
in 1340? 

It is self-evident that municipal accounts can also be an important source of 
information. In 1370, for example, the town of Deventer engaged a certain Willam 
van den Veen to cast an hour-bell. To give a final example, in 1431 a certain master 
Gheerde cast a number of heavy bells for Antwerp cathedral. This master Gheerde 
turned out to be none less than the Utrecht bell-and gun-founder Gherijt Butendiic. 
We have now arrived in the period in which many towns had their own founders and 
thus often constituted a bell-founders centre for centuries. Such centres are to be 
found, at least far into the 16th century, in Utrecht, 's-Hertogenbosch, Mechelen, 

. Venlo etc. Before this was so however, yet another evolution had taken place. 

THE INTRODUCTION OF THE STRICKLE 

In the first half of the 14th century, partly under the influence of techniques for 
gun-casting, a number of sweeping technical changes took place in bell-founding. 

Firstly, this had reference to the fact that in this period bells were formed for 
the first time using a strickle [102]. Until then the model for a bell had been more 
or less freely shaped, in a manner which potters also occasionally employ. Bells which 
are made without a strickle therefore have less rigid embellishment bead lines and 
other irregularities [103], but those from the period after the introduction of the 
strickle have a much more fixed design. 

Secondly, all this was consolidated by the fact that in the same period a letter 

60 An hour-bell is a stationary 
bell on which the hours are 
struck by a hammer on the outer 
side, regulated from the 
tower-clock. 

101 DECORATION ON THE 
NICOLAUS SWINGING-BELL 
AT ROODKERK (left) 

On the side of this bell with a 
diameter of 85 cm, a holy Mary 
monogram has been cast as a 
decoration. It was made from 
twisted wax cord in a spiral form 
which was subsequently attached 
to the false wax bell. The letters 
A, VandM(= AveMaria)are 
present in this monogram. The 
inscription is likewise written in 
hand-fomed early-gothic 
majuscules. 
Roodkerk, Reformed Church 

SWINGING-BELL AT LIOESSENS, 

CAST BY JOHANNES IN 1498 

(right) 

It was not only the sound of a bell 
which was considered to be 
important, usually a lot of care 
was also bestowed on its 
appearance. The fine decoration 
on this bell depicts Saint 
Catherine with a crown, mace 
and a broken wheel. She 
underwent martyrdom on the 
latter and it thus became one of 
her typical attributes. This 
swinging-bell has a diameter 
of90cm. 
Lioessens, Reformed Church 

102 DRAWING WITH STRICKLE 

OF CHRISTOFF 

SESSELSCHREIBER, 1524 

Drawing of a mouldplate 
surrounded by a strickle from a 
book titled: Buch der 
Biichsenmeisterei of the Bayerish 
bell- and gunfounder Christoff 
Sesselschreiber. 



103 ·SUGAR-LOAF' BELL ~-ROM 

BUCHTEN, ANONYMOUS, 
12th CENTURY 
Particularly striking in the case of 
this cast bronze bell (h. 43, 5 cm) 
is the irregular design, resulting 
from it being shaped without a 
mould. On thefaussure, i.e. the 
transition from the flank to the 
bell-rim, there is a tentative 
decoration which lacks any 
strength of form. The five-eyed 
crown was formed separately, in 
contrast to the method described 
by Theophilus. The matrix for the 
crown was positioned on that for 
the bell. Subsequently, the whole 
form -bell and crown- was cast 
simultaneously. 
Buch/en, R.C. Catharine-Church 

105 LETTER MOULDS, 

19th CENTURY 

Wax was cast in these wooden 
letter moulds. The wax letters 
thus obtained were stuck onto the 
false wax bell. 
Asten, National Carillon Museum 

104 BELL WITH A 

STEEPLE-CROWNED HAT 

OR SUGAR-LOAF MODEL, 

12th-13th CENTURY 

This bell (h. 29 cm), typically tall, 
is badly corroded. On the flank, 
the bell has been provided with 
five pairs of circular decorations 
introduced into its wall. As these 
rings have been applied very 
symmetrically, we may conclude 
that this bell has been shaped with 
a mould. In addition, it has a 
Maltese cross on the upper flank 
as well as a letter C. Evidently this 
refers to the note C. 
Jerusalem, Museum Flagellation 

mould was used for the first time. In this mould the wax letters for the bell inscription 
were cast [105, 110). These were subsequently used in the casting-mould of the bells 
to be cast in order to apply the inscription. The time in which this also happened by 
hand was thus gone. 

In the early period mistakes sometimes occured. When one had, for instance, 
to engrave the inscription on the cope, in a therefore negative form for the bell to 
be cast, then that obviously ought to be done in mirror-image. Should one not do 
this, then the inscription would appear in negative image on the cast bell. This, for 
example, is what happened to Jan de Leenknecht in 1395 with a bell for the town 
hall in Sluis. On that bell one reads the following inscription, in mirror-image: Victor 
es minen name.61 A similar sort of bell is to be seen in the National Carillon Museum 
at Asten [107, 108). On this bell, dating from 12th-13th century one can read AIRAM 

EVA. It is clear that this should really be A VE MARIA. 

61 This bell was lost as a result 
of wartime action in 1944. 
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Thirdly and finally, about this same period -the first half of the 14th century
the definitive impulse was given towards the development of the current bell model. 
Which considerations played a role in this is not completely clear, though reasons 
concerning the sound technique are the most obvious. One could now take the step 
more easily as since the introduction of the strickle, the bell model could now be very 
precisely reproduced in any desired size. Among other things this also meant that as 
soon as one had designed a good sounding bell, its model was preserved in the strickle. 
With the help of a drawing this model could be altered for larger or smaller bells as 
desired. It was the first step in the technical command of the relationship between 
sound and model. 

The development outlined above shows how following the Carolingian period 
there were a great number of individual founders. Gradually, parallel to the develop
ment of the towns, they no longer exclusively cast bells, but also utensils and finally 
in the 14th century, guns. This progression ended around 1400 with the municipal, 
so-called bell-founding centres. Such centres, which were often family concerns, could 
continue to exist for several decades and sometimes even for several centuries. These 
will be the subject on pp. 66 f. 

In addition, the above describes how via the beehive model (11th century) and 
the sugar-loaf model (12th century) the impulse for the development of the present 
bell took place at the beginning of the 14th century. At that time the strickle was also 
introduced into the bell-foundry and inscriptions and embellishments were modelled 
with the help of matrices. With this, an important milestone in the history of art of 
bell-founding was reached. 

108 SWINGING-BELL FROM 
KORTEZWAAG, 
12th-13th CENTURY 
This swinging-bell (h. 101 cm), 
shaped without a mould, was 
probably cast by monks. On the 
sound-bow there is a mark that is 
presumably the founder's sign. 
On the upper flank there is a 
decoration applied with the help 
of three parallel ropes. The knots 
in the ropes are still clearly 
visible. 
Asten, National Carillon Museum 

106 INSCRIPTION ON 

AN EARLY MEDIEVAL 

SWINGING-BELL, 

12th-13th CENTURY 

The inscription on this bell reads: 
SUCRAM, SACUL, SUEHTAM, 

SENNAHOI. At first sight this 
would appear incomprehensible 
language, but if we read the 
words in a mirror, the names of 

107 INSCRIPTION ON A BELL 

FROM KORTEZW AAG, 

12th-13th CENTURY 

On the flank of this bell, a large 
holy Mary monogram (h. 43 cm) 
has been placed by the use of wax 
cord. In between we read in 
gothic hand-formed majuscules 
AIRAM EV A or A VE MARIA in 
mirror-image. 
The mirror-image came about 
due to the fact that in this early 
period, the inscription was 

the four evangelists are evident. 
In early medieval bell-founding 
technique, the inscription was 
engraved in the cope. The 
founder had to take care that 
he applied his inscription in 
mirror-image. Evidently this 
founder failed in that respect. 
A sten, Na1ional Carillon Museum 

engraved in the cope, rather than 
applying it to the false bell with 
wax letters. At the moment when 
the cope was temporarily 
removed from the cords, in order 
to remove the false bell, the 
desired text was engraved in the 
cope. The founder had to take 
care to apply his inscription in 
mirror-image. Evidently this 
founder failed to bear this in 
mind. 
A sten, National Carillon Museum 



109 MINIATURE ABOVE THE 

TEXT 'DE ARTE MUSICA' , 

MIDDLE OF 13th CENTURY 

Pythagoras is sitting on the left 
holding two hammers and two 
bells in his'hands, while on the 
right there is a personification 
of Musica, playing a number 
of instruments. These are a 
bell-wheel with nine bells being 
struck by a hammer, a psaltery 
and an organ. In an 11th century 
text by Bruno von Koln it is 
stated that God must be glorified 
in all possible ways. The 

e 

instruments shown here represent 
three types of sound production: 
percussio (beat), intentione 
(tension) and spiritu (air current). 
Paris, Bibliotheque Nationale, 
Cod.lat. 8500, fol. 39v. 
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A NUMBER OF IMPORTANT MUNICIPAL FOUNDING CENTRES 

In the previous chapter almost only individual bell-founders were mentioned. Howev
er, there were sometimes also family relationships which could be pointed to. In one 
case you can even speak of a bell-founders dynasty, that being the Flemish family 
De Leenknecht. The various De Leenknecht generations cast countless numbers of 
bells during the whole of the 14th and the beginning of the 15th century. They 
operated from Bruges, Kortrijk, Harelbeke and finally Ghent. Therefore, in the 
practice of their profession, they were not limited to one particular town. For other 
founders since the 14th century however, the reverse would be the case. 

It would seem that the oldest bell-founding centre is to be found in 's-Hertogen
bosch. Until 1944 there hung a bell in Buggenum, Limburg which would appear from 



110 SWINGING-BELL AT 
LEMIERS, DATING FROM 

BEFORE 1358 
It is apparent from the raised 
letters on the surface of this bell 
that they were formed in a mould. 
It is noteworthy that the bell is 
referred to as 'schelle' in the 
inscription, a word usually used 
for a small bell. Among other 
things, one reads:{ ..• / This 
cymbal was ordered by damsel 
Gertruut van Grunendail { ..• /. 
This inscription makes clear that 
the bell was cast before 1358, 
the year in which the damsel 
mentioned died. The diameter of 
the bell is 45 cm. 
Lemiers, Chapel of SS. Catharine 
and Lucy 

its inscription to have been cast in 1373 by a certain master Wilhelmus de Buskoducis, 
indicating therefore a bell-founder who was a native of 's-Hertogenbosch. It is 
thought probable that this founder was the same person as Willem van Vechel who 
two years later, together with his son, cast a number of bells for Xanten. In 1374 Jan 
van Vechel cast two bells for Kalkar. In passing one must state that these founders 
also occasionally called themselves Van Helmont, but all of them, however they might 
be named, would have lived in 's-Hertogenbosch. That does not mean that they were 
able to practice their profession in their place of abode, and certainly not in the case 
of large bells. In such cases it was usual to mould and cast the bell in the vicinity of 
the church for where the contract was. For large bells the transport problems were 
almost insurmountable with the result that the only solution was to repeatedly set up 
a temporary foundry at the relevant place [112). In the case of some bell-founders, 
this was a custom that in Belgium and Holland continued until the beginning of the 
last century. 62 

The 15th century founders Van Hyntham also lived in 's-Hertogenbosch. By the 
marriage of a daughter Lijsbeth, they were related to the Van Vechels. History 
repeated itself when a daughter Lijsbeth van Hyntham married Lambert Hoernken 
who was probably an apprentice to the Van Hythams. The Hoernkens were swinging-

62 It is a nice thought that in 
Spain, there is a founder who 
still casts his bells on site, albeit 
not from necessity, but in order 
to offer the commissioner an 
interesting spectacle. 

111 BELFRY IN BERGEIJK'S 
MARKET SQUARE 
The history of Bergeijk, in the 
Campine region of Brabant, 
provides evidence of the fact that 
the Treaty of Munster (1648) did 
not result in peace in all areas. It 
is presumed that the tower of the 
old Church Court collapsed in 
1650 due to sabotage. As the 
tower could not be rebuilt, a 
belfry was constructed in 1699. It 
still exists today. 
The monumental bell (h. 145 cm) 
inside the belfry dates from 1367, 
and carries the inscription: 
VOCOR KATHARINA. ME FECIT 

JACOBUS DE BELMONT 

MCCCLXVD. In translation: I am 
called Katherina, Jacobus van 
Hemond made me in the year 
1367. 
Bergeyk, Old Church Court 

112 MA TRIX IN THE CHURCH 

OF ST GUDULA, LOCHEM 

In the Middle Ages, bell-founders 
were wandering artisans. They 
often cast their bells on site, 
i.e. in the church or in the near 
vicinity. The reason is clear: 
heavy bells resulted in great 
problems of transport. These 
remains of a matrix were 
discovered under the floor during 
a restoration. It is presumably a 
remnant of a casting by Hendrick 
Wegewaert in 1622. Among 
others, a bell of about 1,650 kg 
was cast for this tower. 
Asten, National Carillon Museum 



113 INSCRIPTION ON A BELL AT 

LIEROP FROM 1509 BY WILLEM 

AND JASPAR MOER 
Countless medieval bells carry the 
name of a saint to whom the bell 
is dedicated. Usually this saint is 
also the patron of the church and 
in many cases this is the Holy 
Mary. The inscription on this 
bell, with a diameter of 131 cm, 
is written in gothic minuscles. 

Above this there is a typically 
undulating gothic arch design 
with stylised French lilies on the 
top of the arches. The inscription 
reads: my name is Mary, may my 
sound please the Lord, Willem 
Moer and his brother Jaspar 
made me in the year of our Lord 
1509. 
Lierop, R. C. H. Name of Jesus
Church 
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bell-founders of more than local significance. They cast not only in the region of 
's-Hertogenbosch itself, but also as far as the Rhine area and northern France. In 
1459, closer to home, Jan and Willem Hoernken cast the present bourdon for the 
Antwerp town carillon. Its inscription in gothic minuscules is as follows: 

Gabriel is the name of this bell and it was cast by two brothers together, Jan 
Hoerken and Willem too, near the court of Cambrai in the year 1454. It weighs 12 m 
and its sound can be heard on each side; it rings for fires and it rings for battles.63 

Following the death of his brother Jan in 1471 and the debts incurred by a 
brother-in-law, Willem Hoernken also had financial problems. Was that the reason 
why he finally sought a partnership with Gobellinus Moer, a founder originating from 
Cologne who had set up in 's-Hertogenbosch around 1450? Had this Gobellinus first 
been an apprentice to Hoernken? It is certain however that following the death of 

Willem Hoernken in 1474, it was not Moer who continued the work of his foundry 
but Geert van Wou (c.1450-1527), who was later to become a famous bell-founder. 
He had little success however, because eventually Gobellinus Moer turned out to be 
too big a competitor. This can be seen from one of the most remarkable bell 
inscriptions known to the art of bell-founding. In 1477, the much older Gobellinus 
Moer together with the younger Geert van Wou cast three bells for the St Eusebiuskerk 
in Arnhem (fig. 00). One of which still relates in its inscription: 64 gheradus de wou 
et gobellinus moer me fecerunt -gobellinus moer et gheradus de wou me fecerunt. 

Apparently both of the gentlemen had difficulty in honouring the other. Or was 
the contract issued to Moer who was so friendly as to give his much younger partner 
a share of the honour? History does not say so. It is a fact however that several years 
later, in 1480, Geert van Wou departed to Kampen to devote the rest of his life mainly 
to the casting of swinging-bells. In that capacity, in Kampen, he was to develop into 
the most famous swinging-bell-founder in Western Europe.65 For that reason a 
separate chapter will be devoted to him (pp. 72 f). 

63 On the inscription, the name 
(Hoernken) is written without an 
n (Haerken); in the archives 
however, this n does occur. 
During the restoration of the 
carillon in 1972, the weight of 
the bell was fixed at 4,840 kg. 
From this, it would follow that 

a pound was 403 grams. This , 
however, is an unknown 
quantity, giving rise to' the 
assumption that the bell 
inscription is only an estimate of 
the weight. The chronology is in 
accordance with that of the 
diocese of Cambrai . 

64 Until 1944, when the carillon 
was destroyed, the bell served as 
its tenor. At present, it is 
displayed in the church itself. 



After the departure of Van Wou, it was eventually the Moers who continued 
the bell-founding firm in 's-Hertogenbosch, and it was to continue until 1565.66 

Naturally it is not possible to recount all examples of their work. An exception may 
be made for the so-called 'grameer' of the St Servaas basilica in Maastricht, a bell 
cast in 1515 by the brothers Willem and Jaspar Moer [114].67 

The Moers also occupied themselves with smaller chimes, although with little 
approval. In 1505 the brothers had cast fourteen bells and small bells for St Jan's 
cathedral in their home town. They also, for instance, made chimes for Gouda and 
Amsterdam, but as they were off key they were recast in the following century. They 
have therefore not made any mark in history. In this respect the Moers stood 
completely in the shadow of the carillon-founders from Mechelen who will be dealt 
with in detail in the chapter on pp. 100 f. Was this the reason for the demise of the 
's-Hertogenbosch bell-foundry? It would have certainly contributed, although the 
fact that the Moers were not gun-founders would without doubt have speeded up the 

process of slow decline. This was in contrast to the Mechelen founders who did not 

65 C.N. Fehrman, De Kamper 
klokgieters. Hun naaste 
verwanten en leerlingen. 
Amsterdam, 1967. 

66 L.F.W. Adriaenssen, De 
Bossche klokengietersfamilie 
Moer, 1450-1570, in: 
Noord-brabants Historisch 
Jaarboek, 1989, pp. 45-78. 

67 The Grameer, which had 
long been cracked and badly 
repaired, was replaced by a 
replica from the Eijsbouts 
foundry in 1984. Since then, the 
original Grameer has been on 
display in the courtyard . 

114 SWINGING-BELL, 
POPULARLY REFERRED TO AS 
THE GRAMEER, CAST BY THE 
BROTHERS WILLEM AND 
JASPAR MOER, 1515, 
MAASTRICHT 
This bell, with a height of 210 cm, 
was cast on the 21st June 1515 in 
the courtyard of the deanery 
building near to the Church of 
St. Servatius. It was consecrated 
on Laetare Sunday and placed 
under the protection of 
St. Servatius. 

On Corpus Christi 1853, the bell 
cracked as a result of inexpert 
ringing. A rep/ice of this bell was 
made by Eijsbouts in 1984 and 
was hung in the St. Servatius 
tower. The old bell is now 
displayed in the courtyard 
basilica of St. Servatius. 
The inscription is written in 
gothic minuscles. A depiction on 
the bell includes among the Arms 
of Maastricht and the key from 
the papal coat of arms. 
Maastricht, Pandhof 



115 PRINT DEPICTING A 

CRIMINAL WITH A SMALL BELL 

AROUND HIS NECK, 1664 

Here the condemned man is led to 
the place of execution, with a 
bell. In other places it was the 
custom to ring the large 

116 BEHEADING OF JOHAN 

VAN OLDENBARNEVELDT, 
ENGRAVING BY C.J. VISSCHER, 

13MAY 1619 

The municipal, secular, 'banklok' 
underlined and confirmed official 
announcements. Perhaps this bell 
was rung several times during the 
conflict between governor Prince 
Maurits and government attorney 
Johan van Oldenbarneveldt. On 
the 13th May 1619 this reached a 

-, 

municipal bell to accompany this 
last procession. In this way the 
legal judgement was given extra 
emphasis. 
H. Magius, De Tintinnabulis, 
part I, p. 56 

dramatic nadir in the inner 
courtyard at The Hague. 
Before a crowd of about 3,000, 
the 71 year-old statesman was 
beheaded. A few days earlier 24 
judges had pronounced his death 
sentence. The Court Church 
stands in the middle with a bell in 
its tower. 
Rotterdam, Stichting Atlas van 
Stolk, n° 1415 
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need such work as their bell production appeared so great, but for the founders in 
's-Hertogenbosch it was clearly a different story. Without doubt they would have 
manufactured the usual small bronze articles, but together with the bells this was 
insufficient to maintain the 's-Hertogenbosch foundry. 

Although 's-Hertogenbosch was clearly the most important Dutch bell-founding 
centre at the end of the Middle Ages and susequently also in the 16th century, the 
Utrecht centre must not go unmentioned. The oldest known bell-founder there is 
Willam Butendiic. The first mention of him is the listing, in 1409, of his eldership 
of the smiths guild, the guild to which bell-founders usually belonged. That this 
membership was indeed usual can also be seen from a bell which the Brabant founder 
Jan van Asten cast in 1477 for his place of birth. He signed this bell, which still exists: 
Jan the smith from Diesdunc. Diesdonk is the hamlet close to Asten where he evidently 
came from. But he also refers to himself as a smith. That clearly had strong bearing 
on the guild to which he belonged. 

William Butendiic undoubtedly had an important social position in Utrecht, and 
at a certain moment he was even banished from the town. He had, in fact, sown 
discord within the political bustle of those times. After a few years however, he had 
returned. Also for other reasons he was occasionally called to account by the council. 
In 1428 we read: 

Willem Butendyc will beg the council to pardon him and he will contribute to 
the town's coffers from his own means and cast a new good 'Banclock' bell.68 

Evidently the previous one did not turn out to be satisfactory. 
A quarter of a century later other Butendiics were mentioned in Utrecht. One 

of these, Steven,is unquestionably the most well-known. Swinging-bells made by him 
are known from the period 1444-1482. However, one cannot say that he had many 
important commissions, rather that he is important because he cast bells continually 
for almost forty years, a fact which has obviously left it's mark as regards the 
possession of bells from the late Middle Ages in Utrecht and the wide surroundings. 
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In conclusion, whether Gherijt Butendiic was in fact Utrecht founder, is not complete
ly clear. We do know that he cast two bells in 1431 for the Onze-Lieve-Vrouw 
cathedral in Antwerp. 

In Utrecht, following the Butendiics, a number of members of the families De 
Borch, Tolhuis and especially Both occupied themselves with bell-founding. In the 
meantime however we have arrived in the 16th and 17th centuries. Moreover, an 
occasional attempt was made by members of the families to cast a carillon, reason 
enough to consider them once more in the chapter on pp. 100 f. 

Finally, in Flanders it was Mechelen in particular that was to grow into an 

68 The banklok was a 
municipal, secular bell which 
underlined and publicly 
confirmed official 
announcements. The current 
Utrecht banklok was cast by 
Steven Butendiic in 1471 and 
now hangs in the tower of the 

Buurkerk, at present the 
Nationaal Museum van 
Speelklok tot Pierement. 

117 FIGURES ON THE BELL 
CAST BY WILLIAM TOLHUYS 
IN 1539, ARNHEM 
Christus Salvator Mundi, i.e. 
Christ the saviour of the world, 
with the globe in the middle and 
next to Him the apostles Peter 
and Paul, the former with the key 
and the latter with the sword. 
This heavy bell, weighing almost 
4,500 kg and with a diameter of 
almost 195 cm was made for the 
Eusebius Church by order of 
Karel van Gelre. More than a 
century later, it was incorporated 
in the carillon made by the 
Hemony brothers. Following the 
destruction of the carillon in 1944 
however, the bell has not been 
used. At present it is displayed in 
the chapel of St-Anne in the 
Eusebius Church. 
Arnhem, Eusebius-church 

118 DECORATION AND 

INSCRIPTION ON A BELL IN 
OUDEWATERFROM 1511 BY 

JORIS WAGHEVENS 
This inscription is interesting as it 
indicates where the bell was cast. 
Next to what is presumably the 
hallmark of the guild, viz. a 
depiction of two griffins holding 
the arms of Meche/en, one reads: 
at Meche/en by the Cows' Gate. 
Evidently, this was where the 
Waghevens foundry was situated. 
This bell has a diameter of 
106cm. 



119 SWINGING-BELLS IN THE 

DOM TOWER IN UTRECHT, CAST 

BY GEERT VAN WOU IN 1505 

In 1505, Geert van Wou cast 
thirteen swinging-bells for the 
Dom tower in Utrecht. In 1664, 
seven of these disappeared in the 
crucible when the brothers 
Franfois and Pieter Hemony cast 
a new Dom carillon. In 1981 the 
peal was restored when Eijsbouts 
cast seven new swinging-bells in 
the original style in Asten, thus 
returning the peal to its original 
compass. Since then these 
thirteen bells have been rung 
regularly by the members of the 
Utrecht Bell-ringers Guild. 

72 THE LATE MIDDLE AGES AND RENAISSANCE 

extremely important centre for the art of bell-founding. The guild of smiths had 
already been established there in 1254 in which, as already stated, the various 
professions were brought together which were involved with bronze and iron. The 
bell-founders therefore were among them. It was however in the 14th century that 
the Mechelen masters first gained a reputation as bell-founders. They included Renier 
de Clockghietere, Jean van Casbroec and Jean van Kerssevoort. Subsequently it 
would be another century before bell-founders appeared who gained more than local 
fame. Among them Jan Zeelstman (died before 1475) was of particular importance 
as was later Wouter Kaeiwas (died after 1508). Both lived at a time when founders 
from the famous family Waghevens were emerging. Later, and in particular from the 
second quarter of the 16th century, they were to make countless numbers of chimes. 
Shortly after the same was true of the Mechelen family Van den Ghein. Both families 
were to be co-founders of the art of carillon making in the Low Countries. This is 
however a subject for the chapter in which the Flemish 16th century carillon makers 
will be dealt with at length (pp. 100 f). 

GEERT VAN WOU (C.1450-1527) SWINGING-BELL FOUNDER OF KAMPEN 

Geert van Wou, originated from the 's-Hertogenbosch foundry. He obviously took 
flight in the face of the presence of a heavyweight such as Gobellinus Moer as he was 
to suceed far better as a bell-founder in Kampen. It was true that early in his career 
he cast, without much success, a small carillon for the Dom tower in Utrecht. However 
it was soon to appear that his strength lay in the casting of swinging-bells, and then 
preferably in series consisting of heavy to very heavy swinging-bells. This is the reason 
why he nevertheless gains a place in the history of carillon making despite the fact 
that he was a swinging-bell-founder. 

Among his work, the peal of bells for the Dom tower in Utrecht dating from 
1505 is clearly the most impressive and thereby also the most renowned [119). Other 
famous peals which he cast include Zwolle (1484/86), Osnabriick (1485), Hamburg 
(1487) and Braunschweig (1502). Hardly anything remains from all these peals with 
the exception of Utrecht. It consisted of thirteen bells, the heaviest of which weighed 
no less than 8095 kg. It is true that in 1664 the peal was decimated by the remelting 
of the seven smallest bells. In 1982 however it was restored with a reconstruction from 
the Eijsbouts foundry. 

Van Wou also had success with the casting of individual bells. Among these, 
the famous Gloriosa cast for the Domkerk in Erfurt in 1497 is undoubtedly a 
highpoint -and remains so even today. The bell is 258 cm. in diameter with a weight 
of about 11,370 kg. Like his other examples, this bell again demonstrates how 
balanced in shape and how handsomely decorated his bells are. 

It is curious to relate that Van Wou was not able to gain much credit for his 
Utrecht peal as the Dom chapter were none too pleased with what it termed the defect 
of the larger bells. Naturally Van Wou defended himself in every way possible, but 
to no avail. It was to become a long drawn-out matter continuing long after the death 
of the founder in 1527. What the precise objections of the chapter were to the bells 
has never become completely clear. At a certain moment however, Van Wou spoke 
of the chance that when consultants should listen to the bells, they may possibly 
'disapprove of the sound or of some of the bells'. Who was to be asked for such an 
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examination was a problem in itself as 'they have all been my apprentices and have 
learnt their profession from me, and they are also partly family'. 

Was the sound considered unsatisfactory? It is certain that today such a 
presumption could not be confirmed, but one could make an observation regarding 
the strange, deviant and unusual overtone structure of the bells. It is true that in this 
respect a swinging-bell does not need to be identical to an ideal carillon bell (pp. 128f). 
Van Wou had however chosen, consciously or unconsciously, a musical structure 
which could certainly not be termed elegant. 69 Nevertheless, this negative aspect pales 
into insignificance when listening to the overwhelming sound of this peal ! 

It is interesting to note that the Utrecht peal of bells, just like the others which 
Van Wou made, were not only used for pure ringing. No, the bells were also used 
for so-called chiming. This phenomenon, as one of the origins of the later carillon, 
will be again dealt with on pp. 90 f. We can already state here however that chiming 
implies the rhythmical sounding of a series of stationary bells. For that purpose ropes 
are attached to the clappers and are then led to a central point in the tower where 
they can be operated by the chimer. This is what happened with the Van Wou bells. 
It is true that this famous founder never worked on a real carillon, but he did work 
on one of its most important forerunners. 

Van Wou successors in Kampen could, of course, only stand in the shadow of 
the great master. With the death of Henrick Vestrinck, the last Kampen founder, in 
1653, the town foundry ceased to exist. Before this however, well-known founders 
from the Wegewaert family had made bells in Kampen. These founders were later 
to have workshops at their disposal in successively, Deventer and Enkhuizen. We will 
not persue them any further. We have arrived in the 17th century, a time in which 
the swinging-bell had already long been dominated by the carillon. 

Van Wou, like many of his colleagues, was also involved with the casting of 
artillery. This was not always appreciated by everybody however. When returning 
from Utrecht in 1505 he was held up by soldiers as he had also made cannons for 
the opposition. His answer was short and to the point: It is true, I have cast guns 
for many lords and towns, that was my trade and how I earned my living, by casting 
bells and guns. 

69 A. Lehr, Een klankanalyse 
van de /6de-eeuwse Van Wou 
klokken in de Domtoren te 
Utrecht . Asten, 1980. 

120 THE SEVEN NEW 
SWINGING-BELLS FOR THE 
UTRECHT DOM TOWER IN THE 
EIJSBOUTS FOUNDRY AT ASTEN, 
1982 
In 1982 the medieval peal of 
Geert van Wou was restored to its 
original size. In 1505 Van Wou 
cast a series of 13 bells for the 
Dom tower, seven of which 
disappeared in the crucibles of the 
brothers Franfois and Pieter 
Hemony in 1664, when they cast 
the new Dom carillon. 
Asten, Royal Eijsbouts 



121 INSCRIPTION ON THE BELL 

MADE BY GEERT VAN WOU AND 

JOHANNES SCHONENBORCH AT 

LEKKUM, 1512 

In the Middle Ages the bell 
inscription was often placed on 
the upper flank. Should the 
inscription be too long, as was the 
case with this bell -with a 
diameter of JOO cm- many 
founders had no objection to 
continuing beyond the letter-line. 
Lekkum, Reformed Church 
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Kampen was therefore a town where artillery was regularly cast. The same 
applies to a number of other towns, Venlo for example. Since 1437, or perhaps even 
earlier, a very competent founder had worked there who called himself Jan the 
bell-founder from Venlo or simply Jan van Venlo. His activities were also now and 
then determined to a large extent by politics. For instance, when Duke Adolf, the 
father of Karel van Gelre, was engaged with his father Arnold in a power struggle 
for control of the earldom Gelre, Jan van Venlo turned his workshop into a complete 
gunpowder factory for Duke Adolf in 1470 and 1471. Here gun-and arquebus-powder 
as well as guns and arquebuses were produced. He also went to fight so that he could 
maintain all that war rigging in good order. Other gunpowder producers cum 
gun-founders did the same. 

122 ABDUCTION OF THE WIFE 
OF CANDACULUS. MINIATURE 
FROM A FRENCH MANUSCRIPT, 
END 13th CENTURY 
The Macedonian king/general 
Alexander III the Great was a 
very popular figure during the 
Middle Ages. A number of finely 
illustrated biographies about him 
appeared at that time. One of 
these, 'La vrai ystoire du bon roi 
Alexandre' (the true story of 
good king Alexander), which is 

preserved in Brussels, contains 
about 90 illustrations which add 
the necessary 'colour' to the story 
of the life of Alexander. On the 
miniature shown here one sees a 
skirmish in which the wife of 
Candaculus (presumably 
Candaules, son of the legendary 
Indian king Kandake) is abducted 
by soldiers of a certain king of 
Blicos. On the right of the print 
there is a church with a tower and 
a bell. 

Brussels, Royal library, 
ms. 11040,fol. 62r. 
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The cymbal in the Middle Ages 

THE BELL IN MEDIEVAL MINiATURES 70 

Totally independent of the evolution extending from the simple 6th century swinging
bell, weighing less than 100 kg. to the bells in medieval cathedral towers, weighing 
more than 1000 kg., there was also an evolution of small bells. This was also of crucial 
significance for the art of bell-founding in Western Europe. As early as the 10th 
century a series of small bells made up a modest musical instrument employed in 
monasteries, churches and schools [123]. Our sources for this are two-fold. On the 
one hand there are the countless numbers of illustrations in medieval religious 
writings, such as psalters and breviaries 71 and on the other hand there are many 
preserved medieval tracts which describe methods by which the small bells may be 
made for musical use. The latter is the subject for the coming chapter (pp. 77 f). For 
the present we will concern ourselves with the miniatures which, although they were 
evident in the 10th century, reached their zenith in the period 13th-15th centuries [69]. 

A misunderstanding had crept in with regard to the name of such instruments. 
Although such a small bell was called a cymbal in the Middle Ages, that was not 
correct. Traditionally cymbals .were always used in pairs and consist of two concave 
discs -in other words more or less bell-like platters which were struck against one 
another. Nevertheless a person in the Middle Ages who wrote about a cymbal meant 
a real bell, either a hemispherical model or what we would regard today as the typical 
bell model. That bell was then rung by a manually operated clapper on the inside, 
or a hand-operated or automatically functioning hammer on the outside. 

The mistake surrounding the name can be seen in the fact that medieval cymbals 
were sometimes depicted in psalm 150 in which there is talk of sounding cymbals and 
loud cymbals. The cymbals intended here were certainly in accordance with the 

70 A. Lehr, Het middeleeuwse 
klokkenspel van Bethlehem, in : 
Klok en Klepel. Publication of 
the Netherlands Carillon 
Association, 27 (December 
198 1). 

71 A breviary contains the 
prayers fo r the canonical hours. 

123 CAPITAL IN THE 
CATHEDRALE SAINT-LAZARE 
AT AUTUN, 12th CENTURY 
Many musical instruments are 
depicted on the tops of the 
columns in the cathedral at 
Autun. The fourteenth column 
shows three figures playing bells. 
The middle figure bears a yoke on 
which six bells hang. Two of these 
are rung by him, while the figure 
on the left rings the bells with a 
hammer and the one on the right 
moves the clappers. The middle 
figure also plays a bell with his 
foot. 
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original meaning however and therefore not corresponding to the incorrect medieval 
interpretation. Bells also occur in the initials of other psalms in manuscripts of that 
time. In the main this was the initial E of psalm 81 (Exultate Deo), also occasionally 
psalm 1 (Beatus vir) with the letter B, psalm 33 (Exultate) with letter E and psalm 
98 (Cantate Domino) with letter C.72 In half of the occurrences it refers to King David 
who plays small bells with one or two hammers [124, 127 f]. 

In reality King David had no relation at all to those bells. In fact miniatures 
depicting a real happening in the Bible are much more interesting. There is, for 
example, a depiction of the story of the conveyance by King David of the ark to 
Jerusalem. 73 Why were bells also illustrated? The text makes that clear: David and 
the whole house of Israel danced before the face of the Lord, with accompaniment 
of different instruments of cypress wood, zithers, harps, tambourines, pellet-bells and 
cymbals. 

124 INITIAL (E) OF PSALM 81 
FROM A 13th CENTURY 
MANUSCRIPT 
Jn the initial of the word 
Exultate, King David, sitting on 
his throne, is playing chimes 
made up of six bowl-shaped 
cymbals with two small hammers. 
There is a fiddle player in the 
background. 
Berlin, Staatsbibliothek 
Preussischer Kulturbesitz, 
Ms. Theo/. Lat., fol. 379, 
fol. 245r. 

125 A MINIATURE ABOVE A 

PSALM TEXT, 13th CENTURY 

A remarkable construction which 
serves as a bell-frame. In this 
frame seven bells hang with the 
notes A-B-C-D-E-F-G. The 
player rings the bells by pulling 
on ropes. Should we think of this 
as a primitive forerunner of the 
carillon keyboard? 
Madrid, El Escorial, Biblioteca 
Real, Ms. b-1-2, fol. 359 



126 BELL-WHEEL FROM 
BRITfANY,PROBABLY 
15th CENTURY 

This bell-wheel (diameter 40 cm) 
consists of a large wheel with a 
number of small bells around the 
circumference which begin to ring 
when the wheel is turned. The 
wheel usually hung by the altar 
and had a religious function 
-what the sanctuary bell was in 
the Low Countries, the bell-wheel 
was in Brittany. In some parts of 
Southern Europe it is still in use. 
Utrecht, Central Museum 

THE CYMBAL IN THE MIDDLE AGES 77 

Naturally it is not the intention to individually analyse these and other scenes 
-for this it is better to refer to existing literature. 74 Moreover, in the context of our 
account it is more important to establish that music could evidently be made upon 
a series of small bells. This usually happened by hand with the help of small hammers, 
but there were exceptions. There is, for example, a Spanish representation with 
something of a strange keyboard [125], while there are chimes which would seem to 

be mechanically driven [128). Sometimes music was also made in a very curious way. 
We are told that the monk Tuotilo from the abbey at Sankt Gallen had the sequence 
Sancti spiritus adsit nobis gratia played on bells. For that purpose he had the necessary 
bells mounted around the circumference of a wheel in the correct order and at the 
right distances, and subsequently had the wheel turned. 

A similar bell-wheel also appears to have existed in the Netherlands. We know 
that around 1410 a certain Henricus Loeder from the Windesheimer monastery at 
Frenswegen near Oostmarsum had an instrument which consisted of 'seven schellen 
mi sinen hamerkens ende mit enen yseren rat' [seven bells with their small hammers 
and with an iron wheel]. It played the same sequence that Tuotilo mounted on his 
wheel. We are also aware of the purpose of this bell-wheel: Loeder used it in order 
to wake the monks. 

This adaptation as a musical instrument described above has long since disap
peared. Even in a more simple version is it hardly to be found any more in the Low 
Countries. On the other hand, the bell-wheel is still used in many Spanish and French 
churches as a sanctuary instrument [126, 127]. 75 

MEDIEVAL TRACTS CONCERNING BELL-FOUNDING 

It is especially in medieval writings from the period 11th-13th century that one finds 
observations concerning the manner in which cymbals, the musical bells, ought to be 

72 In the Latin Bible translation 
Vulgata the psalms which are 
mentioned here are numbered l, 
32, 80 and 97. 

73 2 Samuel 6 and I; Chronicles 
15 and 16. 

74 See Lehr, Bethlehem, op.cit., 
p . 83-85 . 

75 In the catholic church, the 
term sanctuary instrument 
implies an instrument sounded 
at the elevation, ie. at the raising 
and displaying of consecrated 
elements to the believers. 

127 A MINIATURE IN AN 
E INITIAL IN AN ITALIAN BIBLE 

FROM THE SECOND HALF OF 

THE 13th CENTURY 

Psalm 81 begins with the words 
'Exultate Deo adiutori nostro 
jubilate Deo Jacob' [Sing aloud 
to God our strength; shout for 
joy to the God of Jacob]. We 
know the story of the monk 
Tuotilo from Sankt Gallen, who 
played melodies on bells. For this 
purpose he used a wheel on which 
he had mounted the bells on the 
correct melodic order and which 
he then turned around. Here, it is 
not clear whether King David is 
turning the bell- wheel with the 
five bells, or whether perhaps 
another person is depicted. The 
five bells are fitted with clappers; 
in addition one can see a stringed 
instrument below. 
Oxford, Bodleian Library, 
Ms. Douce, fol. 196 r. 
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designed. To put it another way: in which fashion could the small bells be given the 
right tone? Although these tracts, hardly more than a page in length, often make 
practical comments about the composition of the loam for example, they are, 
however, strongly theoretical in nature. Moreover, one cannot avoid the impression 
that in the first place, the theoretical considerations had a philosophical-numerologi
cal significance and only later a practical-musical one. 76 To give an example, the 
interval of a fifth encompasses three-and-a-half whole tones and in its pure, natural 
value it is characterised by a frequency ratio of 3:2. The writers of the relevant tracts 
were of the opinion that when two bells had the same weight ratio, or under certain 
conditions the relevant reciprocal value, 77 both bells should indeed sound a fifth 
apart. Even bearing in mind that such a pronouncement is much too general because 
nothing is said about the relationship of the dimensions, it is, more to the point, 
incorrect. The consequence was undoubtedly that the cymbal hardly ever had the 
correct pitch. This meant that after casting, tuning still had to take place. This implied 
either the thinning of the bell wall to lower the pitch, or a reduction in height by filing 
the edge in order to raise the pitch. Thus, in the 12th century, the foundations had 
already been laid for what was later to become the much more complicated art of 
bell-tuning. A skill which, in its most developed form, would result in an extraordina
ry flourishing in the art of the carillon from the 1640s onwards.78 

Although the tracts at issue had presumably more to do with the glorification 
of simple numerical relationships than with the practice of bell-founding, they 
nevertheless tell us which tonal series were sought. Generally this was a diatonic octave 
with the addition of the F sharp and B flat, in total therefore ten bells. There were 
exceptions however, certainly when we derive our information from the miniatures. 
Here we find much smaller, but also occasionally larger series, although the latter 
especially must not be seen as a reflection of the practice current at the time. 

THE BETHLEHEM CHIME 

In contrast to what the numerous m1matures and the almost as numerous tracts 
surmise, there appears to be only one preserved cymbal. We refer here to the 
eleven-note series which was dug up in Bethlehem in 1906 [129).79 The relevant bells 
vary in height between 40.5 and 26 cm., while the diameters vary between 28 and 
16 cm. These are dimensions which clearly possess the same order of size as those 
of medieval cymbals. 

On the basis of various details, these bells can be dated as being from about 
1200. Moreover, their form indicates that they are without doubt of Western origin. 
Particularly interesting is the fact that the bells have cast note-letters. Irrefutable 
evidence therefore that they once formed a series of notes. However, as the bells are 
seriously corroded and in addition a number are cracked, it is extremely difficult to 
determine which notes were actually sounded. Moreover, it appears probable that we 
are not dealing here with one series, but two. The four bells with the same model could 
have sounded the transposed notes C-D-E-G, while the remaining seven with a slightly 
different model formed a diatonic compasi of C-D-E-F-G-A-B. 80 

76 Today the term numerology 
implies a pseudo-science in 
which a magical significance is 
attributed to a simple numerical 
relationship. It is assumed, for 
example, that these relationships 
are to be found everywhere in 
nature, whether in the distance 
to the planets or in the 
frequency relationships of 
consonant musical intervals. 

77 The reciprocal value of 3/ 2 
is 2/ 3. 

78 In the case of medieval 
cymbals, only the fundamental 
was tuned, or at least an attempt 
was made to do so. The tuning 
technique developed in the 17th 
century involved, in addition, 
four overtones. This is a 
necessary condition for a bell if 
a recognisable pitch is to be 
achieved. 

79 The bells are now displayed 
in the Flagellation Museum on 
the Via Dolorosa in Jerusalem. 

80 In music, transposing implies 
the use of a note at a pitch 
different to that at which the 
note actually sounds. Obviously, 
this is only allowed when all 
notes are moved, ie. transposed, 
by the same interval. 

128 A FINE MINIATURE FROM 
THE HORLOGE DE SAPIENCE 
BY HENRICUS SUSO. FRENCH 
MANUSCRIPT, SECOND HALF OF 
THE 15th CENTURY 
A miniature where Divine 
Wisdom is seen together with the 
Dutch dominican and mystic 
Henricus Suso (died /366) to 
whom she is dictating l'Horloge 
de Sapience. Divine Wisdom, 
with an open book, is surrounded 
by a number of scientific 
instruments which measure time. 
With one hand she touches the 
clock-wheel which is connected to 
the hour clock, depicted at the 
top of the text. On the right there 
are automatic chimes consisting 
of five bells which are struck with 
small hammers. These small 
hammers are connected to metal 
bars which in turn are set in 
motion by an action with three 
ratchet-wheels. The text on the 
chimes reads:' Ante secula qui 
deus est (in) tempora homo factus 
est in Maria' [He who is God/or 
eternity, has been made human in 
Mary, at a certain moment in 
time]. 
Brussels, Royal Library, 
ms. IV 111,Jol. 13v. 

f 



129 CHIMES OF BETHLEHEM, 

12th-13th CENTURY 
These twelve bells were 
unearthed, among other objects 
near to the Church of the Birth of 
Christ in Bethlehem in 1906. On 
the basis of the model employed, 
the type of crown and the 
decoration, we can divide them 
into a series of four and seven. 
The small bell in the foreground, 
bearing in mind its remarkable 
inscription vox DOMINI, must be 
placed separately. 
The bells have a steeple-crowned 
hat model, while the largest seven 
were made presumably with the 
aid of a strickle. The series of 
seven and four probably 
constituted two independent 
chimes which were possibly 
played together with the (likewise 
unearthed) organ. They were 
rung by means of ropes attached 
to the clappers which were led to 
the player. This playing technique 
is known as chiming. The bells 
vary in height between 11.5-
40.5 cm. 
Jerusalem, Musem Flagellation 

130 AUTOMATICALLY 

PLAYING MUSICAL 

INSTRUMENT CONSTRUCTED BY 

HERO OF ALEXANDRIA, 

1st CENTURY A.D. 

The Hellenic technologist Hero of 
Alexandria wrote a book about 
automations in the first century 
A.D., including automatically 
playing musical instruments. The 
principle of the instrument shown 
is as ingenious as it is simple. 
A tank consisting of various 
compartments is filled with a 

constant flow of water. The air 
driven from every level is led via a 
pipe to a whistle inside the bird, 
and making it appear as if the 
bird is singing. As soon as the 
uppermost reservoir is completely 
filled with water, it will be 
emptied via the siphon, whereby 
the second bird will begin to sing 
from the second reservoir, 
and so on. 
F. Commandino, Heronis 
Alexandrini Spiritalium liber, 
Urbino, 1575, p . 48 r., n ° 46. 
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The models of both types of bells are traditional, and certainly for that time. 
The series of seven, for instance, displays a pronounced so-called sugar-loaf or 
steeple-crowned hat model. That model is also to be found in the miniatures, while 
one of the tracts has an indication which points in that direction. That does not mean 
however that the hemispherical model was in the minority. There is no evidence to 
support this. 

It is difficult to discover how the bells were played. It is possible that they were 
hung within reach and struck with hammers. As the bells have clapper-eyes81 however 
and fifty years ago an original clapper was still present, the way in which they were 
played could have been different. This is even more likely when bearing in mind that 
the relevant clapper had an eye on the underside. This could mean that ropes were 
attached to the clappers by which the bells could be sounded. In melodic playing? 
Or in ringing? Should the latter be the case, this series of bells would be an 
intermediate form between the medieval cymbal and the smaller chiming forms. 

The automatic carillon 

THE PREHISTORY OF THE CARILLON 82 

It is a misunderstanding to suppose that the automatically playing chimes were a 
Dutch-Flemish invention which was arrived at independently of developments else
where. Nothing is further from the truth. Automatically playing musical instruments 
existed many centuries earlier both in the West as well as the East and in connection 
with these, automatically moving figures. Philo of Byzantium (c.200 BC.) constructed 
an apparatus which, with the help of running water, made a bird whistle. Hero of 
Alexandria, who probably lived in one of the first centuries AD. went further by 
making a whole chorus of birds sing. He also introduced other figures such as an owl, 

81 The clapper -eye is fixed to 
the roof of the bell. The clapper 
was hooked into this eye. 

82 A. Lehr, De geschiedenis van 
het astronomisch kunstuurwerk. 
Zijn techniek en muziek. 
The Hague, 1981. 

83 A. Lehr, The automatic flute 
player of the Musa brothers, in: 
Bulletin of the Musical-Box 
Society International, 29, 1 
(spring-summer 1983), pp. 25-34. 
Until now no replica has been 
made of the flute player. 

84 D.R. Hill (translator) , 
The book of ingenious devices. 
Dordrecht, 1979 . 

85 Until the end of the 13th 
century, time calculations were 
made everywhere with the 
so-called temporal hours. In that 
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for instance, which appeared to silence the birds so long as it looked at them. As soon 
as it turned away however, the birds sang again [130]. 

Obviously one can hardly place any sort of musical value on these sort of 
constructions. However, that is the case with the automatic flute player of the three 
Musa brothers in 9th century Baghdad. 83 This is not the place to go into all the details 
of this technically ingenious apparatus. The essence is nevertheless, that pins or cams 
were fixed to a wooden drum which in revolving moved the fingers of the mechanical 
flute player, which in turn opened and closed the holes in the flute. By turning the 
drum in the correct tempo and by fixing the pins in the right places in the drum, the 
desired melody was reproduced correctly. 

The whole apparatus was propelled by a small wheel which was kept in motion 
with the help of running water. In addition, the same water provided sufficient 
movement of air so that the automatic flute player could actually be heard. The 9th 
century report concerning the Musa brothers is therefore important as this is the first 
automatic musical instrument described that functioned with the aid of a drum with 
pins. This is virtually the same manner in which, a few centuries later, chimes in towers 
in the Netherlands were to function. 

The later carillons were also connected to a clock in order that an automatically 
played melody could be heard every quarter of an hour. The idea of a connection 
with a time source was even then already very old. Moreover it belonged to a truly 
great and richly varied area of all sorts of automatically functioning constructions. 
When an automatic construction with music and dolls is connected to a clock, one 
speaks of a monumental clock. Should that clock also possess dials which indicate 
astronomical features, such as, for example, in which sign of the zodiac the sun is 
at a given moment, then one speaks of an astronomical monumental clock. Among 
other reasons, they were built as a tangible reflection of the cosmos and later in order 
to be able to cast a horoscope more easily. 

Traditionally, the oldest astronomical monumental clock has been attributed to 
the physicist Archimedes (287-212 BC.). No proof exists for this however. We gain 
more certainty centuries later following a period in which all sorts of less complicated 
mechanisms had been put to the test. In the 6th century, for instance, there was a 
small temple on the market in Gaza (Egypt/Israel) in which a water-driven astronomi
cal monumental clock was housed. That was without doubt based on a Greek-Roman 
tradition. It was finally the Arabian culture however which was to make the astronom
ical art-clock a particularly favourite subject. The Great Mosque in Damascus 
possessed such a monumental clock, for example, which is described in detail in a 
document of 1203. Around the same period the technician al Jazari wrote an 
unsurpassed standard work on this subject at Diyarbakir (South-East Turkey). 84 

What were the particular features of the Arabian clock? 
Firstly, there was the time-principle [ 131]. The civic time was generally indicated 

by twelve doors and as the day wore on, the doors opened in turn. 85 In the open door 
anything could be depicted with movable figures. At Gaza, for example, there were 
the twelve labours of Hercules, 86 elsewhere warlike knights would appear. Usually, 
astronomical information was also shown, such as the position of the sun and the 
moon in the zodiac. 

Important points of time, like 12 o'clock midday, were emphasised with 

system, both day and night were 
divided into twelve parts. This 
meant that in summer, the day 
hours were longer than the night 
hours, with the reverse being 
true in winter. Only at the 
beginning of spring and autumn 
were both sets of hours equal to 

one another. The current system 
of 24 equal, so-called 
equinoctial hours, gradually 
came into use in the 14th 
century. 

86 According to legend, the 
Greek hero Hercules had to 

perform twelve difficult labours 
as instructed by the Delphic 
oracle and in service to King 
Eurystheus. See also A. Lehr, 
The astronomical monumental 
clockwork of Nagasaki Holland 
Village. Asten, 1990. 

131 AN ARABIAN PRINT OF THE 
ASTRONOMICAL CLOCK OF 
AL JAZARI DATED FROM 1354 

In 1206 the Arabian writer and 
technician Al Jazari described the 
construction of a number of 
clepsydrae (water clocks), 
including this astronomical clock, 
with a height of more than five 
meters. The positions of the sun 
and moon are indicated in the 
zodiac. Underneath are twelve 
doors, one of which opens at 
every full hour. At the same time 
two falcons let a bronze pellet fall 
into a bronze basin on a cymbal. 
At certain times a music corps 
consisting of two hornplayers, 
two drummers and a cymbal 
player even plays. 
Boston, Museum of Fine Arts, 
ms. 14533. 



132 ASTRONOMICAL 

MONUMENTAL CLOCK IN 

THE CHURCH OF THE 

AN NUN CIA TION TO MARY 

AT ASTEN, BUILT BY 

EIJSBOUTS, 1979 

Following a tour including the 
Royal Palace in Amsterdam and 
the County Hall in 
's-Hertogenbosch, this 
monumental astronomical clock, 
more than eight metres high, was 
placed in the Great Church of 
Asten. Designed on the basis of a 
centuries-old tradition, albeit in a 
contemporary style, it indicates 
the local solar time, the phases of 
the moon, the position of the sun 
and moon in the zodiac in 
relation to the Asten horizon, 
and other chronometrical and 
astronomical data. In addition, 
two jacquemarts strike the hours 
and half hours, while finally the 

carillon plays on the hour with at 
the same time the wise men from 
the East appearing to honour 
Mary and the Child by offering 
gold, frankincense and myrrh. 
Asten, National Carillon Museum 
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automatically moving figures which struck cymbals and gongs and occasionally blew 
a horn etc. From a purely musical standpoint it would have sounded rather primitive, 
and would have been little more than rhythmic sounds. In a musical sense the 12th 
century astronomical monumental clocks lagg~d far behind the Musa brothers 
achievements with their automatic flute player in the 10th century. 

The situation was not much better in Europe, certainly if we restrict ourselves 
to those monumental clocks driven by water. In this period the most important clocks 
were probably built due to the intervention of the famous Alfonso the Wise (1221-
1284), king of Castile and Leon in the second half of the 13th century [134]. It is true 
that a hundred years later, in 1357 to be exact, such a clock was built at Fez, the 
remains of which may still be admired at the Bu'ananiya Mosque [133]. In essence 
however these were only occasional attempts. In any case, they did not establish any 
real tradition. That would only happen when the more familiar tower clocks, driven 
by balance and weights, replaced running water as a time regulator and source of 
power. 

To complete our account, monumental clocks had been known in China since 
the beginning of the 8th century. There this craft reached its zenith with the monumen- , 
tal clock completed by Su Sung around 1090. It is true that his clock, and those of 
his predecessors, were differently developed than the European examples, though the 
basic idea was the same. These clocks were also driven by running water, astronomical 
time indications were also to be found, as were music-making dolls etc. Nothing 
remains of these clocks however. 

THE TOWER CLOCK 

The water clock, as a source for measuring time, has never really been popular in the 
Low Countries. That is also understandable as what would one do in winter when 
the water is frozen? Only very occasionally do we hear about such a clock, as at the 
former monastery at Villers-la-Ville near Nivelles. The same was true for England. 
We only have incidental reports without any mutual coherence. That was to change 
however at the moment when a clock construction principle became available that was 
easy to reproduce and manage. 

According to sources now available the clock was invented in England at the 
end of the 13th century. Such a pronouncement however requires a careful formu
lation of what we understand exactly by, at that time, a new clock. With regard to 
the late 13th century clock, there are two essential aspects to be distinguished: 

Running water as a source of drive was replaced by a weight. Regularly running 
water as a base of time was replaced by a so-called balance or foliot. 87 

The advantages of this system are evident. It is easier and more compact to build, 
it can be better maintained, it is impassive to frost and is finally more reliable and 
precise. On the other hand, one must have no exaggerated notions about the latter. 

A balance with an accuracy of a quarter of an hour per day was already 

exceptional. Only with the introduction of the pendulum by Christiaan Huygens in . 
1657 would there be any drastic change in this. Even then, at least as far as the tower 
clock was concerned, the small hand -thus the hour hand- would suffice until the 
end of the 19th century. Only later, due to all sorts of refinements, was it of value 
to add the large, or minute hand. 

87 The term foliot implies a 
time regulator, such as the 
pendulum for example, 
consisting of a horizontal bar 
with a bearing in the middle and 
which moves to and fro around 
this point at horizontal level. 
The to and fro movement is the 

time constant of the clock and 
can be varied by changing the 
weight of the balance.' In a 
certain sense, it thus resembles 
the balance of a pocket watch. 
The essence of this new clock 
principle was thus not the 
system of iron wheels by which 

the movement within the clock 
was conveyed. Such wheels were 
a lot older and had already been 
applied in water-clocks. 



134 PRINT DEPICTING THE 
MERCURY-CLOCK OF ALFONSO 
THE WISE, 1276-1279 

The heart of the mercury-clock 
consists of a revolving drum with 
twelve compartments, six of 
which are filled with mercury. 
A weight ensures that the drum 
continues to turn, while the 
mercury prevents any 
acceleration. The weight turns the 
wheel to the left, with the result 
that the mercury continually 
shifts in the opposite direction. 
This takes time, bearing in mind 
the narrow openings between the 
compartments. By means of an 
axle, this wheel is connected to a 
second wheel which turns an 
astrolabe. In this manner the 
latter makes one complete 
revolution every 24 hours. 
M. Rico y Sinobas, Li bros del 
saber de astronomia del rey 
d. Alfonso X de Castilla. 
Madrid, 1863-66, part 4, p. 76. 
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133 REMAINS OF THE 
WATER-CLOCK AT FEZ, 1357 

In 1357, a water-clock was built 
on the Bu 'aniiniya mosque at Fez 
(Marocco). On the fai;ade one can 
see six of the twelve windows 
under which bronze gongs were 
placed on ceder wood consoles. 
Above the windows, the ejectors 
are to be found through which 
the little balls fell into the basins 
on every hour. Unfortunately, 
the mechanism from this once 
impressive clock has vanished. 
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135 THE PENDULUM AS THE 
ON-GOING WORK OF A CLOCK 

The illustration shows how one 
arm of the foliot is removed and 
the other is used to drive the 
pendulum back and forth. The 
time constant depends on the 
pendulum, and not on the foliot. 
This can be regulated by varying 
the length of the pendulum. 

136 THE FOLIOT AS THE 
ON-GOING WORK OF A CLOCK 

In the continuous working of a 
clock the escape wheel plays an 
essential role. It prohibits the 
wheels of the clock, driven by a 
weight, from accelerating and so 
becoming unusable for the 
measurement of time. The escape 
wheel, as it is repeatedly turned 
one tooth further, is held back by 
a blade D. In turn, this is driven 
back by the wheel; after which 
another blade is gripped into 
position by a further peg of the 
wheel. The length of this back 
and forth movement is 
determined by the weights and 
their position on the balance or 
foliot C. Thus the forward or 
backward running of the clock 
can also be corrected, although 
the accuracy of the foliot can 
never be very good. 

r 
a • .. 
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The new clock was to march triumphantly through Europe. Within a century 
it was commonplace. When we restrict ourselves to the tower clock, in other words 
the public clock of the town, these often huge mechanisms appeared relatively late, 
at least in the Low Countries. Apart from the clock of the sheriff's office in Bruges, 
which dates from 1344, all the others date from after 1360: Utrecht 1369, Maastricht 
and Deventer 1370, Middelburg 1371, Mechelen and 's-Hertogenbosch 1372, Ghent 
1376, Sluis 1379, Leuven 1381, Mons 1382 etc. 

As was the case with the water clocks, the weight-clocks were so constructed 
that the time could also be heard. In classical times and later in the Arab world this 
was done with the help of a gong, cymbals, a flute or horn. In Christian Europe, the 
means chosen was usually a bell, and often a heavy example with a weight of more 
than a thousand kilos. Such a bell was, in general, hung in a central position in the 
tower. On the outside a striking-hammer was provided which, with the help of · 



137 MINIATURE IN A 

THEORETICAL MUSIC 
TREATISE, 12th CENTURY 

The music theoretician Boethius 
(480-525) measures the tones on a 
monochord. Pythagoras (ca. 530 
B. C.) strikes a set of eight double 
bells with a hammer, while in his 
other hand he weighs a number of 
sledgehammers. Underneath him 
the (music)theoreticians Plato 
(429-348 B. C.) and Nicomachus 
(ca. 100 A.D.) are pictured. 
The entire scene is meant to show 
the deep relationship between 
numbers and music. The 
measured length of the string on 
the monochord gives a certain 
pitch, while a legendary story has 
it that Pythagoras had discovered 
the numerical relationship which 
is supposed to exist between the 
weight of a hammer and the tone 
which can be heard during the 
hammering. 
Cambridge, University Library, 
Ms. /1 .3.12.fol. 6Jr. 
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138 INSCRIPTION ON THE 

HOUR-BELL OF THE TOWN HALL 

IN 'S-HERTOGENBOSCH, 1372 

This hour-bell, with a diameter of 
120 cm, has an inscription in 
hand-formed majuscles: 
My name is Mary the hour-bell 
People stand up when they hear 
me 
I was made for this work ( = for 
this clock) 
That is why I am big and strong 
MCCCLXXII 

139 HOUR-BELL MADE BY 

PETER II VAN DEN GHEYN 

IN 1593 FOR THE TOWN HALL 

INVEERE 

The normal bell model was 
mostly used for the hour-bell, but 
this was not always the case, such 
as when there was lack of space in 
the tower. This is a typical 
example of the bowl-shaped or 
hemispherical model; the 
diameter is 147 cm. Bells with this 
profile do not have a particularly 
fine sound. 
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connecting cables, tumblers88 etc. could be operated from the clock in order to strike, 
for instance, the hour. That hour-bells were made for this objective can sometimes 
be seen from the inscription. The bell of the town hall in 's-Hertogenbosch, dating 
from 1372, has as inscription around the edge: My name is Maria the hour-be//. People 
rise when they hear me. I was made for this work. That is why I am big and strong 
[138]. 

The 's-Hertogenbosch hour-bell has, like many others, a normal traditional bell 
shape. There are exceptions however. The hour bell in Veere town hall has a 
hemispherical model [139]. It was cast in 1593 by Peter van den Ghein at Mechelen. 

THE AUTOMATICALLY PLAYING CARILLON 

Alfonso the Wise, or his engineer, had devised a construction whereby a water-clock 
could sound bells. This was an idea which had already been mentioned in Spain in 
the 11th century. Whether there was any structure in the resulting ringing is a subject 
of some doubt. Something similar was to be repeated in the second half of the 13th 
century, and probably with a better result. Figure 00 shows a miniature from the 
Middle Ages in which we see a tower-like building with a water-clock and a number 
of small bells. 89 It is not certain however if we are here dealing with a clock in the 
true sense of the word. It is probable that this is a clock used to wake monks in a 
monastery. The automatic carillon must have had an early existence however, at least 
in house clocks found in monasteries, seeing that around 1250, a certain Hieronymus 
of Moravia described the manufacture of small bells for musical use in a clock. The 
same was done half a century later by Engelbert, abbot of Admont in Stiermarken. 
About the same time, around 1300, in Catalonia, Spain, a water clock is described 
with a chime of five or ten small bells, complete with notated music (141].9° Could 
this have been the last water-clock made in Wes tern Europe ? 

88 The tumbler most commonly 
used has the shape of a 
set-square which can revolve 
around its corner point in the 
vertical plane and has the 
function of converting a vertical 
wire connection into a 
horizontal one. 

89 The miniature depicts 2 
Kings 20:1-11 , Isaiah 38:1-8 and 
2 Chronicles 32:24. It fs the 
history of the sick King 
Hezeki'ah, who after his 
pleading against death, hears 
from the prophet Isaiah that 
God has answered his prayer. 

90 For information about this 
unique discovery see E. 
Farre-Olive, A medieval Catalan 
clepsydra and carillon. in: 
Antiquarian Horology, Winter 
1989, pp. 371-380. 
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A report from 1321 states that at the abbey of St Catherine near Rouen, the 
carillon of the monastery-clock could be heard at a distance of three miles playing 
the melody 'Conditor alme syderum'. This was also at a time when tower-clocks were 
in full use. Evidently this chime was in a tower and no longer in the monastery. 
Whether the report concerning the distance at which the carillon could still be heard 
is correct however, is open to doubt. In any case, it would not appear to be a reflection 
of general practice. It is remarkable that it would be another century and a half before 
real melodies were again to be heard from a tower. Must we therefore assume that 
in Rouen it was in fact cymbals that were responsible for this music? In other words, 
small bells which were usually for inside use but here, by way of exception, as a 
curiosity in a tower. It would seem, at the very least, improbable. 

140 MINIATURE, NEXT TO A 

PSALM TEXT, DEPICTING A 

WATER-CLOCK WITH 
CARILLON, SECOND HALF OF 

THE 13th CENTURY 

The prophet Isaiah shows King 
Hezeki'ah a water-clock with 
small bells. The bible story in 
Isaiah 38: 1-8 relates how when 
King Hezeki'ah became ill, the 
prophet Isaiah came to tell him 
that he must prepare for death. 
And Hezeki'ah wept bitterly. 
Then the word of the Lord came 
to Isaiah: Go and say to 
Hezeki'ah, Thus says the Lord, 
the God of David your father: I 
have heard your prayer, I have 
seen your tears: behold, I shall 
heal you, on the third day you 
shall go unto the house of the 
Lord. We see the water-clock 
with five small bells above it 
which were evidently operated 
automatically from within the 
clock. The prophet Isaiah is 
standing on the left pointing 
towards the clock and the sick 
King Hezeki'ah looks on. 
Oxford, Bodleian library, 
ms. Bodley 270bfol. 183 v. 



141 SKETCH or A 
WATER-CLOCK WITH BELLS IN A 
SPANISH TRACT, AROUND 1300 
A water-clock is described in this 
document dating from around 
1300. The lower section, a 
chronometrical instrument, 
indicates when the chimes in the 
upper section have to play. This 
upper section consists of chimes 
of ten small bells, which are 
played with automatic hammers. 
Five small bells hang beneath a 
peg-wheel i.e. a sort of drum, the 
other Jive are hidden from view. 
The ten small bells play the music 
to be found at the top of the 
page. It is the earliest known 
written music for automatic 
carillon! 
Barcelona, Arxiv de la Corona 
d 'A ragd. Ms. Constituciones 
Cathalonie de tempore de Regis 
Petri I ad regem Jacobum 11, 
A. C.A . Cancel/aria, caixes de 
legislacid n ° 2, I I, last page verso 

• 
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This hypothesis is strengthened by a manuscript from the middle of the 14th 
century, in which an automatically playing chime is described with a mechanism for 
eight small bells.91 Apparently we are dealing here with a house carillon and not with 
bells in a tower. Moreover, it is interesting in the construction presented that the 
possibility exists to change the melody, and to change it in a manner which will be 
described in the following chapter. 

The hypothesis mentioned above is strongly supported by the fact that during 
the whole of the 14th century, one heard little more from the towers than extremely 
simple melodic phrases on a few small bells. In French speaking areas the bells were 
called 'appeaux', which is obviously derived from appeler -to call. One also spoke 
of 'cloches des apiaux'. In Flanders this quickly corrupted to 'appeelkens', or 
occasionally to 'appeelen'. Only in a few cases are the bells given a purely Flemish 
name, such as 'weckervorsclaghers' (waking strokes) for example. It is interesting to 
note that in the name there is no indication of music; they were clearly for giving 
signals. 

As these bells sounded just before the stroke of the hour, one speaks of a 
'voorslag' -preparatory strokes. It was thus a small mechanical chime, and an 
extremely simple tower instrument. In the beginning one heard presumably little more 
than what is heard from many towers in countries without carillons today, the 
ding-dong quarter of an hour stroke. 92 They were to be found in leper (1378), Utrecht 
(1380/ 1381), Brussels (1381), Mons (1382), Douai (1391), Tournai (1392), Ghent 
(before 1412), Oudenaarde (1429), Edingen (1431), Mechelen (1434) etc. 

Only after 1460 did the number of smalls bells gradually increase, while the 
reports of the preparatory strokes became more numerous. In Leiden one could 
already buy five bells from Willem van Wou, while his son Geert cast a chime 
consisting of six bells for the Dom tower in Utrecht in 1479. In that year a clear 
culminating-point was arrived at which was also a new starting point. This was the 
fact that in 1479 at Park Abbey at Heverlee near Leuven, a chime was heard from 
the tower which sounded the 'lnviolata integra et castra es Maria'. With this, the 
moment had really arrived when an automatic carillon from a monastery clock 
-already two centuries old- took its place in the tower. On the other hand, one must 
not have an overexaggerated notion of this carillon. For the melody in question, no 
more than four bells are necessary. Nevertheless, the years around 1480 can clearly 
be viewed as a turning-point in the history of the carillon. We will return to this on 
pp. 90 f. 

THE CHIMING MECHANISM WITH DRUM 

It would not be difficult following that musical report from Park Abbey to list a 
catalogue of the towers which were gradually provided with a larger chime than was 
previously the case. It would be more interesting however to focus our attention on 
the mechanism, on the question of how the series of bells was made into an 
automatically playing carillon. 

In figure 142 the probable action of the oldest automatic preparations is 
sketched. As soon as the weight, that is connected by a rope to the drum shaft, is 
freed from within the tower clock -and that can happen by releasing a catch in the 
clock- the drum will begin to turn. The cam-wheel mounted on the same shaft will 

91 A. Lehr, Astronomisch 
kunstuurwerk, op.cit., 
pp . 406-408 . 

92 At present, the most 
ding-dong installations consist 
of two small bells. At the first 
quarter past the hour one hears 
one ding-dong, at the second 
quarter -this is at the half 
hour- two ding-dongs etc. 

93 We disregard the idea here 
that the afore-mentioned 
carillon from around 1350 did 
indeed have one wheel for several 
bells. The construction would 
seem to be rather dubious. 
See A. Lehr, Astronomisch 
kunstuurwerk, p. 407. 



C 

THE AUTOMATIC CARILLON 89 

likewise begin to revolve. In turning, the cams will raise a lever -known as a lifter
whereby a hammer will be raised from the bell. After the cam has passed, the hammer 
will fall back, thereby striking the bell. Between the bell and the shaft of the hammer 
however a leaf spring is placed, and after striking the hammer will be pushed back 
instantly so that the bell can ring out freely. 

In this system, which could be used for ding-dong as well as more melodic 
preparations, the tune remained the same and could not be altered. This observation 
is only valid expressly for tower mechanisms. The automatic chimes that were dealt 
with in the previous chapter, in other words the house carillon with eight bells from 
around 1350, could be provided with other tunes. That took place by replacing the 
note-pins in other holes. 

Things were not so far advanced in the tower however. That meant that the 
wheels needed to be replaced for new melodies. Such things did in fact happen. In 
1504 a certain Jan van Spiere provided a wheel for Oudenaarde which sounded Veni 
Sancti Spiritus on the hour, and Peccatores on the half-hour. In noting this however, 
did the Town Clerk make an error? The music cannot be played by one wheel. 93 It 
was therefore more than one wheel or otherwise a true drum. For the sake of simplicity 
we mean by the latter, a cylinder which comes about by joining the wheels to one 
another. One must note that the cams are rigidly connected to the drum and cannot 
therefore be arranged in another pattern with a different melody in mind. It was thus 
a drum with fixed note-pins. This was not to remain the case for long though. The 
oldest preserved drums for tower carillons, which date from the middle of the same 
century, had in the mean time been equipped with removable note-pins [144].94 On 
these drums the note-pins could be replaced in other positions thus allowing different 
tunes to be played. 

One cannot say for certain when exactly the transition took place. We do have 

D 
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142 THE PROBABLE WORKING 
OF THE OLDEST CHIMING 
MECHANISM WITH DRUM 
(END OF THE 15th CENTURY) 
Upon a number of discs A which 
match the number of bells and, 
respectively, the number of 
hammers, teeth B are constructed 
so that their positions follow the 
pattern of the melody. As soon as 
the weight is released by the 
clock, the discs will begin to 
rotate. Continuing, when a pin 
pushes underneath a lever C, 
the lever will be moved in the 
indicated direction. As a result of 
this the relevant hammer of the 
bell will be tilted upward via a 
tumbler-system D and will strike 
the bell as it falls back into place. 
The automatic chime described 
here only knew fixed melodies. 
Only around 1530 did the chiming 
mechanism with drum possessing 
removable pins makes its 
entrance. 

94 The carillon on the 
Zuidhavenpoort in Zierikzee has 
a drum which is dated 1554. 

143 MINIATURE IN A 

13th CENTURY PSALTER 

Right in the centre the sitting 
Christ is honoured with 
numerous instruments, among 
them a psaltery, a hammered 
dulcimer, a sackbut, double 
flutes, an organ, swinging-bells, 
cymbals and singers. This picture 
possibly refers to a commentary 
on the psalms by the Cologne 
canon Bruno von Koln 
(ca. 1030-1101). He wrote: Non 
solum, o fideles, laudetis Deum in 
chordis et organo et cymbalis 
(Do not only praise God, ye 
faithful, with stringed 
instruments, organ and cymbals). 
Munich, Bayerische 
Slaalsbibliothek, Codex Lin. 835, 
fol. 148r. 
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144 SCHEMATIC 

ILLUSTRATION OF A DRUM 

As soon as the drum-weight is 
released by the clock, and that 
normally occurs every quarter of 
an hour, will the drum begin to 
rotate to the right. The lever 
sketched on the left will then 
move, as soon as a pin or nut is 
pulled through under the lever. 
As a result of this the vertical 

a 

/ 

cord is pulled downward and 
thereby the hammer of the bell 
brought higher. This falls back 
into place as soon as the nut has 
passed whereby the lever can 
return to its beginning position. 
A leaf spring under the hammer 
insures that the hammer does not 
remain resting on the bell after 
striking. The bell can, thus, ring 
out unhampered. 
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some indirect evidence for the years around 1530 as being the time in which the drum 
with removable pitch pins was introduced. About that time the carillon had extended 
to two octaves, as we will show on pp. 103 f. This meant that in ordering a carillon 
with chiming mechanism with drum the details of melodies to be played could be 
gradually omitted. The number of bells gave sufficient opportunity to place any 
desired melody on the drum. For this purpose however it was necessary to have a drum 
equipped with removable pins. In any case, this would have been the most obvious 
choice purely on financial grounds. When a relatively large carillon can only play a 
few fixed melodies, certain bells would never be used. 

For the time being however the old situation continued. In 1503, the abbey at 
Averbode boughffive small bells from the bell-founder Willem Moer at 's-Hertogen
bosch. Together they weighed less than 150 kg. On the hour they played the sequence 
'Sancti spiritus adsit nobis gratia' and on the half-hour 'Virginis Mariae laudes'. 
When the small bells were re-cast by Jaspar, Willem's brother, in 1519, notes were 
mentioned for the first time. The new bells were to sound following the transposed 
series C-D-E-F-G. We are also told the heaviest weighed about 150 kg. and the 
smallest 45 kg. Before further continuing along this path, it is good to go back in 
time and examine from which period the carillon was played by hand, and in 
particular, played from a keyboard. 

The oldest carillons played by hand 

CHIMING ON BELLS 

In the chapter on pp. 63 f we pointed out that in the West, bells had been rung since 
the 6th century, and they were thus sounded by swinging. In the case of the 
Christian-orthodox churches in the east, this practice had fallen into disuse since the 
16th century [145, 147, 150]. Since that time the bells there had been mostly chimed. 
In the Low Countries this was a practice that for many centuries took place beside 
conventional ringing. By chiming we mean that to the clappers of stationary bells 
ropes were attached, which were led to a central point in the bell-room. Here, with 
the help of the ropes, a rhythmical chiming of the bells was given by one or two 
players. Such technical provisions with ropes however are not essential for chiming 
as, when the bells are small and the chimer can get to them easily, operating the 
hammers by hand can suffice. This is exactly the same manner that is depicted in 
medieval miniatures of cymbals.95 We will consider chiming therefore as the rhythmi
cal playing of a series of bells without the intervention of a keyboard. 

In considering all this, one must remember that chiming bells were generally also 
swinging-bells . Such was, and is again the case, for instance, with the thirteen-bell 
peal for the Dom tower in Utrecht cast by Geert van Wou in 1505. In this instance 
the ringing clappers can be operated by the chimer with the help of ropes. 

Chiming, as described here, is a very old practice and was common in the Low 
Countries in the Middle Ages and for many centuries following. 96 It is not completely 
clear when it started. The only thing that is certain is that when large swinging-bells 
in towers are at issue, the oldest written reports about chiming date from as late as 
the 12th century, at least in the Low Countries. On the other hand, it would appear 

95 In Scandanavian countries, 
chiming with a wooden hammer 
still takes place. It is known 
there by the name of kimning. 
By striking a bell in different 
places, different timbres can be 
drawn from the same bell. 

96 With the increase in the 
bourgeois nature of society in 
the Low Countries in the I 9th 
century, little interest remained 
for popular folk customs 
whereby chiming gradually fell 
into almost complete disuse. 
During the last decades, 

however , there has been 
something of a revival. In some 
places, such as Utrecht, chiming 
takes place once again . There 
are also local revivals in the 
Rhine areas of Germany. 



THE OLDEST C ARILLONS PL A YED BY H A ND 91 

146 MINIATURE IN WHICH 

CHIMING ON TWO BELLS IS 

DEPICTED, 15th CENTURY 

This miniature from a 15th 
century psalter shows chiming on 
two bells during a procession. 
The figure sitting on a branch is 
playing the bells with the aid of 
two clappers. Below this there are 
a number of men, one of whom is 
playing a cithara and the rest are 
singing. 
Oxford, Bodleian Library, 
ms. Canon, liturg. 378,fol. 35 r. 

correct to suppose that as chiming is so self-evident, and that there are so few technical 
aids necessary, bells were chimed from the moment that they were hung in towers . 

In any case it was done much earlier on small bells, on bells such as those to 
be found in medieval miniatures. That which King David is depicted as doing with 
two hammers is also chiming. Other forms of chiming are also depicted in the 
miniatures however. In figure 146 one sees how chiming took place on two bells during 
a 15th century procession, and how this was done by operating the clappers directly 
by hand. A miniature dates from the same century however which shows how the 
chimer operated three bells, one with each hand and a third with a foot [147). The 
man uses the stationary leg to maintain balance. On the grounds of much more recent 
evidence, this was certainly not an unusual manner of chiming. 

WHEN DID CHIMING TAKE PLACE? 

In written sources, all sorts of peculiarities can be found concerning chiming. Time 
and time again it seems that chiming had something of a festive character, adding 
lustre to both church and municipal life. We read, for example, that when Philips 
the Good made his ceremonial entrance in Bruges in 1440, all the bells of the town 
'luyden en beyaerden hoghelyc ende chierlic' [rang and chimed supremely and 
magnificently]. In 1525, it was the verger Claeszoon who was responsible for 'beyeren 
en luyden over de victorie op de koning van Frankrijk' [chiming and ringing to 
celebrate the victory over the King of France]. 

Chiming also occured however at church ceremonies, such as in 1384/ 85 when 
a certain Janne Piet chimed during the St Rombouts procession in Mechelen. It also 
took place during the Maria processions in 's-Hertogenbosch in the following century. 
It was then that, among other things, a certain Alart 'metten clocken spoelde' [played 
on the bells]. All this has occasionally led to a misunderstanding by later historians, 
that Alart and all his colleagues played melodies and in doing so were therefore the 
first carillon players. Nothing is less true however, as many centuries later chiming 
and carillon playing were to become two independant ways of making music. This 

Page 90: 
145 RUSSIA N MINIATURE UPON 

WHICH THE CHIMI NG OF BELLS 
IS ILLUSTRATED , 16th CENTURY 

In the middle of this 16th-century 
miniature stands the Ivan the 
Great tower in Moscow. Three 
chiming-persons play the bells, 
whereby two pull the clapper 
against the bell while the third 
rings a bell through use of a bar 
which is secured in the axis of the 
cro wn. 
Leningrad, Library of the USSR 
Academy of Science, Osterman 
vol. I, fo l. 475, nr. 949. 

147 MI NIATURE IN A 
PONTIFICAL BY THE MASTER OF 
CATHERINE OF CLEVES, c. 1450 

The tale has been handed down 
f rom the middle of the 15th 
century that during the 
procession of the Virgin Mary 
in 's-Hertogenbosch, a certain 
A /art played on the bells. In this 
depiction a bell-ringer is standing 
on the ladder and with the rope in 
his hands he is ringing two bells 
hanging in the to wer, while 
playing a third with his foot. It 
was certainly not an unusual way 
to chime the bells ! At that time, 
and much later, onlookers asked 
themselves how he managed to 
survive such acrobatic f eats. 
Utrecht, University Library, 
Pontificale de St . Marie, 
ms. 400 fo l. I r. 
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148 MINIATURE DEPICTING A 

FUNERAL RITE, FROM A LA TIN 

BREVIERY, END 15th CENTURY 

A funeral procession, headed by a 
priest, a number of singers and 
vergers, makes its way to the 
church where two men are ringing 
the bells. The print, on which the 
raising of Lazarus is also 
depicted, illustrates the text of 
the Roman Catholic funeral rite 
Pro defunctis ad vesperas. 
Brussels, Royal Library, 
ms. 11460,fol. 86 r. 
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becomes more clear when we realise that in contrast to the carillon player who played 
his instrument from a keyboard, the chimer was rarely a musician. This work was 
done, for example, by the verger, who in the beginning of the 15th century chimed 
the bells of the Buurkerk in Utrecht to the praise of our Lady. 

On the other hand combinations did occasionally occur. Such was the case in 
1521/22 during the St Cunera procession in Rhenen when the bells were not only 
played by two chimers, but in addition, players from 's-Hertogenbosch added extra 
lustre to the whole. This also happened in other places. The festive character of 
chiming was most strongly expressed however in 1394 when following the victory of 
Jan the Fearless over Liege, a mass was offered at Bruges which was described as: 
[A solemn mass with deacons and sub-deacons, with organs, chimes and the best 
decorations]. Could it be more festive? 

'THE FOOL FROM AALST' 

As we have already described, chiming could be done in all manner of ways. Not only 
with clapper ropes which were led to a central place in the tower, but also directly 
at the bell itself with hammers etc. Is it surprising that gradually a mechanism was 
sought in order to play the bells more easily and with less effort? That such a path 
was followed is not mentioned in any historical sources, at least not in any direct way. 
It is certain however, that at a given moment a more musical form of chiming 
branched off. This was to develop in a relatively short period into what we currently 
refer to as the carillon: a series of tuned bells on which music can be played from 
a keyboard. We have to say, in passing, that what we have defined here is the most 
ideal carillon. Not always, and certainly not in the beginning, was this the case. 

That beginning was extremely remarkable, at least if we are to believe sources 
from that time. In the first half of the 16th century, a monk at the abbey of St Michiel 

150 CHIMING IN THE RUSSIAN 
ORTHODOX MONASTERY AT 
CHEVETOGNE (ARDENNES) 
In the Russian Orthodox 
monastery at Chevetogne 
(province of Namur) chiming still 
takes place in the traditional 
manner. A monk operates the 
ropes which lead to the clappers 
of the small bells by hand, while 
the largest bell is sounded by 
means of a pedal from which a 
rope pulls on the clapper of this 

149 THE BELL AS AN 

ATTRIBUTE OF THE FOOL 

The ship of fools, known as the 
title of a satirical poem by the 
German humanist Sebastian 
Brant, is an allegorical portrait of 
human folly and shortcomings. 
These are depicted as fools on a 
boat. A fool is delighted by a 
small fire which he has lit in an 
inverted bell with the inscription 
Lieber Glocken haus. 
S. Brant, Stultifera Navis. 
Argentinae, 1497, fo l. 43 r. 
Brussels, Royal Library, 
In. A 2269 

bell. In this way, all sorts of 
rythmical series of sound, 
predetermined or otherwise, can 
be produced from the bells. This 
characteristic chiming is as old as 
the West European bell itself. It 
has survived to the present day in 
the Eastern Orthodox churches, 
while it is returning here and there 
in the Low Countries. 



., 

151 MINIATUR E WITH 

A BELL TOWER FROM A 

GERMAN MANUSCRIPT, 

END 14th CENTURY 

While one man rings the alarm 
bell , another takes refuge in the 
church. The image depicts a 

152 THE BELFRY AT AALST 

The oldest sheriffs' court in 
Belgium is to be found in the 
Main Market Square of the 
carnival town of A alst. It is 
early-gothic (13th century) and 
was rebuilt in the 15th century 
and provided with a belfry. In the 
course of time, several carillons 
have sounded from this tower. 
The present carillon has 52 bells 
(Eijsbouts 1958). 
In front of the belfry is the.19th 
century statue of Dirk Martens, 
the first printer in the 
Netherlands. 

church with a tower and a bell in 
which a man, who is confronted 
by three other people, takes 
refuge. 
Brussels, Royal Library, 
Ms. 14689-91,fol. 227r. 
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at Antwerp reports that in 1480 carillon playing was heard for the first time from the 
cathedral. This was in the manner as devised by a fool from Aalst. Ortelius, a 
contemporary of the monk, reports something similar. However, we will leave open 
the question of whether the two citizens of Antwerp thought the man from Aalst mad 
because he played on the bells, or whether he in f~ct was unstable. 

One would really attach little value to this report were it not for a chronicle of 
1531 about Flanders in which the following notice was included in the section dealing 
with 1478: 

At that time there lived a young man at Duynkercke, he was a bell-ringer there 
named Jan van Bevere, who played all sorts of notated melodies on his bells, and all 
hymns and sequences, Kyrie Eleison, and all church hymns. The people there had 
never had or heard such a thing and it was something completely new, to the honour 
of God. 

What was happening there was not insignificant because Jan van Bevere was 
playing notated hymns, sequences etc., but how did he do this? Certainly not as a 
chimer because the music was much too complicated for that. The answer appears 
to have been found in Antwerp in 1482 for there played Eliseus, the chimer, or in 
the mean time, the carillon player: and in the same year people started to play on 
bells. The meaning of the subsequent line is unclear, but can be translated as: in 
Antwerp where the ropes were pulled with the aid of batons. This would imply that 
batons were attached to the bell-ropes. Could this therefore be seen as a sort of 
primitive keyboard? 

This would seem to be the most natural conclusion, and certainly if we remember 
the development of the chime. Around 1480 melodic music was made for the first 
time on bells, all be it after several incidental attempts spread over the previous 
century and a half. In the first case, this took place automatically on a series of small 
bells, and in the second case, by hand by a musician. The latter presumably took place 
on a sort of primitive keyboard on larger bells, and in some cases possibly even 
swinging-bells. 

Around 1480 therefore the present-day carillon came into being in its most 
primitive form. Two things were still missing, or at least had to be developed further. 

The first concerned the fact that the automatic instrument worked with small 
bells and the musician played on other, and usually larger bells. One could not speak 
at that time, around 1480, of an amalgamation of automatic instrument and hand 
playing. 

Secondly, the historical sources may suppose that about 1480 the bells were 
played from a type of keyboard for the first time. Although keyboard batons were 
employed, the word keyboard, or that which could be identified as such, was still not 
used. 

We will therefore follow the history without recounting all new preparations 
however. In 1505, Willem and Jaspar Moer cast fourteen [bells and small bells] for 
St Jan's cathedral in their home-town of 's-Hertogenbosch. Unfortunately it is not 
clear as to whether they together formed a carillon, let alone the fact as to whether 
a keyboard was connected. This was by no means impossible as at least a portion of 
the bells were provided with clappers. In Oudenaarde in 1510 however, things were 
a lot clearer in this respect. In that year, a certain Jan van Spiere not only had to 





153 MINIATURE IN A FRENCH 

TREATISE, 1406 

It is known of Solomon, the 
greatesr Jewish king after David, 
that throughout his life he was in 
search of the highest Wisdom. 
In the Bible book of Wisdom he 
describes this as follows (Wisdom 
7: 17): He himself has given me 
reliable knowledge of all that 
exists, so that I know the 
structure of the universe and the 
power of the elements, the 
beginning and the end and the 
middle of all time, the changing 
of the solstice and the order of 
the seasons, the cycle of the years 
and the position of the stars. 
Standing in front of the Lord's 
temple, Solomon receives the 
Clock of Wisdom (Horologia 
Sapientiae) from Sapientia (the 
Godly Wisdom). 
Paris, Bibliotheque Nationale, 
Ms. 926, fol . 11 Jr 
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154 MINIATURE IN A BOOK OF 

HOURS, 14th CENTURY 

Represented here is a church 
building with a tower, which has 
bells in it. It is a curious picture, 
because it can be interpreted in 
two different ways. Either the 
four people are ringing the bells 
at the moment that the priest is 
giving his blessing, or they are 
ringing a precise theme which is 
conducted by the priest. If the 
latter hypothesis is correct, this 
could be the first representation 
of what was later to be called 
change-ringing-now 
well-known, especially in 
England. 
Oxford, Bodleian Library, 
Ms. Douce 5, fol. 2r. 



155 ORNAMENTED INITIAL 

FROM A LATIN BREVIARY, 
SECOND HALF OF THE 15th 

CENTURY 
The initial of psalm 81, Exultate 
Deo, a psalm where several 
musical instruments are listed, 
has often been extensively 
ornamented by medieval 
miniaturists with all kinds of 
instruments, including a chime or 
cymbalum. Here we see how a 
seated king David plays a set of 
four bells without clappers, 
suspended in a large framework, 
with two small hammers. 
Brussels, Royal Library, 
Ms. 9511,fol. 307r. 

156 ORNAMENTED INITIAL 

FROM A LATIN BREVIARY, 

SECOND HALF OF THE 

15th CENTURY 

King David features in the initial 
ofExultate Deo, psalm 81. 
Standing upright and holding a 
small hammer in each hand, he 
plays a chime, consisting of eight 
bells with clappers, attached to a 
wheel above his head. 
Brussels, Royal Library, 
Ms. 9026,fol. 163v . 



157 MINIATURE IN A 

FRENCH MANUSCRIPT, 

END OF 12th CENTURY 

King David, sitting on a throne, 
uses two small hammers to play 
a chime consisting of four 
tulip-shaped small bells (without 
clappers), attached to a bar above 

his head. He is accompanied by 
three instrumentalists with 
psaltery, harp and trumpet. 
The miniature is an illustration 
of psalm 81 Exultate Deo. 
Brussels, Royal Library, 
Ms. 9391,fol. 48v. 



158 OLDEST KNOWN 

DEPICTION OF A CARILLON, 

IN AN ENCYCLOPEDIA BY 

THE CELLIER BROTHERS, 

END 16th CENTURY 

The brothers Merlin, Frani;ois 
and Jacques Cellier compiled an 
encyclopedia entitled 'Recherche 
de Plusieurs Singularites 'for the 
French king Henry Ill, who 
reigned from 1574-1589. The 
print which is derived from this 
work shows a tower with a 
carillon-keyboard with eight keys, 
eight wires and nine bells. This is 
presumably the oldest known 
depiction of a carillon. The print 
makes it clear that there have 
been no fundamental alterations 
in the construction of a carillon 
since the 16th century. 
Paris, Bibliotheque Nationale, 
ms. 9152,fol. 188 r. 

159 CARILLON BELL MADE BY 

PETER (I) VAN DEN GHEIN, 

HALLE, 1554 
Between 1505 and 1554, Joris 
Waghevens and Peter van den 
Ghein cast in total 21 bells for the 
carillon of the basilica of Our 
Lady in Halle. 0 f these, only four 
have been preserved. 
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work on the automatic mechanism, but also mount nine clappers in the little alarm 
bells and in addition installed a keyboard in the tower in order to play the carillon. 
It is the oldest unequivocal evidence for the fact that the chime bells were used for 
both the automatic mechanism as well as for playing by hand, moreover, the hand 
playing took place with the aid of a keyboard, Since then there have been no 
substantial alterations to the carillon, although there have been, naturally, many 
refinements. Therefore, 1510 may be considered as the year of birth of the carillon. 
If one takes 1480 as the lowest limit, one may perhaps say that the modern carillon 
originated in the Southern Netherlands around 1500. 

The 16th century carillon 

THE FLEMISH CARILLON-FOUNDERS 

In the year 1530 the Flemish historian Jacob de Meyer wrote the following: 'De 
Vlamingen overtreff en de andere bewoners van de Nederlanden door de pracht en de 
weelde van hun kerken, door de grootte en de mooie klank van hun klokken. Op die 
klokken, net als op gitaren, spelen zij liederen van afwisselende aard' (The Flemish 
surpass the other inhabitants of the Netherlands by the splendour and the profusion 
of their churches and by the great and beautiful sound of their bells. On those bells, 
just as on guitars, they play melodies of varying natures). 

At that time, the carillon had obviously gained a permanent place in Flemish 
musical life. Who were the founders who made the carillons however? The answer 
is simple -it was, in particular, the members of the Mechelen bell-founding family 
Waghevens, 97 and a few decades later the family Van den Ghein,98 who were to bring 
the art of carillon building to the level at which it was to remain until the end of the 
16th century. 

Of course, this is not the place to recount all their work, even if that was possible. 
It will suffice to observe that during the period 1502-1574, the Waghevens family cast 
at least thirty carillons. The oldest, Simon Waghevens (died after 1526) had already 
supplied his first chimes in 1502. His brother Peter (died 1537) and half-brother 
Georgius (died 1524) also acquitted themselves well as did their children who were 
responsible for most of the chimes. In the 16th century Cornelis Waghevens ( died after 
1544) and Jacob (died 1574), who were Peter's children, were both well-known names, 
as were Medardus (died 1557) and Jan (died after 1566) who were sons of Georgius. 
Very little remains of their carillons however. Only a series cast in 1530 by Medardus 
for Zoutleeuw [168] is still partly preserved locally .99 Apart from these, only individu
al bells made by them are still to be found in the Netherlands. A majority of these 
are remains of their earlier carillons. 

The Van den Ghein family, headed by Willem who cast his first carillon in 
Mechelen in 1529, naturally had formidable competition in the Waghevens founders. 
In fact they cast far fewer carillons than the Waghevens. During the period 1529-1644 
they hardly numbered more than twenty. From this family line, the founders with 
the Christian name Peter were particularly involved with the manufacture of carillons. 
Peter I (died 1561) [159), his son Peter II (died 1598) and subsequently his son Peter III 
(died 1618). JanIII (died 1626), brother of the latter, was occasionally active in 

97 G. van Doorslaer, Les 
Waghevens, jondeurs de 
cloches, in: Anna/es de 
/'Academie d'Archeologie de 
Belgique, 60 (1908), pp . 301-532. 

98 G. van Doorslaer, Les van 
den Ghein, fondeurs de cloches, 
canons, sonettes et mortiers a 
Malines, in: Anna/es de 
l'Academie Royale 
d'Archeologie de Belgique, 62 
(1910), pp. 463-671. 

99 At present, seven Waghevens 
bells which were put out of use, 
now hang between the uprights 
of the roof-turret; the new 
carillon dating from 1963 is also 
positioned here. 



160 DEPICTION ON A BELL BY 

GEORGIUS WAGHEVENS, 

DATING FROM 1519, 

IN GOEDEREEDE 

Many founders, especially in 
Flanders, provided their bells 
with fine decorations. Artful 
ornamental figures were even 
placed between the words of 
inscriptions. On this bell, with a 
diameter of 136 cm, a fiddle 
player (height c. 8 cm) is 
portrayed. 
Goedereede, Reformed Church 



161 DECORATION, 
INSCRIPTION AND DEPICTIONS 
ON A BELL FROM 1532 BY 
JACOB WAGHEVENS, RIJEN 
It is a pity that most bells are only 
heard and not seen. In the 
workshop of the Waghevens 
family in Mechelen, it was the 
preferred style at the beginning of 
the 16th century to provide the 
bells with striking decorations. 
Above the inscription there are 
vase-shaped candelabra which are 
surrounded on both sides by 
winged herms. Underneath there 
are consoles with candelabra and 
winged cherubs. On the upper 
flank various medaillons have 
been provided in relief. 
This bell, cast for the Church of 
Mary Magdalen in Rijen has a 
height of 88 cm. 
Asten, National Carillon Museum 
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making carillons, as was his son Peter IV (Died c.1654). He was also the last important 
Van den Ghein to work in Mechelen. The founders with this name were, in the same 
century, to move via Tienen, to Leuven. Using the name Van den Gheyn, they were 
here to make an important contribution to the Flemish and Dutch art of carillon 
building during the 18th century. Also in the case o'.f the Van den Ghein carillons from 
the Mechelen period, very little remains, although more than was the case with the 
Waghevens. Among other examples, their chimes are to be found in Zierikzee 
(1550-1554) and Monnickendam (1596). 

Founders such as Waghevens and Van den Ghein, who appeared supreme, also 
experienced competition occasionally. For example, Adriaen Steylaert, another Me
chelen founder, was able to conclude a contract with the town of Groningen in 1577. 
Rivals were also known to appear from places other than Mechel en however. Jan 
Moer from 's-Hertogenbosch, for instance, supplied several chimes between 1550 and 
1563, these included one for Amsterdam and one for far-away Gdansk. One can 
understand this latter provision if one remembers that this town maintained excellent 
contact with the Netherlands via the Hanseatic League. In fact, many Dutch people 
lived in Gdansk, it was also not to be the last Dutch carillon to be found there. 100 

In Utrecht, Thomas Both (c.1530-1593) was noteworthy as a founder who 
occasionally made carillons. Between 1586 and 1591 he cast, among others, chimes 
for Utrecht, Flushing, Heusden and Tholen. Only about ten bells from chimes made 
for Oudewater (1601) [162] by his grandson Gerrit Both (died 1615) are still preserved 
however. For the remainder, only a few individual Both bells are to be found here 
and there. 

162 DECORATION AND 
INSCRIPTION ON A BELL 
FROM 1601 BY GERRIT BOTH, 
OUDEWATER 
This bell, cast for the Reformed 
Church at Oudewater, has a 
diameter of 81 cm. It was once 
part of the former carillon which 
is now out of use and is displayed 
inside the church. 

Under the inscription in Latin 
capitals there is a typical 
renaissance decoration with lion 
heads, fruits and an S-shaped 
surrounding motif. Under this 
decoration there are acanthus 
leaves. 
Oudewater, Reformed Church 
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German founders also attempted to gain a share. From the very famous Van 
Trier family, 101 Johan II provided chimes for Liege in 1526 and for Hasselt in Brabant 
five years later. Henrick van Trier supplied a carillon for the St Servaas basilica in 
Maastricht in 1557. It was however a failure, the bells were declared as being unfit 
and the founder had to re-cast his carillon. Was the result any better? One must have 
one's doubts. That is the subject of the chapter on pp. 104 f however. 

THE MUSICAL COMPASS OF THE OLDEST CARILLONS 

The fact that people continued to state the desired melodies -people were evidently 
free in their choice- until approximately the middle of the 16th century, and, 
moreover, the fact that the compass of the carillon had gradually increased, indicated 
a growing musical significance for the instrument. This undoubtedly stimulated the 
desire for well-tuned chimes. In the course of time the instruments had, in fact, 
become respectable, at least when they came from Mechelen. About the middle of 
the 16th century, these had a standard compass of two diatonic octaves with the 
addition of three semi-tones (a Bb in both octaves and an F- in the upper range). 
As such, the series consisted of eighteen bells. 102 This was not always strictly applied 
however, and certainly not by founders based elsewhere than in Mechelen, who 
already compiled the disposition according to circumstances. In addition, just as in 
the present day, they were always transposing carillon music. In other words, the 
lowest bell did not sound the note C, but even so it was used as such. In reality, the 
lowest bell was often an Fl weighing about one thousand kg. 

Certainly towards the end of the 16th century, the compass was regularly 
extended. In 1593, for example, the town hall in Veere was given 'een nieuw accoordt' 
(a new arrangement) of twenty bells made by Peter II van den Ghein. In 1642 -and 
probably even before,- the carillon in the Belfry in Brussels capped everything. It 
had a compass of not less than 38 bells spread over three-and-a-half octaves. Ghent 

100 In 1737, Johan Nicolaus 
Derck likewise cast a carillon for 
Gdansk which has meanwhile 
been lost. A Dutch carillon now 
hangs there once more however, 
supplied recently by Eijsbouts in 
1989. 

IOI A. Dorgelo, De 
klokkengieters Van Trier en hun 
werk, in Gelre, 60 (1961), 
pp. 1-90. In 1570, it was Henrick 
van Trier who cast the heaviest 
bell in the Netherlands. 

It weighs about 8750 kg. and 
hangs in the tower of the Oude 
Kerk in Delft. 

102 Namely: 
c1-d i _e i .f1.g1-a i-Bb i _bi _c2-d2-e2-
f2-F 2_g2-a2-Bb2-b2-ci . 

163 THREE TABLE-BELLS, 
MIDDLE 16th CENTURY 

These three table-bells, with 
heights of 14, 12 and 12 cm, come 
from Mechelen. They not only 
served as table-bells, but also as 
eucharist bells. Although only a 
few carillons have been preserved 
from the Meche/en foundry of 
Van den Ghein, we know of 
many table-bells from this 
well-known workshop. There was 
quite a lot of competition in this 
sector of the market. The 
examples shown are signed by 
Peter vande Moere, and Johan 
vanden Eijnde (Johannes a Fine). 
Asten, National Carillon Museum 

164 DEPICTION ON A 

CARILLON BELL BY PETER VAN 

DEN GHEIN FROM 1561, EDAM 

On various bells by Peter van den 
Ghein, including those in the 
Carillon tower in Edam, there is a 
fine portrayal of the Spanish king 
Philip II. This is exceptionally 
remarkable, certainly in the 
renaissance. Previously saints 
were portrayed on bells but never 
living people: At present, there 
are four Van den Ghein bells in 
this carillon. 
Edam, Speeltoren 



165 DECORATION AND 

INSCRIPTION ON A BELL FROM 

1645 BY CORNELIS AND DIRK 

OUDEROGGE,WERKENDAM 

This bell, cast for the Reformed 
Church at Werkendam, has a 
diameter of 80 cm. The 
inscription on the upper flank is 
written in Latin capitals. Above 
this one observes a circular 
decorative border with an 
acanthus leaf motif and 
underneath a decoration with 
walking cherubs. The bell was 
melted down and re-cast in 1953. 
As/en, National Carillon Museum 
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and Antwerp had carillons with 31 bells, Mechelen and Liege 26, and finally 's-Herto
genbosch a carillon with 25 bells. It was to become clear that with the increase in the 
number of bells, the diatonic series was gradually filled in to result in a chromatic 
series. This did not happen very consistently however. Where, for example, one town 
placed the second semi-tone (D sharp) in the bass,, this would be the first semi-tone 
(C sharp) in another place. This may have been partly co-incidental. Only in the 17th 
century was there to be a more rigid approach in this respect by the bell-founders 
Franc;:ois and Pieter Hemony in Zutphen, Ghent and Amsterdam. 

THE MUSICAL QUALITY OF THE OLDEST CARILLONS 

How did the carillons of old sound? We can form a fairly accurate image from 
preserved 16th century carillons. Although there was a fair-sized clearing away of 
badly tuned chimes, particularly in the 17th century but also later, sufficient examples 
still remain. 

On the Zuidhavenpoort at Zierikzee, there still hangs a totally automatic chime 
made by Peter I van den Ghein dating from 1550-1554. It sounds reasonably in tune ! 
It must be said at once however that all the other old chimes sound less good, and 
some are in fact, very bad. It is especially the tuning of the carillons that is usually 
chaotic, while in other cases the timbre leaves a lot to be desired. 

In 1902, for example, a carillon was hung in one of the towers of the Rijksmus
eum in Amsterdam, which originated from Arnemuiden, made by Peter II van den 
Ghein dating from 1554/56/57 /83/93. The local inhabitants were so disturbed that 
they approached a minister on the matter, pointing out that only odd sounds and 
drunk's tunes could be heard. 103 People often have the same experience when they 
go to listen to the carillon in Monnickendam [170) made by Peter III van den Ghein 
dating from 1595/96. It could hardly be worse. The same founder cast the carillon 
for the reformed Church in St Maartensdijk in 1615/16. 104 

The observations made above concerning the Van den Ghein carillons must not 
create the impression that they were the only founders who made out- of tune-bells. 
No, at that time no single founder was capable of better quality. The carillon of the 
town hall in Tholen, made by Michael Burgerhuys in 1626/27, were just as bad before 
they were tuned in 1957. The same is true for the carillon, now out of use, cast for 
the reformed church in Oudewater by Gerrit Both, dating for the most part from 1601. 
In other places it is not much better. The carillon made in 1530 by Medardus 
Waghevens in the St Leonardustoren in Zoutleeuw [168) still sounds unacceptable, 
despite the fact that it was re-tuned to some degree in the last century. In 1963 the 
bells were put out of use permanently and now only function as a visual decoration 
for the tower. The bells cast by Medardus Waghevens for the carillon in Halle were, 
prior to their re-tuning, perhaps better. On the other hand, they remain substantially 
below the level that was to be attained in the fourth decade of the 17th century by 
the famous Hemonys. 

On the basis of these rather negative pronouncements, one may ask oneself what 
contemporaries thought about the carillons. We have already quoted Jacob de Meyer 
who in 1530 apparently had no difficulty with them. The same applied to others. In 
1653, for example, the Englishman Robert Bargrave listened to the Burgerhuys 
carillon in Zwolle. He wrote very enthusiastically that the carillon sounded so 

103 Since 1962, a modern 
carillon cast by Petit & Fritsen 
hangs in the Rijksmuseum in 
which only a few Van de Gheyn 
bells are used, in the mean time 
these have been re-tuned. The 
remaining 16th century bells 
form part of a chime in 

Arnemuiden, the place for 
which they were once cast, while 
the rest are preserved in· the 
National Carillon Museum in 
Asten. 

104 Following consultation with 
the Rijksdienst voor de 

Monumentenzorg (State 
Monument Authority), the 
carillon was re-tuned by 
Eijsbouts in 1954, and in such a 
way that all the tonal impurities 
were of the same size and 
nature . The result was 
acceptable as long as simple 
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musically that till I heare something equal/ it, I shall esteeme it sans pareille. 
If this pronouncement was an exception, one would not have to attach much 

importance to it. In reality however,· one can point to countless utterances of this sort. 
There is, for example, the case of the learned Italian, Hieronymus Magi us, who wrote 
in 1571, among other things, about the carillon in Antwerp [167] in his De tintinnabu
lis, and we translate from the latin: 

From these bells sound, when they are played by musicians, [ .. .] just as from 
organs, musical and harmonic chords, so that the people owe a great many thanks 
to the inventor. Not only in the church, but also at home, in the street and in all places 
you can taste the joy that is brought forth by music organs. When the bells are played, 
you can see people dancing and singing with great joy, not only in their houses, but 
also on squares. You can easily recognize which melody and by which musicians a 
tune is played. It is there! ore amazing that this art has not reached our compatriots, 
as has happened in so many other areas. 

How is it possible that an out- of tune-carillon -and in Antwerp that was 
undoubtedly the case- could nevertheless be written about in such a positive fashion? 
Certainly, a number of answers could be given, although without being able to point 
to one in particular as being the most substantial. 

In the first place we have to realise that present-day norms are based on 
aesthetically endowed music listened to quietly in a relaxed atmosphere. On the other 
hand, music from a tower is, and was certainly at that time, music for everyday use 
which one listens to during daily cares and other activities. The market concerts are 
a clear example of this, also when bells are played on Sunday when people are leaving 
the church. 

In the second place present-day music performances which take place at a 
non-professional level are not always well in tune. In this respect, one thinks of some 
local choirs, brass bands and wind bands. The fact that one does not always place 
such an emphasis on intonation in these ensembles is partly due to the fact that they 
often also fulfil a social function. Such a pleasant atmosphere is conducive to the 
creation of sympathy. 

In the third place, the distance at which a carillon is listened to can help hide 
faults, or result in being less disturbing. The sound is more or less blown about. 

In the fourth place, experience has shown that bad intonation by a carillon is 
registered by a musical ear in a different manner to that of an organ or piano for 
example. The cause is to be found in the fact that the tones produced by a stringed 
instrument or organ have a different construction to those of a carillon. 

In the former category, every tone consists of a number of singular or sine-shap
ed partials following an harmonic i.e. consonant series, which in our ears fuse mto 
one tone. 105 In fact on an organ or piano compound tones are heard and compared 
with each other. 

In the case of an out- of tune-carillon, the bells are out of tune in themselves. 
The partials do not form a consonant chord. This means that they do not fuse to form 
one tone. When therefore out- of tune-bells are compared with each other, one is not 
comparing tones constructed from more than one partial, but the singular partials 
themselves. Singular tones which deviate do not disturb as badly as deviating 
compound, harmonically constructed tones. 106 

music was played on it. In 1979, 
the carillon was reduced to an 
exclusively automatically playing 
set , while a modern carillon for 
manual playing was obtained 
from Petit and Fritsen. This 
compromise was also arrived at 
in consultation with the 

I 

Mol)ument Authority. 

105 A harmonic series of tones 
has the frequency relationship of 
I :2:3:4:5:6:7 etc . Translated into 
musical terms, this means a 
series c 1-c2-g2-c3-e3-g3-flattened 
Bb3 etc. on a fundamental of c' . 

The impartial listener does not 
hear the individual partials, but 
does hear the pitch of the 
note c' . 

166 DECORATION AND 
INSCRIPTION ON A BELL 
FROM 1642 BY JOHANNES 
BURGERHUYS,OUDORP 
This bell, cast for the Reformed 
Church at Oudorp, has a 
diameter of 82 cm. On the flank 
there is a coat of arms divided 
into two. In the upper half there 
is a tower with a knight on a 
horse below it, and in the lower 
half there is a stylised bird 
(falcon?) and a cross-bow. 
The bell was smashed in 1955 
and re-cast. 
Asten, National Carillon Museum 



167 IMAGINARY ORA WING OF 

THE FORMER CARILLON IN THE 

CATHEDRAL OF OUR LADY IN 

ANTWERP, AFTER HIERONYMUS 

MAGIUS, 1664 
The principle of the breech 
system is demonstrated here, 
albeit in a rather clumsy way. 
In fact it is very simple. In an 
encyclopedia from 1795 it is 
described as follows: The bells are 
hung in the round of the tower, 
and are fitted in such a way/ that 
the one side (of the tower) is not 
overweight with respect to the 
other. In addition there is a thick 
copper wire attached to each 
clapper which is fixed to the other 
side of the tower, it is stretched in 

such a way, that there is only a 
small opening between the 
clapper and the bell; in the middle 
there is another wire attached, 
which goes straight down to the 
frame or the manual keyboard 
through a small opening in the 
attic. Although it was very 
restricting for the musician, it is a 
system that survived into the 
1950s. 
H. Magius, De Tintinnabulis. 
Amsterdam, 1664, p. 94 
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In the fifth place, the minor third overtone in a bell, which is unusual in music 
-and of which more later- undoubtedly leads to confusion in the experience of 
well-tuned or out- of tune-chimes. Finally in the sixth place, the sort of music which 
is played on the carillon can either weaken or strengthen the experience of bad 
intonation. It would appear that 16th century music could mask tonal lapses. This 
will be further dealt with on pp. 109 f. We can already state here that melodic music 
on out- of tune-bells is a lot easier to endure than music with a lot of harmony on 
the same bells. Apart from 16th century music practice, the small compass of the 
carillon at the time, combined with the absence of most chromatic notes left virtually 
no choice but to play mainly melodic music. 

These factors with a favourable effect could not, in the course of time, continue 
to deceive the critical musical ear. That is the reason why bell-founders and musicians 
-people who knew the instrument a lot better- were less carried away by all the 
sounds. They were the ones who occasionally let it be known that the new bells were 
not as ideal as people had expected. 

Was that the cause of the fact that in the delivery contract more attention was 
gradually devoted to this aspect? When, for instance, the previously mentioned 
Adriaen Steylaert had to supply a large carillon to Groningen in 1577, it was stipulated 
that the bells should be: at good, clear and perfect pitch, sound and harmony. This 
was in no way an exceptional condition. In some cases an even more musical and better 
specified requirement was chosen. That was the case, for example, in 1544 when Jacob 
Waghevens was to provide chimes for Tournai. His bells had to be tuned in mutually 
well-tuned thirds, fifths and octaves. 

This was of course checked and examined at delivery. Thus the mayor of Tholen 
went to Thomas Both in Utrecht in 1593 together with two musicians in order to test 
the bells of the preparation and to see if the same have good harmony. For his part 
Both had provided for organists and singers, evidently to moderate the very discrimi
nating churchwardens in their judgement. The examination was concluded in a 
satisfactory manner, just as in many other cases. Does this mean that the accepted 
carillons were really in complete order? Certainly not, but apparently many exami
nations were dominated by the notion that one stood at the limits of campanological 
possibilities, and that a re-casting was therefore in no way a guarantee for improve

ment. 

THE OLDEST ATTEMPTS TO TUNE A CARILLON 

The re-casting of an out- of tune-bell as the only solution to the problem was not 
always necessary. Often one attempted to remedy the bell found to be off-key by 
tuning, in the same way that medieval monks had tried with their cymbals (pp. 77[). 
One lowered the pitch by thinning the bell wall and it was raised by removing some 
of the lower rim of the bell, a procedure which was known in the bell-foundry as 
shortening. The removal of bronze took place in the most primitive fashion imagin
able, by hewing the bell out [169]. 

It is interesting to note that the tuning procedure was not always carried out 
by the bell-founder himself. Evidently he had insufficient musical knowledge. Thus 
around 1600 a certain Simon de la Barre worked as bell-tuner in Bergen op Zoom, 

106 The proposition which is 
developed here is intrinsically 
connected to the so-called 
critical tape width, i.e . the 
frequency range within which 
two tones can lead to beats and 
coarseness of sound. The chance 
of creating two dissonant 

partials is also much greater 
with multiple tones than with 
siugle tones. See also J .R. 
Pierce, Klank en muziek. Een 
combinatie van wetenschap en 
cultuur. Maastricht/ Brussels, 
1986, pp. 74-93. Pierce goes very 

far in this proposition, when he 
remarks: This idea [of critical 
tape width] gives a satisfactory 
explanation to a number of 
things, including the fact that a 
carillon can produce good-sounding 
melodies, but that chords lead 
to dissonances (p. 91). 





169 CHIMING BELL, FROM THE 
FORMER CARILLON OF THE 
REFORMED CHURCH AT 
OUDEWATER, 1601 
Like other founders, Gerrit Both 
tried to tune his carillon bells, 
cast in 1601 for Oudewater, by 
hewing. It was such a coarse 
approach that success was 
impossible, and the more so as 
there was a total lack of insight 
into the problem. 
Asten, National Carillon Museum 
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Middelburg and Tholen. What was the result? One gets the impression that this tuning 
resulted in hardly any improvement! 107 

Often the musicians were only there to assist, such as in 1617 when Peter III van 
den Ghein came to St Maartensdijk with his associates to hew out the bells. Among 

I 

others the town carillonneur of Bergen op Zoom, Jacques van Roijen was present to 
listen to the bells to hear if they were in harmony. The result however was pitiful, 
as could be heard before 1954 when the bells were tuned according to a certain pattern. 
Tuning at that time could only cope with inferior improvements, in the event that even 
they were successful. What was the cause of this? 

The failure of tuning attempts at that time can be traced, in particular, to the 
fact that people experienced the sound of the bell as a totality. They therefore tried 

to influence the pitch of the total impression, by tuning. This approach however had 
to lead inevitably to failure, as was actually determined in the development of the art 
of tuning in the 17th century. 

The problem lies in the fact that the most current musical instruments, such as 
stringed instruments and instruments which work on a vibrating column of air, 
produce pitches which in respect to one another may in fact be too high or too low. 
As single tones however, they are unambiguous. To put it in another way, they can 
be sung at a clearly recognisable pitch. The cause can be traced to the fact that the 
fundamental and the overtones, due to their mutual harmonic relationships, fuse to 
make a sound and therefore create the impression that only one tone is sounding. 

In the case of most percussion instruments, this is different. In striking a large 
gong, for example, one hears all sorts of tones, overtones therefore, which have no 
harmonic relationship with each other and are thus not able to fuse to make an 
indivisible sound. Every partial appears to be fighting in turn to take the lead, each 
of the tones seem to want to determine the pitch of the instrument. The result is that 
the listener is not able to attribute a reproducible pitch to that percussion instrument. 
The remedy seems to be obvious: ensure that the overtones are in consonance, and 
that they fuse and thereby suggest one pitch, or, and that is usually done, try to strike 
the instrument in such a way that the overtones remain weak whereby the relatively 
strong fundamental can act as the pitch. 

As almost no single large percussion instrument has a melodic function, it is of 
no real necessity that such an instrument issues an unambiguous tone. The carillon 
however is a conspicuous exception to this. Chimes were intended from the outset 
to play melodies and tunes. Hence the fact that, especially in the case of the bell, the 
overtones must be arranged in an harmonically consonant series, and with the use 
of a correct model so that possible corrections can be made after casting. 108 

The 16th century founders did not have this knowledge. For them, the sound 
of the bell was an indivisible quantity which in its totality could be raised or lowered. 
That the bell itself could be at fault, that it could have an ambiguous pitch, was not 
discerned, or, if this was the case, it was accepted as an unavoidable fact. The key 
to the solution of this problem, the notion that a bell and also other musical 
instruments have overtones, was only to break through in the 17th century. 

107 A number of small bells 
cast by Michael Burgerhuys for 
the Tholen carillon are preserved 
in the National Carillon 
Museum at Asten. Although 
they were tuned by Simon de la 
Barre, the accuracy of their 
pitch is far from good. 

I 08 The same is true for a steel 
drum. Few people know that a 
good steel drum tuner c

0

an tune 
at least the first overtone as a 
pure octave. 
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THE CARILLON AS A FULLY-FLEDGED MUSICAL INSTRUMENT 

As has been previously made clear, it was usual, particularly in the beginning of the 
16th century, that those who gave the commission stated which melodies were to be 
played by the automatic chime. Within a short while, quality requirements in relation 
to the bells were also formulated. This was not all however! When, for instance, 
Jacob Waghevens had to provide a chime for Tournai in 1544, it was stipulated that 
all sorts of melodies had to be played on it 'en deux ou trois parties' [in two or three 
parts]. Furthermore, in 1589 the drum in the Nicolai tower of Utrecht needed 
improvements in order to be able to play properly in two parts, musically, and 
sometimes to play a cadence in three parts109

• Evidently this is a reference to 
polyphonic music in which, at that time, the Low countries had gained a reputation. 
It is the type of playing, in which two or more independent voices are sounded 
together, that is also ref ered to as counterpoint. One can find a direct reference to 
this in that same year of 1544, when clock-maker Johan Dierix Wenemaker had to 
provide twelve chimes for the St Servaas basilica in Maastricht striking the half and 
whole hours, with whole tones and semi-tones, note against note that one calls 
counterpoint. 

As we already pointed out (pp. 104 f), this sort of music works to the advantage 
of the badly-tuned bells of that period. In this music the horizontal, melodic lines are 
of primary importance, so that there is less attention paid to the vertical, harmonic 
construction of the sounds employed. Two bell tones, in themselves badly tuned, 
heard one after the other, will be less disturbing than if the tones were sounded 
simultaneously, in harmony. It is a direct consequence of the fact that the bells at 
that time were also internally out of tune, in other words with overtones which were 

still confused. This may be emphasised once more, because the thesis that has 
developed here applies only to bells and not to strings or organ pipes which together 
may be out of tune, but not internally, in themselves. 

It was usual at that time, and it still is, on the one hand, to play from general 
music books at the carillon keyboard and to adjust the harmony accordingly, and on 
the other hand, to carefully write out the music for the drum. The latter was the most 
obvious as re-pinning the drum is difficult to carry out in an improvised fashion. One 
always has to bear in mind the number of drum measures available, the number of 
available hammers on the bells etc. In other words, the writing out of music for 
pinning the drums, noted in a so-called pinning book, was unavoidable, and that is 
still the case today. It was already so in the 16th century, in 1548/ 49 the town of Ghent 
bought from the clock-maker Victoor Nelis, for example, a music book containing 
the tablature of various songs in discant and music to be played on the new chime. 

It would appear that it was not always easy to find the most suitable music. In 
1586/87, for example, the choir master of Breda was paid to look for hymns suitable 
for the preparation of the hour-clock on festive days. At lepen in 1580/81 the organist 

Jan Heins was sent to Lille and Tournai, and later also to Ghent, Aalst and Mechelen, 
to determine how people there altered the melody wheel in the most suitable manner. 

In Leuven in 1542, Peeter den Hollandere was paid because he had composed 
a good melody for the carillon and had noted it in a book. In 1552 a book was bought 
from the minstrel Jan Leunis, also known as Apollo, with all the airs on the carillon. 

Unfortunately no pinning books have been preserved, nothing can be said about 

109 D. van den Hui, 
K/okkenkunst te Utrecht tot 
1700. Zutphen, 1982, 
pp. 283-284. 
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168 THE TOWER OF 
ST. LEONARD'S CHURCH 
AT ZOUTLEEUW 
Zoutleeuw, once the stronghold 
of the dukes of Brabant against 
the prince-bishops of Liege, was a 
flourishing commercial centre 
until the beginning of the 16th 
century. The town bears the 
honorary title of Artistic shrine of 
Brabant. The town hall, 
completed in 1538, appears to be 
a partial copy of the Bread-house 
on the main Market Square in 
Brussels. St. Leonard's Church, 
a real museum of religious art, 
has a tower dating from 1530 
(renewed in 1926) in which a 
carillon hangs with 39 bells 
(Eijsbouts 1956). The bells by 
Medardus Waghevens dating 
from 1530, which are out of use, 
hang in the tower windows. 



170 SIXTEENTH CENTURY 
TOWER FROM MONNICKENDAM 
The tower from Monnickendam 
dates from the 16th century and 
was once part of a church, which 
no longer exists, and later a town 
hall building. The carillon, 
restored by Eijsbouts, hang in the 
open wooden spire and comprise 
seventeen bells of which fifteen 
were cast at the end of the 16th 
century by Peter van den Ghein in 
Meche/en. 
During the playing of the 
automatic mechanism, a small 
statue that stands approximately 
in the middle of the tower and 
which is known as Fame, blows 
his trumpet and a group of 
horsemen pass by under the 
portico. 
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their contents. In this repect there was a great change in the 17th and 18th centuries. 
Commencing with the pinning book of Theodorus de Sany (1648) of Brussels and 
Filippus Wyckaert of Ghent (1681), pinning books were regularly to be preserved for 
posterity. We will return to this in depth on pp. 163 f. 

Just as little has been preserved of the music for free playing by the musician 
-playing by hand. It is true that a certain IJsbrant, a musician at Alkmaar, received 
an amount of fifteen pennies because he had compiled a music book to play from. 
This, of course, does not get us much further however. The same can be said of the 
17th century. Only with the music book of Joannes de Gruijtters of Antwerp (1746) 
does some degree of change take place. We will also return to this later. 

THE 16TH CENTURY CARILLONNEURS 

What did the 16th century carillonneur play then? One can say something about this 
indirectly. When, for example, the reformation arrived in the Northern Netherlands, 
a synod at Edam in 1586 complained about the playing of inconsiderate and secular 
songs on bells and organs. The synod requested the secular authorities to make sure 
that this would not happen again. In Antwerp also, which was under reformed 
administration for a short time, the carillonneur was informed in 1580/81 that he was 
to play no improper or offensive ballads, melodies or poems on his carillon. From 

then on he had to confine himself to certain psalms, sacred or edifying melodies and 
hymns of praise, for the better instruction of the congregation and foundations of 
various religions. Was the orthodox instruction applied successfully? One must have 
one's doubts in cases where a public instrument, such as the carillon is, is only 
accepted by the listener, if the music belongs to, and is for the people. Edifying and 
other such melodies were certainly not the only types belonging to this category. 

This had been understood elsewhere. In Bruges in 1547, for example, in was 
stipulated that the playing had to be for the recreation of the inhabitants and for those 
who frequent the said town. Six years later in Ghent it was for the honour and 
decoration of the town. In this light one must remember that more playings took place 
than is currently the case, that is with the exception of a number of historical carillons 
which, from earlier days, have been played more than once a week. For the modern 
carillons that is presently only an hour a week, during the market for example. In 
the past, on the other hand, that was often three times a week, including Sunday. 
It was supplemented by countless extra recitals for special occasions. The 16th century 
carillon in the Low Countries had definitely become part of public musical life ! 

Attention was also directed towards the music for automatic carillons on behalf 
of the authorities. Nobody less that the famous Dutch composer Cornelis Schuyt 
( c.15 57-c.1616) heard from the Leiden town council that he had to arrange for the 
automatic mechanism a general melody or psalm that he finds suitable for his own 
honour and for that of the town and that he finds proper for the time of year. He 
must bear in mind the nature of the music, the possibilities of the mechanism and 
the compass of the bells. 
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With all this in mind, it is hardly surprising that the necessary attention was also 
paid to the instruction of the carillonneur. In 1596 in Leeuwarden, for example, 
Willem Tyaerdts was sent to study with Hendrick, the town carillonneur. Four years 
earlier in Alkmaar, the carillonneur had taken the responsibility for a young man, 
to be appointed by the mayor, to learn chiming. Does this in fact refer to time-honour
ed chiming as opposed to carillon playing? 

We could go on and on. In 1615 Cornelis Schuyt received a payment for working 
with the Leiden carillonneur Jan Pietersz whom he had assisted in composing a 
number of pieces of music to play on the bells and gave some instruction in such . 
Schuyt was capable of this as he had played the carillon in earlier times. Did he 
compose for the carillon however, or was it the intention to arrange existing music? 
Bearing in mind the practice of the time, the latter is the most probable. 

WHY IN THE SOUTHERN LOW COUNTRIES ? 

After discussing the period in which the carillon developed into a fully-fledged musical 
instrument, it is worth listing once more all the relevant dates. 
Since c.1520 BC: chimes existed in palaces and temples in China which were 
played with small hammers. 
Since c.6th century AD: presumably bells were played since the first beginnings 
of Christianity. 
9th century: the first drum was made in Baghdad, not for bells to be sure, 
but for an automatic flute player. 
10th-15th century: miniatures depict small bells for inside musical use. 
The musician chimes on the bells with two hammers. 
11th-13th century: the design of small bells (cymbals) for musical use is described 
in tracts. 
c.1200: the oldest preserved European chime. It consists of eleven bells and 
was dug up at Bethlehem. 
c.1250: the design of bells to be used in a clock is described in tracts. 
End 13th century: the clock driven by weights and balance is invented 
in England. 
c.1300: A water-clock with automatic carillon is described in Catalonia, 
as well as the music for it. The clock stood inside. 
1321: An automatic carillon connected to a clock is heard at a distance of three 
miles in Rouen. It is not clear if the bells were mounted in a tower. 
c.1350: A house-carillon is spoken of in a manuscript with melodies which 
can be re-pinned. 
After c.1360: tower-clocks were introduced all over the Netherlands. 
After the third quarter of the 14th century: small automatic ding-dong chimes 
with a few small bells are mounted in many towers. 
1479: an automatically playing chime is heard for the first time from the tower 
of Park Abbey at Heverlee. It consisted of four small bells and a drum with 
non-pins which played a complete melody of a limited range. 
c.1480: in Antwerp, melodies are played by hand on a series of large bells from a 
primitive mechanism. 
1510: at Oudenaarde an automatic chime consisting of small bells is provided 
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171 THE DAM IN AMSTERDAM 

IN THE YEARS 1544 AND c. 1615 

The tower of the old town hall in 
Amsterdam was demolished in 
1615 due to its dilapidated state. 
At that time, a bell by Jan 
Tolhuys hung there. In 1544, the 
municipal authorities had paid 
him for providing a bell to sound 
every half-hour from the town 
hall tower. 
The bells of the chime are clearly 
visible in the tower. 
Rotterdam, Stichting Atlas van 
Stolk 
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with a keyboard. From this time the same bells were used for both automatic 
and hand playing. 
c.1530: the drum with removable pins is introduced. 
Second half 16th century: The Flemish founders introduce carillons with a range 
of two octaves consisting of eighteen bells. At le~st fifty are cast. 
1602: the Mechelen carillon is the first, and we have not mentioned this earlier, 
to be provided with pedals in the keyboard. 

One sees clearly how the development of the carillon has been more and more 
concentrated in the Low Countries, and in particular in Flanders, finally finishing, 
for the time being, in the 16th century. Why here however and not somewhere else? 
One of the reasons is undoubtedly the fact that in the relevant period the Low 
Countries, and certainly the south, had a strong municipal culture. In addition, these 
towns with their trading connections extending far and wide, formed a formidable 
economic power. Finally, one must not forget that, particularly at this time, the Low 
Countries had a famous musical culture, recognized everywhere. Between about 1430 
and 1550 musicians and composers from the Low Countries were among the most 
prominent in Europe. There is good reason to speak of the Flemish School, of 
composers who practised in polyphony, that contrapuntal style of voice against voice. 
Names of Flemish composers such as Guillaume Dufay, Johannes Ockeghem, Jacob 
Obrecht, Josquin des Prez, Jacobus Clemens non Papa etc. are a guarantee of this 
style, just as many of them practised their musical profession far beyond our borders 
and there became a rich source of inspiration. 

Have these two factors contributed to the fact that the Dutch speaking regions 
along the North Sea have taken the lead right up until the present day in the 
remarkable art of making and playing carillons? 

THE BELL REQUISITIONS OF 1578-1579 

Bell requisition, or expressed less sympathetically, bell plunder, is a practice which 
goes back to at least the beginning of the 15th century. It is reported that it was Elector 
Frederik I of Brandenburg who first had bells re-cast into cannons, and had demanded 
the bells from the Mariakirche in Berlin for that purpose in 1414. The story goes that 
it resulted in a moral dilemma even on his death-bed. The requisition of the tower 
bells for war purposes at that time was not so surprising however. It was exactly at 
that time that bronze was necessary for the casting of cannons. Bell bronze was not 
however immediately adaptable for the artillery-foundry, the high tin content of 20 % 
had to be reduced to 10 %, for if a cannon was to be cast from the brittle bell bronze, 
it would burst at the first shot. Therefore the tougher bronze with half the amount 

of tin was chosen. 
Later, when Mohammed II took Istanbul in 1453, the history of bell requisition 
repeated itself, while Charles the Bold in 1476 saw no chance to replenish his 
decimated war material other than by requisitioning bells from the Alsace. It was to 
become a widespread practice which in times of need, willingly or unwillingly, 
appeared to be the only alternative to a military debacle. 

The Low Countries were also to become acquainted with this practice at an early 
stage and particularly in the period 1578-79, when following the reunification of all 
Netherlands regions at the Peace of Ghent in 1576, only one thing seemed to matter: 
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how to keep the Spanish at bay. Here and there the bells had already been sacrificed 

in the struggle for freedom, such as in Alkmaar in 1572. After the town had taken 
the side of Orange, the bells from all the surrounding villages were re-cast to make 
cannons. In the following year, bronze and copper articles from Egmond Abbey were 
condemned. With permission of the commander of the Northern Quarter, Diederik 
Sonoy, it was not only the bells and clock which were taken away, but also the brewing 
kettle and other copper containers, and all this for the sake of the defence of the town. 
At least that is what we assume, for the afore-mentioned Sonoy presided over a true 
reign of terror against the Catholics. There could therefore have been a somewhat 
less selfless motive at stake in his aiming at merchandise from countless churches. 

Sonoy was not alone however in this wave of plundering. Adriaan Speelman, 
a merchant from Antwerp, wrote in 1580 that there had been many bells for sale in 
the previous years and that more were to follow as in Utrecht, Overijssel and Friesland 
churches are being destroyed everywhere and many bells will be disposed of. 
Speelman, and with him many others, carried on a lively trade in bell metals, broken 
bells and also in bells still intact. Quite a few disappeared remarkably enough to 
Portugal, from where a number finally ended up in Spain. When in 1597 Jehan 
l'Hermite from Antwerp visited the Monasterium San Lorenzo at San Lorenzo de El 
Escorial, often ref erred to in shortened form as the Esco rial, he was amazed to 
discover that a number of Flemish and Dutch bells were hanging there, bells on which, 
mark you, chiming took place. It was of course exceptional to come across names 
of Dutch masters in far-away Spain, such as the 15th century founders Steven 
Butendiic and Jan van Venlo, as well as from the 16th century Henricus de Borch 

and Jan Tolhuis, plus the 16th century Flemish founders Jan Zeelstman and Adriaen 
Steylaert ! None of the bells are preserved however, at least not in the monastery. 

172 CARICATURE OF AMASS, 
PIETER HUYS, 17th CENTURY 
Two calvinistic reformers are 
busy felling the tree of catholic 
belief. The pope, with tiara, and a 
priest are attempting to support 
this tree and various attributes of 
the catholic church are hanging 
in it. From left to right, these 
are a small eucharist bell, an 
aspersorium, a thurible, rosaries, 
decrees with seals, a cope, a 
monstrance and a swinging-bell 
with the visible depiction of a 
saint with a mandorla or halo. 
Rotterdam, Stichting Atlas van 
Stalk, n ° 345 
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173 DETAIL FROM THE PRINT: 

'SIEGE AND DESCRIPTION OF 

THE RENOWNED TOWN OF 

ALKMAAR IN 1573' 

This print is very interesting as 
regards campanology research 
since it contains a report of a 
vanished bell from the year 1290. 
In the six-line picture puzzle, an 

allusion is made to the fact that 
the inscription on this gothic bell 
could have been a pointer to the 
failure of the Spanish attack on 
Alkmaar. 
Rotterdam, Stichting Atlas van 
Stolk, n ° 507. Printed by Jacob 
de Meester in 1607 at Alkmaar 
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In the years following 1578 there was therefore a busy trade in bells and other 
church merchandise and only a small number of bells seemed to arrive in the 
artillery-foundry directly from the towers. Was it always straightforward robbery? 
There are facts which greatly emphasise this. In the Reformed Church at Heusden 
on the Maas there stands a bell dating from 1334 which was found deep under the 
floor in 1956 [175]. It is presumed that it was buried there in 1578 and was forgotten 
about when the clergy had to flee a year later. 

The requisition of bells was sometimes given an air of legality however. The 
latter seemed to be the case in Oudenaarde in 1579 when about a hundred Flemish 
bells, requisitioned by the Protestant administration, were brought together and both 
a local clerk and a solicitor from Antwerp were given the task of accurately describing 
the bells and drawing up an inventory. The gentlemen did that with care and interest 
as both ascertained to their astonishment that there was even a bell present which was 
cast in the year 606. Historical interest did not progress any further however as this 
bell, together with the others, was sold via Antwerp for a good price in order to 
maintain the war effort. 

In those days Antwerp, just like Amsterdam, was a town which had a great trade 

174 PRINT: DEPICTION OF HOW 

THE MAGISTRATE AND THE 

CLERGY OF THE TOWN OF 

AMSTERDAM WERE LED AW A Y 

AND BROUGHT TO THE SHIP, 

26th MAY 1578 

The Netherlands united at the end 
of the 16th century under the 
Orange banner. The old power 
group of Amsterdam mayors who 
were friendly with Spain, such as 
Hendrick Dircksz and Joost 
Buyck, had to make way for a 
new administration more 
disposed towards Orange. With 
this, Spain lost its last source of 
support in Holland. 
One can see the tower of the old 
town hall in the middle of the 
print with a number of bells of 
the former carillon visible. 
Rotterdam, Stichting Atlas van 
Stolk, print from Jan Luyken, 
n° 661 
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in bells. It was here, for instance, that the bells from Sluis were sold, together with 
other treasures from churches, monasteries and chapels. That was in 1578. In the 
following year however the surrounding villages were to suffer the same fate, all be 
it this time for the sake of artillery. Eleven places in the area had to give up their bells 
in order to re-cast them as cannons in Mechelen. There were similar happenings in 
Overijssel. Here the Provinces decided in 1581 to bring the brewing kettles from the 
country into the towns as well as the bells, to remain there until further decree. 

Before bells were removed in great numbers from towers, a great deal of artillery 
had been cast by regular means. Henrick van Trier, the founder who had cast the 
heaviest bell in the Netherlands, had already cast cannons for the West Frisian towns 
of Monnickendam and Enkhuizen in 1573. According to a protestant song of the time 
about Maximilianus van Bossu they had made an important contribution to the 
Protestant victory on the Zuiderzee, the present IJsselmeer. It is therefore not 
surprising that within a short time bells were removed from towers on a huge scale 
for the sake of yet more new cannons. 

What happened at that time would repeat itself in Flanders in the years 
1795-1801 with the French bell plunder (pp. 203 f), while the same was to occur once 
more in Belgium, and this time also in the Netherlands with the German bell 
requisition of 1942-1943 (pp. 265 f). In fact bell plunder had been a world-wide 
custom, and it was considered by fighting armies as a completely self-evident right. 
When the French had to flee Oud-Loosdrecht in 1573, for example, they took the 
tower bells with them. The Dutch were just as bad however as one of the missing bells 
was replaced a short time later by a French bell that Cornelis Tromp had removed 
in 1574 from the island of Noirmofitier in the Loire estuary. It was one of a set of 
six which together with six hostages was removed in order to be sure of a tribute of 
140,000 guilders. The young woman who thus saw her husband being abducted sang 
for the first time the song: 'Aupres de ma blonde'. As far as she was concerned 
Versailles, Paris and any amount of money could be given away, but not her loved 
one. Were her prayers answered? In any case at least two of the six bells have never 
been returned. One still hangs in Oud-Loosdrecht, the other in Kortgene. They were 
cast in 1661 by the French founder Leonard Herve. 

All this was certainly not plunder, at least according to the notions of the time, 
and questions such as these were occasionally also settled officially by letter. In the 
disastrous year of 1672, the French commander wrote that the bells of Nijmegen 
belonged to the king's artillery. He added however that if so desired, a payment of 
20,000 guilders would suffice. Should one not want to do this, then Nijmegen would 
change its mind under the strong military hand of the king. 

Bells or money, that was the motto which still sounded, and in many cases 
preference was given to the latter when the victor had ample artillery, or when 
unavoidable transport problems appeared . In this way Rijssel (Lille) (1667), Kamerijk 
(Cambrai) (1677) and Bethune (1710) paid the French a tribute to the value of their 
tower bells . Less financially strong places such as Kortijs and Batsheers nevertheless 
only looked on sorrowfully when their bells disappeared around the same period. 
With only a few hundred inhabitants, such amounts could never, or hardly ever, be 
raised. 

That it was indeed thought legal, can be seen, finally, from an aide-memoire 
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from the French army in 1819, in which this right is enunciated. It would seem 
however that this right had already been applied before then for the last time, in 1807 
when Napoleon took Gdansk and iI1 1809 during the interim occupation of Flushing 
by the English. On the instructions of the English commander the mayor had to 
inform the council following an old British Army custom the bells which are found 
at the surrender of a place layed siege to, become the property of the Royal Artillery. 
Nevertheless, bearing in mind the unfortunate situation of this town, an arrangement 
was sought, namely an amount equivalent to one quarter of the value of the bells, 
if that was at least five hundred pounds sterling. As such a large amount was not 
available to the town, the affair was shelved and subsequently disappeared into the 
annals for good when the English left the town on 24th December 1809. 

175 SWINGING-BELL FROM 1334 

IN HEUSDEN ON THE MAAS 
This cast bronze swinging-bell 
(h. 43 cm) was discovered deep 
under the floor of the church in 
Heusden during excavations in 
1956. It was probably buried 
there around 1578 during the 
religious troubles. In Heusden, 
the Calvinists had been having 
their divine services in the 
catholic church since 1578 and a 
year later they destroyed the 
statues. The Roman Catholics 
were said to have brought a 
number of treasures to safety, 
and it is highly probable that they 
included this bell. The 
inscription, in gothic minuscules, 
reads: maria, m ccc xxx iiii. 
The bell is now displayed in the 
chancel of the church. 



176 MINIATURE IN A MUSIC 

TREATISE, 15th CENTURY 

In a chapter on the correlation 
between sound, number, weight 
and measure, king David is 
pictured playing three bells with 
two hammers. Three singers sing 
psalms, while on the right a 
person with scales held in balance 
symbolizes the perfect feeling for 
time. 
London, British Museum, 
Ms. Cott . Aug. A VI, fol. 457v. 
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Franfois and Pieter Hemony 
(c. 1609-1667 and 1619-1680) in the Netherlands and Flanders110 

EVENTS PRIOR TO THEIR WORK 

Despite the fact that the 16th century chimes were overwhelmingly successful, the 
tuning continued to be defective. Was this increasingly recognised as an objection, 
at least by musicians, and were the municipal authorities prepared to do anything 
about it? It would appear so, as in 1608 the carillonneur Andries de Prys was 
summoned by the municipality in leper to make an instrument here capable of playing 
well in harmony on the bells of the belfry in this town, as well as tuning various bells 
with one another. Can we attribute exceptional worth to the expression in harmony? 
Did more interest develop for vertical structures, for chords, therefore, in which the 
inwardly out-of-tune bells disturbed the harmonic construction? Certainly, and in 
opposition to the rising basso continuo practice, easily explained. We also hear more 
detailed criticism of the carillon in this period in other ways. In 1636, for instance, 
it was said of the carillon on the Halletoren in Bruges: One notices in the chime at 
issue, that the same is not well tuned, anyone with any sense can judge enough for 
themselves. 

The fact that in the light of a new musical situation it was established that the 
carillons at that time were out of tune, is hardly a guarantee, of course, that in future 
actually well-tuned carillons would be cast. For this, two other conditions were still 
to be fulfilled. 

In the first place, the bell sound would have to be approached more analytically 
than had previously been the case. Until then it was thought sufficient to listen to 
the bell in its totality and thus not to dissect it into individual overtones. Only in this 
way would it be possible to determine the cause of the inwardly out-of-tune effect. 

In the second place, it was necessary to have bell-founders, of course, who could 
accept this new form of approach and in addition, actually apply it in practice. 

For a completely new look at an old problem, the first half of the 17th century 
was a pre-eminently suitable period. The famous learned Frenchman Marin Mersenne 

110 A. Lehr, De klokkengieters 
Fran, ois en Pieter Hemony. 
Asten , 1959. In this work , a 
complete list can be found of 
the carillons cast by the 

Hemonys. This is based on a 
summary given to mayor 
Cornelis Booth of Utrecht by 
Pieter Hemony in 1678. 



177 DECORATION AND 

INSCRIPTION ON A BELL FROM 

1649 BY FRAN~OIS AND PIETER 

HEMONY, 'S-HERTOGENBOSCH 
This bell, cast for the town hall in 
's-Hertogenbosch, has a diameter 
of 65 cm. The inscription on the 
upper flank is written in Latin 
capitals. Above this is a circular 
decorative frieze depicting the 
abduction of Deianira, the wife 
of Hercules, by the centaur 
Nessus. The scene is surrounded 
by cherubs, undulating foliage, 
bunches of grapes and fruits. 
Under the inscription there is a 
circular decoration with winged 
cherub heads that leads to stylised 
masks. 
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(1588-1648) for example, had discovered the overtones of a string and had laid down 
all sorts of regulations in this field. It was not that overtones had previously been 
unknown, 111 certainly not, but the knowledge was disjointed and lacked structure. 
Moreover, it was not considered as essential for the sound quality. In contrast, 
Mersenne discerned that together all the overtones of a string, and also those of an 
organ pipe, for instance, formed a completely consonant and harmonic sound. This 
is the necessary condition to be able to experience the string or pipe sound as one tone 
with a certain pitch. Evidently the overtones of a bell sounding out of tune within 
itself certainly do not constitute a consonant whole. 

The analytical approach to a sound, to unravel it into components, was to be 
adopted for bells by the Utrecht municipal carillonneur, the Honourable Jacob van 
Eyck (c. 1590-1657). A number of factors contributed to an extremely important 
coincidence in the case of Van Eyck. A relation of no one less than the mathematician 
Christiaan Huygens (1629-1695), he belonged to the upper-classes of his time. In 
contrast to others of his class however, he had more than purely superficial contacts 
with, among others, bell-founders and clock-makers, artisans who belonged to a 
totally different social group. It was exactly this contact however that was decisive 
for the further course of the art of carillon making. Van Eyck was to formulate very 
clever and essential things about bells, and this was of such a nature that in future 
bells could be tuned correctly. Would this have been of any use however if his 
knowledge had been restricted to his own circle, a circle in which bell-founders usually 
did not move? Happily though, it was exactly in the 17th century that the mutual 
contacts between practitioners of science and trades became much more self-evident 
than in former days. This was to have a very fruitful effect. 

Van Eyck was the first who knew how to analyse the overtones of a bell in a 

111 In the 13th century, the 
Frenchman Vincent of Beauvais 
had discovered three tones in a 
bell, namely by striking 
consecutively the bell-rim, the 
waist of the bell , and just under 
the shoulder. How ever, he 
attached no musical conclusions 

or consequences to this 
observation. 
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systematic manner. To demonstrate the way in which he did this, he used, among 
other things, a wine glass. He whistled at the pitch of the fundamental or one of the 
overtones of the wine glass, and in 'the case of the whistled note being in conformity 
with one of those tones, the glass began to resonate at that tone, thereby producing 
a sound. 

Many were astonished by this experiment that Van Eyck was only too ready to 
repeat. In reference to such a demonstration, Huygens wrote to the musician and 
music theorist Johan Albert Ban (1597 / 98-1644) saying, and we translate his report 
from the Latin text: 'This was demonstrated by the noble and blind Van Eyck, my 
relative and a man with a staggering ear and judgement[ .. ] And he was able to extract 
as many overtones as can be whistled'. Huygens also added that he himself and others 
attempted to do the same, success however was only attained after repeated attempts, 
and only then with great difficulty. 

Van Eyck did not restrict his experiments to wine glasses, he did similar tests 
with the bells of the Utrecht Dom. This spread like wild-fire through the scientific 
world of that time. Marin Mersenne, Rene Descartes (1596-1650), Isaac Beeckman 
(1588-1637), just to mention a few men of renown, were aware of these experiments 
and had therefore heard that Van Eyck could whistle all sorts of overtones even out 
of a bell. What made a particular impression in this regard was the fact that the 
relevant bell could be made to sound without being touched. 

The learned gentlemen were particularly interested in the remarkable 'echo' 
which demanded a physical explanation. Various hypotheses to explain this myster
ious phenomenon were mutually exchanged. Van Eyck, on the other hand, was the 
only one to make a practical link by comparing the overtones which had been made 
to sound individually and subsequently coming to a conclusion. This was, that with 
small changes, an excellent consonant series of bell overtones could perhaps be 
realised, a first requirement for the bell to be made to sound in tune, and at a 
determined, recognisable and unambiguous pitch. 

Van Eyck came to the conclusion that this arrangement could be realised if the 
fundamental was notated at the relative note of C 1, and the lowest five partials formed 
the consonant, minor bell chord Cl-C2-Eb2-G2-C3. 112 Without going into details, 
it may be observed that this series is not experienced as sounding the fundamental 
Cl, but C2. As this is the pitch one hears when the bell is struck, Van Eyck called 
that note the strike. Nowadays one speaks of the strike note. 113 

The desired changes referred to the intervals between the overtones. However, 
and this was very essential, Van Eyck determined that the required modifications in 
the sound could be realised by altering the bell model. With this, a whole new way 
of thinking about the bell was in fact introduced: for the first time in the history of 
the art of bell-founding, measurable information concerning bell notes was compared 
to the measurable properties of the profile. To put it another way, whereas previously 
it was especially a qualitative relationship that was sought between sound and model, 
now for the first time a situation had been realised in which a quantitative relationship 
had been established between, on the one hand, the partials for determining the sound, 

112 Every tone used in music, 
with the exception of some tones 
in electronic music , consists of 
several tones which The lowest 
of these tones is called the 
fundamental; the rest are known 
as overtones. The fundamental 
and the overtones are sometimes 
referred to as partials. 
The minorthird Eb2 is 
particularly striking. This 

sounds relatively strong and 
gives the bell its own very 
particular timbre . In recent 
times, a first successful attempt 
has been made to replace the 
minorthird Eb2 by a majorthird 
E2 (pp. 299!) . 

113 Strictly speaking, Van Eyck 
meant the fourth overtone. 
However, this appears to be 
coupled via an interval of an 
octave to what is currently 
referred to as the strike note . 
See further A. Lehr, The 
designing of swinging bells and 
carillon bells in the past and 
present. Asten, 1987. 
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COnflo fub exuljis crepitantia turribus ,era, 
~i,e Cyprus Veneri! terra reperta dedii. 

Htec mouet i,edituus ,dum J~ua tonitrua pulfant, 
Etgauu indomitifulminufratonat. 

1-la-c quo'ih lugubri fonitu teftantur amatos 
Hervum cineres ,claraj bujla D1icum, 
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178 WOODCUT BY JOST 

AMMAN, REPRESENTING A 

BELL-FOUNDRY, 1568 

This woodcut is possibly the 
earliest known picture of a 
bell-foundry. In the foundry we 

can see a bell, a cannon, a mortar 
and various bronze vessels. 
A bell-founder did clearly more 
than merely casting bells. 



179 CARILLON BELL BY 

FRAN<;:OIS AND PIETER 

HEMONY 1644, ZUTPHEN 

As far as the art of the carillon 
was concerned, the Hemony 
brothers were the most important 
bell-founders who ever lived. 
Together with the carillonneur 
Jacob van Eijck, they discovered 
how a bell had to be tuned. They 
applied their tuning method for 
the first time in the case of the 
carillon which they provided for 
the Wijnhuistower in Zutphen in 
1646. This carillon was almost 
completely lost in a fire in 1920. 

This bell, with a diameter of 
52 cm, was one of the few that 
were saved. It dates from 1644, 
thus two years prior to the 
installation of the carillon in the 
tower. This is therefore the oldest 
preserved well-tuned bell. 
Asten, National Carillon Museum 
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and on the other hand, the bell model. Whereas formerly attempts were made to 
correlate such terms as a fine sound, a sharp sound etc. with certain bell profiles, now 
it was realised for the first time that the elusive quantifiable qualifications were 
determined, for an important part, by the manner in which the overtones were 
arranged in respect to one another. In contrast to sound, overtones can be measured, 
as can the profile of the bell. Two measurable quantities were therefore compared 
to one another, a certain condition to success. 

We can only guess as to the extent to which Van Eyck applied his own ideas 
in practice. It is known however that he not only worked as a carillon fitter, he was, 
in addition, a bell-tuner. He also tried to interest the bell-founders of his home town 
Utrecht in his discoveries, though without any visible results. 

It was however to be different in the case of the Zutphen bell-founders Francois 
and Pieter Hemony. We are writing about the year 1643. 

FRAN(;:OIS AND PIETER HEMONY 

BEFORE THEIR ARRIVAL (1641) IN THE NETHERLANDS 

Francois Hemony was born about 1609 in Levecourt in the Le Bassigny (Lorraine) 
region. His brother Pieter also first saw light of day there in 1619. Bassigny was known 
since early days for the number of bell-founders who lived there. Moreover, it must 
have been an extremely close community, the number of internal marriages and 
continually changing business partnerships bear witness to this. 

Naturally, for so many bell-founders in such a small region there was hardly 
any work to be found. This was the reason behind the practice of travelling to often 
far-away regions to cast bells and other bronze articles anywhere they were desired. 
These yearly expeditions took place in the spring around Ash Wednesday, and around 
All Saint's Day (November 1st) the journey home began. Lorraine bell-founders were 
therefore to be found throughout the whole of Western Europe. This was also the 
case in the Netherlands where Francois Symon was active. Among other things he 
cast (1635/ 36) the former chimes for the Reformed Church in Hattem. 114 Symon 
however, and with him all his other colleagues from Lorraine, still worked in the 
traditional manner and remained completely unaware of the developments which were 
to take place about that time. The French founders were not greatly appreciated by 
their Dutch colleagues as they were too often prepared to work for a low price. 
Complaints to the authorities by the more established founders were, however, to no 
avail. 

The Lorraine founders were typical artisans without a great deal of musical 
knowledge. As a result of the continual travelling and trekking, they would have had 
little time to engross themselves in such matters. They hardly ever got round to the 
musical problems of the bell. Generally their bells are sonorous, all be it with casting 
of moderate quality, but the tuning of their carillons, if they in fact cast them, was 
just as bad as those of the more established founders. 

These are the surroundings in which the Hemonys grew up. At an early age they 
already appeared to have worked in the foundry. Pieter, at least, reported later that 
he already stood in the casting pit at the age of 14. It is not known who the parents 
of the Hemonys were. We only know that around 1625, the Lorraine founders Blasius 
and Peter Hemony worked in Germany in the then duchy of Brunswick. They were 

114 This carillon is displayed at 
present in the National Carillon 
Museum at Asten , where it can 
be played. 

115 It was a peal of three , of 
which two bells remain. A 
replica was made to replace the 
cracked third bell. 
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then refered to as the honourable and artful masters from Levecourt in Lorraine. It 
would not seem unlikely that one of them was the father. We also know that Franc;ois 
and Pieter Hemony had a sister known as Margaretha, and she later appeared to live 
in Emmerik. 

It must have been about 1634 when the Hemonys bade farewell to their 
fatherland for good. One of the causes was undoubtedly the fact that at that time 
Lorraine was ravaged by the Thirty Years War (1618-1648). Even the important 
fortress town La Mothe, in the immediate vicinity of Levecourt, was erased from the 
ground. Perhaps this was the direct cause of the definitive departure to other regions , 
but it was certainly not only the Hemonys who left. They found themselves in the 
company of the bell-founding families Michelin, De la Paix etc. 

They first went to Germany where Franc;ois, together with Joseph Michelin 
-presumably his later brother-in-law-, was to cast his first bell, and for the sake 
of clarity, his first swinging-bell. He had not yet reached the stage of casting carillons. 
About the same time Franc;ois Hemony married the bell-founder's daughter Maria 
Michelin[209]. 

Hemony bells are not numerous in Germany, but they give rise to the suspicion 
that they remained there till about 1640. This is made more probable by the fact that 
they cast their first swinging-bells in the Netherlands in 1641, for the Reformed 
Church in Goor. 115 These were of an excellent quality but just as important was the 
fact that the Sprake! family lived there. They were builders of tower-clocks and large 
carillon mechanisms with drum. Becoming acquainted with them, and in particular 
with Juriaan Sprake!, was to have far-reaching consequences. 

FRAN(:OIS AND PIETER HEMONY IN ZUTPHEN (1643 - 1657) 

In 1642, Juriaan Sprake! was commissioned by the town of Zutphen to replace the 
worn-out clock and chiming mechanism of the Wijnhuis Tower with new ones. A 
carillon was also to be added however. Did Sprake! then draw the municipality's 
attention to Hemony? It would seem most probable, as in 1643 Franc;ois Hemony 
received the commission to cast the carillon. 116 It was a provisional commission 
however, as the bearing-power of the tower was still to be determined. It is notable 
that in this commission it is stated, among other things, that he could not only buy 
a certain amount of bell bronze, but also he could prepare himself for the casting of 
the same. That did not mean though that from then on the Hemonys restricted their 
work to Zutphen. In the period prior to the delivery of the Wijnhuis carillon the 
brothers cast a number of swinging-bells in Germany, including one for Diisseldorf. 
This strong orientation towards Germany would have been the cause of the fact that 
Franc;ois, at least, never learnt to speak correct Dutch. German words and expressions 
are continually found in his letters. 

In 1644 a start was made with the casting of the carillon. For this purpose 
Hemony hired part of the former monastery at Isendoorn [180] from the municipality. 
Moreover, Franc;ois lived there with his family. The new carillon was to be an 
overwhelming success ! Where did the Hemonys get the necessary knowledge from 
however? The archives say nothing about this . It is true that they state that Jacob 
van Eyck was adviser to the municipality and that therefore the founders came into 
contact with this eminent researcher, but the municipal archives do not reveal any 

116 Until now it has been 
assumed that the contract with 
Fran9ois dates from 1st August 
1642. This was based on a 
publication by J . Gimberg, the 
then municipal archivist of 
Zutphen, in Oud Holland, 10 
(1 892) p. 17-25 . The current 

a rchivist , Bert Looper, has 
shown that this must be 1643 . 
Although this would only seem 
a detail , on the basis of this it 
must be assumed that the 
Hemonys carried out less 
research fo r thei r new bells than 
has been supposed until now. 

See also Bert Looper , The 
Hemony's in Zutphen, in : Klok 
en Klepe/. Congresboek 
Zutphen-1990. Uitgave van de 
Nederlandse 
Klokkenspel-Vereniging, pp. 5-7. 
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180 THE CONVENT 

'TEN YSENDOORN' IN ZUTPHEN, 

PEN-DRAWING BY BERKHUYS, 

1718 

In 1644, Franfois Hemony settled 
with his family and set up his 
foundry in a section of the former 
convent Ten Ysendoom. 
The Hague, Rijksbureau voor 
Kunsthistorische Documentatie 
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more. Fortunately there is a reliable chronicle dating from 1713/ 14. 117 In this we read 
that Frarn;ois and Pieter Hemony together with Jacob van Eyck worked a great deal 
and spent a lot of care and money in trying to recover the true art of bell-jounding 
and in tuning the bells, as the art of bell-tuning had never previously been discovered, 
it was more luck than scholarship. Van Eyck's role in this investigation was given extra 
emphasis by the comment that he had such a fine ear, that he was aware of the slightest 
intonation fault. It cannot be stated more clearly than that[182]. 

In 1645 everything was ready. It was then that Franc;:ois informed the municipali
ty that the bells had been cast and re-cast to be more in tune and that therefore they 
could be examined. The examination was carried out by Van Eyck, together with his 
colleague Lucas van Lenninck from nearby Deventer. They spent no less than fourteen 
days on this, evidence of the fact that they would have done more than purely listen 
to the bells. Moreover, both men were of the opinion that nineteen bells over 
one-and-a-half octaves were really insufficient to be able to play complete music. For 
this reason, they advised the municipality to extend the series with a number of small, 
so-called treble bells in order to obtain two complete octaves. This happened, and 
with success, as when the final examination took place in 1646, both musicians were 
of the opinion that they would not know what further needed to be done and in their 
judgement, it could not be bettered. 118 The testimonial that Franc;:ois and Pieter 
Hemony received for this historical and particularly exceptional achievement consist
ed therefore of praise from beginning to end. 

In it was stated that the experts had found that their carillon was not only 
declared as being good, but exceeded other chimes in the vicinity in tone and 
resonance. 

What made this first Hemony carillon, and all those which were to follow it, 
so exceptional? So much, in fact, that the Zutphen chimes represent an undisputed 
turning point in the history of the art of the carillon. It was the first well-tuned and 
finely-timbred carillon with a range of two chromatic octaves. Such a broad comment 
ought to be further specified of course. That will therefore be the subject of another 
chapter (p. 128 t). We now only want to follow the triumphal march of the Hemony 
carillon for a moment. Franc;:ois Hemony was self-confident enough, following his 
success in Zutphen, to tell neighbouring Deventer that their carillon was nothing 
exceptional, it hardly adds to the reputation of such a famous place. These self-assur
ed words were successful, as in 1647 the Lebui'nus Tower likewise gained a carillon 
made by both Hemonys. Without the support of Van Eyck and Van Lennick however 
this would not have happened. Hemony had in fact offered a relatively light carillon 
and according to both musicians that was insufficient for the solid and heavy tower 
in Dev enter. This was the reason why Franc;:ois was asked to visit Van Eyck in Utrecht 
in order to receive instruction when on his way to Amsterdam to buy bell metal, as 
had been advised by Van Lennick. 

It is not the intention, of course, to review all the Hemony carillons. It is suffient 
to state that both brothers cast fourteen carillons in Zutphen. These included the 
heavy and powerful carillons for Arnhem (1650/51) 119 and Antwerp (1654/58) 
[185-186] on the one hand, and the light and enchanting carillon for the town hall 
in 's-Hertogenbosch (1649) [183, 298] and Zaltbommel (1654) on the other hand. All 
this certainly did not escape the notice of the music world of that time, or that of 

117 Published by D. Montanus, 
Prognosticatie ofte 
voorsegginghe voor MDCCXXI. 
Gent, 1721 . 

118 This first Hemony carillon 
was destroyed by fire in 1920. A 
number of bells which were 

spared are now to be found in 
Zutphen, in the carillon of St 
Jan's Cathedral in · 
's-Hertogenbosch, as well as in 
the National Carillon Museum 
at Asten. 

119 The carillon foundered 
during the Battle of Arnhem in 
1944, and later, in 1945, when 
the tower collapsed. A number 
of bells survived however. 
Among other uses, these now 
serve as swinging-bells elsewhere 
in the town. 



182 PRINT (c. 1880) SHOWING 

THE BROTHERS PIETER AND 

FRANf;:OIS HEMONY TOGETHER 

WITH THE HONOURABLE JACOB 

VAN EIJCK, TUNING BELLS 

The discovery of the art of tuning 
by Van Eijck and the Hemonys 
around 1640 has certainly not left 
the 19th century's historiography 
unperturbed! 

Page 126: 

181 SIXTEENTH CENTURY 

REBUS BLAZON WITH BELLS 

A rebus blazon is a 
'distinguishing mark' which 
was used in the 16th and 17th 
centuries by drama societies 
during competitions. In addition 
to the name of the society it also 
contained its motto which was 
depicted in the form of a riddle or 
a rebus, whereby the text was 
conveyed with symbols or images 
'which sound like'. The rebus 
blazon, wherein two bells are 
realized, was carried by the 
drama society 'vierighe Doorn' 
from 's-Hertogenbosch at the 
regional drama festival in 
Antwerp (1561). 
Brussels, Royal Library, ll 13368 
C LP, fol. 44 r. 



183 THE TOWN HALL OF 

'S-HERTOGENBOSCH 

BEFORE 1730 

In 1649, the Hemony brothers 
(Zutphen) provided a carillon 
with fifteen bells for the tower 
of the town hall (second half 
of the 17th century) in 
's-Hertogenbosch. In /691 it was 
extended by Melchior de Haze 
(Antwerp). 
The current carillon has 35 bells 
of which 13 are by the Hemonys 
and 22 by Eijsbouts (1951176). 
J. Le Roy, Groo t wereldlijk 
tooneel des hertogdoms van 
Braband, The Hague 1730, print 
D n ° 3 (after p. 94). 
Brussels, Royal Library, 
VH 27231 C 2 LP 

128 TH E BAROQUE 

the authorities. Fran<;ois received a letter from the municipality of Amsterdam in 
November 1655 with the announcement that they wished to order a number of 
carillons from him: so we would request you to come here at the first opportunity, 
we thereby assure you of our friendship which we will be disposed to continually 

I 

recognise. It thus occured, and moreover with far-reaching consequences. When 
Fran<;ois did in fact come to Amsterdam in the following month, the City Fathers 
were informed that the famous bell- and artillery-founder Franr;ois Hemony was in 
town and that it was the intention that a free house and foundry would be made 
available to him in order to practice his art. This was readily agreed to. It is true that 
he did not move immediately. In Zutphen, Hemony cast the carillon for the Amster
dam Zuidertoren in 1656 and around Easter 1657 the Hemony family was eventually 
to depart for Amsterdam, where they set up on the Molenpad. 

In the mean time, Fran<;ois and his wife Maria Michelin were the parents of two 
children. The oldest, Fran<;ois, may have been named after his father, though he was 
never active in bell-founding. Daughter Anna Margaretha was never to marry and 
was always to live with her parents and when her mother was dead she was to care 
for her father, and when he too died, for her uncle Pieter. Fran<;ois Hemony was to 
remain faithful to Amsterdam for the rest of his life; he was also to enjoy his greatest 
triumphs there. Pieter Hemony was not to follow his brother however, he soon 
departed for Flanders and set up in Ghent. At that time Pieter was still single, and 
was always to remain so. 

THE ESSENCE OF THE ART OF THE HEMONYS 

If ever one was to take the trouble to compare the 16th century Van den Ghein carillon 
in the Speeltoren at Monnickendam to carillons of the same size and weight from the 
Hemony foundry, the difference is so striking and so indisputably in favour of the 
latter, that it is justifiable in every respect to search for the essence of Hemony's art. 

In the first place, Hemony bells excel due to their exceptional tuning. This has 
never been bettered. But why? The cause can be traced back to the analytical 
approach of the bell sound mentioned earlier. From this, Van Eyck and the Hemonys 
realised that in any case the lowest overtones, together with the fundamental, should 
constitute such a chord, that this would be heard as a unity, an indivisible sound with 
an unambiguous pitch. As expounded on pp. 121 f, the lowest five partials should 
make up the chord Cl-C2-Eb2-G2-C3 on the fundamental Cl. 

The formulation of the ideal bell chord is only half the story however. How was 
one to realise it? Before the Hemonys arrived on the scene, Van Eyck had already 
discovered that this was only possible if the correct model was chosen. That model, 
the bell profile, would have to be very accurately realised in the bell to be cast however. 
As the form and casting techniques in the foundry meant that this accuracy was very 
difficult or even impossible, the Hemonys introduced a method whereby the bell was 
cast somewhat thicker than was really necessary. Should anything go wrong during 
the manufacture of the bell, one was generally assured of the fact that the wall had 
nevertheless sufficient thickness. After casting, the bell was subsequently placed on 
the lathe where the correct sound was attained by thinning the wall in various places. 
It has remained the most customary method even in the present day. 
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The cast bell is always therefore slightly too thick and for a pure sound to be 
obtained, this has to be corrected. This process is known as bell-tuning, and the extra 
thickness is thus referred to as the 'stemreserve' -tuning reserve. The tuning itself 
comes down to thinning the inside wall of the bell at places chosen for that purpose 
in the light of the musical position of the fundamental and the first four overtones. 
By choosing the right places and the right amount of thinning, the faulty intervals 
between the overtones can be corrected, while in addition, the total impression of the 
bell sound can be brought to the correct pitch. In this way both the inward and 
outward tuning is realised. At which places this should happen is different for every 
bell, depending on the result of the casting. This learning, vital for the purity of tone, 
was kept a jealous secret not only by the Hemonys, but also by later founders. It 
entered history as the bell-founders' secret. 120 

184 CARILLON BELL FROM 1655 
BY FRAN<;:OIS AND PIETER 
HEMONY, CULEMBORG 
In 1655, the brothers Franfois 
and Pieter Hemony cast nine new 
bells for the Barbara tower in 
Culemborg. Although six of these. 
acted initially as swinging-bells, 

120 Not the composition of the 
bronze, as is occasionally 
thought. 

a fitting for manual playing was 
introduced around 1660. Jt is 
from this year that mention is 
made in the municipal accounts 
of a bell-ringer. In 1952, this 
small carillon was extended by 
Eijsbouts to make a complete 
concert instrument of 47 bells. 

~J 1 
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Franc;ois Hemony wrote little about all this-or very little has been preserved. 
It was only in a letter to the learned Jesuit Athanasius Kircher (1602-1680) that he 
gave his opinion with regard to this. delicate matter. There was a curious motive for 
this letter. In 1651, the Hemonys had made a carillon, without a commission, and 
had subsequently sent them to Cologne at their own expense, in the hope that someone 
there would keep them. In that expectation they were to be cheated however, despite 
the local organist speaking of their wonderful sweetness of harmony. A Jesuit there 
however informed one of his fellows in Rome, the above mentioned Kircher, of the 
state of affairs, in the hope that there was perhaps interest there for this carillon. This 
turned out not to be the case. Kircher did however have a great deal of interest for 
the method by which the Hemonys were able to make their exceptionally fine carillons. 
Franc;ois Hemony's answer to the relevant question was lengthy and important 
enough to quote the greater part of it in a translation from the original Latin: 

In response to your request for a more detailed description concerning the 
relationships of bells, I advise you of the following. That the diameter of a bell is 
15 and the height 12, is a very old custom and is paid heed to everywhere in this region. 
One can also make the diameter 14 and the height II. One should beware however 
that the thickness of the bell wall should be in concurrence with this, as the one 
relationship is dependant on the other and it is from the desired relationships of 
diameter, height and thickness that the pleasant sounding resonance emerges which 
is perceived in good bells. That is why the purity and intact nature of the metal is 
not sufficient in itself, although it is of great necessity. As I have already written 
elsewhere, a good bell must be of such proportions that one can extract or perceive 
three octaves, two fifths, a major and minor third[ .. .]. In addition,' all bells must 
harmonise perfectly in respect to one another. Many have spent a lot of effort trying 
to achieve this, though they have failed to succeed at all. [ .. .] 

Carillons are to be found everywhere in Flanders, Brabant, Holland etc. 
However, until now I have not seen or heard a single one which has given me 
satisfaction. All their bells are disproportionate, both within themselves and with the 
others; that is why they have such an unpleasant harmony. From time to time I have 
found a single good example among the bells, but of what help is it if they are not 
in consonance with each other and there is only one good one among all the others? 
Also, as it is impossible when casting to realise an exact and absolute proportion for 
all parts, it is my custom, once they have been cast, to work on them with a 
turning-chisel to lower the tone at my discretion until they have the desired pro
portion. It must be pointed out that bells which are too thin cannot be improved by 
the turning-chisel and correctly proportioned. Therefore one must take care not to 
economise on the bell metal when casting. 

It is interesting to read how contemporaries observed these activities, and more 
so in the case of a visitor to Hemony's foundry. A certain Melchior Fokkens wrote 
about this in his Description of the widely famous merchant town of Amsterdam 
(Amsterdam 1662) when Franc;ois lived in Amsterdam: 

He /Franc;ois] is the first- who can bring the bells to a decent pitch so that they 
are not faulty in any way. Previous masters had to re-cast a bell 3 or 4 times, and 
then it was often not quite correct. This master however has found a method which 
certainly works as all the bells which he casts are assured of having a higher pitch 

186 HAND-WRITIEN REPORT 
BY FRAN(OIS HEMONY 
CONCERNING THE BELLS FOR 
THE MUNICIPAL CARILLON IN 
THE CHURCH OF OUR LADY IN 
ANTWERP, 1655 

Here, Franfois Hemony sets out 
the weight and size of the carillon 
to be cast for the municipal 
carillon in Antwerp. Initially, a .. 
carillon of 32 bells was requested, 
but in 1658 this was to be 
extended to 37 bells. 

185 THE TOWER OF THE 

CATHEDRAL OF OtJR LADY 

IN ANTWERP 
The Cathedral of Our Lady in 
Antwerp, the largest gothic 
church in the Low Countries, has 
again been a cathedral since the ; 
re-establishment of the diocese of 
Antwerp (1962). With its splendid 
stained glass windows, statues 
and paintings, it is a wonderful 
specimen of centuries of Flemish 
art. The northern tower, also 
known as the municipal tower, 
was for centuries a look-out post 
over the river Scheidt in this 
harbour town. The storm-bell 
Orida (] 316) hung in the tower as 
well as the extant hour-bell 
Gabriel which was re-cast by 
Willem Hoerken in 1459 and now 
serves as the bass bell of the 
municipal carillon. In earlier 
times this tower contained two 
carillons: the municipal or 
fun-fair carillon (1655/ 58) and 
the church or chapter carillon 
(1654/55), both cast by the 
Hemony brothers. The present 
carillon contains 47 bells of which 
10 were cast in 1972 by Eijsbouts. 
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than he desires. To lower the tone he turns the bell upside down, he fixes it in a certain 
implement, which is then turned by Jive or six men and it is thinned out by sharp 
chisels until the bell has its correct tone. This must happen in a place where there is 
no noise, if one is present one must not speak, as we have seen for ourselves, and 
this adjustment of the pitch is very certain, he tUfieS it just as someone would tune 
a fiddle, zither or bass. 

The manner in which Fran9ois measured the overtones of a bell is neither dealt 
with in Hemony's letter, nor in Fokken's quotation reproduced above. For this end 
he used a more practical variant of the way in which Van Eyck localised overtones 
in a bell. As was related in chapter on pp. 121 f, Van Eyck whistled at the pitch of 
one of the overtones upon which the bell resonated only at that particular tone. This 
method however did not provide any exact information about the position of the 
relevant overtone. It is true that the musical ear can yield some information, but the 
exact position of an overtone can only be determined when the tone at issue is 
compared with a measuring instrument. 

Hemony found that instrument in the metallophone, 121 a series of metal bars 
which, among other uses, are found in the Indonesian gamelan, reason enough to 
suppose that Hemony was inspired by this. This is not unlikely, bearing in mind the 
contacts of the East-Indian Company with Indonesia. Moreover, it is interesting that 
even in the present day, the gamelan builders still use such a metallophone to tune 
new bars, gongs etc. Be this as it may, Hemony also chose the metallophone as a 
standard instrument. The measuring itself was carried out in a very cunning manner. 
During the tuning, ie. during the thinning of the bell, both the fundamental and the 
overtones were to be clearly heard. If one of the tones had the same frequency as one 
of the layed out bars, then the relevant bar would begin to resonate. As the loud 
sounding bell drowned out the weak sounding bar however, Hemony sprinkled sand 
on the bar, so in resonating the grains would hop and jump, as an on-looker once 
described it. 122 In the moving sand, Hemony therefore found a visual aid in order 
to determine if one of the bell-tones was in resonance with that of the bar. 

The afore-mentioned Fokkens has a nice story about the metallophone, 
although he says nothing about its use as a measuring instrument: 

This master also makes oblong bars of metal, or bell metal; these bars can be 
brought to weddings or other assemblages in any desired room, they are placed side 
by side like the keyboards of a harpsichord, and one can play on them with two sticks 
made for that purpose, and they make such a sweet and clear sound as if they were 
small bells, they are delightful to listen to. This art is new and was discovered by 
nobody else before monsieur Hemony. Later, in 1673, Pieter Hemony was to attach 
a keyboard to the metallophone so that one could play on it as on a harpsichord, with 
the fingers. It was thus a forerunner of the celeste, which was to be invented in 
1886. 123 

However much the essence of the Hemonys' art lies in the correct design and 
subsequent tuning of their bells, there are also other factors at issue. We will therefore 
persue our summary. In the second place, Hemony bells excel due to their fine timbre. 
Although it is obvious that the chosen bell profile plays an important role in this, the 
quality of the casting of their bells is a factor not to be neglected, as is, of course, 
the composition of the bell bronze. This consisted of about 20 % tin, a certain 

121 A metallophone consists of 
a chromatic series of bronze or 
iron staves. It is therefore a 
metal variant of the wooden 
xylophone. 

122 One can speak here of 
Chladni figures avant la lettre 
because the grains of sartd 
gather in the nodes of the tone 
staves. See also A. Lehr, On 
vibration patterns before 
Chladni, in : Janus, 52 (1965), 
p. 113-120. 

123 A. Lehr, Oefenklavieren in 
het verleden, in: Klok en Klepel, 
publication of the Netherlands 
Carillon Association, 4 
(November 1964), p. 20-22. 
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percentage of unavoidable impurities such as lead and zinc, and the rest copper. In 
all this they were not different in any respect from their skilled colleagues. They also 
chose correct bell bronze and generally supplied high quality casting work. In that 

regard the Hemonys did not break with any existing traditions. This would have had 
little point as this facet of the art of bell-founding had already been completely 
developed in the Middle Ages. 

In the third place, it is possible to declare that due to the fact that their bells 
had recognisable pitches and were mutually in harmony, one no longer needed to be 

content with mainly diatonic carillons. One could therefore strive for a complete 
chromatic series. The lowest two semi-tones (the C # and D # in the bass) were an 
exception to this. In 1678 , the absence of these bells was to cause quite a stir in the 
carillon world. We will return to this in detail in on pp. 144 f. 

In line with the introduction of almost chromatic carillons, the Hemonys had 
prefered to employ two types of carillon since the beginning of the 1650's, albeit 
following a number of fact-finding attempts. The small carillon had a range of two 
octaves with 23 bells . The tenor bell was either a Bl, weighing 690 Amsterdam 
pounds, 124 or a C 2 weighing 500 pounds. In both cases the bell was connected to 
the keyboard as a C. In Hemony's time the current B was namely the then C organ 
pitch, and the C # was the C cornet pitch . The total weight of these chimes was 
repectively 3850 pounds and 2800 pounds. The large carillon had a range of almost 
three octaves with 32 bells and with a tenor weighing 5500 pounds or a C# 1 weighing 

3800 pounds. The total weights were 27,400 and 19,500 respectively. 
Finally, in the fourth place, the Hemony carillons must have been reasonably 

124 An Amsterdam pound is 
494 grams. 
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187 THE CONSTRUCTION 

DESIGN OF A HEMONY BELL 
The old be/I-founders designed 
their bells using precisely defined 
arcs and straight lines. This 
drawing allows one to see a 
reconstruction of a bell which 
Franfois Hemony cast for the city 
hall carillon of Maastricht in 
1633. 



188 DECORATION AND 

INSCRIPTION ON A BELL 

DATING FROM 1661, BY 

FRANl;OIS HEMONY, HAARLEM 
This bronze bell, cast for 
St. Bavo 's Church in Haar/em, 
has a diameter of 97 cm. The 
inscription on the upper flank is 
written in Latin capitals. Above 
this there is a circular decorative 
frieze with winged cherubs 
making music. They are playing, 
from left to right, a bell, a 
hand-bell, chimes, a carillon and 
a triangle. Under the inscription 
there is a frieze with acanthus 
leaves. 
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easy to play, at least within the tradition of the time in which the carillon was treated, 
primarily, as a relatively simple percussion instrument. The automatic carillons would 
also have been of a decent quality. This aspect will be further dealt with on pp. 161 f. 
It may be stated now, that in the wake of the innovations brought about by the 
Hemony's, the automatic playing mechanism was also provided with many ingenious 
improvements. Whether this was the case with hand playing however is open to doubt. 
The question arises whether such a negative comment is prompted perhaps more by 
current notions, by the present-day manner of playing. 

FRAN',;OIS HEMONY IN AMSTERDAM (1657-1664) 

Franc;ois Hemony was to experience his most renowned period in Amsterdam. He cast 
no less than twenty carillons there, of which twelve still exist. These included the 
carillons for Amsterdam (1658), Delft (1659/ 60), Rotterdam (1660), Haarlem 
(1661/62) [217-218] and Groningen (1662/63). Several carillons were also supplied to 
places beyond the Dutch borders, such as Mainz (1660), Hamburg (1661/1665) and 
Stockholm (1663/ 65). None of the foreign carillons still exist and the same applies 
to the carillon later supplied to Darmstadt by Pieter (1670). 125 

125 Flanders is not considered a 
foreign country in this 
summary, although in the 
context of the then Republic of 
the Seven United Provinces, this 
was of course the case. 
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All these carillons were to bring Hemony great renown. Joost van den Vondel 
wrote for example: 

I raise my voice in singing 
on the Amstel and the IJ, 
To the spirit of Hemony, 
the eternal credit of Lorraine, 
Who could delight the ear 
With his bell-metal, and his notes, 
So artfully cast for us. 

Ik verhef mijn' loon in 't zingen 
Aen den Amstel en het Y, 
Op den geest van Hemony, 
d'Eeuwige eer van Loteringen, 
Die 't gehoor verlekkren kon 
Op zijn klokspijs, en zijn noten, 
Ons zo kunstrijk toegegoten. 

Obviously such poetic lines must be approached with some caution. Neverthel
ess, that is what was in fact written, just as the afore-mentioned Melchior Fokkens 
wrote: 

Who would not be enticed here from over a hundred miles by this sweet sound 
of newly-cast bells ? 

This actually did occur. In April 1663 for instance, Hemony was visited by 
Godefroy count d'Estrades. In that year, the latter had been appointed as the French 
envoy extraordinary to the Republic. One of the tasks which Louis XIV had given 
him, was the compilation of a lisle exacte des personnes /es plus insignes, et qui 
excellent notablement par dessus /es autres en taus genres de professions et de sciences 
[an exact list of the most marked persons, who excel notably above the others in all 

189 DECORATION AND 
INSCRIPTION ON A BELL BY 
FRAN(:OIS HEMONY, 
AMSTERDAM, 1655 
The inscription on the upper 
flank of this bell, with a diameter 
of 130 cm is written in Latin 
capitals. 
Above this there is a circular 
decorative frieze with winged 
cherubs making music. They are 
playing, form left to right, a bell, 
a hand-bell, chimes, a carillon 
and a triangle. Under the 
inscription there is a frieze with 
acanthus leaves. The weapon of 
Amsterdam is to be found on the 
flank surrounded by four 
escutcheons. 
Amsterdam, Westertoren 
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kinds of professions and sciences]. It was the intention to consider awarding them 
an annuity. D'Estrades also visited Fran9ois Hemony and was naturally very much 
under the impression of his bell-founding art. His assumption that all the fine bells 
were created as a result of an exceptional bronze composition which was only known 
to Hemony, was of course incorrect. Closer to the truth, at least when ref erring to 
the tuning, was his comment that Hemony made his bells with the help of a secret, 
and that was why his carillons sounded just as pleasant as organs. It was indeed quite 
something, when a carillon could be compared to an organ. 

He was also very impressed, however, by Hemony's scientific knowledge: he 
wrote that the founder was tres scavant in mathematics and music. There is no reason 
to assume though, that he did in fact have an exceptional command of mathematics. 
That appeared also the case when one no less than Christiaan Huygens visited Fran9ois 
in 1662. Among other things, he wrote that he had had a long conversation with the 
founder about his profession and about the music in which he was, and he used the 
same words as d'Estrades, tres scavant. 126 

The fact that all this knowledge, and in particular the professional skills, had 
to be passed on, speaks for itself. It is in this period that we first hear something of 
Hemony's pupils. These included Mammes Fremy who had entered his service as an 
eleven-year-old boy in 1662, together with his brother Claude who was two years 
older. They were sons of Mamertus Fremy from Winterswijk, a cousin of both 
Hemonys and like them, a Lorraine bell-founder. Another pupil was Fran9ois de la 
Paix, likewise the son of a Lorraine founder, who had received a laudable testimonial 
from his master in 1667 and subsequently cast a carillon for the Belfry in Mons in 
1673. 127 Perhaps the most important pupil was Claes Noorden. We will hear more 
about him in the chapter on pp. 146 f ! 

As we have already said, Fran9ois's son was never active in bell-founding. He 
did, however, take care of countless outstanding bills following the death of his father 
in 1667 and in that regard occasionally brought court actions, as was the case with 
Doesburg for example. These unpaid bills would have caused Fran9ois Hemony no 
real problems however, D'Estrades stated that he was rich to the tune of 400,000 
pounds. He was thus to die as a very wealthy man! One does not gain the impression 
though, that he asked unreasonable prices. They were presumably on the high side, 
he had no competitors to fear, but on the other hand his prices remained stable. For 
every pound that a bell weighed he asked 17 to 24 pennies, in proportion to the weight 
of the bell. Light bells demand relatively much more work than heavy ones. From 
this sum about ten pennies had to be reserved for the bell bronze. 128 

PIETER HEMONY IN GHENT (1657-1664) 

In contrast to Fran9ois Hemony whose active life encompassed two clear periods, 
namely his periods in Zutphen (1643-1657) and Amsterdam (1657-1667), the case of 
Pieter Hemony is less clear, at least for the period when the brothers worked apart 
(1657-1664). It is certain that he did not follow his brother to Amsterdam for some 
time. In that same year of 1657, he was commissioned by the abbey at Tongerlo to 
cast a heavy carillon. Where did he carry out his activities however? Certainly not 

126 It would not seem 
improbable that both men spoke 
at that time about various types 
of tunings for keyboard 
instruments. In any case 
Huygens was also intensively 
involved in this subject, while in 
the case of Hemony it was more 
a professional necessity. 
Huygens was , among other 

things, the designer of the 
31-tone system, in other words , 
the division of the octave into 31 
equal intervals. In 1950, this 
tuning was realised for th-e organ 
in the Teylers museum at 
Haarlem at the intiative of Prof. 
Dr. A.O. Fokker. 

127 The greater part of this 
carillon was re-cast in 1934. At 
present, only nine De la Paix 
bells remain. 

128 For the sake of comparison: 
at present the cost of a bell 
including VAT is on average 600 
francs per kilo, 250 francs of 
which is for the bronze. 
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in Zutphen or in Amsterdam. Perhaps within the abbey walls, where a certain other 
founder had already cast bells in 1630? This is certainly not improbable. Moreover, 
Pieter did have experince in casting· bells on site. At Venray in 1645, for example, 
he had cast a heavy swinging-bell completely independently, he did the same at 
Sevenum in Limburg in 1653. 

There is also another possibility however. In that same year of 1658, in which 
Pieter was to complete the carillon for Tongerlo (no longer preserved), both brothers 
had together cast a number of heavy bells for the carillon of Our Lady's Cathedral 
in Antwerp. Did this happen in the same foundry? We do not know. It is certain 
though that when Pieter Hemony had to cast a number of swinging-bells for the abbey 
at Ename in that same year of 1658, he was to do so in Ghent. Was this in a temporary 
foundry? It would seem so, as in the autumn of 1658 he informed Antoine de Loose, 
the abbot of that abbey that he would be departing again for Holland at short notice. 
Subsequently he was to be seen in Hasselt in Overijssel, where he was having 
discussions about providing a new carillon. These carillon bells were to be supplied 
as late as 1662 by Fran<;ois. 129 

In the mean time Pieter had arrived at an important turning point in his life. 
In the spring of 1659, he concluded an agreement with the municipality of Ghent for 

129 This carillon was destroyed 
by fire in 1725. 

190 THE BELLS OF THE BELFRY 
IN GHENT ON THE PREMISES OF 
ROY AL EIJSBOUTS AT ASTEN, 
1969 
The delivery of the Belfry carillon 
to the municipality of Ghent in 
1659 caused Pieter Hemony a lot 
of misery. His carillon was 
subject to a thorough renovation 
by Michiels at Toumai in 1948. 
At the end of the 1960s the Belfry 
was restored. At this time the 

bells were brought to the 
Eijsbouts foundry at Asten, 
where they were to remain on the 
premises for about a decade. 
Eventually, the completely 
restored carillon was only to be 
reinstalled in 1980. It now 
comprises 52 bells, of which 24 
were cast by P. Hemony, 1 by 
J. Pauwels, 1 by J. du Mery, 
1 by M. Michiels and 
25 by Eijsbouts. 
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the supply of a very heavy carillon. The casting was to take place in Ghent itself and 
in order to ensure a successful project, all sorts of equipment and raw materials were 
placed at Pieter's disposal. These were therefore certainly not lacking. For his part, 
Pieter obviously had full confidence in this undertaking. In the contract, he had bound 
himself to the supply of a carillon so pure of tone and harmonious that they will be 
displayed and judged by each and everyone who understands them, and in such a state 
of perfection that none better will be found here in this land with reference to their 
weight and proportions, they will be found to be at least as good, pure and harmon
ious as those which he has recently cast with his brother for the towers of the churches 
of respectively Our Lady's and St Michiel's in Antwerp and the abbey of Ton
gerloo.130 

Although rigorous, this description of the quality was not exceptional. Such 
promises were also made in other towns. In Ghent [190] however the authorities were 
to keep the founder literally to the text, and that was to cause Pieter Hemony a great 
deal of misery. Initially however, there appeared to be no problems, for when the 
carillon was finished in that same year and hung in the tower, everyone was full of 
praise. It is true that a number of small bells were condemned, but Pieter had no 
objection to re-casting them. The real problems only started when the magistrates 
decided to add three extra bass bells to the carillon, bells with weights of 13600, 9700 
and 7000 Ghent pounds. 131 They were to be called the triumphants and were not only 
to be used in the carillon, but were also to serve as swinging-bells. The heaviest of 
the three was to be the new Roeland bell, although that was not expressed in the 
inscription. 

The bells were sounded for the first time on New Year's Eve 1660, but after this 
the difficulties started. It was found that the tuning of these bells was not in order. 
The chronicle dating from 1713/ 14 which we quoted earlier (pp. 126 t), provides 
salient particularities concerning this. The greatest difficulty lay in getting the bells 
to harmonise and deciding whether the founder had honoured his contract; for this 
purpose it was necessary for various masters to listen to them and in the same way 
that all chimes are not perfect in the beginning, such is also the case with the bells, 
some of which do not have a perfect tuning resulting in a bad carillon; a number of 
magistrates lost heart, that after so much expense and work, one did not have a perfect 
carillon. 

What is especially striking here, is the fact that less than twenty years earlier 
one could not find a single founder who was capable of producing a well-tuned 
carillon. Pieter Hemony, as one of the inventors of the new carillon art, was put to 
shame by his own discovery. This was hard on a man who had carried out so much 
pioneering work! Attention was also being focused on other aspects however, and 
in particular with the automatic carillons. There was in fact a lengthy debate 
concerning the question of whether, for the sake of audibility, the hammers had to 
be mounted on the outside of the tower and therefore visible to the listeners, or on 
the inside. Even the well-known Dutch carillon fitter, Juriaan Sprake!, was brought 
into the discussions. At the end of the day, it was decided that the hammers should 
indeed be mounted on the outside. The archives however say nothing about the effect 
on audibility. 

There was also a lot of debate concerning the question of what sort of music 

130 The Abbey of St Michie! 
carillon, which no longer exists, 
was cast by both brothers in 
1655. The statement that 
Francois also worked on the 
Tongerlo carillon would seem 
improbable. 

131 A Ghent pound amounts 
to 434 grams. 
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should be placed on the drum mechanism. Louis Toussain, the municipal carillonneur 
had placed a melody on the drum, but Filippus Wyckaert, an outstanding musician 
and bell expert, showed that this tune required no more than sixteen bells, at which 
point a magistrate commented if sixteen bells were enough to play the tune, why was 
it necessary to cast forty ?. Wyckaert was thus asked to provide a drum melody in 
which all forty bells would be used, a request to which he also appears to have 
provided a satisfactory answer. 

All these problems having been solved, there was still a lot of bickering with 
regard to the tuning of the carillon. The Ghent musicians were of the opinion that 
Pieter had in no way honoured his contract. Their greatest objection however, was 
reserved for the three new bass bells. The magistrates accepted this objection, 
although they also realised anger and jealousy can often be found among the greatest 
masters, whereby things which are condemned and pronounced as bad are in fact 
reasonably good. This was reason enough to ask musicians from outside Ghent to 
give their opinions. They therefore asked the advice of a certain Balthazar Richard 
from Brussels who was skilled in composition and as a crumhorn player. The 
magistrates did not realise what they were up against however, for when Richard 
condemned the triumphants and also a number of smaller bells in the carillon without 
batting an eyelid, the flood gates really opened. Pieter Hemony and Louis Toussain 
were to teach him a lesson though. At the keyboard, they exchanged the bell ropes 
for the F and F# bells. The bells were promptly condemned by Richard. After 
Hemony and Toussain had secretly reversed the exchange however, they could claim 
triumphantly that Richard's hearing left something to be desired. 

Subsequently the organist and organ builder Nicolas Royer was asked for his 
advice. He not only confirmed the comments made by Richard, but moreover offered 
to help in re-tuning the heaviest bell. He would seem to have argued that the the 
difference in tuning technique between an organ and a carillon is negligible. The 
incredible actually happened however. Pieter Hemony was summoned to follow the 
tuning instructions as issued by Royer. It thus followed that the wall of the Roeland 
bell was thinned out in the tower with a hammer and chisel, with the aim of obtaining 
the pitch desired by Royer. A bystander commented that as a result of this procedure, 
the bell only deviated further from its correct pitch, this being the reason why the 
operation was halted, after which everything was left as it was. This was the last time 
that Pieter had anything to do with this carillon. For many years however, he was 
involved in proceedings with the municipality of Ghent in order to try to finally obtain 
his money, but he was never to be successful. At some stages a compromise would 
seem to be close, but at other times Pieter did not hesitate to ref er to the gentlemen 
of Ghent as shameless, fallacious ungodly, doleful, fraudulent and other such 
complimentary names. Naturally, such things did little to promote a good relation
ship. 

It is the question, of course, if the objections of the municipality of Ghent were 
indeed just. This, in fact, is . not easy to determine. The largest 'triumfant', the 
Roeland, cracked in 1914 and is at present mounted on a socle behind the belfry [195]. 
The chief witness therefore literally cannot be heard. What remains of the carillon 
may be termed excellent, so that the objections probably say more about the 
professional knowledge of the opponents than about the craftsmanship of Pieter 

191 THE BELFRY IN GHENT 
BEFORE 1641 
Before 1641, the carillon of the 
Belfry in Ghent consisted of at 
least 17 bells which had been cast 
by Jacob Waghevensfrom 
Meche/en. In 1659/61 Pieter 
Hemony (Ghent) provided a new 
carillon with 40 bells. During the 
great restoration of the Belfry in 
the 1970s, the carillon was 
restored by Eijsbouts. 
The current carillon now 
comprises 52 bells, of which 25 
date from 1980. 
A. Sanderus, Flandria Illustrata, 
Coloniae Agrippinae 1641, part I, 
p. 96. Brussels, Royal Library, 
VH27460ELP 

192 CARILLON IN TOWER 

Two views of a carillon in a tower 
with a spacious bell chamber. The 
bells hang in rows. In between 
one finds the tum bier rack for the 
clappers of the manual play. 
The vertical cords lead to the 
keyboard which stands one story 
below. The hammers are also 
served by a tumbler system. 
This is found on the left side. 
The vertical cords belonging to 
this system run to the chiming 
mechanism with drum which is 
stationed two stories below. One 
should note that other towers, an 
open lantern tower for example, 
require other solutions for the 
construction of a carillon. 



195 THE ROELAND BELL 

IN GHENT 

The oldest of the Ghent Roeland 
bells, named after the legendary 
paladin of Charlemagne who died 
in the battle of Roncesvalles 
(778), and whose bugle made a 
deeply penetrating sound, dates 
from 1315 and was cast by 
Jan van Ludeke and Jan van 
Roosbeke. It was re-cast by Pieter 
Hemony in 1660. In 1914 the bell 
cracked and it was mounted as a 
monument on the square next to 
the Belfry. The present Roeland, 
the bass bell of the Belfry 
carillon, was cast in 1948 by 
Marcel Michiels (Tournai). 

193 THE ROELAND BELL 

BY C. DE COSTER 

The literary masterpiece by the 
French speaking Belgian writer 
Charles de Coster (1827-1879), 
La legende d 'Ulenspiegel (1867), 
which appeared in many 
translations and editions. In a 
number of these the illustrations 
were provided by Frans Masereel 
(1889-1972). 
Ch . De Coster, Die Geschichte 
von Ulenspiegel und Lamme 
Goedzak. Miinchen 1926, part I, 
p. 98. Brussels, Royal Library, 
7 B5382LP 

194 THE ROELAND BELL 

BY A.GIRAUD 

The First World War inspired the 
French speaking Belgian author 
Albert Giraud (1860-1929) to 
write the book 'Le Laurier' in 
which there is a fine poem about 
the Roeland bell in Ghent. The 
etching is by Constant Dratz. 
A . Giraud, Le Laurier, Brussels 
1919, p. 81. Brussels, Royal 
Library, Ill 61892 CLP 
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Hemony. An important detail in all this, is the fact that the Ghent carillon is not only 
the largest Hemony carillon, but it also contains the heaviest bells ever cast by one 
of the Hemonys. 

Following the completion of the Ghent carillon, Pieter, according to his con
tract, could have the foundry at his disposal for a further year. This period of time 
ended in the spring of 1661. A year previously he had asked for citizenship, and this 
was actually granted in April 1660. Everything indicated therefore that, for the time 
being, Pieter would remain in Ghent. In addition, in that same year he cast 28 bells 
for the abbot of Ename, his later friend Antoine de Loose. Finally in 1661, he cast 
a second carillon for Ghent, for the Baudeloo abbey, and a series of swinging-bells 
also followed. Did Pieter Hemony subsequently leave Ghent in 1661, when he no 
longer had the municipal foundry at his disposal? It would appear so, as the Flemish 
Hemony carillons which were cast in the years following, were made by his brother 
Frarn;ois in Amsterdam. This was for instance the case with the chimes for Averbode 
(1659/62) and Brussels (1662 or 1663). 132 Pieter Hemony was apparantly not involved 
here. He was to be seen once more in Antwerp, when he was working on the carillon 
there in 1662. That certainly did not involve casting however. Subsequently the book 
was to remain closed until the summer of 1664, when Pieter Hemony moved to 
Amsterdam to help his brother with casting. There were reasons for this, Frarn;ois 
was having health problems. In that year, for example, he had written to the town 
clerk of Utrecht, that although he had promised to go there, since then I have had 
a fluctuating fever so that I have had to spend most of my time lying in bed, all that 
I could do was to be present now and then at the casting of the statue of Justice133 

(!;cnt ~atte t~m <!;db gdte~cn: tt,oft'ir er dn~unbert, 
ft'inf&tgtaufcnb t,oUwerttge l).)funb al5 8tn5 cntrid)tcn 
mu~te. 'fr lie~ pd) awang5tt,dfe bte ®d)ulbt,erf d)rdbung 
&Un1cfgeben, unb ba er tn btefer ~orm aa~lte, mad)te 
er tatfdd)ltd) dn gute5 <!;e, 
fd)d~. 
(!;cnt, f dne ronttter, ~atte t~m 
bet mand)cn <!;eltgcn~dtcn 
ftebe bett,tefcn unb ~dffanb 
gddffet, er aber ffie~ t~r dncn 
~old) tn btc ~mff unb 
tt,ft~lte .brin nad) ~lut, ba er 
ntd)t gcnug rohid) gefunbcn 
~atte. 
~ann f a~te er ,, ~odanbt 11

, 

bte f d)6ne <!;Ioele, tn5 2!uge, . 
lte~ bcn an t~rcn ffl6ppd ~dngcn, ber ®turm gddutet 
~atte, um bte ®tabt aur mertetbtgung t~re5 ~ed)t5 
auf aumfcn. (fr ~atte Mn 'fr barmen mtt 11 ~oelanbt 11

, 

ber Sunge fdner ronttfer, ber Sunge, mtt ber pe au ~Ian, 
bern fprnd); ~oelanbt, bte ftol&e (!;locfe, bk t,on pd) 
fdbff fagte: 

,,W5 mm mt) flaet ban t5't branbt 
2!15 man mt) lut)t ban t5't ftorm tn IDlacnberlanbt." 
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132 The Averbode carillon now 
hangs in the tower of Our 
Lady'sat Huy. The Brussels 
carillon in the former belfry was 
lost in 1714. 

Je suis Roelandt, la cloche au gosier eclatant I 

Au sommet du beffroi d'en bas l'on me voit pendre; 

J' ai sonne dans le ciel Jes gestes de la Flandre 

Et porte pour les creurs dignes de me comprendre 

L'.histoire et la legende autour de mon battant I 

133 The Justice statue was one 
of the images on the then new 
town hall in Amsterdam, the 
present Royal Palace at the 
Dam. 





196 MODEL OF THE CARILLON 

IN THE DOM TOWER AT 

UTRECHT 

In this model, one can clearly see 
how this carillon is constructed. 
The drum is situated on the 
lowest storey with the heaviest 
carillon bells hanging above. 
Subsequently, one comes across 
the playing cabin and arriving at 
the top one finds the treble bells. 
In this tower therefore, the 
carillonneur sits in the middle of 
his bells. It promotes easily 
manageable connections with the 
clappers and a homogeneous bell 
sounds inside the cabin. 
Asten, National Carillon Museum 

197 MODEL OF THE 

DOM TOWER AT UTRECHT, 

c. 1880 
This model shows one of the 
most striking towers in the 
Netherlands. One of the finest 
Hemony carillons is in it (1664), 
as well as the thirteen tone peal by 
Geert van Wou which is unique 
for Western Europe. 
Utrecht, Central Museum 
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yesterday evening, which was, thank God, successful, as a result of my weakness I 
would ask you to excuse me and to postpone our meeting until the coming weeks. 

FRAN(:OIS AND PIETER HEMONY IN AMSTERDAM (1664-1667) 

When Pieter arrived in Amsterdam in the summer af 1664, Franc;ois was engaged on 
a number of carillons, including that for the the~ town hall, now the Palace in 
Amsterdam, and with the carillon for the Dom Tower in Utrecht [196-197]. These 
were to be the finest examples from his whole reuvre ! This successful period was to 
end in great disappointment however, as a result of the commencement of the second 
war with England in 1665, and for the time being, no bells or carillons were to be 
cast. Previously, there had been another such period between 1652-54, during the first 
English War. Antoine de Loose from Ename was also to discover this. He had asked 
if Pieter was prepared to cast a number of small treble bells for his carillon, Pieter 
had to refuse him however. He reported to the abbot that only guns were being cast 
and that bell-founding would have to wait for better times to arrive. Moreover, he 
let it be known, in passing, that his brother was ill and that he himself had been 
suffering from quartan fever for more than a year, with a certain form of malaria 
thus. Pieter's refusal does remain astonishing however, only three small bells were 
at issue, of a size of only about ten kg. each. 

Pieter was, in fact, convinced that it was better not to cast the small bells. 
Although it was true that commissioners or carillonneurs were very keen to include 
the bells in their carillons, once they were installed however, they proved a disappoint
ment and 'al ors ii inpute la fault au mestre'. No, he pref ered to stay out of it. For 
that matter, his brother was of the same opinion. When, for instance, Hasselt in 
Overijssel asked for such small bells in 1662, Franc;ois pointed out that they delicately 
and subtlety lose their resonance. The pitch of the bells is therefore not the greatest 
problem, that is the timbre. In fact the smaller Hemony bells cannot be called a 
success. They clearly rank below that which Andreas Josef van den Gheyn from 
Leuven was to achieve in the 18th century. 

We will, however, return to the artillery for a moment. It seems that the 
Hemonys, just like many of their colleagues in the past, not only cast bells, but also 
cannons. In addition, completely in line with tradition, they also cast bronze sculp
tures and other, smaller bronze ware. It is known that they not only cast mortars [199], 
but also bronze statues. During the period 1662-1665, Franc;ois cast the six bronze 
statues which still stand on the Palace in Amsterdam. They were designed and 
modelled by Hemony's neighbour, the sculptor Artus Quellinus, a native of Antwerp. 

It would have undoubtedly distressed Franc;ois that following the outbreak of 
war he was not able to cast a single carillon. Was he able to do much more in this 
period, than in the spring of 1667 to issue a laudable testimonial for his pupil Franc;ois 
de la Paix? A month later he wrote his will. He died a few days later. On the 24th 
May 1667, Franc;ois Hemony, certainly the greatest carillon founder of all time, was 
buried in the chancel of the New Church in Amsterdam. 134 One of his own bells tolled 
for him, three and a half hours long. 

PIETER HEMONY IN AMSTERDAM (1667-1680) 

It was, of course, only natural that Pieter Hemony would be the successor to his 

134 Neither the grave of 
Fran9ois Hemony nor that of 
his brother Pieter have been 
preserved. 
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brother. That was not to happen immediately however, as only in September 1668 
· was he to be appointed as such. Was this perhaps the first sign that the olden times 
were never to return? It is in any case certain that initially hardly any swinging-bells 
and no carillons were to be cast. More to the point, there was even one in stock. This 
was the carillon that Frarn;:ois had cast for Hulst, but had never been bought by the 
town. In 1668 however, Pieter sold it to Maastricht, where it can still be heard from 
the tower of the town hall. 

It was as late as 1670 before Pieter Hemony was again to cast a carillon. Even 
then, the production was to remain at a lower level than had earlier been realised by 
the Amsterdam foundry. In the glorious years 1657-1667 two carillons per year were 
made, often including very heavy ones. In the period between 1667 and his death in 
1680, Pieter was only to maintain, on average, three-quarters of a carillon per year, 
and moreover, much lighter models. On the other hand though, these Amsterdam 
years were the most productive for Pieter Hemony himself, but what were the causes 
for this reduction in the number of carillons? 

In the first place, a cause of this reduction was naturally the fact that all the 
important towns had, in the mean time, obtained a carillon. 

In the second place, the first serious rival had appeared in the market in the 
person of Melchior de Haze (1632-1697) in Antwerp. We will discuss him in detail 
on pp. 149 f. We only want to state here however, that Pieter Hemony lost a contract 
to him in 1673. Bruges wanted to procure a new carillon and for this reason he was 
invited to the town. It is true that the plan he submitted was agreed to by the municipal 
authorities, but they demanded that the bells be cast in Bruges itself. Pieter had to 
refuse this however. He could not leave the Amsterdam foundry without leadership. 
Although his friend from his Ghent period, the Dominican Filippus Wyckaert, had 
pleaded with the town to let the carillon be made in Amsterdam, it was to no avail. 
Pieter returned home empty-handed and two years later De Haze got the contract. 

In the third place, it was war which was once more to upset the state of affairs. 

198 BRONZE STATUE OF 
ERASMUS, DESIGNED BY 
HENDRICK EN PIETER 
DEKEYZER AND CAST BY 
JAN OUDEROGGE, 
ROTTERDAM, 1622 
This more-than life-size statue of 
Erasmus (1496?-1536) stands by 
the Grote or St. Laurens church 
in Rotterdam. The great Dutch 
humanist is depicted walking, 
clothed in a flowing robe with a 
broad collar and fur-lined sleeves. 
He holds a large book in his left 
hand. The famous architect and 
sculptor Hendrick de Keyzer was 
not able to finish the object; after 
his death 5 May, 1621 his son 
Pieter took the completion upon 
himself. The statue was cast by 
the bell and artillery founder 
Jan Ouderogge. 

199 MORTAR BY FRANc;:ms 

HEMONY, 1661 

The inscription on this cast 
bronze mortar (h. 28 cm) is in 
Latin capitals and reads: 
CAMPANAE MORTEM 

RESONANT MORTARIA MORBOS 

F. HEMONY ME FECIT A 1661. 

In translation: The bells sound 
over the dead, mortars over the 
sick. Franfois Hemony made me 
in 1661. Mortars were used 
intensively both in the home and 
at the chemist for grinding 
medicines and other substances, 
which is why mortars 'sound over 
the sick'. 
Rotterdam, Museum 
Boymans-van Beuningen 



200 PRINT OF A CANON CAST IN 

1762 BY JAN VERBRUGGEN 
It is apparent from this drawing 
that the casting of a canon was 
obviously no small matter. This 
comes from the dossier of a 
lawsuit which was initiated by the 
Raad van Staten in 1770 against 
Jan Verbruggen. The ground was 
the careless casting of among 
other things this canon. On the 
drawing we see scores of places 
where faults are filed away and 
then closed up with bronze plugs. 
It was a perilous practice. Indeed, 
one of the barrels weakened in 
this way could well suddenly 
burst apart in the first shot. 
From: Resolutie van de Raad van 
Staten van den 19 october, 1770. 
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In the disastrous year of 1672, there was not only no activity in bell-founding, the 
same even applied to artillery! Pieter Hemony and other gun-founders therefore had 
no work, as he reported to a friend in Bruges. He was of the opinion, however, that 
there were still many carillons to be supplied. He wrote: If it was not for the fact that 
the war has been so obstructive, there would have been so many carillons to be cast 
here, that I would have needed two years or more to cast bells for all those who have 
spoken to me about it. In reality, he was only to cast four more carillons. 

One of these has entered carillon history as a very notable example, we refer 
here to the carillons that were made in the years 1675/76 for St. John's Church in 
Gouda. What was now the case? In the 16th century, mainly diatonic carillons had 
been made, all be it with the addition of the semi-tones F# and Bb. Following this, 
the Hemonys were the first who made completely chromati.c chimes, 135 although the 
first two semi-tones in the bass octave (C# and D#) were still absent. 136 The reason 
for this was simple. The bass bells were relatively heavy, while the musical practice 
of the times was such that they would never, or hardly ever, have been used. That 
difference in weight was naturally echoed in the price of the bells, the two bass bells 
would make the carillon no less than 20 % more expensive. 

In Gouda, it would also appear that, following the accepted custom, a carillon 
was chosen without the C# and D #. This however, was against the wishes of the then 
young adviser Quirinus van Blankenburg (1654?-1740?), who considered the two 
bells indispensable. A lively discussion ensued whereby Van Blankenburg, who was 
no carillonneur, failed to understand that, in the first place, the bass bells of a carillon 
ought to be used in moderation, and he insufficiently realised, in the second place, 
that these bells were hardly used in playing due to the then generally accepted 
mean-tone tuning. However, he got his way with the Gouda municipal authorities and 
the carillon in Gouda still contains the bells. 

When Dirck Scholl (1641-1727), the famous Delft town carillonneur, heard this 
however, the flood gates opened. He was of the opinion that it would be better if 
the town were to return the bells, even if that would mean financial loss. Van 
Blankenburg defended himself in a pamphlet which has not been preserved. In turn, 
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this was answered in detail by Scholl and his supporters. 137 One of their arguments 
for not procuring the bells was the fact, that in one of the few cases where the bells 
were actually necessary, in the dozen cases out of a hundred in which one cannot miss 
the C # and Du, it is better to transpose the music. 138 Particularly in the case of the 
carillon, this is not difficult as it would not be a terrible noise, as if voices, violins 
and flutes etc. were trying to imitate the bell sound from the towers. 

The gentlemen were never able to agree; even in his old age, Van Bankenburg 
still remembered the affair in great detail. Not without a certain amount of malicious 
pleasure he ridiculed Dirck Scholl once more by relating that when the first work of 
Corelli was published, he [Scholl] picked up the music at a full concert, saying that 
knowing that it was the only copy, I will put it on the fire. In the autumn of his days, 
Van Blankenburg mused that times had changed. 

In preserved letters belonging to Hemony, nothing can be traced of this musical 
battle, and yet this might have been expected, as since 1667 he was exchanging 
increasingly confidential letters with one of his former commissioners, Antoine de 
Loose, abbot of Ename. We do learn from these however, that as soon as his health 
allowed it, the ageing Pieter Hemony constantly returned to his work. His last carillon 
was to be the one for Leiden. It was one of six unordered carillons made, since 1671, 
for stock. The carillons at issue dates from 1677 /78 and was sold to Leiden at the 
end of 1679. The municipality found the chimes too small however and asked Hemony 
therefore to add a deeper sounding bass octave. The founder feared that he would 
no longer be living when he would have to begin work in the spring of 1680. This 
feeling had been following him for some time. On the 25th July 1678 he had written 
to the abbot: 

Pour ma sante elle est toudi comme toutit en bon valons. le ndy aucune 
esperence de recouvrir ma sante, non obstant cela ne me donne aucune melancolie, 
car je me resigne totallement a la vollonte de Dieu. le sait qu 'ii faut mourir tos ou 
tart. le ne desire autre chose a present a mes amis, entre lequel vostre reverance tient 
le premier ran. (For my health is in bad shape. I have no hope to recover it, but 
nevertheless this does not make me melancholic, since I am totally resigned to God's 
will. I know we have to die sooner or later. I desire no other things at present than 
my friends, among whom your reverence ranks first.) 

In this respect, it may be pointed out that the Hemonys had always remained 
catholics, they even had a chapel in their house on the Molenpad where Pieter's priest 
friends Wyckaert and Clarens regularly said Mass. 

Hemony wrote the above letter at a time when he had no single employee 
working for him. He had dismissed them as he was feeling too weak to be giving 

135 For the sake of 
understanding it can be said, to 
put it simply at least, that the 
white keys of a piano are the 
diatonic ones, while the black 
ones are chromatic. When one 
speaks of a chromatic series, this 
implies the diatonic and 
chromatic keys combined. 

136 In the context of the 
mean-tone tuning employed by 
the Hemonys and other later 
historical founders, one should 
really speak of C and Eb . The 
expression, C and D in the bass 
has become so widely used 
however, that we will likewise 
employ it here. 
Mean-tone tuning was one of 

the many non-tempered tunings 
of which the past has such an 
abundance. The essence is to 
aim for as many pure 
majorthirds as possible, albeit to 
the detriment of the fifths which 
are then too small. This system 
gives rise to four unusable 
pseudomajorthirds (in fact 
diminished fourths: C -F, F -Bb, 
G-C and B-Eb) and one 
unusable pseudo-fifth (in fact a 
diminished sixth: G-Eb), 
whereby one cannot play in 
every desired key. 

137 P. Hemony, De 
on-noodsakelijkheid en 
ondienstigheid van cis en dis in 
de bassen der klokken. Delft, 

1678, facsimiles Amsterdam, 
1927 and Asten, 1964. It is 
curious that Hemony is 
promoted as the author on the 
title-page. It is signed however 
by Dirck Scholl and three other 
carillonneurs. It would thus 
seem apparent, also bearing in 
mind the stringent musical 
considerations, that Hemony 
more or less lent his name 
to it. 

138 The essence of this is, that 
when an Eb is necessary in a 
certain musical composition, 
this can be avoided by playing 
all the tones a whole tone 
higher. The Eb then becomes an 
F, the Ca D etc . 

202 PICTURE OF BELL- AND 
GUN-FOUNDRY, JAN LUYKEN, 
1736 
In the six-verse moralising poem 
underneath this print, Jan 
Luyken characterizes the bell as 
an instrument which sends off 
sounds that call for help in 
heaven. 
Jan Luyken, Het menselijk 
bedrij fin hondert taferelen 
[Human behaviour in a hundred 
scenes], Amsterdam, 1736, print 
No. 14 

201 BRONZE CANNON CAST BY 
EVERHARDUS SPLINTER, 1638 
Everhardus Splinter probably 
began his career as bell-founder 
in Haarlem, In 1625, he 
succeeded Henrick Woltersz. 
Wegewaert as bell- and 
gunfounder at Enkhuizen. 
Besides countless swinging-bells, 
a number of his cannons have 
also been preserved. The casting 
and finishing of bronze artillery 
was practised by many 
bell-founders un ti/ the beginning 
of the 19th century. It was 
certainly not the least lucrative 
activity in the bell-foundry. 
This cannon was cast at 
Enkhuizen in 1638 at the expense 
of the Admiralty in Amsterdam. 
The depiction shows the blazon 
of this Admiralty. The 
shield-bearers are two mermen 
who hold a crown of shells above 
the coat of arms. The text on the 
breech reads: EVERGARDUS 

SPLINTER ME FECIT ENCHVSAE, 

or in translation: Everhardus 
Splinter made me at Enkhuizen. 
The figure (2600 A) reflects the 
weight of the barrel in 
Amsterdam pounds. 
Texel, Maritiem Museum 



N I E U W E-J A A R S W E N S C H, 
Ac11 de£: Hecccn Koopluydcn,eo Burgert de, ! tad Amtletdw,voo, de Klock-treck.ert n n de 

WESTER-KERCKS .. TOOREN, 
ANN- 0 1 6 8 7• 

·=,._.., . .,. . .,,.', Ewijl het is ecn plicht voor alle Onderdanen, 
Om hare Ov'righeyt eerbiedigh te vermanen, 

· En dat de faam dit blaafl: de heele Werelt uyr,. 
Verauts degrontiliig uyt d,e Wet en mien fpruyt:· 

>Zoo komen· wy tot u, om ,onfe plichtte toonen,. 
·. 'OJ> hoop U mildigheytone weder fa! bcloo~en. 

·. ~- Wy wenfchen U alt'~ J~luck en Zahglieyt, 
Dat ghy dit Nieuwe-jaar voorf~ighlijck.verllijt: 

Wy li j n het hecle Iaar tot uwen d1enftgenegen; 
Wy die geen ftorm ontzien,gecn_ Hagel ,Sneeuw nog Regen: 

Zoe haaft wy uyt den flaap maar wcrden opgewccltt, · 
Zoo wort U door de Klock de morgenftontontdeckt; 

En wederom wannecr den dagh dc-gint te dalcn, 
En dat wy zij n berooft van Phebus guide ftralen, · 

Zoo wert door ons berocp verkonaight mettcr fpoet, 
Dat men door d' heele Stad de Boomcn iluyten moet; 

N och zijn wy niet geruft,noch mog~n ~y met·fcheyden, 
Maar mocten met gedult cen uur dnev1erverbcyden, 

Tot dat men voor hi:t ldt de Poort-Klock wecler luyt, 
H er welck te zeggen islilat men deP0011efluyt: . 

Des Sondaghs we_derom dan luyen wy de Klocken, 
Om U met vrolickheyt na Godcs Buys te locken~ 

Of fchoon de Kerrick-tijt gegaaa was uyt U zin, 
H et J uyen van de Klock die brenghtfe w~er in. 

Dus zij n wy vroegh en laat bereyt om u. te dte~en, 
Met kriecken van den dagh tot favonts t halfucnen: 

Wy blijven dan voortaan U Dienaars mctmalkaar, 
En wcnfchen U geluck in 't Zaligh Nicuwe-jaar. 

J D.R. 
U E. Dicnfiwilligc Dienaars, 

203 NEW YEAR'S WISHES FROM 
THE BELL-RINGERS OF THE 
WESTERN CHURCH TOWER IN 
AMSTERDAM, 1687 
In these greetings, the bell-ringers 
produce a telling image of their 
activities. By the bell, the early 
morning is revealed to you and 
again when the day begins to fall. 
By our profession it is announced 
with baste, that the barriers must 
be lowered throughout the whole 
town. Until one bears the gate 
bell ring for the last time, which 
indicates that the gates are 
closing. On Sunday we ring the 
bells again in order to entice you 

'I)t l(lock!-trec{err 'tidll de 'T ooren, 

to God's House with joy. 
The bell-ringers took care of both 
civil and church signals. The 
former gradually fell into disuse 
following the French domination. 
Only here and there is the gate 
bell still rung, more as a curiosity. 
Rotterdam, Stichting Atlas van 
Stolk, 1687 
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leadership. Nevertheless, he was prepared to cast the bass bells for the chimes for 
Leiden, although he had a stipulation inserted in his contract in case of him dying 
before having cast the bells. In fact this article did indeed have to become effective, 
as on 20th February 1680 Anna Margaretha Hemony wrote to De Loose: It has 
pleased God to cal/from this life my uncle Petrus ijemony. He was buried two days 
later. No bell was tolled in his memory. 

THE END OF THE AMSTERDAM CARILLON-FOUNDRY (1680-1734) 

Who was to be the successor to Pieter Hemony? This was something in which De 
Loose was also interested. Anna Margaretha answered to the question that it would 
presumably be Mammes Fremy (c. 1651-1684), the son of Mamertus who was a first 
cousin of her father and uncle. This choice appeared to be correct as Pieter had 

' considered him his best pupil. About 1663, as a twelve-year-old, he was already a pupil 
of Frarn;ois, together with his brother Claude, who was two years older. Unfortunate
ly however, it was in no way clear whether Mammes Fremy had, in the mean time, 
learned tuning. Anna Margaretha also had her doubts about this. She asked herself 
whether her uncle Pieter had revealed the ultimate secret, the tuning secret therefore, 
to Mammes. This can unfortunately no longer be determined as the bass octave of 
the Leiden carillon, although made by Mammes in 1680, was destroyed by fire in 1929, 
along with the other Hemony bells. Shortly after the delivery of the Leiden carillon, 
this founder was to disappear from the scene. Was this connected with the fact that 
following the death of Pieter Hemony the municipal authorities decided to put affairs 
in order? 

In appointing Fran9ois Hemony, the municipal authorities had decided, at that 
time, to establish a second municipal foundry on the Molenpad. One foundry was 
already in existence on the Baangracht casting primarly cannons. The head of the 
foundry, Gerard Koster, had died in 1679, and since then no work had been done 
there. This was the reason that after ample discussions, the municipality decided to 
close the foundry on the Molenpad and to appoint Mammes Fremy as municipal bell
and artillery-founder on the Baangracht. In addition, rent had to be paid, a condition 
which the Hemonys had never known. Quite a lot had changed therefore. 

It would seem that Mammes was not able to pay the rent by himself, as this 
was eventually settled by Mammes, together with his brother Claude. A short time 
later, in 1682, things were really to go wrong, for Mammes had agreed to cast a 
carillon for The Hague, though the delivery time was greatly exceeded: at the 
appointed time, he had not yet done anything. When the gentlemen in The Hague 
were confronted with other irregularities, and on the grounds of these judged him 
to be an imposter and a licentious person, the commission was withdrawn. Mammes 
then disappeared quickly from the scene. 

His brother Claude Fremy (1646-1699) who succeeded him in 1683 was hardly 
any better, at least as a bell-founder. In 1684 he had accepted a commission from 
Alkmaar, to cast a carillon for the Weigh-house Tower [204]. He used all sorts of 
excuses to try to explain why the carillon never seemed to be approaching completion. 
When it eventually was completed in the autumn of 1686, there were solely damning 
reports written. A number of prominent carillonneurs and experts stated that as was 
customary they had given their attention, had examined and had played accordingly, 



FRA N<;:O I S A ND PI ET E R HEMONY IN TH E NETHERLANDS AND FLANDERS 147 

but there was no decent octave in the whole instrument and all successive notes were 
pitched too low so that the whole instrument was unfit for use. Moreover, they 
declared that most bells are out of tune within themselves so we assume that it is 
impossible for Fremy to correct them[ ... ] We believe that not a single bell can be 
correctly tuned by Claude Fremy due to a lack of judgement caused by his inability 
to listen properly. 

This could result in nothing else than Fremy's demise, although he did not 
surrender immediately. He was able to find a number of carillonneurs and musicians 
who stated without qualms that all intervals were found to be good and proper. He 
let others declare that the tuning problems -evidently they had discovered that 
something was wrong- would no longer be a problem once the bells were hanging 
in the tower and they were struck in the correct place. It is hardly possible to invent 
something more nonsensical. Were those concerned really so inexpert that they failed 
to hear the poor tuning, or considered it to be dependant on the striking point of the 
bell? We can only be certain that they were not the most prominent musicians and 
carillonneurs, in contrast to the experts who had arrived at such a damning judgement 
and whose number included the Jesuit Jacob Clarens (1640-1694). This native of 
Mechelen, in Flanders, had already been living in Holland for a number of years, had 
known Pieter Hemony very well, and as a result of this, he seemed to know a great 
deal about bell-tuning. He had therefore offered to assist Fremy during the tuning 
free of charge. Claude had haughtily dismissed this however, and Alkmaar was finally 
to order a carillon from elsewhere. 

What Fremy was not able to do in Alkmaar, he did achieve in Leeuwarden. 
Here, in 1687, a carillon made by him was judged to be in order. Was this a correct 
judgement? unfortunately, we can no longer determine that. Although the carillon 
can still be heard daily from the town hall, the bells are no longer in the original 
condition. The tuning was adjusted in 1940, 139 so we can only establish that if there 
was in fact something wrong with the bells, this could only have been the tuning. The 
timbre of the carillon can only be called reasonable in every respect. Beyond the Dutch 
borders, a confirmation of the Alkmaar judgement is to be found however. Fremy 
also supplied a number of bells to foreign parts, these include the still extant carillon 
on the Loreto Church in Prague. Here, one can ascertain that that which the experts 
had disapproved of in Alkmaar, was in fact justifiable. Equally, one must state that 
in a period of hardly fifty years, the musicians had become more emancipated and 

. demanded the highest quality. The carillons as made by both Hemonys were to set 
a standard that was to continue for ever, much to the detriment of many bell-founders 
who were to follow them. 

Although in 1698 Claude Fremy provided a number of preparation bells for the 
Kremlin in Moscow, an order directly related to the visit of Tsar Peter the Great to 
the Netherlands, his role a~ a bell-founder was really completely exhausted . Around 
the turn of the year 1698/ 99 he died at the age of about fifty. Within a year, a whole 
new situation was subsequently to develop. When Fremy's widow married the 
gun-founder Jan Albert de Grave (c. 1666-1733/ 34), a short but excellent partnership 
arose between de Grave and the ex-master-apprentice Claes Noorden (1633-1716) 
[206]. It is interesting to note that Nooren was 66 years of age at that time! He had 
been acquainted with the foundry for many years as he was already employed as a 

139 The tuning adjustment was 
so bad that a second re-tuning 
proved necessary in 1969, 
especially since the 17th century 
mean-tone tuning had been 
destroyed in the process. 

204 THE WAAG TOWER 
ATALKMAAR 
A late 17th century drawing of 
the Waag tower at Alkmaar and 
its carillon (1688) by the 
Amsterdam artist Anthonie 
Beerstraten. 
Rotterdam, Museum 
Boymans-van Beuningen, H 184 



205 THE WORLD'S HEAVIEST 

BELL, RED SQUARE, MOSCOW 

The heaviest bell in the world, 
with a weight of about 210,000 
kg, has never sounded. The first 
casting, by Ivan Motorin in 1732, 
wasafailure because two of the 
four furnaces exploded. In 1733, 
his son Mitchail succeeded in 
completing this enormous job. 
However, when the bell hung 
from a provisional hoisting 
scaffold it crashed down and 
a piece weighing 11,000 kg 
broke off. 
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journeyman-founder by Frarn;:ois Hemony in 1662. Now, almost forty years later, he 
was about to follow in his footsteps, and with success. The well-tuned carillons which 
were from then on to leave the foundry, would have undoubtedly been tuned by 
Noorden and not by de Grave, as the latter had never learned this art. 

The number of carillons made by both foun:ders is small, and moreover, most 
have disappeared. For example, the carillon which they supplied in 1709 to the Park 
abbey at Beverlee, was later to move to Leuven where it was finally destroyed by acts 
of war in 1914. They cast another large carillon in the years 1714/ 15 for the Abbey 
Tower in Middelburg. These chimes were spoken of very highly by carillonneurs and 
experts until recent times. Unfortunately, they were likewise destroyed by war actions 
in 1940. Their third large carillon was supplied to the Kremlin in Moscow. This 
carillon is to be found there in the Spasski Tower, in a stEite of terrible neglect and 
where it remains silent. 

Things were not always to be easy for Noorden and de Grave however. In 1714, 
a formidable rivalry was to emerge with the Antwerp founder Willem Witlockx. This 
will be dealt with in detail on pp. 152 f. Here, we can only state that this competition 
remained undecided, as Brussels finally failed to order a carillon. Claes van Noorden 
was to die a short time later in 1716. 

It was only natural that Jan Albert de Grave would succeed him, of course. In 
the mean time however, times had changed. There were not only more competitors 
increasingly to be found in the market, but in addition, there were many fewer 
carillons cast than had previously been the case. De Grave was only to make two large 
carillons, both were foreign orders. The first was for the Parochialkirche in Berlin 
(1717) [258] and the other for the Garnizonskirche in Potsdam (1721). Both sets of 
bells were unfortunately destroyed in the last war. Nevertheless, we know that their 
quality must have been very reasonable. The same can be ascertained from the much 
smaller bells which De Grave added to the Symon carillon in Hattem around 1725. 140 

Curious happenings were to occur during the manufacture of the Berlin carillon. 
Originally the commission had been awarded to the Berlin founder Johann Jacobi. 
The man was undoubtedly a very professional bronze-founder, though he did not have 
the slightest understanding of bells. As a founder, he thought it strange that he was 
expected to tune the bells. As a result, he asked the help of Johann Michael Roder. 
Both failed to realise, however, that the tuning of bells was more complicated than 
the tuning of an organ, for instance. Such a mistake was to be a frequent occurence. 141 

When Jan Albert de Grave died in 1733/ 34, no carillon-founders were to be 
discovered, for the time being, in the Netherlands. 142 It is true that later in the Western 
Provinces bell-founders tried to make a carillon, but their attempts were repeatedly 
to end in complete failure. Only in 1932 was there to be a Dutch founder who was 
able to make a well-tuned carillon (pp. 258 f). As far as historical carillon-founders 
are concerned, only four names are of significance in the Netherlands, ie. 1643-1680 
Franc;:ois and Pieter Hemony and 1699-1734 Claes Noorden and Jan Albert de Grave. 
There are no more ! 

140 This carillon is now to be 
found at the National Carillon 
Museum in Asten. 

141 One of the last occasions on 
which this happened was in 1905 
when the swinging-bell founder 
Oberascher received a 

commission from Munich to 
cast a carillon for the new town 
hall . It became apparent"that he 
was no carillon-founder, as 
these bells top everything with 
regard to being out of tune ! 

142 The Amsterdam municipal 
foundry was to close down only 
in 1821. However, its 
significance for Dutch 
bell-founding had long since 
disappeared. 
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The Flemish carillon-! ounders 

MELCHIOR DE HAZE (1632-1697) IN ANTWERP 

206 SWINGING-BELL BY 
CLAES NOORDEN AND 
JAN ALBERT DEGRAVE, 
RADBOUD CASTLE, 

MEDEMBLIK, 1703 
The founder Claes Noorden, 
master-workman of the Hemony 
brothers, cast a number of 
well-tuned carillons together with 
his partner Jan Albert de Grave. 
They adopted partly the Hemony 
motifs for the decoration of their 
bells. 
On the upper side of the 
inscription on this bell (h. 75 cm), 
there is a frieze showing 
interwoven forms with acanthus 
leaves and four cherubs making 
music. These are playing on an 
inverted bell, a carillon, an 
upright bell and a triangle. Under 
the inscription there is a frieze 
with hanging acanthus leaves with 
in between an apple, a stylised 
French lily, a bunch of grapes 
and a pear. 
The well-known Radboud Castle 
was bought by the state in 1889 
and restored by the architect 
Van Lokhorst in 1890-97. 
Asten, National Carillon Museum 

The fact that the Hemonys trained pupils -and that was and is quite normal- had as 
consequence that they not only hoped for good successors, but also had to reckon with 
competition in the future. One of these pupils was presumably Melchior de Haze ( 1632-
1697) in Antwerp [208]. Presumably, because no direct evidence can be provided for the 
relationship; nevertheless, there are unmistakable indications that it was so. 

In the first place, Melchior's father was churchwarden of the Cathedral of Our 
Lady in Antwerp when Fran9ois and Pieter Hemony provided two carillons for the 
church in 1654/ 55, 143 and subsequently when they again came to extend the town 
carillon in 1658. Did the son become acquainted with the casting process from close 
quarters and did this exceptional scene make a permanent impression on him? 

In the second place, Melchior de Haze followed exactly the same method as the 
Hemonys, in particular ~ith respect to the tuning technique. It is then highly 
improbable that he developed this independent of them or learnt it from someone else. 

It is striking that although the first bell made by De Haze dated from as early 
as 1659, he only made his first carillon in 1673. This was for the monastery in San 
Lorenzo de el Escorial near Madrid, in shortened form, the Escorial. 144 The carillon 
had been ordered from De Haze two years earlier by the Spanish governor in Flanders. 
Two years later, in competition with no one less than Pieter Hemony, he gained the 

143 Here a remarkable situation 
presented itself in that both the 
municipality and the chapter 
each had its own carillon. This 
came to an end in 1954 when the 
chapter carillon was moved to 
the St Katherinatower in 
Hoogstraten. 

144 With the exception of a 
number of larger bells, the De 
Haze carillon was lost in a fire 
in 1821. With the help of these 
bells, Eijsbouts reconstructed 
the original carillon in 1988. 

207 HABIT D'ORLOGEUR, 
END 18th CENTURY 
A clock-maker, in an imaginary 
outfit, is holding a clock in one 
hand. Tools and dials hang 
around his waist, while around 
his neck and on his head a clock is 
visible on which there are eight 
small bells played by hammers 
and a bowl-shaped chime. In a 
clock too, automatic chimes, even 
if they are small, can still let their 
controlled sounds be heard. 
Rotterdam, Sichting Atlas van 
Stalk, nr. 4001 b: I 



209 SWINGING-BELL BY 

PETRUS MICHELIN, 1668, 

VIERLINGSBEEK 
This small swinging-bell, with a 
diameter of 45 cm, was cast by 
Petrus Michelin, probably a 
brother-in-law of Franfois 
Hemony. Nevertheless, this bell 
can be termed a failure in all 
respects. The sound is inhibited, 
shrill and particularly cut of tune, 
even for a swinging-bell. In 
addition, the casting is bad. 

208 MELCHIOR DE HAZE 

(1632-1697). PRINT BY J. VAN 

REESBROEK, END 17th CENTURY 

It is presumed that the Antwerp 
bell-founder Melchior de Haze 
learned his profession from the 
Hemony brothers. With varying 
success, he cast small bells as 
extensions to existing Hemony 
carillons, including the town hall 
of 's-Hertogenbosch (1691) and 
the Dom at Utrecht (1695), as 
well as for other carillons such as 
the belfry in Bruges (1675180), 
the Escorial in Madrid (1674) and 
St. Jacob's tower in The Hague 
(1686/ 87). 
Brussels, Prentenkabinet 

The inscription is written in Latin 
capitals and the matrix edges of 
the letters are still clearly visible. 
The inscription reads: 
S LA VRENTI ORA PRO NOBIS 
HENDRICK CELEN IN 
VIERELINCXBEECK 1668 
P. MICHELIN ME FECIT. 
On the flank under LA VRENTI 
there is a relief -surrounded by a 
braided border motif- showing a 
crowned Virgin Mary with Child, 
holding a sceptre. 
Asten, National Carillon Museum 
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contract for the carillon for the Halletoren in Bruges. In passing it can be said that 
Hemony had a lot of respect for De Haze. This delivery was a success, for although 
this carillon was destroyed by fire in 1741, and we therefore cannot judge the quality 
by listening, the various examination reports speak about it in commendable terms. 

I 

There was only an observation concerning one bell. This sounded dull and dead. It 
was on this point that De Haze was to have a lot of difficulties. In The Hague, that 
was to become a real drama. 

On the 3rd April 1686, Melchior de Haze promised the authorities in The Hague 
that he would make a carillon for the tower of St Jacob's with the same sound as 
that on the town hall in Amsterdam [304]. That was no small promise, as that carillon 
reckoned to be one of the Hemonys' best works. On the other hand, such reckless 
promises were often made, and they were often made light of when the results were 
less than had been originally promised. In The Hague however, the contract was 
followed to the letter, at least in the case of the most prominent adviser, the Delft 
municipal carillonneur, Dirck Scholl. When the new carillon was examined by Scholl 
and his fellow advisers, the flood gates really opened. Scholl and his colleagues 
declared that the new carillon does not resemble remotely that of Amsterdam. Scholl 
found that some bells sounded like a cracked mortar, while the whole gave a thin and 
shrill sound. This is where the trouble started, for although De Haze re-cast many 
bells, the carillon sounded no better to the ears of the examining carillonneurs. Some 
of them did adopt a more moderate tone by pointing out that it may be true that this 
carillon was not as fine as the one in Amsterdam, but considered on its own merits, 
it was very reasonable and acceptable. The affair grew increasingly more personal and 
none of the parties wished to concede anything. 

At a certain moment De Haze thought it a good move to promote the Flemish 
Father Jacob Clarens as an examiner. The town, who it is true, continued to accept 
the unabridged negative comments of the examiners, accepted this proposal. Clarens 
also had some critical observations however, and he considered De Haze as very 
mercenary and ambitious. Eventually he attempted to convince the Hague authorities 
to adopt a more flexible position by, among other means, writing: what is wrong with 
wanting every bell in particular to sound like the best of Mr. Hemony's? The 
authorities did not fall for this however. Clarens had every reason for this comment 
though, in the mean time Claude Fremy had appeared on the scene, in the hope that 
he might be allowed to better De Haze's work. Clarens could not bring himself to 
show respect for the man however. He pointed to a highly suspicious positive report 
of a poor Fremy carillon, but I do not dismiss it he added significantly. In addition, 
he warned that if Fremy bells were to come to The Hague, there would always be 
an examiner to be found who would approve of the work. 

This of course would be an eternal defamation of the fairest place in the united 
Netherlands. Nevertheless, the unbelievable happened: the municipality ordered a 
completely new carillon from Fremy. It would seem that Scholl played a somewhat 
unsavoury role in this. He was in fact a good friend of Claude Fremy and would 
therefore have favoured him as adviser. The contract was never put into practice 
however-Fremy did not progress any further than one bell ! 

In the mean time De Haze regularly re-cast bells, which were subsequently 
condemned by Scholl, and passed by Clarens. Relationships also deteriorated more 

145 When the De Haze carillons 
on the Waag (weigh-house) and 
the Grote Kerk (Great Church) 
were restored by Eijsbouts in 
1967, seven very dull-sounding 
bells were put out of use . The 
slightly more acceptable 
examples were put together to 
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and more and increasingly stronger language was used. When, for example, Scholl 
was accused of bias in favour of Fremy, he answered that he had absolutely no interest 
in De Haze, but he was confronted with wickedness of his beastly out of tune inferior 
bells/219]. The casting and inspecting of bells remains very much a human occupation. 

When we look at the whole affair again, it must first be stated, on the grounds 
of other examples, that De Haze cast a short sounding bell, therefore one with little 
sonority. It was the direct consequence of an inferior casting technique. This clearly 
audible shortcoming cost him dearly in The Hague, although this gave no problems 
at the delivery of his two carillons for Alkmaar in the years 1687-1689, despite the 
fact that his carillon for the Great Church also contain some rather dull-sounding 
bells. 145 

In addition however, one of the initial reasons why the Hague carillon never 
got off the ground was the fact that the fitting was wretched. The carillon could hardly 
be played on! Finally, when we now listen to the carillon of St Jacob's in The Hague, 
we may declare, that although some of the De Haze bells were re-cast in 1931, the 
rest certainly sounds very reasonable. To be fair, it must be added that it does not 
sound as fine as the relevant Hemony carillon in Amsterdam, but at the time, who 
was capable of that? 

One of the last carillons which Melchior de Haze made was for what is now 
called the Regierungsneugebaude in Salzburg. It was sold in 1695 though it was cast 
in 1689, so at that time it was clearly made for stock. Buyers were few and far between 
however. The golden period of carillon deliveries had definitely past. The carillon was 
brought from Antwerp to Salzburg in two carts. The fitting was limited to the drum 
mechanism; the keyboard for hand playing was never connected. 146 How does the 
carillon sound? Certainly not fine! It is true that the bells were re-tuned in 1851 with 
permission of the Mozarteum, which was certainly not an improvement, but in 
addition, one can always hear that a fine timbre is lacking in some bells. 

WILLEM WITLOCKX (DIED 1733) IN ANTWERP (212] 

When Melchior de Haze died in 1697, it seemed for a time that his son-in-law, 
Jeronimo Lenaerts, would be his successor. However, that was eventually to be 
Willem Witlockx, though it is in no way certain that he learnt the profession from 
De Haze. In the year in which De Haze died, he was known, among other things, 
as a maker of musical instruments. It is only in 1705 that we learn something about 
his relationship with the tower instrument. Two years earlier, the Lorraine bell
founder Alexius Jullien (1662-1734) 147 received a commission from the town of Lier 
for a carillon, thus explaining why he moved from Weert to Lier. Jullien however 
was no carillon-founder, so that the bell tuning was a complete failure. The result 
of this, was that in 1705 an agreement with Witlockx was reached concerning the 
tuning of the carillon. Wttlockx, a beginner in the profession, succeeded in creating 
a very reasonable piece of work. It is true that the examiner failed to ascertain ultimate 
perfection, but it was added as extenuation that such work can never be cast or tuned 
in ultimate perfection. The still extant Lier bells do indeed bear witness to this. Where 
did Witlockx learn bell-tuning? We do not know, although when viewed geographi
cally, it is De Hazes's foundry that is naturally the most eligible. 

Witlockx appeared to be not only a good bell-founder, but also a carillon fitter. 

make an automatic carillon in 
the Chapel Tower, and the 
remaining better sounding bells 
were divided between the Waag 
and the Grote Kerk with 
contemporary additions in the 
style of De Haze. 

146 In this carillon, the drum 
mechanism and its action have 
been preserved in remarkably 
original condition ! 

147 A. Lehr, Alexius Ju/lien. 
Lotharings klokkengieter te 
Weert en Lier, in : 't Land van 
Ryen, 18 (1968), pp. 54-87 . 

210 DECORATION AND 
INSCRIPTION ON A BELL FROM 
1680 BY PETRUS OVERNEY, 

BOLSWARD 
The inscription in Latin capitals is 
surrounded on both sides by a 
circular border with acanthus 
leaves. On the flank there is a 
coat of arms, a double-headed 
winged eagle and an imperial 
crown. Underneath there are four 
letters: SPQB which means: 
Senatus Populusq ue Bolswardus, 
or The municipal authorities and 
the people of Bolsward. 
The bell, with a diameter of 
68 cm, was broken up and re-cast 
in 1955. Before this it hung in the 
town hall of Bo/sward. 
Enkhuizen, Maritiem Museum 



211 THE ALARM BELL IN THE 
'RAY CATCHERS' LEGEND, 

HENRI SCHAEKEN, 1879 

Bells often play an absorbing and 
remarkable role in folklore. 
A striking example of this is the 
legend of the ray catchers, a 
seventy two verse poem that first 
appeared in Meche/en in 1687. 
The story goes that a fishmonger 
lost a ray from his fish barrow. 
The inhabitants of Weert were of 
the opinion that the devil was 
involved, they immediately took 
up arms against the ray and .. • 
sounded the alarm bell as a sign 
to take up arms for the fight. 
Weert, Town hall 

152 THE BAROQUE 

In 1709, the priest of St Jacob's in Antwerp interceded in the proposal that Witlockx 
should go to Salzburg to provide the De Haze chimes with a keyboard. The plan never 
went through however. In 1711, he cast the carillon for Ostend, which is no longer 
preserved, and in 1714 he finally became engaged in fierce competition with his 
northern colleagues Claes Noorden and Jan Albert de Grave. In this, Witlockx 
showed himself to be thoroughly well-grounded theoretically and certainly ready to 
fight. What exactly happened? 

After the belfry in Brussels had caved in on the 25th July 1714, the municipality 
considered not only the re-building of the tower, but to procure a carillon once more. 
For this, the Amsterdam masters Noorden and De Grave were turned to. This was 
the most obvious move, as who else in the Low Countries could do it better? Witlockx 
however considered it an incomprehensible step. It was tt:_ue that he thought both 
founders delivered work of excellent quality, but why go abroad when the same 
quality could be realised by professionals at home? In order to prove this, he had 
set up a playable carillon in his own foundry where, among others, Jacques Boutmy, 
the famous organist of St Goedele's in Brussels, as well as the carillonneurs of Lier 
and Bruges, came to listen. Boutmy, in particular, was exceptionally enthusiastic. He 
established that each bell is particularly stable in a chord with it's consonants without 
the slightest fluctuation, this is nevertheless common to all the bells and together they 
sound in complete, perfect harmony. There was more however: Witlockx had not 
tuned the bells according to the old well-tried mean-tone tuning, but in such a way 
that the player had far greater musical freedom in the choice of keys and chromatic 
notes than had previously been the case. 148 He also indicated his discovery to King 
Charles of Austria, adding that he had discovered all this due to long study, the 
greatest effort and excessive costs. In this repect, he made no effort to hide the fact 
that he had surpassed the best masters, among which the most famous were Pieter 
and Franrois Hemony. 

Brussels was not very impressed by all which this, would seem reasonable as 
Boutmy, although undoubtedly a very talented musician, was not a carillonneur and 
therefore did not have the training, or the experience, to know what to look out for 
during a carillon examination. Nevertheless, the authorities wanted to be absolutely 
sure of the facts of the affair. For this reason, the municipal carillonneur of Brussels, 
Paulus Nijs, was sent to Amsterdam to likewise examine a carillon that was in stock. 
Apparently however, there was quite a lot of backbiting, as he wrote, among other 
things, the following from Amsterdam: with reference to the ill-intentioned who say 
that this work has been condemned, this is here regarded as mean. 

The argument seemed to be going more in the favour of Noorden and De Grave, 
when they gained the contract for the heavy carillon for the Abbey Tower at 
Middelburg. [213) 149 It was certainly the most important carillon that was to be made 
since the death of Pieter Hemony in 1680. Witlockx had little to offer by way of 

148 The problem of how to 
tune an instrument with notes at 
a fixed pitch, such as an organ 
or a piano, can be summarised 
by stating that the division of 
the octave into twelve semi-tones 
can be carried out in such a way 
that either not all intervals are 
given their natural, pure and 
therefore most pleasing 
relationship, but they can all be 
used, or not all intervals can be 
used, but the ones which can be 
are as pure as possible. 
In practice, since the 18th 
century the first solution has 

nearly always been chosen, an 
unimpeded use of all twelve 
tones in the octave. This is 
possible due to the fact that 
even the musical ear quickly 
adapts to tonal impurities and 
differences of intonation. 
Nevertheless, discussions 
regarding this subject continue 
into the present day. 

149 The carillon was lost during 
wartime action in 1940. 

150 With the exception of four 
bass bells, this carillon was 

replaced by the English founders 
Gillet & Johnston in 1928. 
Several Witlockx bells from this 
carillon are to be found as 
swinging-bells in small and large 
towers throughout the 
Netherlands. Small bells from 
this carillon are also in private 
hands. 

151 This bell was so called as it 
was rung during the annual 
procession of the Holy Blood . 
The bell was lost during the 
Halle tower fire of 1741. 
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opposition, unless it was to say that at least he ought to cast the brass drum for the 
Middelburg chimes. By disguising his intentions somewhat in saying this, he attempt
ed to make his point with the king.· It was to no avail however, it was really also 
unnecessary, as Brussels eventually failed to order a carillon at all ! 

When one wants to determine the quality of the work of Willem Witlockx, then 
one can say from the evidence of the preserved bells in the carillons in Tienen 
(1713-1717) and Breda (1723), 150 that he was an excellent craftsman. The casting 
quality of his bells is definitely sufficient, it despite the fact that was exactly with 
reference to this point that in the period 1718-23, he had a lot of problems with Brug es 
regarding the so-called Holy Blood bell. 151 

150 With the exception of four 
bass bells , this carillon was 
replaced by the English founders 
Gillet & Johnston in 1928. 
Several Witlockx bells from this 
carillon are to be found as 
swinging-bells in small and large 
towers throughout the 

Netherlands . Small bells from 
this carillon are also in private 
hands. 

151 This bell was so called as it 
was rung during the annual 
procession of the Holy Blood . 
The bell was lost during the 
Halle tower fire of 1741. 

212 PORTRAIT OF WILLEM 
WITLOCKX (DIED 1733) ON THE 
ANTWERP WATCH BELL 
The Antwerp bell-founder 
Willem Witlockx not only cast a 
new carillon of 36 bells in 1730 
for the royal palace at Mafra near 
Lisbon, but also an eleventh hour 
or watch bell which was hung in 
the tower of Antwerp Cathedral. 
Since 1930, this has been 
preserved in the Vleeshuis
museum. 
The text on the front of the bell 
reads: I am restless, as every 
night/ I drive the citizens from the 
streets and the guards to their 
sentry posts/ by my sound I order 
the taverns to close/ and everyone 
to go to rest and I drive away all 
unvest. On the rear side of the 
bell there is an inscription around 
the border of an oval medallion 
with a portrait of a man: 
Guilielmus Witlockx Antwerp 
bell- and carillon-founder. 
Antwerp, V/eeshuismuseum 



213 THE ABBEY OR THE COURT 
OF ZEELAND AT MIDDELBURG, 
PRINT BY J.C. PHILIPS 1746 
In the Abbey tower, one of the 
heaviest bells in the Netherlands 
is visible. It is a bell (diameter 
213 cm, weight c. 6,150 kg) cast 
by Claes Noorden and Jan Albert 
de Grave in 1715. It is the only 
bell of this once fine carillon that 
survived the wartime destruction 
in May 1940. 
Rotterdam, Stich ting Atlas van 
Stolk, n ° JI, part 23, p. 56 

154 THE BAROQUE 

If one wants to form a really good judgement concerning the capabilities of 
Witlockx, one must then go abroad, to Mafra in Portugal. The manufacture of that 
carillon was preceded by a most curious history. 152 The story goes that at the time 
of the building of his palace at Mafra, King John V journeyed through Flanders and 
used the opportunity to hear countless carillons.,/ didn't know that they were so 
cheap, I want two!, and thus it happened. One carillon was cast in 1730 by Witlockx, 
the other was made in the same year by Nicolas Levache of Liege. That made by 
Witlockx was to be an excellent set of bells, both as regards sound and tuning. In 
particular, the very heavy and sonorous bass bells deserve a great deal of praise. It 
is true that the tuning is less accurate than in carillons made by the Hemonys and 
De Haze, but when one listens to the total work, one cannot say anything other than 
that it is a fine set of bells. 

Undoubtedly this good quality was the reason that Jacobus Zeemans, the 
municipal carillonneur of Breda who had obtained a Witlockx carillon in 1723, 
advised Nijmegen to buy its new carillon from Witlockx. Unfortunately the plan could 
never be put into practice as Witlockx died in 1733. The municipality thought it 
sensible to order the carillon from Jean Baptiste Levache in Liege, the brother of 
Nicolas who had cast the second carillon for Mafra. Neither Nicolas or Jean Baptiste, 
however, were capable of producing a well-tuned carillon. The very off-key Levache 
chimes in Mafra still bear witness to this. The Portuguese King John V and his advisers 
however, who had no understanding of carillons, accepted the off-key chimes. In 
Nijmegen, that was to be different and on pp. 185 f we will hear all the necessary 
details! 

The death of Witlockx marked the end of a period in carillon history, as in the 
northern Netherlands the last carillon -founder, Jan Albert de Grave- had died in 
1733/ 34. In the following two centuries, casting of carillons was only occasionally 
practiced there, and moreover, to an extremely low standard. In the Southern 
Netherlands, several carillon-founders had died at about the same time. It was true 
that Witlockx was certainly the most important of them, although founders such as 
Andreas Frans van den Gheyn (1696-c. 1730) in Leuven, Alexi us J ullien and also 
Antoine Bernard (died 1734) had made a modest, and sometimes very modest, 
contribution to Flemish carillon art. Also in the 1730s, Nicolas Levache moved to 
Portugal permanently, but no one would have been sorry about that! In the rococo 
period, 153 a new generation of carillon-founders were to try their chances, at least 
in the Southern Netherlands. 

The fitting of the 17th century carillon 

THE FITTING FOR FREEHAND-PLAYING 154 

Anyone who visits a tower such as the Halle Tower in Bruges, and sees that huge drum 
mechanism in one of the attics, must be astonished that one constantly speaks of 
bell-founders, though hardly ever about carillon builders. These were the mechanics 
who hung the bells, who connected the clappers to the keyboard and the hammers 
to the often newly constructed drum. Were these activities of no importance then? 
Is the quality of a carillon exclusively dependant on the bells and not on the action, 

152 A. Lehr, De twee 
klokkenspelen op het Nationaal 
Paleis te Mafra . Een verslag van 
de huidige toestand. Asten, 
1984. 

153 In the original Dutch text, 
the rococo is referred to as De 
Pruikentijd, literally meaning 
the wig period. This name was 
chosen after the classification 
made by W.H. Thijsse, in: 
Zeven eeuwen Nederlandse 
muziek. Rijswijk, 1949. 

154 A. Lehr, Met losgemaakte 
ringkraag en in hevig zweet. Een 
orienterende verkenning in oude 
beiaardtracturen, in : Jaarboek 
van het Vlaams Centrum voor 
Oude Muziek, I (1985) , 
pp. 109-222. 
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in other words the mechanism by which the bells are made to sound? Certainly not ! 
Further research rapidly demonstrates that there was a remarkable discrepancy 
between, on the one hand, the care that was lavished on the action for hand-playing, 
and on the other hand, the care for the automatic quarter-hour chimes. 

In contrast to the drum mechanism, the purchase and maintenance of the 
hand-playing mechanism has hardly left any traces in the archives. This is really to 
be expected however. The action for this part of the carillon consists mainly of a 
keyboard (215], the clappers and the connecting wires, together with a number of 
small accessories such as repeating springs etc. In line with this simplicity, the founders 
had no problem whatsoever in setting up a temporary carillon in their workshops. 
The bells were then hung in a provisional/permanent wooden or iron bell frame, the 
keyboard was placed underneath for the subsequent connecting of the clappers to the 
keyboard batons with the aid of what was later to be called the breech system (214) .155 

It could not be simpler ! 
Many examples can be quoted of this method, which, among other things, was 

used in the foundry during bell examinations. It was also employed in other situations 
however. Fran9ois Hemony, for example, had the commercially attractive habit of 
sending a trial carillon to a potential customer. He did this, for example in Doesburg 
(1655), Brielle and Rotterdam (1660), Haarlem (1661) and Hasselt (1662). In this 
regard, he wrote to the municipality of Rotterdam that one can easily, and almost 
without expense, hang [the bells] on ropes in one or two days [and] play them. In 
Haarlem in 1661, it was decided that the founder would supply a carillon for the tower 
of the Great Church for a trial, and at his own expense. Fran9ois was sure of the 
situation, of course, for with the sole exception of Cologne in the beginning of the 
1650's, all carillons sent on trial were accepted by the potential commissioners. 
Whether everything was perfectly in order in such a trial situation is, naturally, open 
to doubt. We know, for example, that in Alkmaar in 1687 when the carillon was 
assembled for the Waagtoren (219), the fixing of the action for both hand-playing 
and the drum each required about a week, longer therefore than the duration 
previously mentioned. On the other hand, it is less than is currently the case! 

The examples show clearly that little attention was paid to the erection of a 
carillon with hand-playing, and moreover, it was not complicated. This is reflected 
in the fact that hardly any bills for the erection of a hand-playing carillon are to be 
found in the archives, and if they are present, it appears time and again that the 
carillon was erected by someone other than the founder. Apart from a construction 
for an examination or demonstration, the founder in question was almost always not 
involved. Only in sporadic cases does he seem to have been involved with the action 
as well as the casting. An exception to this was Willem Witlockx in Antwerp, who 
at the beginning of the 18th century was supposed to go to Salzburg to provide the 
De Haze carillon with a ~eyboard. 156 

155 The most simple breech 
connection consists of a 
horizontal wire stretched 
between the underside of the 
clapper on the one hand, and a 
fixed point in the bell-chamber, 
for instance an upright in the 
tower, on the other. About 
half-way along the horizontal 
wire, a vertical wire is connected 
to the keyboard below. As soon 
as the vertical wire is pulled 
down because the key has been 
struck , the clapper will be pulled 

towards the bell . Naturally, the 
measurements of the breech 
have to be carefully chosen. If 
this is not done correctly, the 
breech can be inadmissibly 
heavy and/ or the bell is struck 
either too hard or too softly. 
The musical consequences of the 
breech system are dealt with in 
particular on pp. I 90f. 

156 Only since World War II 
has it been usual for the 
bell-founder to install his own 
carillon in the tower. 
Nevertheless, the Van Bergen 
carillons for Middelburg and 
Zutphen were still fitted in the 
tower by Eijsbouts in 1950 and 
1955 respectively . Prior to 1940 
Eijsbouts was active purely as a 
carillon installer. In Belgium, 
Clock-0-Matic [216) is now 
working as an installer at 
Herent. 

214 BREECH CONNECTION 
The simplest form of a breech 
connection. The dotted lines 
make clear that, as soon as the 
key -at the bottom of the 
drawing- is pressed down, the 
clapper will move towards the 
bell. 

215 CARILLON KEYBOARD 
FROM THE 19th CENTURY IN 
THE SOUTHERN TOWER IN 
AMSTERDAM 
The carillon keyboard (now out 
of use) in the Southern tower in 

··--- ••• :.-.-J:·.-:::::l 

Amsterdam has a Dutch pedal 
that is hinged under the j,xed 
bench. The keyboard is now on 
display in one of the attics in the 
tower. 



216 CARILLON INSTALLER 

CLOCK-0-MA TIC AT BERENT 

Inside view of the workshop of 
the Herent carillon installer 
Clock-0-Matic. The bells are by 
Eijsbouts from Asten. 

156 THE BAROQUE 

It was therefore someone other than the founder in question who installed the 
carillon. For example, the organ builder Govert van Pisa was given the task of fitting 
the bells (no longer preserved) for Utrecht town hall in 1644. In his contract we find, 
among other things, that he had to make a new keyboard for the playing bench. We 
must also remember Jacob van Eyck in Zutphen, with, his colleague Lucas van Lennick 
he was occupied for three weeks with trying, inspecting and correcting the bells. It 
was not the first time that Van Eyck had done that. In 1641, for example, he had 
installed the carillon for St John's Cathedral in 's-Hertogenbosch. We read that On 
the 14th Sept. the hon. Jacob van Eyck came with the frame and the keyboard and 
attached all the bells with copper and iron wire. For this, Van Eyck had called in the 
help of the local blacksmith, Thomas Christoffel. This was necessary however, as Van 
Eyck was blind. 

All things considered, one does not get the impression that true craftsmen were 
more than occasionally involved with the actions of hand-played carillons. There were 
professional contractors, however, such as Juriaan Sprakel from Zutphen, who, for 
example had to fit the Hemony carillon of Utrecht Cathedral in 1664. The relevant 
contract stipulated that the contractor must trim the carillon and make it in order. 
'Trimming' means making the wire connections between the keyboard and the 
clappers. 

Obviously one must ask oneself if all these activities were in fact successful. 
Were the 17th century chimes therefore easy to play, or at least in such a state that 
the musicians of that time could convert all their intentions into sound ? The number 
of relevant sources is so small that a well-considered judgement would appear 
impossible, although negative reports seem to be in the majority. 

We will begin with a number of scarce literary sources. A certain Thomas Platter 
who visited the carillon in Antwerp in 1599/ 1600,stated that during a concert, the 
carillonneur had to exert a great deal of effort and that in doing so he broke out in 
a sweat. When the town of Hoorn received a new Hemony carillon in 1670, an 
anonymous master composed the following lines: the keyboard action was much too 

heavy: it was as if one stood in a yoke: who would always want to do this work? 
There was thus criticism, although in the last case the wording suggests that an 
improvement was expected in the new carillon. This was in fact fitted by Willem 
Sprakel, a cousin of the afore-mentioned Juriaan and likewise just as competent in 
the construction of automatic clock and chiming mechanisms with drum. 

Although very little information can be extracted from other literary sources, 
we do, on the other hand, have business records from which it would appear that not 
every carillonneur accepted the new action without criticism when a carillon was 
installed. During the misfortunes surrounding De Haze in The Hague for example, 
Father Clarens commented on the carillon it would perform better if it were properly 
trimmed. In this comment, Clarens is expressing the opinion that the potentially good 
characteristics of De Haze's bells, about which there had been so many comments, 
were being insufficiently heard due to a bad action. Dirck Scholl also had to recognise 
that the fitting was certainly inadequate. He spoke about the disgrace of playing a 
carillon as is heard daily in The Hague. In his opinion it seemed like bell murder. 
There were more complaints that the trimming is not even. A number of years later, 
around 1689, similar things were also voiced in Alkmaar. In the examination report, 

156 Only since World War II 
has it been usual for the 
bell-founder to install his own 
carillon in the tower. 
Nevertheless, the Van Bergen 
carillons for Middelburg and 
Zutphen were still fitted in the 
tower by Eijsbouts in 1950 and 

1955 respectively. Prior to 1940 
Eijsbouts was active purely as a 
carillon installer. In Belgium, 
Clock-0-Matic [000] is now 
working as an installer at 
Herent. 



217 THE MAIN MARKET 

SQUARE AND THE CHURCH OF 

ST. BAVO AT HAARLEM 

A 17th century painting by the 
Haar/em artist Gerrit Adriaensz 
Berckheyde (died 1698) of the 
Market Square with St. Bavo 's 
and its Hemony carillon 
(1661162) in Haar/em. 
Brussels, Royal Museums of Fine 
Arts, inv. 2933 

218 THE FRANl;OIS HEMONY 

BELLS ARE HOISTED INTO THE 

TOWER OF ST. BAVO'S, 1663. 

DRAWING 

BY VACLAV HOLLAR 

In common with the medieval 
practice of trying to make 
hoisting easier by using a 
counter-weight, it would seem 
that the small man on the left of 
the spire in this drawing is trying 
to do the same. 
Paris 
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Cornelis van Nee, a carillonneur from Hoorn, commented that the trimming of the 
hand-playing keyboard is not even and is uncomfortable. In short, there was attention 
paid to this aspect, but it is not clear to us which requirements sufficed at that time 
for an optimum fitting of the carillon. The following anecdote emphasises this. 

After the Englishman John Evelyn had visited the carillon of the old Church 
in Amsterdam in 1641, he spoke of a carillonneur who struck the keys with wooden 
chocks in his hands. Evidently, in that tower at least, things had not progressed far 
enough to allow for a fitting which would highlight the subtle nuances of carillon 
playing. Evelyn had also been astonished about another aspect. The wooden chocks, 
together with the wire connections between the keyboard and the clappers, made such 
a noise that no sane person could actually hear what the poor man was playing. 
According to Evelyn however, eveything sounded in pleasant harmony and rhythm 
in the streets below. 

This is a fairly isolated report however, so we must not generalise, although this 
applies less in the case of another aspect of the carillon. In the present day, we find 
it self-evident that a bell has the opportunity to ring out. 157 It would seem that this 
was also the case in earlier times: in 1768, no one less than Jacques Rousseau spoke, 
in his Dictionnaire de Musique, about his dislike of the typical bell phenomenon 
whereby, as he implicitly said, successive chords obscure one another. He wrote: It 
must also be noted that since all the notes have some permanence of tone, each one 
which is played must be in harmony with the preceding one and with the one which 
fallows it. Was this always so however? 

When the well-known mathematician Hieronymus Cardanus visited the carillon 
in Brussels in 1552, he noted-and we translate from the Latin: 'And by striking the 
individual bells according to the written notes, they [the carillonneurs] play a melody 
which evokes wonder rather than being pleasant on the ear, for the bells do not sustain 
the note, it ceases after being struck'. When Melchior Fokkens described the carillon 
of the Oudekerk (Old Church) in Amsterdam, he noted that the keys must be released 
immediately after striking, otherwise the clapper would stick to the bell wall and the 
bell would therefore not be able to ring out. Joachim Hess, the town carillonneur of 
Gouda, was to say the same in 1807, as he advised people to play with such a light 
rapidity as is necessary to ensure that the bells do not ring with a torpid sound. 158 

Was this inconvenience, that today would be unthinkable, accepted every
where? We do not know, and certainly not in the 17th century, as only in the 18th 
century do the sources flow more freely and we can then say more about this and 
other essential aspects of the carillon. 

THE AUTOMATIC DRUM MECHANISM 

When Fran9ois Hemony provided Athanasius Kircher in Rome, in 1653, with a variety 
of information about his ca.r_illons in the hope that he would buy one, he wrote, among 
other things, the following: 

As regards the clock, with the help of which the afore-mentioned bells can be 
made to ring, as desired, every hour and every quarter of an hour. I undertake to 
arrange this in such a way that the bells sound just as excellent and exact as is possible 
with any musical instrument played by hand. 

Hemony certainly was not alone in his admiration for the automatic mechanism. 

157 According to a much used 
rule of thumb, the number of 
seconds that a bell must remain 
audible from close by is 0.6 
times its diameter in centimetres. 

A GI bell with a diameter of 104 
cm and a weight of 690 kg. will 
therefore have to continue to 
sound for at least one minute. 

158 J . Hess . Over de vereischten 
in eenen organist. Gouda, 1807. 
We will be quoting several times 
from this attractive little book. 

219 THE CLOCK AND CARILLON 
IN THEW AAG TOWER OF 
ALKMAAR 
After the restoration of the 
Melchior de Haze carillon (1688) 
in the Waag tower of Alkmaar, 
by Royal Eijsbouts of Asten 
(1967), this general pattern was 
constructed. It gives a clear 
example of everything which can 
be encountered in a carillon 
tower. From bottom to top, 
we find the folio wing: 
I. A swinging-bell with a few 
weights from the higher 
positioned clock and drum next 
to it. 
2. The clock and drum which are 
centrally situated in the tower and 
function with electrically 
wound-up weights. The drum is 
operated via long vertical wires 
which control the external 
hammers on the bells. 
On the front of the tower one sees 
the familiar rider figure which is 
put into action every hour by the 
clock. At the same time one hears 
the trumpeter play a melody, or 
at least that is suggested. 
In reality the clock operates the 
bellow of a five-tone organ which 
produces the sound. 
3. Atthe level of the dial, one 
sees the bars which allow the 
hands of the clock to turn 
around. 
4. One level higher is the baton 
keyboard upon which the city 
carillonneur gives his or her 
weekly concerts. The internal 
clappers strike the bells. 
5. In the upper part of the tower, 
finally, hangs the carillon of 
which only a few bells are noted 
in the drawing. One notices 
particularly that the vertical wires 
of the hammers descend several 
storeys in order to reach the 
drum-keyboard. 



220 A FINE VIEW OF 
THE COURT IN BRUSSELS 
BEFORE 1649 
Above the entry gate of the Court 
in Brussels, which was situated on 
the present Koningsplein, a small 
carillon is clearly visible in the 
small cupola tower. We know 
nothing of the maker or the 

number of bells. The print is 
taken from the Tooneel der 
steden van 's konings 
Nederlanden (part 2, opposite 
fol. C v), published by Johannes 
Blaeu (died 1673) in Amsterdam 
in 1649. 
Brussels, Royal Library, 
LP JJI9450 
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In 1648, for example, Theodorus de Sany (1599-1658), the town carillonneur of 
Brussels, wrote: 

But our clock, as its own master and locked in its artful sockets, lulls us its sweet 
songs of praise, well in time, far from the master's or the artist's hand, and this so 
strongly and high up that no one needs to leave his table, his work or his chair to 
enjoy the sweet art of playing, and thus it is that the perfection of a clock seems to 
leave all other tools imperfect and unattractive. 

Although in comparison with others, De Sany demonstrates a somewhat ex
treme view -his admiration for the automatic mechanism was very great- it cannot 
be denied that in the 17th century there was much more interest in automatic carillon 
music than there is today. This is expressed in another way by the fact that builders 
of clocks and carillons were highly regarded. In the Netherlands in the 17th century, 
these were especially Juriaan Sprake! in Zutphen and his cousin Willem in Haarlem, 
as well as Jan van Call in Nijmegen. In Flanders they included Nicolas Royer from 
Antwerp and Joannes Pauwels from Bruges. After the introduction of the Hemony 
carillons, with their greater range than had previously been the case and moreover 
in a chromatic series, the above mentioned provided the technique for the carillons 
to become fully developed, also as regards the automatic mechanism. 

Let us remember previous developments. In 1479, the first automatic music was 
heard from the Park Abbey at Heverlee. Due to the very small range of this carillon, 
there were in fact no more than four bells, and as a result of this an extremely limited 
choice of melodies, it was not worthwhile to be able to change the tune on the drum. 

The diatonic two-octave carillons introduced by the Mechelen founders allowed, 
due to their greater range, more musical variation. It was thus an obvious desire to 
be able to change the melody. This was realised by the introduction of cams or pins 
which could be arranged in another configuration on the drum: by 're-pinning'. This 
required, of course, the technical adjustment of the drum, but by about 1530, this 
was no problem. 

The chromatic three-octave carillons with their still greater musical possibilities, 
which the Hemonys and their followers had built since the 1640s, again required a 
further enlargement of the possibilities of the automatic mechanism. In many cases, 
however, people were not prepared to put out-of-use the old, expensive drums which 
were now too small. This meant that a much more efficient use of the pin holes on 
the drum was necessary and this was realised, among other ways, by ingenious 

. techniques, whereby a number of tone tracks could be connected to various bell 
hammers as desired, with what was called lost tumblers. 159 Among others, it was the 
afore-mentioned Theodorus de Sany who claimed to have introduced the improve
ments in 1648. 

Other musical refinements were also realised however. The quaver was the 
smallest rhythmical unity op. the drum. This had, among other things, the disadvan
tage that triplets, for instance, thus three notes within a crotchet, could not be played. 
This would however be possible if not only quavers, but also semiquavers could be 
realised on the drum. This was introduced by Juriaan Sprake! in 1663, on the drum 
of the Belfry in Ghent. 

Such refinement could only be effective if the small rhythmical units could in 
fact be heard in the playing of the carillon. In other words, if the drum turned without 

159 To give a simplified 
example -translated into the 
present-, when a melody had 
to be re-pinned in G major, the 
Eb and Bb bells were not 
necessary. The space which was 
reserved for these bells on the 
drum could therefore be used 

for the notes necessary for G 
major and neighbouring, i.e . 
related keys. 

221 DRUM AND CLOCK IN THE 
TOWER OF ST ROMBOUT'S AT 
MECHELEN 
The brass drum in the tower of 
St Rombout 'sat Meche/en was 
cast by Alexius Ju/lien at Lier 
in 1733 and finished in Antwerp 
by Jan De Hondt. No longer 
used, this drum controlled the 
bell-hammers of the historical 
carillon by means of 90 levers. 
The clock, no longer in use either, 
dates from the 16th century. 

~ 
I 



222 TOWER CLOCK AND DRUM 

FROM 1613-1635, REFORMED 

CHURCH AT HA TTEM 

This wrought iron tower clock 
was built in 1613 by Jan Steinger. 
The drum dates from 1635 and 
was made by Hans Neurenberg. 
This mechanism sounds its 
melodies every half-hour on the 
museum's carillon. 
Asten, National Carillon Museum 

223 MECHANICAL DRUM 
MECHANISM FROM 1627, 
TOWN HALL OF THOLEN 
This drum mechanism was made 
by Willem Pieterssen and his son 
Adriaen. It is an excellent 
example of the wrought iron 
work of that time. On the right 
we see both striking mechanisms, 
on the left the clock with a 
balance as motion regulator. 
The drum is to be found in the 
middle. Although the drum 
would, without doubt, have 
functioned correctly, the balance 
would certainly not have caused 
the clock to keep time. That was 
only possible after Christiaan 
Huygens had introduced the 
pendulum in 1657 ! 
Asten, National Carillon Museum 
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faltering and if the holes in the drum as well as the notes to be placed in them, were 
made with great accuracy. The technicians of that time realised this, among other 
means, by no longer making the drum from forged iron strips as they previously had 
been [222, 249], but by casting it in one piece in brass [251-252]. 

All sorts of refinements were also made in the mechanism between the chiming 
mechanism with drum and the playing hammers on the bells. The purpose of these 
refinements was to contribute to greater rhythmical accuracy on the one hand, and 
for an improved fine adjustment of the hammers for the sake of intonation on the 
other hand. With all this, the drum mechanism had gained far more significance since 
the 1640s than is usually supposed and with this in mind it seems very probable that 
the drums were better maintained than is the case today! 160 A lot of archive material 
could be quoted for this proposition. Unfortunately however, this can hardly be 
concluded from the old drum mechanisms which are still preserved. 

The carillon as a musical instrument 

THE CARILLONNEURS AND THEIR MUSIC 

17th century sources, concerning the music which the carillonneur played during his 
weekly performances, are exceedingly scarce. Only occasionally is there indirect 
evidence, for example, during the discussion concerning the question of whether the 
C and D are necessary in the bass of a carillon (pp. 144 f). On this occasion, Dirck 
Scholl and his associates reported that the bass notes at issue do not occur in French 
or Italian compositions which are the nicest in the art of music. Evidently this music 
was played a lot on carillons. That is also understandable as it is exactly this music 
which emphasises the theorem: the upper notes ask to be played with great lightness, 
the basses with earnestness-a comment which is completely applicable to the carillon. 

These scarce sources which, when referring to music that can be played on a 
carillon, point to French and Italian music, indicate in any case that no written-out 

160 The roll-players which have 
been used everywhere since 
1945, and thirty years later, the 
carillon computer have, unless 
they have been programmed 
otherwise, an unsurpassed 
accuracy. The musical ear does 
not really desire this however, 

as it is exactly the unexpected, 
casual rippling which relieves the 
carillon from a deadly · 
monotony. 
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or printed music was available for chimes. One must therefore also accept that music 
which was intended for several instruments was used. This was not an unusual practice 
at that time. In 1665, for example, the municipal carillonneur of Nijmegen, Goosen 
Jemens van Vreeswyck published a Laurel-wreath garlanded and composed full of 
sweet melodies of psalms, allemandes, pavanes, courantes, galliards, ballads, airs, 
intradas etc. Very artfully broken and divided in various ways and to be used with 
I or 2 violins or cornetts or shawms or on the bells and on other instruments, in 
whatever way one wishes}161 

The 'broken' refers to a very common practice, also on the chimes, of varying 
a melody in crotchets (quarter notes), subsequently in quavers (eighth notes) etc. It 
is a variation technique which can already be indicated in the case of Jacob van Eyck. 

He also published a book of music in 1644 with the title 'Der Fluyten Lusthoj' 
(The Flute's Pleasure-Garden, of service to all lovers of the flute, wind and all sorts 
of musical instruments). To those instruments belonged, as of old, the carillon. What 
sort of music was it however? Partly mindful of the comments made by Scholl, one 
must think of simple homophonic arrangements of melodies which can thus be made 
to sound on the carillon in a clear and uncomplicated manner. In the cases quoted 
here, of course, the music at issue is predominantly secular. We do know from older 
sources (pp. llOf) however, that the inevitable psalms and hymns already sounded 
just as often from the towers. The first concerts given on the carillon of the Alkmaar 
Waag Tower by Gerard van der With in 1687 had the following programme: 

Psalm 65 
Bellinde (Ach Bellinde) 
Petit Bergere 
Withe/mus van Nassouwen 
Ballet van Alcmaar 
Onset van Alcmaar 

Magnificat 
Another concert: 

Psalm 46 
Edel artisten koen 
Gavotte random leelik 
Nu onlangs geleden 
Lest op een Pinxterdagh 

Psalm 119. 
We do not know however in which arrangements these items were played. As 

we have already said, the 17th century written and printed music books for carillon 
are missing. The necessary preserved examples in this respect date only from the 18th 
century. 

In fact we are only ,'.Nell informed as far as the automatic mechanism is 
concerned, in other words the chiming mechanism with drum. For pinning, the music 
had to be written out so that the the space on the drum could be used to the best effect 
and in the correct inanner. Firstly however, let us allow a listener to note, in general 
terms, his findings. In the 1660's, Melchior Fokkens wrote the following about this 
for the Amsterdam carillons: 

161 Only the title has been 
preserved; the music book itself 
has been lost. 

224 LOGOGRIPH BELL-PUZZLE, 
EARLY 19th CENTURY 
This puzzle, of which the rules are 
no longer known, is inspired by 
the sound of bells. Evidently the 
players had to form word 
combinations based on a number 
of sounds. At the top one can 
read: G EB R O M (grumbling). 
Rotterdam, Stichting Atlas van 
Stalk, lithography by 
M. Gastman, Amsterdam, 
n° 5780 



225 THE BELL AS A CARNIVAL 

ATTRIBUTE 
In this carnival scene by the 
Dutch painter-draughtsman 
Comelis Dusart (died 1704), 
there are three merry figures with 
noisemaking attributes such as a 
rommelpot, pellet bell, gridiron, 
pan and (arm) bell. It illustrates 
the following fragment from a 
17th-century song in a very 
striking way: People make sounds 
on pots and pans, on glass and 
cans, on spades, gridirons and 
fire-tongs and the com barrel, 
on this and that, on bows and 
bellows, and they make all sorts 
of din. 
Rotterdam, Museum 
Boymans-van Beuningen 
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For striking the whole hour, a psalm melody, first simply, then varied and 
doubled, sometimes with 4 or 5 consonant notes together, also with the bass bells 
keeping the melody and the upper bells playing an ornament or imitation above, for 
striking the half hour one can also play psalms or hymns of praise but it should last 
about half as long as on the hour; the quarter hours play without striking and only 
have a small verse or line about 5 or 6 bars long; May melodies can also be played 
at times or other delightful tunes according to what the master wishes, as generally 
the tunes are altered 6 or 8 times a year. 

The written-out music was noted in so-called re-pinning books. The oldest 
known example dates from 1648 and was notated by Theodorus de Sany, municipal 
carilloneur of Brussels[226] . It would appear from the title that he had compiled it 
[to be used for the chime and clock of St Nicholas] .162 It-is a collection with rather 
virtuous music. One must ask oneself whether his music actually sounded from the 
Brussels carillon. In any case it is a music book which does not appear to have been 
fingered very much, and contains none of the usual comments regarding which type 
of notes have to be used. Notes are also used for which there are no bells ! Rather, 
it seems as if this re-pinning book had to serve to satisy De Sany's employers for him 
carrying out certain activities on the carillon. Presumably, De Sany was referring here 
especially to the automatic mechanism, as his very detailed introduction is nothing 
other than a continual hymn of praise to the chiming mechanism with drum. No single 
word is devoted to playing by hand. 

Apart from these comments however, one must state that it was, in particular, 
religious music which De Sany noted, and this was attuned to the Church year . He 
gave re-pinnings for Advent, Christmas, Shrove Tuesday, Lent, Holy Week, Easter, 
Whitsuntide etc. One finds included in these, 'Een kindeken is ans geboren ', 'Laet 
het ans met herten reyne' etc. It could hardly be called original, though a number 
of arrangements are expressly called counterpoints. Something similar applies for the 
musical pieces made[ .. . ] for the changing of the clock for periods not including festal 
days. These include, for instance, such tunes as 'Susanne ung jour', 'Bonjour man 
creur' etc. Nevertheless the quality of all these arrangements is certainly not beyond 
criticism. After a unison introduction of the melody, there follows one or more 
doubles, variations on the tune. In these, it is striking in several cases that little use 
is made of quavers (eighth notes). It will be clear that the liveliness of music from 
the tower was certainly not promoted in this way. 

226 THE PAINTING 
'GLORIFICATION OF THE 
MUNICIPAL CARILLON OF 
BRUSSELS' (1642) BY 
THEODORE DE SANY 

The painter-organist Theodore de 
Sany (1599-1658) succeeded his 
father as municipal carillonneur 
of Brussels in 1638. 
At that time the municipal 
carillon hung in the tower of the 
Church of St. Nicolas and in 1642 
it had 38 bells. His name will 
always be associated with two 
things: 

162 J.P. Felix, Le recueil 
d'hymnes et chansons arranges 
par Theodore de Sany pour le 
carillon de Bruxelles en 1648. 
Brussels, 1990. The music 
transcription should be used 
with a certain amount of 
caution. 

1. The painting Glorification of 
the municipal carillon of Brussels 
(1642) which provides interesting 
information with respect to a 
number of Flemish and Dutch 
carillons . . · 
2. A carillon manuscript, as yet 
the oldest known re-pinning book 
in the Netherlands, which he 
wrote or completed in 1648 and 
dedicated to the Brussels 
authorities. It contains 60 pieces 
of music, all of which are written 
for the automatic chiming 

mechanism of the Church of 
St. Nicolas. There are 44 pieces 
which are written for the great 
liturgical feasts of the church 
calendar: Advent, Christmas, 
Easter, Whitsuntide etc. 
The remaining pieces are 
arrangements of French 
chansons, Flemish May-tunes, 
Italian madrigals and organ 
works, including pieces by the 
French organ composer Jehan 
Titelour.e (died 1633). 
Brussels, Municipal Museums 
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Although the music itself has not been preserved, the titles of the re-pinnings 
for the Waag Tower in Alkmaar for the period 1668-1727 are available to us. In this 
one finds a very broad range extending from psalms to worldly songs. Nothing is 
missing in the summary of the titles and one therefore gains the impression that drum 
music reflected the municipal music culture in al~ its facets. 

What was lacking in originality in the case of De Sany, is very much to be found 
where Filipus Wyckaert is concerned. 163 His re-pinning book for the carillon of the 
Belfry in Ghent dates from 1681. In this book also, the religiously inclined melodies 
occupy a clear position, although they are less related to official church music culture, 
and have far more relationship with that of the people. Melodies such as -and we 
make a random selection- 'Een kindeken is ons gheboren ', 'Weest ghegroet Maegct 
vol van gracij', bear witness to this. Besides these, seculijr melodies are also to be 
found, such as melodies for processions and cavalcades, drinking songs and other 
such things. They were therefore clearly inclined towards a universal municipal 
culture. Tunes from abroad naturally also belonged here. Finally, the inevitable 
dances are copiously present, and even a number of operatic melodies-in short, a 
selection from the musical practice of that time. 

As a result of the technical improvements made to the Ghent drum by Juriaan 
Sprakel in 1663, Wyckaert could evolve in his re-pinning and assume more musical 
ideas therein. Irregular rhythms as well as triplets now belonged to the possibilities. 
On the other hand, this did require a perfectly maintained chiming mechanism-in 
other words, a drum which is rhythmically sufficiently accurate to allow all the 
refinements to actually be heard. In that respect, the improvements made by De Sany 
were a Jot less progressive. Although it was true that he had thought of a mechanism 
where many more playing hammers per bell could be employed than was usually the 
case, it was nevertheless not possible to use smaller rhythmic units than the quaver 
(eighth notes) on his drum. 

In contrast, Wyckaert made full use of the technical possibilities that had been 
made available to him. Nevertheless, he worked according to a similar musical canvas 
as De Sany. He also presented at first a unison melody with the evident intention that 
the listener would be able to form a clear image of it. Subsequently however, he 
increasingly progressed towards more complicated musical arrangements. That this 
was to the detriment of clarity, and certainly in the case of a less trained listener than 
Wyckaert himself, hardly needs to be argued. It is an old problem that is still of 
importance today. How elaborate may automatic carillon music be and who is the 
valid measure, the professionally trained musician, or the listener without much 
musical background ? In his choice of music, Wyckaert made clear to us that that the 
municipal carillonneur re-pinned music on the drum which the population knew. May 
one therefore not assume that the same music was also played from the keyboard 
during the weekly performances? It would seem difficult to deny it. Both the 
programmes of the carillonneur in Alkmaar dating from 1687 confirm this. 

Just as in the 16th century, the training of a carillonneur was one of the tasks 
of the sitting holder of the office. This is spoken about very often in the archives. 
In the 1630s in Utrecht, for example, people wanted to preserve for posterity the art 
of the entertaining ringing and playing of the bells as practiced by Jacob van Eyck. 

It was therefore thought only natural that he should train a number of pupils. Van 

163 F. Wyckaert , Den Boek 
vanden voorslach van Ghendt 
toebehoorrende Myn Edele 
heeren Schepenen vander Keure. 
See also I. Eysackers, Philippus 
Wyckaert en 'den Boeck vanden 
voorslach van Ghendt [. .. ]'. 
Leuven, 1987. 



227 THE BELFRY OF TIELT 
The town of Tielt was a 
well-known cloth centre in the 
15th and 16th centuries, and it 
now has a prosperous economy 
thanks to a number of industrial 
estates. In its belfry (1275), in the 
Market Square, there is a carillon 
with 35 bells, 28 of which are by 
Joris du Mery (1772). 
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228 PRINT REPRESENTING THE 

FIRST STROKE OR WARNING 

WITH JACQUEM ARTS ON THE 

ST. LAMBERTUS CHURCH IN 

LIEGE 
Beside these attractive 
jacquemarts with a first stroke, 
the tower of St. Lambertus also 
knew a carillon. According to the 
Brussels carillonneur Theodorus 
de Sany the carillon possessed 
26 bells around the middle of the 
17th century. Jn 1755 the Leuven 
founder Andreas Jozef Van den 
Gheyn delivered a new carillon, 
which soon acquired some fame. 
However, the French destroyed 
the church in 1795. The 
jacquemarts were lost through 
this. The carillon, though, was 
spared and since then hangs 
elsewhere in Liege. 
Roccha, P.A ., De Campanis 
Commentarius, Romae 1612. 
Reprinted in: Novus Thesaurus 
Antiquitatum Romanarum, 
congestus ab Alberto Henrico de 
Sallengre, Haguae MDCCXV/JI, 
di. 2, p. 1300 
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Eyck thought it necessary that they should not thump away on the public bells to both 
his and the town's disgrace, and therefore requested that thirty small bells be bought 
with the intention of making a practice keyboard [229]. The same sort of keyboard 
is used as in the tower, all be it that the keys are not connected to the carillon bells 
but to some other source of sound, such as the small bells. In this way one can practice 
indoors. 

A practice keyboard was no longer new at that time, as such a keyboard in the 
form of a small carillon with little bells was found in the household effects of the 
Haarlem organist and carillonneur Philips Jansz. van Velsen in 1625. Still earlier, 
around 1600, the Antwerp municipal carillonneur was supposed to have had a practice 
keyboard in which the sound source consisted of pottery bells with wooden clappers. 
Up until the present day, a practice keyboard has remained a strictly necessary 
instrument for training, and for preparation for concerts. 

229 STUDY OR PRACTICE 
KEYBOARD OF BOUDEWIJN 
SCHEPERS, LA TE 18th CENTURY 
This practice keyboard belonged 
to Boudewijn Schepers, the 
famous town carillonneur of 
Aalst. A practice keyboard is 
fitted in an identical fashion and 
has the same measurements as the 
real keyboard in the tower. Here 

however, the bells are replaced by 
metallophone bars. 
Asten, National Carillon Museum 

230 TRIUMPHAL ARCH FOR 
CHARLES IV OF LORRAINE 

Literature tells us that Charles 
IV, Duke of Lorraine (1604-1675) 
seems to have led a rather rakish 
existence and that he did not 
eschew intrigues at the French 
court or elsewhere. He was 
continually in conflict with the 
French king, as well as being 
involved in many war situations. 
In 1663 Nancy, the official 
residence of the Dukes of 
Lorraine which had been taken by 
the French king, was handed back 
to Charles JV. It is presumably 
for this occasion that, in honour 
of the Duke, this impressive 
triumphal arch was built, a 
carillon on each side. This 
picture, entitled Arc dedie a Ia 
piete {Arch dedicated to 
piousness], was engraved by 
Sebastian Leclerq after a print by 
Claude de Ruet. 
From: Le triomphe de Son 
Altesse Charles JIii due de 
Lorraine, Nancy, 1664 (reprint of 
1848). 
Brussels, Print Collection, 
S. II 76451 (folio) 
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232 JORIS DU MERY (1715-1784), 

SECOND HALF 18th CENTURY 

A painted portrait of the Bruges 
bell-founder Joris du Mery with a 
finely decorated bell on which his 
name stands out on the one side, 
and (probably) a shaft to which 
the strickle was attachted on the 
other. Du Mery is considered, 
along with his colleague and 
contemporary Andreas Jozef van 
den Gheyn from Leuven, as the 
most important 18th century 
bell-founder in Flanders. In 
addition to a large number of 
swinging-bells he also provided 
various carillons, including that 
of the belfry at Bruges (1742146). 
He was also active in the 
manufacture of other works of 
art, these included a fine 
municipal pump which is still 
preserved in Bruges. 
Bruges, Municipal Museums, 
0. 1335. I 



C H AP T E R V I The Rococo 

The Hemish and Walloon carillon-founders 

JORIS DU MERY (1715-1787) IN BRUGES [232) 

When Willem Witlockx died in 1733, his workshop and foundry in Antwerp were 
closed, and there was in fact no successor. Included in the household effects, however, 
was a brass drum which had just been cast. The local clock-maker, Jan de Hondt, 
wanted to acquire it in the hope that the municipality of Mechelen would buy it, but 
this turned out to be a miscalculation. The contract for a new drum went to Alexius 
Jullien, the founder who had to ask Witlockx to tune his bells in Lier, and the drum 
was then to be finished mechanically by De Hondt. 

Not long afterwards other embellishments were also added to the Mechelen 
chiming mechanism. De Hondt, Jullien and Joris du Mery had successfully advocated 
them to the municipal authorities. Apart from this however, it is important for our 
account to state that evidently a relationship existed between Jullien, who was already 
over seventy, and the eighteen-year-old Du Mery. Was he a pupil of Jullien? It would 
certainly not seem unlikely, as in that same year Jullien, a certain Moons and Du 
Mery, together cast a bell for Grobbendonk. Apparently there was a professional 
relationship between Jullien and De Mery, and to complete the argument for a 
master-pupil association, Joris du Mery definitively gained prominence only after the 
death of Jullien in 1734. Two years later he was to be enrolled as a citizen of Antwerp. 
A nice detail is, that by his marriage to Maria-Josepha de Hondt in 1743, he became 
the brother-in-law of Jan de Hondt. 

His first carillon, made for Kortrijk but no longer preserved, was cast in the 
period 1738-39. The casting of the smaller bells took place in Antwerp and the heavier 
bells were made in Kortri}k. Soon afterwards Du Mery moved to Bruges, where he 
was to live out the rest of his life. The cause of this move was the destruction and 
subsequent restoration of the carillon on the Halletoren in this town. 

A chronicle reports that on the 30th April 1741 the elegant bells were sparkling 
at their most honourable when lightning struck, and whereby both the tower and the 
bells were destroyed. A few months later, Du Mery submitted a quotation in which 



233 DECORATION AND 

INSCRIPTION ON A BELL 

FROM 1749 BY JORIS DU MERY 

Joris du Mery cast this bell, with 
a diameter of 131 cm, for the 
most impressive of all Flemish 
belfries -the one in Ghent. 
The inscription is surrounded on 
the upper side by a decoration 
consisting of interlacing giving 
way to female busts. The lower 
border consists of stylised 
acanthus leaves. The inscription 
is written in three lines. 
The bell is part of the carillon 
which Pieter Hemony cast for the 
belfry in 1659/ 60. 

234 THE BELFRY AT BRUGES 
In the Middle Ages, Bruges was 
very important due to its cloth 
industry and trade. As a result of 
the poetic outpourings of writers 
like Victor Hugo (1837) and 
Georges Rodenbach (1892), the 
town became a pre-eminent 
tourist attraction. The majestic 
Halle tower dating from the 13th 
century, a symbol of power, 
wealth and liberty, dominates the 
Market Square and in earlier 
times it contained a carillon by 
Melchior de Haze (1675180). The 
present carillon has 47 bells, 26 of 
which were cast by Joris du Mery 
(1742/48) and the remaining 21 
by Eijsbouts (1969). The carillon 
is particularly renowned for its 
exceptionally fine timbre. 

172 THE ROCOCO 

he offered to cast a carillon of which in uniformity of sound and harmony, the bells 
will be as good as any which are to be found. With reference to the tuning, he promised 
that the whole carillon cannot be bettered as the one bell has to be so good, delicate 
and harmonious as the others. One of his conditions was, in the case of the bells having 
to be cast in Bruges, that the municipality would p,ut a foundry at his disposal, and 
this happened. Not long afterwards he would make a start in casting a carillon of no 
less than 45 bells, and therefore with almost four octaves it would be the most 
extensive carillon yet cast in the Low Countries. 164 

After initial reversals, the Bruges carillon, which for the most part was made 
in the period 1734-35, was to become one of the finest, if not the finest carillon in 
Flanders [234]. It is remarkable that this is not mentioned in the examination report. 
It is true that the bells were declared good and harmonio~, but on the other hand 
some blemishes were reported about which it was commented in extenuation: All 
f au/ts which are still to be found in the afore-mentioned carillon are so hidden and 
shaded by its beautiful harmony, that they can only be traced with exceptional 
attention on the part of the examiner. This is rather frugal for such a splendid carillon, 
but this same carillon brings another phenomenon to light. It is striking, that although 
the bells are certainly very rich in sound, the Bruges carillon has a notable and 
particularly fine sonority. The cause must also undoubtedly be attributed to the 
relatively heavy clappers. Here we touch on the general proposition, that a bell can 
only really sound when it has actually been struck and that the weight of the clapper 
as well as the impact itself partly determine the timbre of the bell in question. This 
is something which is all too often forgotten. 

Anyone who supposes that Du Mery was to cast a great series of carillons 
following his truly impressive masterpiece in Bruges, would be making a mistake. On 
the contrary, his output was to remain small. He was still to cast carillons for 
Zottegem (1750), Aalst (1750), Edingen (1754-1756), Chimay (1760-1761) and finally 
those attractive chimes for the Halletoren in Tielt (1772-73), 165 and that was it. This 
was the reason why Du Mery was more active than others in ordinary bronze casting, 
in the casting of art objects for instance [231]. One may ask oneself whether a more 
active canvassing policy might not have led to more contracts and thus resulted in 
more carillons. In Leuven, for example, he had a formidable competitor in the person 
of Andreas Jozef van den Gheyn (1727-1793), a founder whom we will deal with in 
detail later (pp. 180 f). Van den Gheyn was not only a excellent founder, he evidently 
knew far better than Du Mery how to attract potential clients. It is therefore not 
surprising that the death of Joris du Mery in 1784 marked the end of carillon-founding 
in Bruges. 166 

JEAN BAPTISTE LE VACHE (1708-1742), 

A FAILED CARILLON-FOUNDER FROM LIEGE 167 

In the chapter on pp. 154 f, it was related that when the death of Willem Witlockx 
was declared during the Nijmegen council meeting of the 9th May 1734, another 
founder had to be sought for the new carillon on the tower of St Steven's. There were 
few to choose from however, carillon-founders were decreasing in numbers, although 

164 From this carillon, only the 
two lowest octaves still remain . 
The two highest octaves were 
cast in 1969 by Eijsbouts after 
the greater part of the original 
treble had already been re-cast 
by Michiels in 1939. 

165 Of these carillons, the one 
in Aalst has disappeared. 

Zottegem still contains about ten 
Du Mery bells, while Edingen, 
Chimay and Tielt are more or 
less complete. 

166 The Du Mery foundry 
continued to exist until 1855 . 
Among others , his son Willem 
(died 1795) and grandson Jacob 
(died 1839) continued the 

bell-founding tradition, albeit 
not as carillon-founders . 

167 For more details about this 
curious little piece of carillon 
history see A. Lehr , 
Detonerende k/anken uit de 
18de-eeuwse beiaardgieterij in : 
Spiegel der Historie, I (1966), 
p. 26-33 . 





235/ 236/ 237 THREE EARLY 

18th CENTURY CARILLON 

DESIGNS 
Scholars and inventors have 
always been fascinated by the 
sound and shape of bell and 
carillons. They often sought 
new and original ideas for the 
instrument. A certain Johann 
Jacob Schobler, mathematician, 
architect, painter and sculptor, 
published a number of them in 
1732. However, the question 
remains open as to whether they 
were ever used in practice! 
J.J. Schiibler, Recreations 
perspectives ... Niirnberg 1732, 
prints 13, 14 and 15. 
Brussels, Royal Library, ll 4759 
C2LP 
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the 26 year old Jean Baptiste le Vache from Liege seemed to be an excellent craftsman. 
According to his own testimony he had cast no less than three carillons for the 
extraordinary King John V of Portugal in 1730. With hindsight, Nijmegen would have 
done better to check that story, as one of the carillons had been made by his then 

I 

deceased father Pierre, while another, the extant chimes on the then Royal Palace in 
Mafra, were manufactured by his brother Nicolas. It would therefore appear that Jean 
Baptiste, bearing in mind his age, only helped in the making of these carillons. 

A totally different question however was whether the Portuguese bells actually 
constituted such a wonder in the art of carillon-making. The chimes in Mafra indicate 
that the complete opposite is the case. A more out-of-tune carillon could hardly be 
found ! It has been out of use for years, preference being given to a second carillon 
on that same palace, an instrument cast by Willem Witlockx in Antwerp. If only the 
municipal authorities in Nijmegen had taken the trouble to make inquiries. That this 
would have been sensible is emphasised by the fact that a comparison between the 
Le Vache bells in Nijmegen and those in Mafra, shows that Jean Baptiste indeed 
worked within the markedly discordant family tradition. The bell models as used by 
Le Vache were below the mark and his tuning was no better. Nijmegen was to realise 
this, much to its detriment and shame. According to the contract, he had to provide 
a chef d'reuvre for which, in any case, all conditions had been met on the part of 
the town. A foundry on the Kaatsbaan was placed at the disposal of Le Vache, as 
well as free modelling materials, free board and lodging for himself and his foundry 
hands and finally, an advance on his liberal salary for casting. It could thus be said 
that Nijmegen was not at fault. The town was therefore extremely incensed when in 
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the spring of 1735 it was declared, that the bells were at least one third heavier than 
had been agreed in the contract, and so heavier than was usually the case elsewhere. 
This meant that the town incurred a sizable loss; thirty percent more bell bronze had 
to be bought. Everything was also technically wrong however: the bells were too 
heavy, and the walls were thus thicker resulting in a higher pitch. 168 The Nijmegen 
bells were to sound therefore higher in tone and thus lighter than was the intention. 
Le Vache proposed, laconically, to add a number of deep-sounding bass bells, a 
proposition which was greeted, naturally, with no approval whatsoever, either by the 
town or by the adviser, Jacobus Zeemans from Breda. 

When Le Vache failed to get his way, he refused to do any further work on the 
carillon. In the mean time however, he had sold a number of small treble bells to 
Arnhem, as an extension to the Hemony carillon on the Eusebius Tower. 169 His action 
had success: the Nijmegen authorities finally yielded to his argument and Le Vache 
got his way regarding the addition of the bass bells. Thereupon he set to work once 
more! 

Anyone who thinks that Le Vache learned from his experiences would be very 
much mistaken, for the unprecedented happened, the two extra bass bells which were 
enforced also turned out to be much too heavy. As they were at their wits'end, the 
authorities sent the municipal carillonneur, Ybo Bruinsma, to the foundry in order 
to make a correct assessment of all the problems. However, Bruinsma was received 
by Le Vache with venomous abuse, after which he was seized by Le Vache and his 
foundry hands who tried to drag him into their closet or smallest room [W.C.] which 
had been made in the foundry; the carillonneur finally escaped from their grasp after 
having suffered many verbal and real injuries. 

This time, however, the town appeared to have had enough of the blind passion 
of the founder, as when he refused to work for a second time, he did not have the 
least success. Nevertheless, Le Vache had more than one string to his bow, for on 
the 29th June 1735 he left the town secretly together with his foundry hands. They 
took tools and instruments with them, a portion of the bells were broken up and the 
rest were buried ! A wrecked carillon, countless debts and a lot of misery was, up until 
that moment, what Jean Baptiste le Vache from Liege had provided for the town of 
Nijmegen. Nevertheless, the Nijmegen authorities showed themselves to be a model 
of self-inflicted suffering, as instead of discontinuing with Le Vache, they attempted 
to persuade the founder to return to Nijmegen in order to complete his carillon. 

The solution for the problems, which was found during a long discussion on 
the 2nd September 1735, turned out to be nothing more than a solution on paper. 
When the carillon was finally finished around the end of that year and could therefore 
be examined, Jacobus Zeemans and the other experts had to declare that there was 
almost no octave, and consequently no good harmony in the foundation of the 
carillon. In the discussions which followed, it appeared that Le Vache had made a 
reckless attempt to tune his bells without any means of assistance, in other words, 
purely by ear. This is a method, at least in the case of bells, which is doomed to failure 
in advance, even if the tuner happens to be very musical. 170 When it was pointed out 
to Le Vache that he must use a metallophone as an instrument of comparison, he 

168 In casting a bell 30 % 
thicker, the fundamental and 
the overtones rise, on average, 
by between a minor and a major 
third, thus one and a half to two 
whole tones. 

169 One of these bells is still 
preserved in the National 
Carillon Museum at Asten. 

170 When tuning an organ or a 
stringed instrument, the tuner 
makes use of harmonic 
overtones which these 
instruments have by nature, in 
fact an internal measuring 
instrument. A bell, just like any 
other percussion instrument, has 
no harmonic overtones so that 
this safe means of guidance is 

absent. The tuner therefore has 
to look for external support, in 
this case, for instance, the 
metallophone such as that which 
was first used by the Hemonys. 
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dismissed this with great indignation. He could tune bells by ear ! He needed no 
assistance for this. Discussions to convince the founder of the absurdity of his decision 
were to no avail, he remained obstinate in his notions concerning bell-tuning. The 
municipality saw no way out other than to stow away the bells behind locked doors. 
It was thought desirable to avoid a repeat of what had happened earlier at all costs. 

This time the situation seemed deadly earnest. Le Vache began to understand 
that as well, as he came meekly to offer his apologies. Nijmegen however, for its part, 
had evidently had enough and made clear to the founder that he could better return 
home to Liege. Despite this, a discussion finally evolved, a discussion which ended 
with a promise by Le Vache on oath to perfect this carillon in all its parts at his own 
risk and costs, as a fair and faithful man. It was again to be a failure however. It 
was true that he now used tuning bars which he had made with the help of musicians, 
but the carillon was hardly improved by it. Evidently Le Vache had no knowledge 
of the technique of tuning, he therefore did not know at which places the bell had 
to be thinned. Repeated new examinations could only reveal that Le Vache, it was 
true, could make a sonorous bell, but the pitch of the bells remained a closed book 
in all respects . 

In July 1736, Le Vache must have anticipated the failure as he fled once more. 
This time however, his numerous creditors were too quick for him. When he was 
eventually summoned by the authorities he attempted in a distracting manner to 
explain this flight misleadingly by referring to it as a hike. Nijmegen, at the end of 
its tether, then put him in prison and even there he proved to be very adept verbally. 
In the mean time, Liege had become very angry with Nijmegen, as such a renowned 
artist, a citizen of their town and moreover belonging to a prominent family in Liege, 
was imprisoned in a Nijmegen gaol. This was unthinkable, as Le Vache had completed 
successful trials of proficiency in other places. What did the town have against him 
and why had they taken his horse away from him? 

Nijmegen remained calm however and attempted to explain all his misdeeds in 
lengthy letters. For example, the horse had been sold by Le Vache himself in order 
to pay off his debts. Nijmegen indicated to Liege, with a certain amount of astonish
ment, that when the naked denouncements of a private and interested party were at 
issue, they (Liege) believed everything. Liege was not taken aback by this argument, 
and less so as it believed that the fact that Le Vache was an excellent carillon-founder, 
was beyond question. One must not immediately look for bad faith behind these 
ill-based notions. Liege really lay beyond the area where carillon art was flourishing 
pre-eminently; it was therefore hardly known what a carillon was, and certainly not 
what well-tuned examples were. At the time of the dispute concerning Le Vache, there 
were only a few old, badly-tuned chimes in Liege. Only after 1754 was a really good 
carillon to be heard from one of the towers in Liege. 

In the light of all this, it was not surprising that, for its part, Liege put together 
a commission of experts. They had the task of examining the Nijmegen bells as to 
their quality and comparing them with the excellent sounding carillons in Maastricht 
and Arnhem, both made by the Hemonys. Naturally this was a good idea, although 
Nijmegen rightly thought it suspicious that the musicians in the commission were 
cronies of Le Vache. With this in mind the reaction of the town was even more 
triumphant when it was expressed in their report, in an undisguised manner, that even 
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they had discovered quite a few badly-tuned features in the Le Vache bells. 
For Nijmegen therefore, the moment had finally arrived to look for a more 

skilled carillon-founder. Among others, Joris du Mery from Bruges was mentioned. 
At that time, 1738, he was, as a 23-year-old, at the very beginning of his career, and 
it was thought preferable to turn to another. The final choice fell on Peter van den 
Gheyn (born 1698) from Leuven. Together with his very talented 17-year-old nephew 
Matthias (1721-1785), he saw an eventual chance, by re-tuning, of using 19 of the 47 
bells which Le Vache had cast. The remainder, most of which were smaller bells, had 
to be renewed. The result which was achieved by these means however, was excellent. 
.An examination commission, with Jacobus Zeemans at its head, stated on the 14th 
October 1738 that the carillon was completely tuned according to the theorem of Mr 
Fransiscus Hemony, who was regarded as the best among the renowned masters. It 
could not be more praiseworthy. Both founders were thus right in recording on the 
largest bell which they made: Peter van den Gheyn and Mattias van den Gheyn have 
cured us a/1. 171 We will hear more about them and the other 18th century Van den 
Gheyns on pp. 177 f and pp. 180 f ! 

In the mean time, Le Vache had been released from prison and had wisely not 
let himself be seen in Nijmegen since then. Nevertheless, the municipality was friendly 
enough to let him know that his bells which had proved unusable were to be sold at 
public auction. He did not react to this however. He died a short time later in 1742, 
34 years old and having been under custodial care for some time. Evidently Jean 
Baptiste le Vache was something of a problem in other respects. For the history of 
the carillon however, he had shown once more that swinging-bell-founders, as he and 
his family were, are not carillon-founders by any means. For the time being, it was 
to remain a persistant misconception. Swinging-bells, which are valued for their 
sonority, certainly do not need the accuracy of pitch that is a must for carillon bells. 

ANTOINE BERNARD, NICOLAS LEGROS AND JEAN BAPTISTE BARBIEUX 

It is clear that Peter van den Gheyn and his nephew Matthias had been of great service 
to the municipality of Nijmegen. Without their help, or if it was necessary, that of 
the young Joris du Mery, the town would never have had a well-tuned carillon. It 
was a situation which may be termed exemplary for the 18th century. On the one hand 
there were the good carillon-founders, and on the other hand the good swinging-bell
founders who in their presumptuousness sincerely believed that they could also make 
.a carillon. Since the 1730s there had been very few skilled carillon-founders: Joris du 
Mery, Peter and Matthias van den Gheyn and finally the renowned Andreas Jozef 
van den Gheyn (1727-1793), the younger brother of Matthias.172 Andreas Jozef, in 
particular, had to piece together fragments left by others countless times. Let us 
therefore follow him firstly in that capacity and later, to avoid misunderstandings, 
meet him again in a follo)Ving chapter as a supplier of many exceptionally fine, 
completely new carillons. Firstly Andreas Jozef van den Gheyn as a rescuer in times 
of need, and then, (pp. 180 f), as a creator of independent works. 

In 1729, the Lorraine bell-founder Antoine Bernard (died 1734), gained a 
contract to cast a carillon for Hasselt in Limburg. During the examination, which took 
place two years later, it was determined that, on the one hand, he was an excellent 
swinging-bell-founder, but on the other hand, he did not have the slightest unders-

171 The carillon was restored 
inexpertly in 1953, this being the 
reason why the restoration had 
to be repeated by Eijsbouts in 
1980. The carillon, with a total 
of 48 bells, still contains 14 Le 
Vache bells and 17 Van den 
Gheyns. 

172 Until now it has always 
been assumed that Andreas 
Jozef van den Gheyn died in 
1790. Recent investigation in the 
deaths register in Leuven has 
shown however that this must 
be 1793. 

238 SWINGING-BELL FROM 
LAGE VUURSCHE, ANON. 1746 

A portrayal of the decline of the 
art of bell-founding. Both shape 
and casting of this swinging-bell 
are of a precarious nature. The 
sound is therefore in keeping with 
this! The diameter of this 
swinging-bell is 37 cm. 
Lage Vuursche, Drakenstein 
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Curia. Nova Vrbis Aldcna rdenfu . 

239 THE TOWN HALL AT 

OUDENAARDE BEFORE 1641 

Prior to 1641, the carillon in the 
belfry of the late-gothic town hall 
(16th century) in Oudenaarde 
consisted of at least 15 bells cast 
by Jacob Waghevens (Meche/en) 
in 1557. In 1698, Jean and 
Toussaint d'Aubertin provided a 
new carillon with matching drum 
and keyboard. In 1751 the 
Tournai bell-founder, 
Jean-Baptiste Barbieux, gained a 
contract to cast a new carillon 
with 35 bells. This carillon was 
found to be unsatisfactory and a 
number of years later (1759) it 
was replaced by a carillon with 37 
bells by Andreas Jozef van den 
Gheyn. In 1895 it was transferred 
to the tower of St. Wa/burg 's 

Church, and at the same time it 
was enlarged with three Causard 
bells. Unfortunately, this carillon 
was partly destroyed during the 
First World War. The present 
carillon has 49 bells and was 
made by Petit & Fritsen (1967). 
A. Sanderus, Flandria Illustrata, 
Coloniae Agrippinae 1641, 
part 2, p. 580. 
Brussels, Royal Library, 
VH27460ELP 
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tanding of carillons. When Bernard was made aware of this, he made vehement 
protests and promised to put his carillon in order. The bells, however, remained just 
as out of tune as they had been during the first examination. No less than eighteen 
bells were roundly condemned. 

Subsequently, another founder was sought ,with whom the unbelievable took 
place. On 9th March 1734, the municipality concluded a contract with Jean Baptiste 
le Vache for the supply of a carillon, and naturally a better one than had been provided 
by Bernard, at least that was assumed to be self-evident. The contract was never put 
into practice however, and why not? Was it because Le Vache had a preference for 
Nijmegen, with whom he had likewise reached an agreement in the same year, or had 
Hasselt realised, in the mean time, that this founder was a grievance-monger? The 
archives say nothing about this, and Hasselt decided to let the matter settle, with 
out-of-tune bells and all. 

That was to change in 1751 however, when lightning struck the tower. For the 
sake of the restoration activities, the Bernard bells had to be dismantled temporarily 
and that was of course an excellent opportunity to realise, as yet, a perfect sounding 
carillon. Matthias van den Gheyn from Leuven was asked for his advice, but his 
judgement was not mild. No less than 24 bells had to be re-cast and the rest re-tuned. 
At that moment however, Matthias was no longer working as a bell-founder, but his 
24-year-old brother Andreas Jozef (1727-1793) was more active. The latter was taxed 
with carrying out the advice, all be it that he re-cast more Bernard bells than Matthias 
had proposed, moreover, he did not succeed in tuning the remaining examples 
accurately. The end result though, was certainly satisfactory. In any case the munici
pal carillonneur of Diest, Jan de Decker, who carried out the examination, heaped 
the highest praise on the new Bernard-Van den Gheyn carillon. 173 

The same thing happened in Sint Truiden. The bells provided by the Liege 
founder Nicolas Legros in 1751 were, on the one hand, found to be in order by the 
local carillonneur Petrus Bouvrie, but were certainly thought lacking by the afore
mentioned Jan de Decker from Diest. The latter was proved to be right, as three years 
later the carillon received the attention of Van den Gheyn in the same manner as in 
Hasselt some years earlier. 174 His carillon was greeted with approval, at least that 
may be concluded from the fact that his brother Matthias was a member of the jury 
which had to appoint the new municipal carillonneur. Things were certainly not going 
well for the French-speaking founders. Was this because they came from areas where 
the carillon was never a part of the local culture in the same way as in Dutch speaking 
districts? Was this the reason why they were really unaware of the risks they took 
when they competed for a contract for a carillon? It would not seem improbable. 
A last example gives added emphasis to this. In 1751, Jean Baptiste Barbieux from 
Tournai was to cast a carillon for Oudenaarde. Six years later, when the work finally 
seemed to be completed, 32 of the 35 bells were condemned ! This was the reason why 
on the 10th February 1759 the municipality awarded a contract to Van den Gheyn, 
in the hope that he would cast a better carillon. The bells had to be as sweet and 
pleasant in sound as that at the abbey of Eename, a Pieter Hemony carillon. Van den 
Gheyn was completely successful in achieving this. 175 

173 The carillon has been 
restored several times this 
century, albeit not always with 
the same expertise. The last 
restoration was carried out by 
Eijsbouts in 1982. Among 
others, the carillon now contains 
twelve Bernard bells and thirteen 
Van den Gheyns. 

174 The 41-bell carillon of 
Sint-Truiden contains at present 
10 bells by Legros and 22 by 
Van den Gheyn. The rest were 
cast by various founders in the 
19th and 20th centuries: The 
carillon has never been subjected 
to a really large restoration, at 
least as far as the bells are 
concerned. 

175 Following serious damage 
in the first World War, Omer 
Michaux from Leuven 
subsequently formed a new 
carillon from the remains 
combined with his own 
extremely out-of-tune bells. The 
last twelve Van den Gheyn bells 
disappeared in 1967 when a 
completely new carillon was 
obtained. 



240 THE TOWERS OF THE 

CATHEDRAL OF OUR LADY 
ATTOURNAI 
Toumai is one of the most 
remarkable art-treasure towns in 
Belgium. The cathedral, with its 
five towers, is a masterpiece of 
romanesque architecture and 
contains valuable paintings, 
stained-glass windows and 
sculptures. A number of historic 
buildings, including the belfry, 
adorn the market square. This is 
the oldest belfry in Belgium and 
even in the early 16th century it 

· contained a chime. In the middle 
of the 18th century, the Toumai 
bell-founder Bfrbieux provided a 
carillon of 34 bells. The present 
carillon, containing a great 
number of Barbieux bells, has 
47 in all including the banklok 
from 1392. 
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ANDREAS JOZEF VAN DEN GHEYN (1737-1793) AT LEUVEN 

His name has already been mentioned a number of times. He was a helper in times 
of need when a founder could not tune his bells, or worse still, when his bells were 
incorrectly designed to the extent that even the best bell-tuner could not begin to do 
anything with them. What type of background did he have? It is clear that he belonged 
to the famous Van den Gheyn family, to a family that once celebrated its triumphs 
in Mechelen. His father, Andreas Frans (1696-c.1730), had moved to Leuven to cast 
a carillon for the Church of St Peter's there. 176 It was not to prove successful however. 
Following his death, his brother Peter, a member of a religious order, was to continue 
with the foundry. 177 We already met him earlier in Nijmegen, together with his 
nephew Matthias. This was certainly not the only work carried out by Peter. In 1735, 
for instance, he cast the attractive, extant carillon for the Jown hall tower in Veere 
[244). He also made the bells, which are no longer preserved, for Nieuwpoort 

176 This carillon was melted 
down in 1811 in favour of a 
carillon by Noorden and' De 
Grave, which came from Park 
Abbey at Heverlee, and had 
survived the French bell 
requisition. In tum, this was lost 
in 1914. There now hangs a 

241 SWINGING-BELL FROM 
ANDREASJOZEFVANDEN 
GHEYN 
This swinging-bell (h. 30 cm) 
dates from I 767 and is preserved 
in the Royal Carillon School in 
Meche/en, Belgium. 

carillon by Sergeys which was 
recently restored by Eijsbouts 
and Clock-0-Matic and which 
dates mainly from 1932. 

177 He was a lay brother of the 
congregation of the Alexians . 
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(1735/ 36) and Dendermonde (1739/ 40)_ Undoubtedly, he later initiated his nephew, 
Andreas Jozef, into the secrets of bell-founding. This seems even more probable 
bearing in mind that in 1754, St Lambert's Cathedral in Liege not only concluded 
an agreement with Andreas Jozef van den Gheyn, but also with Peter, his uncle. 

Andreas Jozef van den Gheyn thus had an excellent background. Was this partly 
the reason why, apart from both Hemonys, he has left the largest reuvre? It is true 
that gaps can be found in the list of his carillons, although his last carillon, which 
still exists in the St. John's Tower at Schiedam, is the 23rd. His first carillon 
comprising only bells made by himself was the one for Liege (1754), now to be found 

. in the Church of St Paul's there. This carillon has also been preserved, as have 
those for Turnhout (1775), Schoonhoven (1775) [242), Nijkerk (1777) and Leuven, 
St Geertrui's (1779). 178 Others were lost however, such as those for Brussels, 
St Goedele (1762), and Maastricht, St Servaas (1767). It is striking however, that as 

178 Apart from Schiedam, the 
carillons summarised here have 
remained reasonably intact. 
During the restoration of 1975, 
the afore-mentioned carillon 

proved to be so corroded by air 
pollution, that no less than 24 of 
the original 38 bells had to be 
put out of use . 

U2 THETOWEROFTHETOWN 
HALL AT SCHOONHOVEN 
In the elegantly decorated open 
tower of the town hall at 
Schoonhoven, hangs a carillon of 
50 bells, 37 of which were cast in 
1775 by the Leuven bell-founder 
Andreas Jo;:.efvan den Gheyn. 
It was his opus I 8. His name and 
that of his son Andreas Lodewijk 
are to be found on the heavkst 
bell together with the following 
text: My rasping sound while 
abroad/for the brave Van 
Noort/after a long rest/new 
sounds in fine harmony. This 
indicates that the bell was cast 
from a cannon. In recognition of 
this jme harmonious sound, and 
for providing two extra bells free, 
Andreas Jozef received from the 
municipal authoritks a prime 
smoked salmon, as a small token 
of recognition •.• in the hope that 
His Honour (Van den Gheyn) will 
graciously accept the same and 
will consume it with relish. 
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244 THE TOWN HALL TOWER 

ATVEERE 
The slender town hall tower at 
Veere, designed for the most part 
according to the plans of a Bruges 
architect, dates from the late 16th 
century. It contains a carillon of 
47 bells, 26 of which were made 
by the Leuven bell-founders 
Peter and Andreas Jozef van den 
Gheyn. In 1972, the instrument 
was restored and enlarged by 
Eijsbouts. 

243 EXPERTS REPORT ON 
THE ST. PETER CARILLON 
INLEUVEN 
In 1726128, Andreas Frans 
van den Gheyn provided a new 
municipal carillon of 40 bells 
which was hung in the crossing 
tower of St. Peter's Church in 
Leuven. At the beginning of 
September 1728, various experts 
were invited to Leuven to 
examine and judge the new 
carillon. They were G. Pauwels, 
choirmaster of Our Lady's in 
Halle, G. Cuppens, town 
carillonneur of Diest, 
P. Schepers, town carillonneur of 
Ghent and C. Peeters, town 
carillonneur of Aalst. The 
account of their examination was 
recorded in complete form in the 
aldermen's reports of the Leuven 
municipality. At present there 
hangs a Sergeys (1932) carillon in 
the western tower which was 
restored in 1990. 
Leuven, Municipal Archives, 
Cuv. n ° 348,fol. 5/7and519 
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far as we know Van de Gheyn only supplied one carillon to foreign parts, namely 
to Liessies in France in 17 68. 179 

The carillons of Andreas Jozef clearly have a different character to those of both 
Hemonys. Various reasons for this can be pointed to. 

In the first place, the Van den Gheyn carillons are a lot lighter than the often 
larger and therefore heavier Hemony carillons. They therefore miss the sonority in 
the bass which is so characteristic of the large Hemony carillons. 

In the second place, the middle register of the Van den Gheyn carillons is more 
powerful and rounder in tone than that of the Hemonys. 

Finally, in the third place, the small treble bells as made by Hemony are certainly 
less good than those which Andreas Jozef made. The latter's smallest carillon bells 
may definitely be termed brilliant. The cause is to be found. in the fact that he made 
his smaller bells larger and thicker, and by doing so gave them more ringing mass. 
This was also the reason why Van den Gheyn could make higher-sounding bells than 
the Hemonys. 

In view of his great series of carillons, as well as his swinging-bells and other 
casting work, things must certainly have been favourable for Van den Gheyn. In the 
beginning however, it may have been difficult, as in 1756 he advertised in the Gazette 
van Antwerpen as follows: Mr. A.J. van de Gheyn, master bell- and carillon-founder 
of Leuven, has for sale a l'epreuve a fine new carillon, consisting of 3 octaves or 35 
bells, weighing 2300 pounds. 

Note: The same can always be enlarged and is played daily at the house of the 
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179 Here too we do not 
consider the Netherlands to be 
foreign parts. 
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maker to the satisfaction of all devotees, and can be obtained for a civil price. 
It has been determined that Van den Gheyn became a highly respected crafts

man. At the end of his career, in 1786, he was described in Schiedam as follows: Mr. 
A.J. van den Gheyn, bell-founder to the Court in Brussels and organist of the parish 
church of St Michiel's within the town of Leuven i~ Brabant. He was also thoroughly 
aware of his own value, for in 1775, when a payment in Turnhout was not forthcom
ing, he wrote among other things: Do Your Honours perhaps mistrust the quality of 
my work? Let the same be examined by connoisseurs, he added laconically. 

That Andreas Jozef was fortunate with his children, is open to question. From 
his marriage to Maria Gens, two sons and two daughters were born. The oldest son, 
Matthias Jozef (1753-1807) was undoubtedly the most talented: he cast a carillon 
under his own name for the abbey of Val St Lambert in 1J74, when he was barely 
twenty years old . This carillon was later moved to St Barthlomew's in Liege where, 
despite its recent state of terrible neglect, it nevertheless demonstrates that it contains 
excellent bells. 180 Matthias Jozef was never finally to follow in his father's footsteps 
however. It is true that in that same year he cast a set of small bells for Corsendonk 
near Turnhout which are no longer preserved, but following this we lose sight of him 
as a bell-founder. 

Andreas Lodewijk (1758-1833), the younger son by five years, was the one who 
was to continue the craft of his forefathers [265]. There appeared to be a harmonious 
relationship between father and son, as on the largest bell of the Schoonhoven carillon 
we read: Andreas Josephus van den Gheyn et Andreas Lud. filius eius me fuderunt 
Lovanii Ao 1775. Unfortunately, the collaboration was not to last for long as father 
and son had a quarrel. This was so serious that when Andreas Lodewijk married 
Isabella Rochet, a daughter of an organ builder, in Nivelles in 1783, he remained there 
and evidently attempted to earn his living in another profession. When Andreas Jozef 
van den Gheyn died in Leuven at the age of 66, it seemed that the foundry was left 
ownerless. Nevertheless, Andreas Lodewijk was to return to Leuven to commence 
casting bells once more. Even so, it must be stated that with the death of Andreas 
Jozef in 1793, the last real carillon-founder had died. It is true that his great-grandchil
dren Andreas Lodewijk and Severinus van Aerschodt181 were likewise active in 
carillon making, but history repeated itself. Undoubtedly, both could make sonorous 
bells, but they did not have the least understanding of bell design and tuning. Among 
other things, this is the subject of another chapter (pp. 209 f) . 

The carillon-/ ounders in the Northern Republic 

ALEXIUS PETIT (1720-1801) AND HIS SON HENRICUS (1751-1815) 

AT SOMEREN 

It was not only at the beginning of his career that Andreas Jozef van den Gheyn was 
involved with failed carillon-founders, it also occurred later, when he was respected 
on all sides. This was especially the case with the swinging-bell-founder, Alexius Petit 
at Someren. 182 Is it pure accident that he came from French-speaking areas, or at 
least his forefathers did ? However, he must have had some idea of what precisely 
was involved in a carillon, as his father, a Lorraine founder, had come to the north 

180 At present, the bells are 
dismantled in connection with 
the restoration of the tower. 

181 Anna Maximiliana van den 
Gheyn (1792-1875), daughter of 
Andreas Lodewijk, married 
Thomas G. van Aerschodt 
(1769-1831) in 1813. It was from 
this marriage that Andreas 
Lodewijk and Severinus van 
Aerschodt were born. 



245 THETOWEROFTHE 
ABBEY CHURCH AT POSTEL 
The romanesque Church of 
St-Nicholas (late 12th century) of 
the Norbertine Abbey at Postel 
(Mo/), was rebuilt in the course 
of the 17th century and was 
provided with a tower in 1769. In 
1724 the renaissance belfry tower 
(1610) contained a carillon of 25 
bells by Alexius Ju/lien. As in 
some other places, the bells were 
buried (1795) during the French 
revolution and they were later 
(1836) sold to the St. Leonard's 
Church at Helmond in the 
Netherlands. The present carillon 
had 49 bells which come from the 
foundries of Michiels (1947) and 
Eijsbouts (1969). 

l 



246 SWINGING-BELL IN 1807 

CAST BY HENRICUS PETIT 

This swinging-bell, with a height 
of 47 cm, presents a very fine 
ornamentation which is so 
characteristic of the founder 
Henricus Petit. Above the 
inscription is a frieze with a 
nature scene: trees each with a 
large bird and deer and goats 
running among them. Under the 
inscription is a frieze with 
hanging drapery and floss. 
Asten, National Carillon Museum 
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and had settled in Someren in 1720, where he was to work as a swinging-bell-founder. 
The great-uncle of Alexius was none less than Alexius Jullien, after whom he was 
named. At the time that Jullien proved unable to tune the carillon for Lier, he was 
sensible enough to ask for the help of a real bell-tuner. In this case that was Willem 
Witlockx who in assisting, made his debut in tl\e profession of bell-founder. In 
contrast, Alexius Petit was less sensible and was of the opinion that such a chore could 
be managed with an organ builder. What had happened ? 

When the municipality of Goes decided to have a new carillon cast in 1762, the 
contract was not given to Joris du Mery from nearby Bruges. It is true that Du Mery 
had offered his services, but the relevant letter said very little. Why they subsequently 
turned to Alexius Petit, a beginner in the profession, is a mystery. The municipality 
quickly realised who they were dealing with, as in 1763, .. Petit had not yet done 
anything. This was the reason why the municipality wrote a rather cantankerous letter 
in which they informed him that if he did not begin casting immediately we consider 
ourselves released from the contract and we will cancel the carillon order. Did it help ? 
Certainly not, as Petit continually took every chance to postpone the delivery date. 
The examination was only to take place in the summer of 1764. The examination 
committee consisted of the municipal carillonneur A.F. Groneman and Joachim 
Hess, municipal carilloneur of Gouda and the most prominent organ and bell expert 
of his time. Years later, Hess was to write the following about what they came across 
in Someren: 

No metallophone was ready to turn the bells to. In order to ensure that this 
journey was not completely fruitless, we hastily cast three octaves of staves for him 
in order that he, in our presence, could turn the bells in accordance with the notes 
of the staves. But for this, he had no lathe, chisels or iron, unless they were fetched 
beforehand from Eindhoven by cart. 

Finally, the examiners could do nothing other than return home without having 
achieved anything. The municipality then thought it sensible to let the bells, which 
had been cast with their bronze, be sent to Goes. Then they would see what further 
needed to be done. Unfortunately however, municipal carillonneur Groneman had 
the courage to tune the bells himself. It was, .of course, a complete failure . Worse 
still, Petit had to bear the financial consequences as Groneman had, so he maintained, 
attempted to tune the bells at the request of Petit. Petit was therefore made to see 
that he still had to honour his contract. At his wit's end, Petit turned to Du Mery 
in Bruges. There was not much more that Du Mery could change however, although 
Petit reported to the authorities that he, Petit, had been so misled by Groneman and 
Du Mery that a further examination revealed that the bells were spoiled and would 
have to be re-cast. At last however, he did find someone who knew what tuning was: 
Andreas Jozef van den Gheyn in Leuven. 

Even with Van den Gheyn as helper in a time of need, things initially did not 
go quickly. Although Goes had agreed to him being called to help, due to a laudable 
testimonial from the priest of the parish in Leuven to which Van den Gheyn belonged, 
the carillon was not completed as rapidly as was hoped for originally. Evidently, it 
was not a good idea to let Petit cast a new series of bells which subsequently were 
to be tuned by Van den Gheyn. This can be deduced by the fact that when the carillon 
was eventually delivered, the carillon consisted, for the most part, of Van den Gheyn 
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bells; only a few bass bells had been made by Petit. 183 After the final examination 
had taken place in 1767 however, Petit was paid an extra amount due to the fact that 
he was compelled to re-cast his first series of bells which had previously been spoiled 
by turning on the lathe. Apparently the municipal authorities in Goes had understood 
little about the actual course of things. 

Anyone who thinks that Petit learned from these events, would be making a 
mistake, as in Nijkerk the same drama was to be enacted in the years 1773-1777. The 
authorities in Nijkerk had been properly warned however, as the architect of the 
church tower had gathered detailed information about both founders. It seemed that 
Andreas Jozef van den Gheyn was regarded as a virtuous and good man, competent 
in his affairs and providing contentment to everyone. The latter could certainly not 
be said about Petit. Nevertheless, he, and not Van den Gheyn was awarded the 
contract to cast a new carillon for Nijkerk. It quickly became apparent how Petit had 
achieved this. He simply gave the impression that he, and no one else, had made the 
carillon for Goes. When Van den Gheyn heard this, he was naturally very indignant, 
and the more so because he could predict that Petit would not succeed this time either, 
I will gladly stake my head on it. 

When Petit was confronted with this comment, his 23-year-old son, Henricus 
Petit was just as indignant. It was true that he was no musician and he conceded that 
he did not know how a bell should be tuned, but that is not necessary; I have people 
working for me who are capable of doing it in the proper manner. Later it was to 
become apparent that he was referring to an organist in 's-Hertogenbosch. However, 
as has already been demonstrated on numerous occasions, tuning a carillon is totally 
different to tuning an organ. Things were thus to go completely wrong for the Nijkerk 
carillon. Initially, the plan was to Jet Van de Gheyn examine the new carillon. He 
refused the honour however. He already knew that the bells would be out of tune, 
while re-casting would be of no use either. No, he would not know where to start 
with Petit, this blind horse. [ .. .] This man could be ruined by this and the Right 
Honourable Gentlemen [the authorities] could lose all their money. This prediction 
by Van den Gheyn was to prove only too true. 

With regard to the examination of the carillon, the authorities had already had 
the greatest difficulty from the outset in persuading Joachim Hess to become a 
member of the commission. Only after Jong hesitation did he accept the function. He 
did point out though: It is a matter of course that we [the commission] are not being 
asked, as once happened [with the bells for Goes], to indicate to the founder how 
he must make his lathe, to help him bring the tuning staves to the right pitch 
beforehand, then to remain present from the turning of the first to the last bell in 
order to point out, how, and in which way the bell should be made to sound correctly 

182 It is wrongly supposed that 
the grandfather of Alexius, Jean 
Petit, who married Marie Jullien 
in Lorraine in 1688, was the first 
bell-founder in the Petit family. 
Jean Petit was however 'maitre 
chirurgien', surgeon, as was 
noted at his wedding. It would 
thus seem that the father of 
Alexius, Joseph Petit 
(1690-1745), who married 
Joanna Maria Guns in 
Nederweert in 1720, learnt the 
profession from his uncle 
Alexi us J ullien and that he was 
therefore the first bell-founding 
Petit. This is confirmed by a 
remark made by Alexius Fritsen 
(1823-1905), now in the Brom, 

Music Library of the 
Gemeentemuseum in The 
Hague: The Petits succeeded 
Ju/lien, their uncle. 
The daughter of Alexius, Maria 
Aldegondis, married the master 
apprentice lzaac Fritzen in 1776. 
The latter was to continue the 
family tradition, while their son 
Henricus (1784-1875), was to 
establish the present-day bell 
foundry of Petit & Fritsen in 
Aarle-Rixtel in 1815. 
For information about the Petits 
as well as Petit & Fritsen, see in 
addition N. van Roessel, 
Geschiedenis van een 
klokkengietersgeslacht. 
Aarle-Rixtel, 1988. 

183 Various bells having been 
replaced by several founders in 
the 19th and early 20th 
centuries, there followed a 
restoration in 1948 which met 
with little success. At that 
moment several bass bells by 
Petit remained as well as about 
ten Van den Gheyn bells from 
the middle register. This resulted 
in the carillon being completely 
renewed by Eijsbouts in 1969, 
albeit with the exception of the 
two lowest Alexius Petit bells. 
From the small Van de Gheyn 
bells which were put out of use, 
a peal was formed for Goes 
town hall. 
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and at the right pitch, matters about which we have no knowledge, just as little as 
an organ-builder lays claim to adjust his pipes under the supervision of examiners. 

Another member of the commission had a different view in this respect however. 
The Nijkerk organist, Anthony Bleumer, who was also the future carillonneur, was 
so good as to help Petit with the completion of th~ tuning when the bells arrived in 
Nijkerk and still appeared to be out of tune. So as was to be expected however, they 
did not achieve anything by doing this. Nijkerk therefore came to the conclusion that 
he did not understand the art [of tuning] and on the whole it was not the work of 
organ builders or organists. 

The affair, just as elsewhere, was to have a truly classic ending. Petit was asked 
to make contact with Van den Gheyn as this was the only way in which the situation 
could be righted. Nevertheless, from the bells made by P~tit, only a few were to 

remain. Although the Leuven founder initially thought that he could use ten of the 
bells, it turned out, eventually, to be only three. Even in the present day however, 
the three bass bells have fundamentals which are far too low. 184 

For Petit, the Nijkerk experience was to have important consequences, as in 1778 
he had to sell all his possessions in Someren and shortly afterwards he was even to 
go bankrupt. This did not mean the end of the Petits as bell-founders, we will hear 
about them again. 

JOHAN NICOLAUS DERCK (DIED 1767) IN HOORN 

In all the cases where one of the Van den Gheyns was involved with a failed carillon, 
a satisfactory result was finally achieved. Hasselt, St Truiden, Oudenaarde, Goes and 
Nijkerk, all these towns eventually gained a fine sounding carillon. Unfortunately 

however, this was not always the case. The history of the Gdansk carillon is evidence 
of this. 

It was in the year 1736 that Gdansk wanted a carillon for its church of St 
Catharine, due to its excellent contacts with Holland. The carillon was ordered from 
an Amsterdam merchant, a certain Christiaan Sprengel. This merchant went, in turn, 
to a local metal dealer Johan Smit, but he was no bell-founder either, so Smit turned 
to Johan Nicolaus Derck, a bell- and gun-founder in Hoorn since 1723. The contract 

was signed on 11th April 1737. Among other things, it was stipulated that Derck 
would not supply bells which were indistinct, raw or lacking in tone. It was to no avail 
however, for when the bells arrived in Gdansk, the difficulties began. 

In Gdansk, Eltjen Walthers, a musician from Groningen, was to become 

municipal carillonneur, and he certainly knew what was to be expected from a 
carillon. When, at the first concert, he deduced that nothing had resulted from all 
the fine promises, he wrote a pungent letter to one of the examiners in Holland. This 

was the then famous carillonneur-organist, Geradus Havingha in Alkmaar. Among 
other things, he wrote to this esteemed organ expert: But I cannot think, Your 
Honour, where your ears were. I must believe one of two things. Either you had been 
on the wine, or your ears were so filled with the sound of gold that the internal 
membranes were blocked so that what was out of tune, was conceived as being in tune. 

It was a remarkable situation, as the other adviser was also a man of stature. 
Juriaan Spruyt, the organist-carillonneur of Hoorn and who played there on the 
Hemony carillon, had in his possession a number of annotations of Pieter Hemony. 

184 The Nijkerk Van den 
Gheyn carillon with the three 
bass bells by Alexius and 
Henricus Petit still exists and 
has been preserved in a 
remarkably sound state. 
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As a matter of course, he also came regularly to the foundry of his fell ow citizen 
Derck. Had friendship disguised the truth? Was Spruyt too flexible as a result? 

Sprengel, the intermediary for this contract, was puzzled and wrote that he could 
not understand how two such prominent masters could have failed to notice all the 
defects. Seven musicians explained in detail what was wrong with the Gdansk carillon 
before a Gdansk solicitor. They said, among other things that on the one hand, the 
bells were cast of uneven and very bad alloy, and on the other hand, they were of 
impure sound, pitch and harmony. The affair ended with Wolthers returning to 
Hoorn with eighteen bells in order to ensure that they would, as yet, by re-tuning or 
re-casting, be given the correct pitch. What was the final result? We do not know 
as the carillon was destroyed by fire in 1905. 185 

It is remarkable that the carillon which Derck made was not the first to be 
produced in his foundry. In 1736 he had provided a carillon for Copenhagen, but that 
was lost in 1807. There is no information on these bells, except for the fact that they 

. were ordered via the same Johan Smit. Much later, in 1758, he was even to supply 
a carillon for the St Peter and Paul Cathedral in Leningrad. Those bells however, just 
as his swinging-bells in the Netherlands, are of an excellent casting quality. It is 
therefore strange that in the case of Gdansk, critical observations were made. 

What was their tuning like? We cannot say, for although eight bass bells and 
a number of smaller bells from the Leningrad carillon still exist, one only hears 
Russian bells from the tower at present. When one has heard the latter, one definitely 
knows that even the worst Derck bells would have sounded substantially better than 
the Russian models, with their archaic sounds without pitch. 

In the case of Leningrad the necessary provisions had been made for the correct 
intonation of the bells. In the contract, it was agreed that Derck must prepare a set 
of staves which the most important bells can be tuned. In addition, it was stipulated 

185 The carillon was replaced 
by one made by Schilling from 
Apolda and that was certainly 
no improvement. During the 
war the bells went adrift. Some 
of them now hang in Liibeck. 

247 DECORATION AND 
INSCRIPTION ON A BELL FROM 
1759 BY CHRISTIAN WILHELM 
AND WILHELM VOIGT, 
GROESBEEK 
In this inscription, the mould 
edges of the letters are clearly 
visible. It was not only the tuning 
of 18th century bells that was 
often bad, the finishing of details 
also left a lot to be desired. This 
bell has a diameter of 93 cm. 
Groesbeek, Reformed Church 

[ 
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that the carillon was to be examined by four musicians, two of whom were to be 
appointed by Derck and two others by the commissioner: ... and the bells which they 
find to be faulty, will have to be re-cast. It is not known whether this clause had to 
be put into effect or not. This seems rather probable, as Derck was first and foremost 
a swinging-bell and gun-founder and only in the se.cond place, at least that is what 
he hoped himself, a carillon-founder. 

The history of Derck and all the other failed carillon-founders makes it clear, 
once more, what an important function the examining musicians fulfilled. Just as 
important however was the fact that they were neither bell-founders nor bell-tuners, 
however much one or another founder hoped for the latter. 

A second point is the question of why, in the case of Leningrad, the authorities 
did not turn to Peter van den Gheyn or Joris du Mery? W.as the distance between 
North and South at that time actually so great? Certainly not, as later, when Andreas 
Jozef van den Gheyn was to manage the Leuven foundry, he delivered several carillons 
to the republic. This is again evidence of the fact that in the transitional period from 
Witlockx to Van den Gheyn, Joris du Mery from Bruges let his commercial chances 
slip by. 

The fitting of the 18th century carillon 

THE FITTING FOR FREE MANUAL PLA YING 186 

When the municipality of Turnhout failed to make a timely payment to Andreas Jozef 
van den Gheyn, he wrote, in a rather cutting way, that if they wanted to hear the 
carillon before paying, this was very simple. Within two hours I shall hang all the 
bells of Your Honour's carillon, and I shall not only let the same be heard for devotees 
and for You, but I will also play them. Obviously the action for hand-playing, the 
mechanical connections between clappers and keyboard, was still as simple as in the 
17th century. When we accept this proposition, such a carillon can only be fitted with 
a breech system, as nearly all chimes indeed were until the end of the 19th century 
[214, 280). This has already been dealt with to some degree on pp. 190 f. We will now 
take the opportunity to make a deeper investigation of this system. 

Must we indeed take the comment of Van den Gheyn regarding the two hours 
seriously? Was it perhaps something of an exaggeration? Probably not, as in 1776 
when the Nijkerk bells had to be positioned for examination, a scaffolding was made, 
like a so-called theatre, about 6 to 7 feet from the ground on which the keyboard was 
placed, the bells were hung opposite in a manner thought best to make the trimming 
of the keyboard easy. 

It has been established that the breech system is indeed very simple, and this 
we can once more read in the writings of Joachim Hess, the municipal carillonneur 
of Gouda. In 1807, he wrote the following to his imaginary pupil: 

In my opinion, there is not much to be said regarding the playing of the carillon. 
As you know, the hand-keyboards lie like the rungs of ordinary chairs, and have to 
be struck downwards with the fists with such a light rapidity as is necessary for the 
clappers of the bells to give a resonant sound. As soon as you have mastered this 
action, the rest can be learnt easily. 

186 One can read about this in 
more detail in A. Lehr, Met 
losgemaakte ringkraag, op.cit. 



THE FITTING OF THE 18th CENTURY CARILLON 191 

Meanwhile, you will have to pay attention to the so-called breech system, by 
which one means the copper or iron wires, which pull the clappers towards the bells. 
First you have a wire which goes straight up and which is attached to a transverse 
wire, it is the latter which pulls the clapper to the bell. The greater the similarity in 
the level at which they are positioned, the easier the keyboard action, although, all 
tower fittings are not as easy as each other in this respect. In playing, one avoids 
abundant use of the pedal, as the large bass bells slightly deaden the small bells in 
the treble, which at a distance does not result in a fine melody. 

There are several objections to the breech system however, although it must be 
stated that this negative attitude is common only to the 20th century ! There is hardly 
any historical evidence which suggests that people thought the same in the past. We 
will return to this in detail (pp. 241 f and pp. 245 f). Be this as it may, these 
disadvantages, or if one wants to term them as such, characteristics, have had an 
undeniable influence on the manner in which chimes are played, on their playability. 
Hess has also already indicated this. 

In the first place, one great objection attached to the breech system is the fact 
that the keyboard plays unevenly, at least when the bells are hung in a somewhat 
arbitrary fashion in the tower, and some keys have to be played more severely than 
others. A keyboard which is not regulated equally would not perhaps be such a 
problem, were it not for the fact that certain keys then play far too heavily and others 
much too lightly. It is particularly the heavy keys which tend to play tricks on the 
musician during playing. It is true that with the aid of springs, the most serious 
differences can be corrected, but it is not possible to completely eliminate the problem 
in this way. 

It was for this reason that the 18th century Utrecht carillonneur J.P .A. Fischer 
gave a number of general guide-lines for making a breech connection in the most ideal 
way possible. In this ideal situation, it is not only the angles at which the wires are 
stretched in relation to one another which is important, but also the length of the 
horizontal wire, the point at which the vertical wire is attached to the horizontal wire 
etc. 

In the second place, the breech system is often rather unsteady in character, as 
a consequence of the many linked wires. They can lurch while playing, so that the 
carillonneur loses control over his chimes. 

There are also, of course, factors other than the action which partly determine 
. the playability of the carillon. These, in a short summary, are the following. 

The keyboard fulfills an important role: longer keyboard batons, ie. longer 
levers, make playing easier than shorter ones. For shorter levers more power will be 
needed. At the beginning of our century, Jef Denijn, the municipal carillonneur of 
Mechelen was to add to this observation, that short keys function at the expense of 
virtuosity. It is a true comment of the romantic period which we will return to in detail 
later (pp. 292 f.). Now, we will limit ourselves to noting that it is true that a keyboard 
contributes to a light or heavy playability, but it can never be the cause of unevenly 
playing keys. That can only be caused by the action. In addition, it must be said in 
relation to the keyboard, that until far into the 20th century, one could not speak 
of any standardisation as far as measurement was concerned. One keyboard was 
higher than the other, one keyboard had shorter batons than the other etc. 

187 Charles Burney (1726-1814) , 
The Present State of Music in 
Germany, the Netherlands, and 
the United Provinces. London, 
1773. 
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248 DRUM OF THE TOWER OF 

ST. JAN AT SCHIEDAM, 1594 

This drum is the only preserved 
component of the chiming 
mechanism that was built in 1594 
for the tower of St-Jan at 
Schiedam by the clock-maker 
Joris Lievensz. from 
Schoonhoven. This chiming 
mechanism remained in service in 
Schiedam until 1838. The music 
used at that time is still to be 
found in the drum. At present it 
is displayed in the National 
Carillon Museum in Asten. 
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Finally, the weight of the clappers is of importance, as well as aids such as 
springs etc. Although it appears very simple on paper, to put it into practice is 
extremely difficult. With springs, for instance, it is true that heavily-playing keys can 
be made lighter, but it requires a lot of experience and insight. That also means that 
certainly not all carillon fitters could off er the best results imaginable. 

With regard to the keyboard and the clappers with the accessories, one ought 
to be aware that every action, whichever system is being used, needs that same 
keyboard and the same clappers with the accessories. Only the type of wire connection 
changes. It is in this factor that the various actions differ from one another and this 
is the reason why this component dominates in the judgement of the differences 
between actions. 

It is technically conceivable that under ideal conditions, the breech system, 
together with correctly chosen clappers and a well-proportioned keyboard, constitutes 
an acceptable action. This is certainly the case if virtuoso playing, without superhu
man exertions, is not a first requirement. Such ideal situations seldom occur however, 
so that in almost all towers with the breech system, the typical shortcomings of this 
system could be ascertained: an unevenly playing keyboard and unevenly tuned bells, 
as well as occasionally key-clapper connections which were difficult to control. Hess 
had obviously observed this too. 

Moreover, remembring that sometimes, due to insufficient or an absence of 
maintenance, not everything moved or turned with the same flexibility, .it is then clear 
that the carillon was one of two things . Either a simple percussion instrument, or, 
if the carillonneur did not wish to accept that, an infernal machine which resulted 
in a lot of perspiration. That certainly did not escape the notice of visitors. These 
included Charles Burney, musician, composer and historian, who made a musical 
journey through Western Europe in the years 1770-72. 187 

When Burney arrived in Ghent, he wanted to know more about the remarkable 
passion for carillons, about the great number of chearful tunes in different keys. He 
therefore climbed the belfry and afterwards he wrote: 

The Carilloneur was literally at work, and hard work indeed it must be; he was 
in his shirt with the collar unbottoned, and in a violent sweat. There are pedals 
communicating with the great bells, upon which, with his feet, he played the base to 
several sprightly and rather difficult airs, perf armed with the two hands upon the 
upper species of keys. These keys are projecting sticks, wide enough asunder to be 
struck with violence and velocity by either of the two hands edge ways, without the 
danger of hitting the neighbouring keys. 

When Burney was in Amsterdam however, he wanted to investigate the matter 
more thoroughly. He therefore visited Jacob Potholt (1720-1782), the very talented 
blind carillonneur of Amsterdam town hall, now the Royal Palace, and he wrote: 

At noon I attended M. Pothoff to the tower of the Stad-huys, or town-house, 
of which he is carilloneur; it is a drudgery unworthy of such a genius; he has had this 
employment however, many years, having been elected to it at thirteen. He had very 
much astonished me on the organ, after all that I had heard in the rest of Europe; 
but in playing those bells, his amazing dexterity raised my wonder much higher; for 
he executed with his two hands passages that would be very difficult to play with the 
ten fingers; shakes, beats, swift divisions, triplets, and even arpeggios he has contrived 

187 Charles Burney (1726-1814), 
The Present State of Music in 
Germany, the Netherlands, and 
the United Provinces. London, 
1773. 
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to vanquish. He began with a Psalm tune, with which their High Mightinesses are 
chiefly delighted, and which they require at his hands whenever he performs, which 
is on Tuesdays and Fridays; he next played variations upon the Psalm tune, with great 
fancy, and even taste: when he had performed this task, he was so obliging as to play 
a quarter of an hour ex-tempore, in such a manner as he thought would be more 
agreeable to me than psalmody; and in this he succeeded so well, that I sometimes 
forgot both the difficulty and defects of the instrument; he never played in less than 
three parts, marking the base and the measure constantly with the pedals. I never 
heard a greater variety of passages, in so short a time; he produced eff eels by the 
pianos and fortes, and the crescendo in the shake, both as to loudness and velocity, 
which I did not think possible upon an instrument that seemed to require little other 
merit, than force in the performer. 

But surely this was a barbarous invention, and there is barbarity in the contin
uance of it; if M. Pothoff had been put into Dr. Dominicetti's hottest human cauldron 
for an hour, he could not have perspired more violently than he did after a quarter 
of an hour of this furious exercise; he stripped to his shirt, put on his night-cap, and 
trussed up his sleeves for this execution; and he said he was forced to go to bed the 
instant it is over, in order to prevent his catching cold, as well as to recover himself; 
he being usually so much exhausted, as to be utterly unable to speak. 

By the little attention that is paid to this performer, extraordinary as he is, it 
should seem as if some hewer of wood, and drawer of water, whose coarse consti
tution, and gross habit of body, required frequent sudorifics, would do the business, 
equally to the satisfaction of such unskilful and unfeeling hearers. 

In other places too, virtuoso playing on the carillon did not escape the notice 
of Burney. The story came from Leuven, for instance, that Cornelis Schepers, 
municipal carillonneur of Aalst, was tired of the vaunting of the then famous violin 
virtuoso Willem Gommaar Kennis ( 1717-1789). Schepers finally challenged the man 
that he would play any desired violin solo on the carillon, and in this he was completely 
successful. History fails to reveal, however, how much perspiration it cost him ! 

The conclusion can only be that at that time, at least if one wanted to spare 
oneself great exertion, a carillon was not fitted out for virtuoso playing, which of 
course is very different to musical playing. It was in fact, and we will also explain 
that later in more detail, a simple percussion instrument on which only a sort of 
staccato type of playing was possible. The fact that some vituosi tried to elude this 
,was, it is true, respectable, though it was not representative of their colleagues. Lustig 
wrote in his commentary on Potholt's playing: That many a carillonneur becomes too 
involved in the playing and makes movements as if he wanted to tear himself apart; 
this is the result of bad habits and a stupid desire for glory; it does not have to go 
that far. 

Only in the romantic period, at least in its latter days, was that virtuoso playing, 
as yet, to become possible due to a deliberate carillon fitting, and all the incomprehen
sible exertions belonged, for an important part, to the past. The turning-point was 
to be at Mechelen, in 1892. 

188 See the publication shortly 
to be released by the National 
Carillon Museum in Asten by A. 
Lehr, Trommelspeelwerken tot 
he/ einde van de /9de eeuw. 

249 THE DRUM CLAVIER 
When the drum turns to the right, 
a lever can be raised to the left 
by a pin or nut. Hereby a 
vertically-running cord to the left 
in the photo is pulled downwards, 

250 ILLUSTRATION OF 

THE PLACING OF THE PINS 
ONA DRUM 
For the placing of the pins on the 
drum, in other words to equip it 
with a new melody pattern, 
various types of nuts are used for 
the rhythmic division of a musical 
measure. The illustration further 
allows one to see how a nut is 
secured on the surface of a drum. 

so that the re le van t hammer is 
raised up. After the nut has 
passed, the hammer will fall back 
into place and strike the bell. 
As/en, National Carillon Museum 
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251 SPRING DRUM FROM 1752, 

HASSELT 
The drum in the Cathedral of 
St. Quentin in Hassett was made 
in 1752 by Gilles de Beefe and his 
son Nicolas. The principle of a 
drum with a springing keyboard, 
also referred to as the spring 
drum, is clearly visible in the 
position of the holes on the 
surface of the drum. By moving 
the drum one position either left 
or right, another melody can be 
played. Usually the even tracks 
serve the hours and the uneven 
ones the quarter- and half-hours. 
Hassett, Cathedral of St. Quentin 

252 SPRING DRUM OF 

THE ABBEY TOWER 

AT MIDDELBURG , 1715 

A so-called spring drum is a drum 
with double the number of 
playing tracks. The drum 
keyboard can be positioned for 
either the even or the uneven 
tracks, as desired. The springing 
of the keyboard itself is usually 
regulated from inside the clock. 
This copper drum in Middelburg 
was provided with 25,872 holes 
for the pins or pegs. The carillon 
and its accessories were lost 
during wartime actions in 
May 1940. 

194 TH E RO CO CO 

THE AUTOMATIC DRUM MECHAN1SM 18 8 

Although Burney did not have many good words for the very physical character of 
virtuoso hand-playing, he definitely could not appreciate the automatic quarter of an 
hour chimes. One only has to look at what he wrote about them: 

As to the clock-work chimes, or those wo,rked by a barrel, nothing, to my 
thinking, can be more tiresome; for, night and day, to hear the same tune played every 
hour, during six months, in such a stiff and unalterable manner, requires that kind 
of patience, which nothing but a total absence of taste can produce. 

In Amsterdam, his dislike grew even further: 
By the difference of clocks, one has scarce Jive minutes quiet in the four and 

twenty hours, from these corals for grown gentlemen. In a few days time I had so 
thorough a surfeit of them, that in as many months, I really believe, if they had not 
first deprived me of hearing, I should have hated music in general. 

Others were also not so enthusiastic however. In 1788 Johann Georg Kriinitz 
wrote in his encyclopedia: 

It can be seen from these carillons that the Dutch do not really understand music. 
In the psalms or the songs which they play there is no melody and not a trace of 
rhythm. It is one continuous jingle, impossible to understand, and eventually hurting 
the ears. 

On the basis of the comment made by Kriinitz , one must assume that the drum 
mechanisms were -especially with regard to rhythm- very inaccurate at the time, 
so much so in fact, that it was not possible to recognise a melody. It was in this respect, 
however, that a lot of extremely successful work had already been done in the 17th 
century, among others, by Juriaan and Willem Sprakel as well as by Jan van Call, 
and this was to be continued in the 18th century. On the basis of this, must one assume 
that the drums in themselves were not so bad, but that they were sometimes poorly 
maintained? This proposition is given extra support by an account of a happening 
by Joachim Hess, an account from which it is apparent how accurately well
maintained drum mechanisms could function, at least if the re-pinning was of equally 
perfect quality. Hess describes how he visited Delft with Jacob Potholt where Johan 
Berghuys (1725-1802) was carillonneur. And moreover arriving at the market, the 
carillon started to play and Potholt began to listen with extreme attention, in the mean 
time, I was amused with the image that he had before him, namely that it was Berghuys 
who was now playing, I left him with that impression until thereupon, when the cloek 
struck eleven, he realised his error with great astonishment. 

As has already been said however, mechanics were also to make a contribution 
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in the 18th century, and in particular with what was not quite correctly termed the 
spring drum. This implies a drum with double the number of playing hammer tracks, 
the drum keyboard of which can be positioned for the even or uneven numbered tracks 
as desired [251-252]. 189 

The springing of the keyboard is usually taken care of from within the clock. 
One can use the even tracks for the hour, for instance, and the uneven for the 
half-hour and the two quarter-hours. For this reason, shortly before the hour, the 
drum keyboard is pushed one position to the right from within the clock and returns 
shortly after the hour. With reference to the musical aspect, this has the consequence 
that the drum can contain twice as much music as a normal drum. It is put into practice 
by the drum revolving not once, but twice in an hour. 

The first spring drum for a carillon was supplied to Lier in 1712 for the carillon 
which had been cast by Alexius Jullien and tuned by Willem Witlockx. The drum itself 
had been cast by Witlockx, although the finishing had been carried out by the Antwerp 
clock-maker Henricus Joltrain. Evidently, the result was exceptionally good, as in 
April 1713 there even appeared an advertisement by J oltrain in the Oprechte 
Haarlemsche Courant. In this, he let it be known that his drum was the first of its 
type. As evidence of the fact that music could now be of a longer duration than had 
previously been the case, he announced that on the hour, thus over the whole 
circumference of the drum, nothing less than a a fine prelude and 8 variations on 
Foulie d'Espagne could be pinned. 

Following the drum for Lier, Joltrain was to supply a second of the same type, 
and this was also cast by Witlockx. This second drum was intended for the carillon 
made in 1714-15 by Claes Noorden and Jan Albert de Grave for the Abbey Tower 
at Middelburg. In the very detailed contract for the delivery, it was stipulated, among 
other things: The drum will have to be made in such a way that it will revolve 
completely on the hour, and once more for the half-hour and the two quarter-hours, 
so that it will play long enough, as is fitting [252]. Unfortunately, the carillon and 
the automatic chiming mechanism were completely destroyed by wartime activity in 
May 1940. 

Apart from Joltrain, other clockmakers have built drums with springing 
keyboards, and in particular, Gilles de Beefe from Liege and his son Nicolas. They 
provided such chiming mechanisms for Hasselt (1752) [251], Sint-Truiden (1754) and 
Liege, the present Cathedral of St Paul (1756). Although these drums are still to be 

. found in the towers, none of the three is still in working order. Many years previously, 
in 1730, De Beefe had worked for the extraordinary King John V of Portugal. We 
remember how this king ordered two carillons out of sheer wantonness, one from 
Willem Witlockx in Antwerp and the other from Nicolas le Vache in Liege. Both 
carillons were each given two drums with springing keyboard. Moreover, the frames 
in which the drums are placed stand out due to a profusion of ornamentation which 
is to be found nowhere else. [253] 

There was one difference to later works of De Beefe. The drum keyboards in 
Mafra have to be moved by hand and the reason would seem clear: the king not only 
wanted to hear long melodies, but also in a varied repertoire. It was also for this reason 
that of the two drums that each carillon possesses, one is for the hour and the other 
for the half-hour and two quarter-hours. By moving the keyboard one position 

189 The incorrect name of 
spring drum was derived from 
older, much smaller automatic 
musical instruments in which the 
drum itself sprung one position, 

and not the drum keyboard. It 
will be clear however that such 
is unthinkable in the case of 
large tower drums. 

253 FIGURE ON THE FRAME OF 
THE DRUM MECHANISM BY 
GILLES DE BEEFE, ROYAL 
PALACE IN MAFRA, 1730 

The drum frames in the Royal 
Palace of Mafra have particularly 
fine decorations. An example is 
provided by this figure which 
holds a bearing in which one of 
the ratchet-wheels turns. This was 
provided by the clock-maker 
Gilles de Beefe from Liege. 
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manually, it was possible to choose another programme in one turn of the hand. If 
that was not enough, one of the four drums could even play from three positions. 
The whole was also furnished with a ding-dong mechanism. In fact in Mafra, 
everything which was possible for chiming mechanisms was provided. 190 Neverthel
ess, the spring drum remained a typical 18th century phenomenon. After Joltrain and 
De Beef e, they were never built again. 

The carillon as a musical instrument 

THE FLEMISH CARILLONNEURS 

In the previous chapters, we have already come across the names of quite a few 
carillonneurs. They were not only active as players of the instrument in the tower, 
but also as advisers and experts, while some of them also developed interesting ideas. 
In fact one could say that the 18th century in particular was the century of the 
carillonneurs. They fulfilled an important function in municipal life and, in addition, 
were completely accepted as musicians and were esteemed as such. They played an 
instrument that was at the centre of municipal life, and were readily accepted because 
many of them were also highly regarded as organists. In the bourgeois 19th century 
this was to change drastically ! 

The image sketched above can perhaps best be supported in the person of 
Matthias van den Gheyn (1721-1785), municipal carillonneur of Leuven and the 
musician whom we already met, together with his uncle Peter, in the affair concerning 
Le Vache in Nijmegen. He was a famous figure during his own lifetime, even if only 
due to the fact that he had seventeen extremely talented children. It was naturally 
however the musician Van den Gheyn that particularly determined his position in 
society, and he was very conscious of this ! His performances were characterised by 
a great self-consciousness, they even went so far that he was to make his Sunday 
afternoon performances into a finely staged ritual. 

Contemporaries relate how Van den Gheyn, in an immaculate, fashionable 
black suit, stylishly holding his walking stick and affably greeting friends and 
admirers, scanned the market to see if there were perhaps strangers who had come 
to listen to his renowned carillon playing. After twenty minutes he disappeared into 
the tower of St Peter's where he discarded the fashionable clothing and thereupon 
opened his concert with a number of preludes. That was only the introduction 
however, as time and again, the highpoint was in the form of his very original 
improvisations which could last for half an hour. Van den Gheyn knew very well that 
this unrestricted playing was of an exceptional character, as afterwards he appeared 
once more among his admirers to accept their compliments, dressed in just as 
immaculate a suit as before the concert. The same musical talent was also to be heard 
in his organ playing; in this he also excelled as an improvisator. It is not surprising, 
therefore, that when he died in 1785, he was characterised by one newspaper as 
follows: very famous carillonneur of this town and organist of St Peter's church and 
chapter here, well-known for his published music works, both for organ and carillon. 

Forty years earlier however, when he was still to be appointed as carillonneur, 
things were of course different. At the then usual competitive examination there were 

190 At present , it is not only the 
drums of the Le Vache carillon 
which are out of use, but 
moreover also those of the 
Witlockx carillon,the former has 
in any case not been used for 
years. However, it is the 
intention that the latter will be 

restored in the near future . For 
more details about these 
impressive drums see Lelir, 
Mafra, op.cit. 
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five candidates, of which the jury declared that Van den Gheyn excelled far above 
the others. Each candidate had to play consecutively: Les Folies d'Espagne, and 
presumably not just the melody itself but also a number of variations, and in addition, 
La Bergerie, Caprice and an andante, which was not further specified. One may 
assume that it was not a simple task, as two of the aspirant carillonneurs broke down 
half-way through the quite difficult Bergerie. Is that so surprising however? At least 
one of the two could not even read music. There must have been more than enough 
interest in this competition people were everywhere. 

When Matthias van den Gheyn was appointed, he was confronted by an odd 
state of affairs. The new municipal carillonneur was duty-bound by his contract to 
re-tune the bells which his father, Andreas Frans, had cast for St Peter's. They could 
not be said to be perfectly in tune. It was stated in the contract: in the upper and other 
octaves which differ in tone completely or in part and which are not in harmony, the 
same are to be corrected at his expense by turning or re-casting as is found necessary. 
Luckily for Matthias, this stipulation was toned down somewhat, he was allowed to 
confine himself to the treble bells, so he was not forced to pay for a complete 
re-installation for the larger bells out of his own pocket ! 

It is interesting to know under which conditions of contract Matthias van den 
Gheyn carried out his duties as municipal carillonneur. 

At first sight it seems strange that he was obliged to play free of charge on the 
carillon for all masses, municipal processions, celebrations etc. and every week on 
market day, and with full carillon, with use of the bass bells as required by every 
melody which he shall play. What was more, he was not allowed to send a deputy. 
We must add immediately however that apart from this, he had to provide for extra 
performances, and this time they were well paid. These were, in the first place, not 
for the municipality, but particularly for the chapter, the university, the guilds etc. 
It therefore becomes apparent that the carillon in the Southern Netherlands was much 
more a part of daily life than in the North, and the same remains true today. At an 
important visit to the church: Van den Gheyn played and the chapter paid; at a 
doctoral graduation: Van den Gheyn played and the young doctor paid etc. For all 
these events, special suitable music was written! A number of titles included: Aria 
van de installatie van de abt van 't Park, Aria van Primus Vander Belen, Mars van 
de Kloveniersgilde [Aria for the installation of the abbot of 't Park, Aria for Dux 

254 FRAGMENT FROM 
THE LEUVEN CARILLON 
MANUSCRIPT (1756) 

At the end of 1989, the library of 
the Catholic University of Leuven 
acquired a collection of music 
manuscripts and prints from the 
estate of the Leuven musicologist, 
the knight Xavier van Elewyck 
(died 1889). The showpiece of this 

collection is a volume of carillon 
music which was probably 
compiled around 1756 by a 
certain J.F. le Tiege under the 
direction of the town carillonneur 
of Leuven, Matthias van den 
Gheyn (1721-1785). It contains 
151 pieces, including numerous 
popular dances (menuets, gigues, 
gavottes), Christmas carols, arias 
in honour of the principals of 
Leuven university, marches and 
several occasional pieces for 
Leuven guilds and chambers of 
rhetoric, music for local 
happenings and two large sets of 
variations on Ik zag Cecilia 
komen and La folie d'Espagne. 
This carillon manuscript was 
published in facsimile in 1990. 
Leuven, University Library, 
P 195-30 
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255 TITLE PAGE FROM THE 
'DE GRUYTTERS CARILLON 
BOOK' (1746, ANTWERP) 
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Vander Belen, March for the Arquebusiers' Guild] etc. All these and other such 
musical works are to be found in a recently discovered Leuven carillon manuscript 
dating from around 1756 [254]. The slightly older marches by Boudewijn Schepers 
with titles such as Marche van Sint-Anna, Marche van Jacobus etc. belong to the same 
category.191 Let us return to Van den Gheyn however. 

In Matthias van den Gheyn, we have certainly met an important musician. As 
was said in his obituary, he also composed for the carillon, and his eleven preludes 
in particular belong to the carillon music which is still frequently played. 192 

To a certain extent, Matthias van den Gheyn may be regarded as exemplary for 
the 18th century municipal carillonneur of an important Flemish town. It is true that 
there are differences of nuance, although Joannes de Gruijtters in Antwerp, for 
example, was likewise just as devoted to his instrument. A music manuscript by him 
has been preserved, with the title: 

Andanten, marchen, gavotten, ariaen, giuen, corenten, contre-dansen, allegros, 
preludes, menuetten, trion &.&. Voor den beijaert ofte klok-spil bij een vergaedert 
ende op gestelt door mij Joannes de Gruijters, beijaert ofte klok-spilder des stadt ende 
chatedraele tot Antwerpen 1746 [Andantes, marches, gavottes, arias, gigues, 
courantes, country dances, allegros, preludes, minuets, trios &.&. For the carillon or 
bell-chime collected and put together by Joannes de Gruijtters, carillonneur or 
bell-ringer of the town and cathedral of Antwerp 1746] [255-256] .193 

It is apparent from this collection that he readily arranged existing pieces of 
music, such as pieces by Lully, Corelli, Couperin, Vivaldi, Handel and Locatelli, 
although local composers such as De Fesch and Fiocco were not forgotten. It is also 
remarkable that in this collection only four pieces are to be found which were expressly 
composed for the carillon. Two are by De Gruijtters himself, one by Jan Jozef Coifs 
and one by Boudewijn Schepers. What is perhaps most typical however, is that of 
the 194 musical works which are to be found in the De Gruijtters Carillon Book, no 
less than 81 are minuets-more than forty percent. In fact it appears that among the 
carillonneurs, and not only among them, the idea was still prevalent that music by 
the French and Italian masters was the nicest, just as Pieter Hemony had written 
almost a century earlier. Even in the present day, the repertoire as put together by 
De Gruijtters is still frequently played, as they are indeed pleasant, elegant and galant 
pieces which one comes across in that collection, also due to their attractive ornamen
tation technique. We can recall that in Amsterdam, Potholt had this technique at his 
command in the most complete form, as he knew how to introduce pianos and fortes 
even within the ornaments. It is not without reason that Burney was so astonished 
about this when he visited Potholt, Lustig -on the other hand- found it all 
somewhat overdone. 

A second Southern Netherlands carillon book came into being in the years 
1780-85 at Sint-Omaars in French-Flanders. It was there that the local organist-caril
lonneur, Jean Dupont, put together the music which he played in Ce livre de musique 
appartient a Andre Jean Bapt: Bonavent. Dupont: 1780 organiste carillonneur de 
l'abbaije de St bertin en 1785. 194 Just as in the case of De Gruijtters, harpsichord 
and organ music arranged by Dupont is to be found in this book, although the 
arrangements of the latter are somewhat simpler. It is striking however that real folk 
music is absent. In that respect, the Delft carillonneurs Johan Berghuys and his son 

191 Het liedeken van de 
lovenaers. Een 18de-eeuws 
leuvens beiaardhandschrift. 
Facsimile edition with an 
introduction by L. Rombouts 
and G. Huybens, Leuven, 1990. 
B. Scheepers, Marsen. Intro
duction J. Maassen. Asten, 1976. 

192 The eleven preludes have 
not been preserved in the 
original manuscript, but ·have 
survived through two 19th 
century copies. 

193 A facsimile edition 
appeared in 1968 in Asten with 
an introduction by A. Abbenes 
and A. Lehr. This edition was 
subsequently reprinted in 
Amsterdam in 1971. 
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Frederik were a lot less assuming, as we will see on pp. 199 f. 
It was naturally fairly obvious that the carillonneurs of this period, who were 

nearly always active in other musical areas, bought the many newly published 
harpsichord books. From the point of view of the carillon they had to do this because, 
as has been already said, there was no original carillon music available in print. One 
must not therefore conclude that the carillon was not taken seriously. It was the 
custom in the music world of that time to write music for several instruments, 
including the small number of carillons. Moreover, the important foreign composers 
were completely unfamiliar with the carillon and they therefore did not feel moved 
to write anything for that instrument. The really important compositions did in fact 
come from abroad, if only because the number of inhabitants in Flanders and Holland 
was hardly sufficient to produce even one really good composer. 

The theorem set out above is given more support by the fact that the authorities 
were being careful to ensure that the right sort of music was being played on the 
carillon. When, for instance, the municipal carillonneur of Vlissingen (Flushing) had 
business elsewhere, his absence was allowed on the condition that his deputy was able 
to play the most accomplished and newest compositions which would best serve the 
carillon. Evidently, what is being refered to here is music for other instruments which 
would best be suited to playing on the carillon. 

THE DUTCH CARILLONNEURS 

Was the situation in the Northern Republic any different? In any case there was at 
least one important difference to the South, all be it that such a variation must not 
be too strictly maintained. In the North the function of carillonneur was almost always 
combined with that of organist; players were appointed with a double function in 
mind. In Utrecht in 1778, for example, it was stipulated that during the competitive 
examination, applicants had to play on the Dom carillon for half an hour in the 
morning and in the afternoon they had to play on the organ in the Dom Church. The 
commission had likewise determined what had to be played, that was that/or the first 
quarter of an hour, the masters should occupy themselves with playing their own 
music as desired and thereupon, for the last quarter of an hour, with the playing and 
elaboration of a piece given to them. The candidates thus had to be able to improvise, 
something which at present may still be required of a carillonneur. 

There was a great deal of interest for the function of carillonneur-organist. 
. Undoubtedly this was partly due to the importance of this profession, at least in some 
towns. It was the motive behind advertising the vacancy in the Utrecht, Leiden and 
Amsterdam newspapers, such as happened in the afore-mentioned case in Utrecht, 
where eleven musicians replied to the advertisement. In Arnhem in 1770, there were 
even sixteen, just as in Hoorn two years earlier. In the same town, three years later, 
ten musicians competed for this evidently attractive job. Apart from the organ and 
carillon, they often played other instruments, such as the flute, to mention something 
entirely different. 

The number of concerts was more numerous than at present. Three to four 
concerts a week of between a half-hour and an hour in length, were more the rule 
than the exception. In addition, the municipal carillonneur had to provide new music 
for the drum every three months. He was usually free in his choice, although it was 

194 The music has so far been 
published in three parts by 
F. Deleu (1987). 
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256 FRAGMENT FROM THE 

' DE GRUYTTERS CARILLON 

BOOK' (1746, ANTWERP) 

The De Gruytlers carillon book is 
a volume of 194 pieces compiled 
in 1746 by the town carillonneur 
of Antwerp, Johannes de 
Gruytters (1709-1772). The 
manuscript contains about 80 
menuets, a number of original 
compositions by carillonneurs 
such as De Gruytters, Jan-Jozef 

Coifs and Boudewijn Schepers, 
and countless arrangements of 
compositions by, among others, 
Lully, Vivaldi, Couperin, 
Hiindel, De Fesch and several 
Southern Netherlands composers 
including, Raick, Fiocco, De 
Croes, La Fosse and Baustetter. 
This carillon book was published 
in facsimile in 1968. 
Antwerp, Library of the Royal 
Flemish Music Conservatory 



257 17th CENTURY GHENT 

RE-PINNING BOOK 
Page from Den boeck vanden 
voorslahc (sic) van Ghendt [Book 
of the chime of Ghent], dedicated 
in 1681 by the Dominican friar 
Philippus Wyckaert (1620-1694) 
to the municipal magistrate of 
Ghent. This re-pinning book, 
specially compiled for the 
automatic chime of the Ghent 
belfry carillon, contains 83 
compositions, including popular 
dances, Christmas carols and 
other songs, fragments from 
operas etc., which had been set 
on the drum during the period 
1661-1693. 
Ghent, Municipal archives, 
No. 96.2 

200 THE ROCOCO 

naturally assumed that he adapted his choice according to the mood in the town and 
the time of year. In Hoorn it was stipulated that the carillonneur had to choose such 
psalms and pieces of music which he judges to be proper for the time of year. 

In some cases more stringent conditions were applied, such as in Flushing, where 
it was stipulated in 1773 that melodies could only pe placed on the drum which will 
be indicated by the Honourable Treasurers and no changes may be made unless he 
[the carillonneur] can show that it is impossible to place these on the drum. In other 
places however there was more flexibility, such as in Utrecht where for the hour
chimes melodies of psalms or edifying hymns were prescribed, a tradition which has 
been maintained until the present day. 

195 J.P .A. Fischer, 
Verhandeling van de klokken en 
het klokke-spel; waer in behalve 
de opkomst van het klokkespel, 
al/es wat omtrent de klokken 
aenmerkelyk is, als: de stoffe, 
gewicht, grootte, en klank der 
zelve, mitsgaders de compositie 

regel voor de ton, en de nodige 
wetenschap van 't versteeken, 
wordt voorgestelt; benevens een 
kort bericht van de outheit, 
gebruyk, en doopen der 
klokken, als ook van 
zogenaemde wonderklokken. 

Utrecht, 1738; facsimile editions 
Asten, 1956 and The Hague, 
1977. 
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Just as in Flanders, the Dutch carillonneur was also a man of musical impor
tance, at least in the most important towns. We can point to the Utrecht musician 
Johan Philip Albrecht Fischer (1698-1778), carillonneur and organist since 1737, but 
in addition composer of local fame. He was also a prominent member of the municipal 
music board, a writer of several didactic works about music including one about bells 
and carillons, 195 an active member of the Art Society (founded in 1773) etc. To give 
another example, Joost Verschuere Reynvaan was not only a lawyer and later a 
magistrate in 18th century Flushing, he was moreover a passionate writer about music, 
and finally also a carillonneur. The carillonneurs who have been mentioned here have 
not become famous due to their playing so much, but more for what they have written 
about their profession. Moreover, there are many names of local celebrities which 
could be mentioned who were excellent professionals on both organ and carillon. We 
have already met one of them several times, Joachim Hess, municipal carillonneur 
of Gouda. He also wrote about his profession however in that attractive little book 
Over de vereischten in eenen organist /Concerning the requirements of an organist] 
(Gouda, 1807), a conversation between him and an imaginary pupil. We have already 
quoted from it several times. 

As regards carillon music for hand-playing, we know, with repect to the 
Netherlands, that Jacob Potholt, the Amsterdam carillonneur who was so admired 
by Burney, wrote for his instrument. In 1834, this music was still in the hands of F.J. 
Fetis, and his commentary on the music was exceptionally laudable. As compositions, 
he considered them to be of an excellent level, although he certainly did not find them 
easy to play. He judged that they would already provide problems on a piano, let alone 
a carillon. 

The oldest preserved Dutch carillon music dates only from the second half of 
the 18th century. We refer here to the musical notations of Johan Berghuys (1724-
1801), municipal carillonneur of Delft, and his son Frederik Johan (1762-1835). 196 

In these manuscripts of greatly varying quality, the almost unavoidable minuets, airs, 
marches, country dances etc. are present of course. Generally, they are arrangements 
of existing keyboard and violin music, but also occasionally of symphonies and 
operas. Thus one comes across composers such as J. Chr. Bach, Boccherini, Corelli, 
Geminiani, J. Haydn, Hellendaal, as well as a number of less well-known opera 
composers. Equally, more human aspects are represented in all their forms. Titles 
such as 'Og Zoete Mi', 'Ai Teuntje', 'Drooge Kees', 'Kees mijn vrijer' [Oh sweet May, 
Hey Teuntje, Dull Kees, Kees my lover] speak volumes. In short, the whole of musical 
life was represented on the carillon. Father and son Berghuys lived in a transitional 
period however, a time in which the character of the carillon was to change fundamen
tally. It is a period which is defined by the more general description of romantic, a 
time in which the carillon seemed to perish as a musical instrument, although it was 
to return finally in a totally changed form. 

196 These are fourteen music 
books with music for 
hand-played carillon . See also: 
L. J . Meilink-Hoedemaker, 
Luidklokken en speelklokken in 
Delft. Utrecht, 1985. 
P . Bremer, De/ftse torenmuziek. 
Een onderzoek naar de 

muziekboekjes voor carillon van 
Johannes en Frederik Berghuis. 
Utrecht, 1986. 



258 DRAWING OF THE 
CARILLONNEUR OF THE 
PAROCHIALKIRCHE IN BERLIN, 
1898 
In this romantic print, 
the carillonneur of the 
Parochialkirche in Berlin is 
playing at his keyboard with a 
Dutch pedal. The pedals are 
hinged under the bench. This 
small print makes clear that at 
least this carillonneur adopted a 
relaxed posture at his instrument. 
From: K. Walter, Glockenkunde, 
Berlin, 1913, p. 40 



C HA P T E R VII Romanticism 

The end of an era 

THE FRENCH PLUNDERING OF BELLS IN THE SOUTHERN NETHERLANDS 

(1795-1801) 

Let freedom take away superstition's treasures to forge weapons against the fanati
cism of kings and priests. That is how the dictatorial Comite du Salut Public 
pronounced its verdict during the French Revolution's reign of terror. Part of these 
treasures was the immense collection of bells owned by churches and especially by 

monasteries and convents, not only in France, but also in the areas which had been 
absorbed since 1795: the Austrian Netherlands, the Prince-Bishopric of Liege, the 

State of Flanders, the State of Limburg, etc. 
Almost immediately after this annexation orders were given not only to draw 

up an inventory of the bells which were still in monastic buildings, meanwhile 
depopulated, but equally of all other evidence of worship which had also become 
prohibited. Sometimes there seemed to be more than merely anti-religious motives 

at work. In Antwerp, the reason for declaring the bells out of order was given as to 
stop the alarm-bells ringing, i.e. to prevent the possibility of ringing the bells for an 
attack. On the other hand it was compulsory to ring the bells for adding lustre to 

.republican festivities and celebrations, or for giving an extra impetus to newly issued 
decrees. 

But after the abolition of all monasteries and convents in 1796 and the notorious 
demand, one year later, that all priests were to swear an oath of hate to the monarchy 
and an oath of loyalty to the republic and its constitution, this new official task of 
the bells was soon forgotten, even though the new stipulations were by no means 
strictly adhered to everywhere. The result was, in fact, that all goods in monastic 

buildings and in churches, where the priests had refused to swear the oath, were 
confiscated . It was already then that many carillons and swinging-bells disappeared, 
especially from the numerous monasteries which had proliferated throughout the 

Southern Netherlands. 
That is, for instance, how the Hemony carillons of St Michael's Abbey in 

.... 



259 PETIT & FRITSEN 

SWINGING-BELL, 1860, 
FLUSHING 
If little attention was paid to 
the intonation of a bell during 
the 19th century, its outward 
appearance - such as the 
ornamentation- was certainly 
given much care. At a time when 
silverware included many 
beautifully decorated chalices and 
monstrances, similar ornaments 
were used in bell-founding. 
This bell, 91 cm. high, shows 
two decorative rims with a 
neo-baroque motif of winged 
angels surrounded with foliated 
ornaments. A relief of Christ on 
the cross decorates the middle 
flank . The inscription in Latin 
capitals reads translated: 
IN THE YEAR 1860 THE PARISH 
HAS GIVEN ME THE NAME OF 
THE VIRGIN MARY. FATHER 
BOTS FLUSHING. 
Asten, National Carillon Museum 

204 ROMANTICISM 

Antwerp were lost, and the same happened at the abbeys of Averbode and Ename. 
It must be added that these bells were not always intended for gun-foundries . It is 
true that precise metallurgical methods had been created to reduce the 20 % tin of 
bells' bronze to the required 10 % for use in guns, but nevertheless free trade was also 

I 
responsible for the disappearance of bells. Bells of, the former Ename abbey can still 
be found in a few churches in the North of France. A whole carillon was sometimes 
stored away and reappeared elsewhere at a later date. The Averbode carillon, for 
instance, remained entirely intact and when the political climate had become more 
favourable, it re-emerged in 1819 when Andreas Lodewijk van den Gheyn, the son 
of Andreas Josef, offered it for sale to the Church-of-our-Lady in Huy197 . Finally, 
the carillon of the Val St Lambert abbey was donated to St Bartholomew's Church 
in Liege, in 1804. 

There were, of course, also many actions of sabotage. The fathers of Postel 
[245], for instance, managed to bury their Alexius Jullien carillon, which dated from 
1723/24 and many years later these same bells were to end up at St Lambert's Church, 
in Helmond198

. 

Most of the monasteries and convents were less fortunate, even though official 
policies were often far from clear, leaving a lot of scope for personal initiative. In 
Grimbergen, for instance, orders were given to remove the clappers from the bells, 
but soon it was discovered that, if the bells were to be silenced, the hammers too had 
to be removed. In the end, the bells themselves had of course to come down from 
their towers. However, according to a contemporary chronicle, in several places, 
where there were no spies and where it was easy to do so, a bell was quickly removed 
and quietly buried in the earth and that is what happened in Grimbergen. If bells were 
eventually confiscated, then those to suffer were often the peasants. Soldiers were sent 
everywhere to force the farmers to transport the bells [ .. .] The farmers were angry 
for having to take the bells into town without any remuneration. What's more, the 
bells were not always neatly taken down from the towers. They were often just thrown 
out or smashed to pieces in the tower itself. This happened during the Winter of 1798 
in the tower of Antwerp's Church of St Jacob's and for weeks the noise of bells being 
crushed could be heard all around. 

All these examples show that the decrees concerning the requisitioning of bells 
were not always duly carried out. At Tongeren the bells were saved from confiscation 
by telling the authorities that they helped to add lustre to patriotic festivities. In 
Maastricht the town council was equally cunning and stipulated that the carillon of 
St Servaas' Basilica, made by Andreas Jozef van den Gheyn, was un chef-d'oeuvre, 
furthermore that a tower without bells was like a headless body and that the carillon 
could be heard all over the town. Therefore it was of use to the whole community 
and it certainly was not only there for the sole honour and glory of the church. The 
argument was accepted ! 

Within the pursued policies, carillons in the towers of town halls and belfries 
were exempt from the requisition orders. Nevertheless many a town carillonneur was 
presented with quite a few problems in that he was forced to adapt his repertoire to 
the changed political balance. In Aalst, for instance, Cornelis Schepers refused to put 
the Marseillaise on the drum, but a tough term of imprisonment made him change 
his mind. And Amandus de Gruijtters, the son of the famous Johannes, was sent a 

197 The carillon was restored in 
1968/ 69 by Eijsbouts. Apart 
from nineteen original bells by 
Francois Hemony, dating from 
1661 / 62, it also has sixteen bells 
which were cast by Andreas 
Jozef van den Gheyn between 
1752 and 1769. 

198 This carillon has afterwards 
been restored on a few 
occasions, the last time in 1954 
by Eijsbouts. Only seven of 
J ullien' s bells are left. The 
original mean-tone tuning, if it 
ever was used , has also gone. 
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list of melodies, containing again the Marseillaise, as well as <_;a ira etc., but he showed 
himself more flexible. 

Some carillonneurs were all in favour of the new order. Gerardus Haverals, for 
instance, town carillonneur in Mechelen, already played republican tunes in 1791, 
which earned him a severe reprimand from the town council. And in some places no 
one really cared what the carillon was playing. In Arnemuiden the Wilhelmus 
remained on the drum during the whole Napoleonic period. One does wonder though 
whether it was even possible to hear this on an out-of-tune 16th century carillon? 

No bells were requisitioned in the Batavian Republic, but in the South the 
requisitions gradually took on gigantic proportions and in the long run were not 
restricted to churches or monasteries which had been closed as a result of the general 
anti-clerical movement. France itself had already given the example in claiming 
civilian bells for armament purposes and this also happened in the Austrian Nether
lands where it was decreed in 1798/99 that one bell per canton should be sufficient. 
This regulation was of course undermined as much as possible. 

After 1798/99 the fierce character of bell plundering gradually mellowed and 
eventually it disappeared, although some commissioners never tired of tracking down 
buried bells even then. The real end to all this came not before 1801, when Napoleon 
concluded a concordat with the pope. Churches were reopened and the bells, if they 
were still in place, could ring as before. This was also the case in Antwerp in 1802, 
when the great swinging-bell Carolus was sounding again for the first time during a 
visit by the bishop of Mechelen. The bell-ringer noted: Carolus has been sounded 
during the playing of the carillon, a while before mass, during the Te Deum. 

260 SWINGING-BELL CAST BY 
PETIT & FRITSEN IN 1821 FOR 
THE REFORMED CHURCH AT 
OOSTERHOUT 
If the ornament on this bell is 
compared to that on the bell 
which Henricus Petit cast in 1807 
[246], it becomes clear that a 
foundry often used the same 
ornamentation for a long period. 
The inscription reads: A PRESENT 
OF THE MUNICIPALITY OF 
OOSTERHOUT PETIT ET FRITSEN 
ME FUDERUNT ANNO 1821 (Petit 
& Fritsen cast me in 1821). 



261 ORNAMENT AND 
INSCRIPTION ON A BELL BY 
ANDRIES HEERES VAN BERGEN, 
OOSTWOLD, 1807 
Stylized vases surrounded by 
garlands decorate the upper waist 
of this bell which has a diameter 
of75cm. 
Oostwo/d, Reformed Church 

206 ROMANTICISM 

THE CREATION OF MODERN DUTCH BELL-FOUNDRIES 

The French revolution and the subsequent Napoleonic years caused a real landslide 
in social and cultural relations, as has been mentioned before, but this was also true 
for bell-foundries! In general these changes could be described as a gradual transition 
from the individually working bell-founder who explicitly signed his bells with his own 
name, to a more business-like approach with the company name taking pride of place. 
Most typically this was shown in the case of the Petits. 

After the Nijkerk debacle (pp. 186 f) some of Alex Petit's twelve surviving 
children had arranged a meeting in Eindhoven on April 25, 1778. They decided to 
continue their father's bell-founding business and to settle his current debts, which 
definitely sealed their departure from Someren. In 1786 the foundry was transferred, 
not very far away, to Aarle-Rixtel, where it soon became an outstanding company, 
and Henricus Petit (1751-1815), for one, showed that he was capable of casting bells 
of a very high artistic standard and much better than anything his father had achieved 
[246). This was also noticed by outsiders, as his contemporaries wrote about the many 
very beautiful bells which were cast there. 

However much dedication there was to the craft itself though, this didn't mean 
there was no commercial insight. In 1805, for instance, it was agreed that Henricus 
and his brother Everardus Petit (1761-1821) would limit their activities to the Batavian 
Republic, while their younger brother Alexius jr. (1765-1843) would permanently 
move his field of activity to Westphalia199

• The question remains whether these 
branches were really all that friendly with each other, since Alexi us Fritsen (1823-1905) 
wrote at one time: Alexius Petit[ .. .] managed to make himself not so much famous 
as infamous for casting bells200• No comments needed. 

Meanwhile Henricus Fritsen (1784-1875) had started work at the Aarle-Rixtel 
foundry. He was born in Someren, the son of the former foreman Izaac Fritzen 
(1745-1796) -whose surname was still spelt with a z in those days- and Maria 
Aldegondis Petit, daughter of Alexius sr. He too was to carry on the foundry, for 
when his uncle Henricus had died in 1815 and his other uncle Everardus had retired 
from the company, it was Henricus Fritsen who was to manage the bell-foundry under 
the company name Petit & Fritsen, still in place today at Aarle-Rixtel. But unlike the 
foundry in Gescher, the company at Aarle-Rixtel did get involved with carillons. At 
first this happened, entirely in character with the age, with a few ups and many downs 
and it was only in 1939 that a faultless carillon was manufactured by this foundry, 
but that one was the first of a long series201 . More on this subject later on. 

The Petit & Fritsen company was situated in the South of the Netherlands but 
the North too was to see the setting up of modern bell-foundries, namely by Van 
Bergen at Heiligerlee and at Midwolda202. Fritsen was a descendant, through the 
Petits, of 17th century Lorraine bell-founders and the Van Bergen story was rather 

199 Alexius Petit died in 1843 
at Gescher, Westphalia. 
The bell-foundry there was 
continued by the Edelbrock 
children, sons of his wife 
Theodora Edelbrock's brother. 
They then chose the company 
name Petit & Edelbrock and 
under that name bells are still 
being cast at Gescher today. 
Petit & Edelbrock is a typical 
German bell foundry where 
swinging-bells are dominant and 
where around 1900 there was a 
brief excursion into carillon 
making, but without success. 

200 Dossier Brom, 
Gemeentemuseum, The Hague. 

201 This carillon was sold, 
through Eijsbouts, to the 
Meerssen basilica where it fell 
victim to the German bell 
requisition of 1942, without ever 
having sounded . 

202 C.N . Fehrmann, Het 
Nederlandse 
klokkengietersgeslacht Van 
Bergen, in: Klok en Klepel, 
tijdschrift van de Ned. 
Klokkenspel- Vereniging, 26 
(October 1981), pp. 8-15. 

203 The company remained in 
existence until 1956. That year 
Jaco bus van Bergen sold his 
bell-foundry to the Koek 

company which continued to 
cast bells for a number of years, 
although bells were also ordered 
elsewhere. The final end came in 
the seventies. 
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. similar. It was Andries Hero van Bergen (1768-1847) who started a bell-foundry at 
Midwolda in 1795. He originated from East Friesland where he had almost certainly 
learned his trade from Mamees Fremy who was working there and with whom he had 
also cast a number of swinging-bells. The latter's direct ancestor Mamees was 
probably born in 's-Hertogenbosch in 1672 and he was obviously related one way or 
another to Claude and Mammes Fremy, the unfortunate pupils of both F. and P. 
Hemony. 

The Midwolda Van Bergens cast almost exclusively swinging-bells and hardly 
any carillons203 . However, another branch of the family became involved all the more 
with the production of carillons. In 1862 a second Van Bergen foundry was set up 
at Heiligerlee by the Midwolda firm. But, after initially working harmoniously 
together, the two Van Bergen branches eventually grew apart. It was the Heiligerlee 

203 The company remained in 
existence until 1956. That year 
Jacobus van Bergen sold his 
bell-foundry to the Koek 

company which continued to 
cast bells for a number of years, 
although bells were also ordered 
elsewhere. The final end came in 
the seventies. 
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In 1844 Andreas Lodewijk Van 
Aerschodt from Leuven cast the 
Salvato, bell (8335 kg) for the 
St. Rombouts tower in Meche/en, 
Belgium. It is the largest and the 
heaviest-playing carillon bell in 
the country and serves as 
swinging- and chime-bell as well. 
It was ceremoniously consecrated 
and rung in on 26 November, 
1844 by Cardinal Sterckx on the 
Grote Markt in Meche/en . 



263 CARILLON BELL BY 

ANDREAS LODEWIJK VAN 

AERSCHODT, NAMUR, 1857 

Excellent casting and timbre are 
characteristic for the products of 
the Van Aerschodt workshops at 
Leuven, but the overtones are 
muddled. The reason was that in 
the 19th century, the skill of 
bell-tuning had been lost. 
This bell used to be part of a 
four-octave carillon at Namur 
Cathedral. 
Asten, National Carillon Museum 
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foundry which eventually made a very substantial contribution to the art of the 
carillon during the 1930s204. Those illustrious years will be dealt with extensively on 
pp. 258 f. 

In contrast with the previous centuries there were, since the beginning of the 
19th c., only two bell-foundries left in the Netherlands205 . The reason that no more 
than two survived was not only to be found in the changed social structures which 
had been caused by the French revolution: it should be remembered that during the 

previous centuries a bell-founder did rather more than just casting bells and carillons; 
he also manufactured all kinds of small bronze objects for everyday use, as well as 
sculptures and also armaments. This represented a rich variety of products, but during 
the 19th century household bronze was replaced more and more by cast-iron, while 
bronze cannons gradually disappeared from the battlefields . In short, there were far 
fewer opportunities for bronze-casting and this no doubt was the reason why Van 
Bergen started to make fire-hoses. The combination of fire-hoses and bells is not as 
strange as it may seem, since the manufacture of these old-fashioned fire-hoses 
required a substantial amount of brass-casting. 

What was the quality though of the products leaving Dutch bell-foundries, 
especially those which also tried out casting carillon-bells ? The answer can only be 
that it was poor, sometimes very poor. This was in fact only normal as more than 
a hundred years had passed since the death of the last carillon-founder in the 
Netherlands and so there was no more question of any tradition in carillon-founding. 
On the other hand it seems strange that among Andries Heeres van Bergen's papers 
there was a profile, dated 1826, which according to Van Bergen's notes, was a 
Hemony original206 . Even if this were not the case, it is absolutely certain that this 
profile can produce an excellent carillon bell! Nevertheless this did not help Van 
Bergen -apparently he had not mastered the art of tuning and he did not possess 
any proper measuring equipment which is needed for this task. His only activity in 

the field of carillons took place in 1834 when he, together with his son Udo 
(1800-1878), partly recast the Symon carillon at Appingedam and enlarged it with bells 
of his own casting. Was this a success? We can only presume that it was not because 
in 1911 it was replaced by a carillon made by the English founder John Taylor and 
this, in fact, was the first properly tuned modern carillon in the Netherlands. More 
on this on pp. 245 f. 

In the South, the Petit & Fritsen company was more ambitious -or maybe 
sailing a more propitious course. At any rate, nearly all 19th century activities in 
renovating carillons or casting new ones took place in the province of North Brabant. 
Unlike Van Bergen however, Petit & Fritsen did not have the right bell design and 
the results were to match. The series of bells which this company delivered to St John's 
Cathedral at 's-Hertogenbosch, for instance, have long since disappeared and the 
same happened to the carillon which was cast in 1867 for the Eindhoven town hall . 
It replaced the Jullien carillon, but the local residents considered it far from an 
improvement and complained bitterly about the inharmonious sounds which the new 
bells produced. To avoid any further annoyance the town's authorities had no other 
option but to silence the carillon. Should it cause any wonder then that this carillon 
too was replaced at the beginning of this century by a much better one, again made 

in England ?207 But the peak of bad intonation was reached when, at the end of the 

204 In 1980 an inevitable 
closure took place. Since 1987 
part of the former company 
buildings is housing a 
bell-foundry museum. Among 
other things, the casting pit, 
with the melting furnace , has 
been reconstructed. 

205 In 1947 the Eijsbouts 
bell-foundry at Asten was 
added. This company was 
initially set up in 1872 as a 
clockwork factory. 

206 See also A. Lehr, Het 
vormen en gieten van een klok. 
Herschreven naar een 
verhandeling uit 1795 van A.H. 
van Bergen, in: Klok en Klepel, 
tijdschrift van de Ned. 
Klokkenspel-Vereniging, 43 
(December 1989), pp. 19-29. 
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19th century, an existing 16th century Van den Gheyn carillon was enlarged by Petit 
& Fritsen for the brand new Rijksmuseum in Amsterdam. Only dissonances were 
heard, although Alexius Fritsen was convinced of the opposite. Several more decades 
were to pass though before Dutch founders could equal their 17th century colleagues. 

CONTINUITY IN THE FLEMISH BELL-FOUNDRIES 

Flanders maintained a better continuity in bell-founding. Andreas Lodewijk van den 
Gheyn (1758-1833) had of course learned the craft of carillon-casting from his father 
even though he himself never made a single carillon, but his grandson Andreas 
Lodewijk van Aerschodt (1814-1888) cast, for instance, the famous 8335 kg. Salvator 
swinging-bell for St Rombout's Cathedral at Mechelen. However -and this also 
showed up his shortcoming- it produced overtones which were as out of tune as ever. 
This made the bell unsuitable for use in a carillon, but nevertheless it was used as 
such. He even produced many more carillons as did his brother Severinus who was 
five years younger (1819-1885) and who also established himself at Leuven in 1851 
as an independent bell-founder. Andreas produced carillons for Herentals (1843) 
[268), Namur (1858) [263], 's-Hertogenbosch (1872) and an enlargement for Aalst 
(1879), while his brother Severinus did so for Wingene (1857), Zoutleeuw (1864-66), 
Roeselare (1867) and Kortrijk (1880) [267) and also found custom in foreign countries: 
Hamburg, Rome, Aberdeen and finally the United States. Many of these carillons 
were installed by the firm Ed. Michiels-Moeremans, a company which was founded 
at Mechelen in 1861. 

Of all these carillons virtually nothing remains208 . The reason is as simple as 
it is undeniable: the Van Aerschodt carillons are undoubtedly made up of very 
handsomely cast bells, but the overtones of these bells sound utterly confused. This 
is all the more surprising since the Van Aerschodts did tune their bells, something they 
were carrying on from their grandfather and great-grandfather. What they did not 
know however was how to tune precisely, nor how to design a bell which is suitable 
for precise tuning. They were typical 19th century carillon-founders whose romantic 
ideals about sound obviously overran any concerns for an accurate tone, but this did 
not prevent them from occasionally achieving very good results, if not for a whole 
carillon, at least for a single bell. The third bell of the old Mechelen carillon which 
was cast in 1861 by Severinus, can be said to be excellently in tune. That is why Jef 
Denijn wrote in 1886: La cloche refondue est en parfait accord avec !es autres cloches 
du carillon [The re-cast bell is perfectly in tune with the carillon's other bells]. A bell 
such as this was, unfortunately, the exception rather than the rule and it looked as 
if it was an accident rather than the result of a carefully devised bell profile. 

Severinus's son Felix van Aerschodt (1870-1943) did not succeed either. He too 
remained firmly stuck in a 19th century tradition, however much he sought help from 
modern techniques: he was probably the first to install a carrousel lathe in his foundry 
in order to turn, and therefore also tune, his bells more accurately [266]. 

The negative judgments above, however justified from a musical point of view, 
do need to be qualified. Both Severinus van Aerschodt and his son Felix had been 
trained as sculptors and they were actually more visually than aurally inclined. This 
can also be derived from the fact that their bells were beautifully ornamented and 
that their bell-foundry was also a sculpture-foundry. Apparently the business was 

207 This Taylor carillon from 
1914 was confiscated by the 
Germans in 1942. Presently the 
new town hall has an Eijsbouts 
carillon which was made in 
1969. 

208 In Belgium there is still the 
carillon of the St Martin's tower 
at Kortrijk. But this carillon, 
made by Severinus van 
Aerschodt in 1880, was re-tuned 
as far as possible a hundred 
years later . This means that 
there is no longer an original 

Van Aerschodt carillon in the 
Low Countries. 
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264 DETAIL OF AN 

INSCRIPTION ON A 
CARILLON-BELL BY ANDREAS 

LODEWIJK VAN AERSCHODT, 

NAMUR, 1857 

Andreas Lodewijk Jozef van 
Aerschodt (1814-1888) made it 
obvious beyond doubt in the 
inscriptions on his bells that he 
was the most important successor 
of Andreas Lodewijk van den 
Gheyn (1758-1833). He usually 
signed his bells: A .L.J. van 
Aerscbodt major successor 
A.L. van den Gbeyn. 
Asten, National Carillon Museum 

265 OBITUARY NOTICE OF 

THE LEUVEN BELL-FOUNDER 

A.L. VAN DEN GHEYN (1833) 

In 1833 Andreas Lodewijk van 
den Gheyn, the last of the 
renowned bell-founding dynasty 
died at Leuven (Louvain). He was 
married to Isabella Rochet, 
daughter of a Nivelles 
organ-builder. Their only 
daughter married Thomas van 
Aerschodt at Leuven and their 
two sons, Andreas Lodewijk and 
Severinus, carried on their 
grandfather's business. In 1850 
one of their sisters married Pierre 
Sergeys who had also been 
earning a living as a bell-founder 
since the end of the 19th century. 
His descendants, as well as the 
van Aerschodts, have continued 
the rich Leuven bell tradition with 
varying degrees of success. 
Leuven, KADOC 



210 ROMANTICISM 

thriving, because in 1863 the neighbourhood had serious complaints about the 
inconvenience of the foundry, as it had been recorded that casting took place once 
and sometimes even twice a week. Each time the furnaces are working a shower of 
ash and soot descends on the properties in the neighbourhood, where windows have 
to remain tightly shut. Columns of flames, reachibg several metres in height, escape 
from the chimneys and present a real danger for the population. Protection of the 
environment had still not been heard of in those days ! 

The founders who were related to the Van Aerschodts did hardly any better. 
Alphonse Beullens for instance, Severinus van Aerschodt's brother-in-law, also 

266 SCHEMA TIC ORA WING 
OF A TUNING-LATHE, 
VAN AERSCHODT FOUNDRY, 
1888 

It is well-known that by the end 
of the 19th century the Flemish 
bell-founders really did their 
utmost to tune their bells as 
accurately as possible. Although 
the Van Aerschodts were 
producing richly resonant bells at. 
Leuven, the essence of tuning 
bells had eluded them. The 
solution of this tuning problem 
was only found in 1895, but that 

was in England where, for 
decades, it was to remain the 
monopoly of the founders Taylor 
and Gillett & Johnston. Even so, 
a modern carousel-lathe was 
acquired by a Flemish foundry 
during the 1880s to tune its bells, 
but to no avail. 



U,7 THE TOWER OF 

ST MARTIN'S CHURCH 

ATKORTRIJK 
For many reasons Kortrijk 
(Courtrai) has become a 
household word in Flanders, 
among them the Battle of the 
Golden Spurs (] 302), the river 
Leie which has been an 
inspiration to many artists, and 
the flax industry. The town 

suffered badly during the second 
world war, but the belfry and part 
of the old hall are still standing on 
the main Market Square. 
The church of St Martin's was 
destroyed at the end of the 14th 
century; it was then rebuilt but 
damaged again by a serious fire in 
1862. Before this fire there used 
to be a carillon by Joris du Mery 
(1738/39) in the tower, and it was 

Severinus van Aerschodt from 
Leuven who provided a 
replacement. Unfortunately this 
happened at a time when 
founders could make 
fine-sounding but not weU-tuned 
bells. The present instrument has 
49 bells. 



• -
268 THE BELFRY AT 
HERENTALS 
Herentals is a town which was 
rebuilt by Henry I of Brabant at 
the beginning of the 13th century. 
The town hall, previously a 
clothmakers' hall dating from the 
beginning of the 15th century, 
is situated on the main Market 
Square. The belfry, dating from 
around 1590, has a carillon (Petit 
& Fritsen, 1961; installed in 1965) 
with 50 bells-among them the 
old Storm-bell or Bell of Mary 
(1533). 
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started a foundry in the Leuven area in 1855209
• Three years later he cast a carillon 

for the new town hall of Borgerhout [308), but it turned out to be especially out of 
tune !210 After his death his foundry was taken over by Omer Michaux who fared 
no better. Finally, to complete the picture, there was the sister of Andreas and 
Severinus, Reine Barbe, who married Pierre Sergeys (1827-1912). Their son Constant, 
their grandson Fran9ois and finally their great-grandson Jacques all became involved 
in bell-founding. At first this happened at Chenee (Liege), but in 1927 the foundry 
was moved to Leuven. Around the same time a reasonably well-tuned carillon was 
made in the Leuven area by Constant (1855-1935) and his son Fran9ois Sergeys, but 
by then the year was 1932 and other founders had tried their first steps on the uncertain 
path of designing and tuning bells. More on this though on pp. 252 f. and 258 f. 

After this very negative report on 19th century carillon-founding, it may surprise 
us that there was indeed a foundry outside the Low Countries, which would undoubt
edly have been more successful if it had been situated more centrally in the typical 
carillon countries. For at a time when the art of casting carillons had fallen to its lowest 
depth in Belgium and in the Netherlands, it was Bollee at Le Mans who proved to 
be capable, compared to his colleagues up North, of casting carillons which were 
reasonably in tune. Today the carillons of Chatelleraut (Vienne) from 1867 and 
Perpignan (Eastern Pyrenees) from 1878 are still bearing witness to this claim! 
Unfortunately Bollee's talents failed to reach Flanders, let alone the Netherlands, and 
in France itself, where carillon playing was hardly known, his ability was not really 
appreciated. The foundry finally closed down in 1917. 

209 J. Rom bouts, Alphonse 
Beul/ens, in: Nieuwsbrief 
Campanae Lovanienses, 3 
(1990) , pp . 44-47. 

210 This carillon was replaced 
by Eijsbouts in 1977 with a 
modern one. A number of bells 
by Alphons Beullens are now in 
the National Carillon Museum 
of Asten. 

269 WORLD FAIR AT ANTWERP, 
PRINT, 1885 
A world fair is always an ideal 
occasion for a country to present 
new, typical or special products. 
The Leuven bell-founder 
Severinus Van Aerschodt 
(1819-1885), great-grandson of 
Andreas Jozef van den Gheyn, 
showed some of his bells at this 
world/air (Antwerp, 1885). 
Asten, National Carillon Museum 

270 LETTERHEAD OF 
SEVERINUS VAN AERSCHODT, 
LA TE 19th CENTURY 

Exposition metallurgique de Londres 1890 

Exposition du Vatican 1888 . 
Exposition Universelle d'Anvers 1885 

\3\.., DlPLOM~ D'HOJvJV;; 
$ ~ 0 c,f, '~ {JI?. 
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271 ONE OF TH E 

SWINGING-BELLS IN THE 

TOWER OF ST ROMBOUT'S AT 

MECHELEN 

The tower of St Rombout 's at 
Meche/en has six swinging-bells, 
four of which can still be rung. 
These four are also part of the 
historical carillon. On the left we 
can see the hammer which is 
controlled by the drum, but by 
hooking in the clappers 
beforehand, they can be included 
for manual playing. 

214 ROMANTI C ISM 

THE ART OF THE CARILLON THREATENED WITH EXTINCTION 

A carillon is a musical instrument. This seemingly obvious proposition was to become 
seriously undermined during the 19th century. The carillon was mainly thought of 
as a nice folkloristic instrument which deserved attention for that very reason, but 
which had very little in common with real music: that could only be heard in a concert 
hall !211 This kind of attitude could not be better illustrated than with what happened 
during the fourteenth Dutch Language and Literature Congress that was held at 
Maastricht in 1875. After a passionate plea in favour of restoring the art of carillon 
playing by Father J. W. Brouwers, one of the congress participants objected that in 
my humble opinion carillon playing has nothing to do with drama and the art of 
music. The president criticised him severely, but nevertheless it had been said. Several 
reasons can explain this attitude. 

Firstly, more than ever the carillon was seen as a romanticizing instrument, an 
element which could add to the atmosphere of ancient cities. In this respect reference 
can be made to Victor Hugo who spent a night at Mechelen in 1837. Unable to go 
to sleep and having heard the chiming mechanism every fifteen minutes, he finally 
carved, using a diamond in his ring, the immortal first line of a poem in the glass 
of his hotel window: J'aime le carillon dans tes cites antiques. 

In another example the American poet Henry Longfellow visited Bruges in 1842 
and he sighed in his equally famous lines: Oh, those chimes, those chimes! How 
deliciously they lull one to sleep ! It would indeed not be very hard to find a lot more 
evidence of this kind. 

Secondly, and this is completely in keeping with the romantic ideas on carillons, 
a degree of division was gradually emerging between -to exaggerate somewhat- on 
the one hand the well-to-do middle classes who saw their increasingly refined musical 
tastes take shape in the concert halls and on the other hand, those who were socially 
weak and whose share of public music making came, for example, from the tower 
bells. This is, for example, what was written on the subject in 1801: 

Since the least able ears are practised enough to feel the inevitable absence of 
this [carillon] music, there can be little objection to include a carillon among the 
desirable things in a town. Those who cannot afford concerts and whose untrained 
ears would be amazed rather than pleased by the complicated harmonies of today, 
are kept happy with the mediocre -but also uncostly- melody of a happy tune, and 
are perhaps cheered during their work by raising a tune themselves. This alone ought 
to be obtained, that an object of public entertainment, while it certainly cannot give 
pleasure to all at all times, can at least remain indifferent to everyone, and that it 
will not produce any tunes which are morally doubtful and connected with certain 
desires of the heart which would, while tickling some, irritate others212• 

Thirdly, this image is reinforced by the fact that the carillon of that period was 
a simple percussive instrument, really unsuitable for performing romantic music 
which was to become such a success during that century. The more transparent French 
and Italian music and of course the many psalms, songs and folk tunes had always 
worked better on carillons, while the heavy German-oriented music of those days was 
certainly far less suitable. This really meant that the carillon would only regain its 
place in the official music world if the more romantic music of the middle classes could 
be included in its repertoire. 

211 Has this conception been 
completely abandoned today? 
Only as long ago as the 1930s 
Dr. J . Casparie, president of the 
Ned . Klokkenspel-Vereniging 
(the Netherlands Carillon 
Association) was still 
establishing this relationship, 

even though this certainly did 
not diminish the high standards 
which he demanded froni the 
carillon, on the contrary. And 
very recently a civil servant at 
the Dutch ministry of Welfare, 
Health and Cultural Affairs 
directed a visitor who had come 

to the music department for 
information on carillons, to the 
department of folk art. 
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272 LES CARILLONS EN 

BELGIQUE, PRINT, 1895 

Bells and carillons have inspired 
numerous artists throughout the 
centuries. 
After the poet Jacques Perk 
(1859-1881) had met Mathilde 
Thomas in the Ardennes, he 
wrote his Mathilde cycle of 
sonnets, which included his poem 
'Dorpsvesper' {Village vesper]: 
De zwerver daalt, in ziels-gepeins 
verloren, / In 't dal en naar 
't gehucht van wit en grauw; / 
Daar klinken vrome tonen uit den 
toren, / De star der lief de fonkelt 
zilver-blauw ... 
{The wanderer descends, 
searching his soul, into the valley 
to the hamlet of white and grey; 
pious sounds come from the 
tower, the star of love twinkles, 
silvery blue ... ] 
This print shows the Hall Tower 
at Bruges (top), the town hall 
carillon at Aalst (middle) and the 
tower of St Rombout's at 
Meche/en (bottom). 
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This is also confirmed by what the musician Franc;ois-Joseph Fetis, who had 
been director of the Brussels music conservatory since 1833, reported about his visit 
to the carillonneur of St Omer in 1834. He praised him highly for his improvisatory 
talent, but he also wrote in the Revue Musicale of that year: 

I 

So violent is the exercise of both arms and feet that it would be impossible for 
the artist to keep all his clothes on. He takes off his jacket, rolls up his sleeves, and 
despite these precautions, he is soon sweating all over. The rigours of his job force 
him sometimes to continue this hard exercise for a whole hour, but it is always only 
with the greatest effort that he reaches the end. It is also rare for a carillonneur not 
to have to go to bed after having accomplished this long and arduous task. This is 
certainly not an invitation to take up carillon playing ! 

Given the view that carillons were only folkloristic instruments, unsuitable for 
the contemporary musical idiom, it comes as no surprise that professional musicians 
gradually lost all interest in them. At first though it looked as if nothing would change, 

since 18th century ideas did not come abruptly to a halt. In 1819, for instance, a 
competitive examination was still held at Schiedam for the function of organist-caril
lonneur. A certain J.P. Textor was appointed and he was to be the forbear of several 
generations of carillonneurs, who successfully carried on into our present century. 

But this same period also saw the last of the old-fashioned carillonneurs . 
Joachim Hess, adviser and carillonneur at Breda, died in 1811, but by then he had 
given up playing for many years. It was around that time too that Frederik Berghuys 
(1762-1835), and his father Johan (1724-1801), left some twenty manuscripts with 

music for the Delft carillon. 
This same Berghuys proved that a carillonneur who is also an instrument maker 

has many advantages over his less handy colleagues, since a carillon needs to be 
serviced properly if the player is to extract all he wants from the instrument. Not only 

did the wire connections between the clappers and the keyboard have to be in good 
working order -and in the past these often caused problems- but it was also 
necessary to aim for an optimum general adjustment of the instrument. It was of 
course the town's duty to take care of such maintenance, but it was undoubtedly an 
advantage if the carillonneur himself was able to do the job, which was certainly the 
case for Frederik Berghuys. When he died in 1835, he left behind a fully equipped 
workshop and there can be no doubt that he used it to keep his carillon in perfect 
working order. 

This may have been all the more important because, with officialdom showing 

less and less interest in the carillon as a musical instrument, its maintenance became 
increasingly neglected. This is really the main reason why the carillon fell into an 
almost irreversible downward spiral. Bad maintenance also makes a carillon difficult 
to play and the already lowly motivated musician will have left the instrument to a 
willing amateur. This in turn tempted town authorities into reducing both the 
carillonneur's wages and the number of performances. In short, such a strong 
downward trend as this one could only be halted by some very forceful intervention. 

Moreover, when a carillon had fallen into disrepair and had become almost 
unplayable, all too often the only answer was to stop the performances. And indeed, 
the lack of maintenance had made many carillons far too heavy to play. When the 

famous Jef Denijn, a carillonneur from Mechelen whom we will hear much more 
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about in this book, made a tour of Dutch carillons in 1915, he often complained that 
horsepower was needed to play these instruments. It should come as no surprise then 
that many keyboards had already been removed, for instance at Alkmaar, Amsterdam 
(Mint tower), Rotterdam (Old Stock Exchange), Hilvarenbeek, Monnickendam and 

Tholen. 
The removal of the keyboard usually happened to the advantage of the drum 

mechanism, but the historic drums could not show off their old glory either, since 
for these too technical know-how and a high degree of precision were the pointers 
to success. At Middelstum, near Groningen, they even went one step further in 1855 

by replacing the keyboard by a drum which had never been there before. 
Finally, when the worst came to the worst, carillons were even sold as scrap ! 

This happened at Dokkum, Purmerend and Arnemuiden, though in the last case the 
bells were eventually saved, but elsewhere. What were the arguments then behind such 
actions? At Haarlem the Hemony carillon of the Bakenesser-tower was already sold 

in 1795 in order to line the town's empty coffers213
, while the town council of 

Culemborg went even further in 1870 when it declared that the bells represented dead 
capital and that the church tower was not a repository for antiquities. 

THE CARILLON'S OWN IDENTITY 

Against all these negative reports there were also of course positive exceptions. At 
Utrecht for instance, J.A.H. Wagenaar, the first of three consecutive town carillon
neurs bearing this name, did much more than merely play during the third quarter 
of the 19th century. He even left behind about six attractive compositions, including 
some studies for carillon. And town carillonneur J .F. Klein showed himself to be so 
up-to-date after his appointment at Middelburg in 1879, that he immediately set a 
piece from the Rubens Cantata, which Peter Benoit had written two years previously, 
on the automatic mechanism. 

Flanders too had its composers. Particularly intriguing is Joannes Franciscus 
Volckerick (1815-1897), who was town carillonneur in Antwerp. His Preludes melo
diques are deservedly famous 214 [273]. In these works one can also detect a first 
attempt to play romantic music on the instrument. This is not only music which has 
been richly arranged and requires great virtuosity, it also contains numerous dynamic 
indications which give the music an extra dimension, something which had previously 
been unthinkable. Whether or not Volckerick eventually failed to find satisfaction 

. in the carillon we don't know, but in 1864 he stopped being a carillonneur and took 
over his father's business as a gold- and silversmith. 

Volckerick can really be seen as typical of Flanders at that time, where the 
downfall of the carillon, following the increasingly middle-class outlook of society 

and the rise of concert life, was not manifesting itself as severely as in Holland. The 
same powers were also at work in Flanders, but there things were less pronounced 
and not so straightforward. In contrast to what was happening in the Netherlands, 
well-intended and serious efforts were made there to improve the playability of the 
instrument, using modern techniques. This made the carillon also more accessible to 
the modern repertoire which seemed, more than ever, imperative. 

The idea of simplification was taking root, and this becomes clear when reading 

what the English musicologist H.R. Haweis noted in 1871 during a visit to the 

213 Since 1972 a Hemony 
carillon is back in place in the 
Bakenesser-tower. It was put 
together from bells which, 
during the restoration of the St 
Bavo carillon, were deemed to 
be unsuitable for the great 
concert carillon. 

214 J.F. Volckerick, Preludes 
Melodiques voor beiaard (1841). 
Voor praktisch gebruik bewerkt 
door Jaap van der Ende. 
Dordrecht , 1990. [Preludes 
melodiques for carillon. 
Arranged for practical use by 
Jaap van der Ende]. 

273 FRAGMENT FROM 
JOANNES VOLCKERICK'S 
'PRELUDES MELODIQUES' 
The Antwerp town carillonneur 
Joannes Volckerick (1815-1897) 
gained some renown with his 
carillon transcriptions of 
keyboard sonatas by Haydn, 
Clementi and Steibelt (1838141). 
His 12 Preludes melodiques, 
which mainly aim at virtuosity, 
earned him the flattering 
nickname the Liszt of the 
carillon. 
The preludes have been published 
in 1990 by Jaap van der Ende . 



274 CARILLONNEUR JAN 

MORKS OF THE ABBEY TOWER 

OF MIDDELBURG, THE 

NETHERLANDS AT HIS PIANO 

KEYBOARD, 1925-27 

Because of the very stiff and 
above all painful touch of the 
piano keyboard when it took the 
place of the baton keyboard, it 
was never greatly accepted. The 
keys, directly connected with 
frequently-heavy clappers, were 
in proportion extremely heavy. 

275 KEYBOARD DESIGNED BY 

FREDERIK SMULDERS, 

MAASTRICHT, 1876 

At the end of the 19th century 
there was a desire for technical 
improvements of the traditional 
baton keyboard. In order to 
increase the dynamic possibilities 
and to make the playing lighter, 
the Maastricht piano-maker 
Frederik Smulders constructed a 
keyboard which allowed the low 
energy from the keys to be 
increased sufficiently-with the 
help of flywheels- to play it with 
the fingertips, like a piano. 
Initially opinions were divided: in 
Amsterdam (1875) Smulders was 
awarded a gold medal for his 
invention, but at Mechelen (1877) 
an inspection r(!port was 
devastating, while the previous 
year the instrument had been 
greatly lauded in Antwerp 
because any pianist could now 
play the carillon and a 
carillonneur can diversify bis 
playing and produce twice as 
much volume as bas been possible 

so far, allowing carillon playing 
to become fully harmonious and 
producing many effects. 
Eventually this type of keyboard 
was also a failure because, unlike 
what its inventor pretended, a 
carillonneur could hardly, if at 
all, produce any dynamics in his 
playing. 
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Mechelen town carillonneur Adolf Denijn (1824-1894). It also proves that in Flanders, 
despite the many negative symptoms, the carillon never disappeared entirely from the 
musical scene. Haweis wrote the following about Denijn's immense physical efforts: 

After a slight breathing pause, M. Denijn bade me mark the grand legato style 
most effective in such arias as Beethoven's 'Adelaide' and Bellini's 'Casta Diva', 
which he played off accurately, melody and accompaniment, as from a piano/ orte 
score. Then he gave me an astonishing specimen of bravura playing putting down the 
great nine-ton and six-ton bells for the melody with his feet, and carrying on a rattling 
accompaniment of demisemiquavers on the treble bells, and finally, after a few 
sweeping arpeggio passages, he broke into a processional movement so stately that 
it remined me of Chopin's 'Funeral March'. Just after this, when he was in the middle 
of a grand fantasia on the 'Dame Blanche' the clock barrel began suddenly working 
at the hour with a pretty French tune: 'Comme on aume a vingt ans'. A lesser artist 
than Denijn would have been taken aback; but ... M. Denijn seizes his opportunity, 
and waiting patiently until the barrel had done, plunged rapidly into an extempore 
continuation, which was so finely joined on the mechanical tune that the people in 
the crowded market-place must have thought that the barrel had become suddenly 
inspired. 

Turning to me as he played, he bade me note the perfect control he had over 
the pianos and fortes, now lightly touching the bells, now giving them thundering 
strokes; and as personal compliment to his English guest, he wound up with 'God 
save the Queen', beautifully harmonised. I must say that I never, on piano or violin, 
heard more admirable and expressive phrasing, whilst the vigour and fire of the 
virtuoso remined me of one of Rubenstein's finest performances215 • 

Adolf Denijn's virtuosity was certainly exceptional, not only musically, but also 
from the point of view of the required physical condition. That is also the reason why, 
in his day when it seemed to be technically possible, attempts were made to replace 
that seemingly primitive carillon keyboard with a piano keyboard which would, 
thanks to new techniques, allow the weak fingers of a player to set the carillon clappers 
in motion. This would also get rid of the idea of the carillon as a percussive instrument 
and make it accessible to the virtuoso. 

The oldest experiments in that direction date from around the 1860s and were 
carried out not only in Flanders but also in France, by the bell-founders Ernest Bollee 
and his son Amede. However, their pneumatically driven keyboard met with no 
success216

. Such a keyboard implies that the carillonneur plays a normal piano or 
organ keyboard and the low force, generated by the keys, is increased via pneumatic 
circuits to make it powerful enough to allow the clappers to strike the sides of the 
bells. 

A short time earlier Ed. Lovaert from Ghent had also built a pneumatic 
keyboard. He was more successful, since in 1867 he sold such a keyboard for the new 
carillon which Severinus van Aerschodt had cast for the town of Roeselare, but 
eventually his invention too proved to be a failure. Two clear reasons can be given: 
on the one hand all too often the system proved to be technically unreliable in the 
damp, open towers, and on the other hand, the music itself became much duller 
because dynamics, piano to forte, were impossible on the new keyboard. 

This lack of dynamic possibilities was also the demise of other easier-to-play 

215 This is a reference to Anton 
Rubinstein (1829-1894). 
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keyboards. The Maastricht piano-maker Frederik Smulders, for instance, made a 
keyboard which allowed the weak power generated by the keys to be increased 
sufficiently, by means of flywheels, for it to be possible to sound a bell [275-276). 
At an exhibition in Amsterdam, in 1875, he even received a gold medal for his 
invention. One year later he was able to deliver such a keyboard for the town hall 
at Maastricht, where the Hemony carillon had just been enlarged by Petit & Fritsen. 
But neither the new treble bells nor the keyboard survived the times [277), because 
the bells were very much out of tune and the keyboard was no good either. This 
upheaval even led in 1905 to a debate in the council proposing to dispose of the carillon 
altogether217 . 

During repairs carried out by Eijsbouts in 1910, the bells were finally saved, but 
the keyboard was replaced by a purely mechanical piano keyboard, i.e. a more 
coarsely constructed piano keyboard with keys directly connected to the clappers by 
wires and bell-cranks [278]. This was not even a new invention, since a similar 
keyboard had already been fitted to the Hemony carillon at the Zaltbommel Gasthuis 
Tower by a certain G .J. van Voorden in 1897. It was a barbaric contraption however, 
since the player could no longer use slightly clenched fists to press the comparatively 

276 CARILLON KEYBOARD 
DESIGNED BY 
FREDERIK SMULDERS, 
LA TE 19th CENTURY 
This picture was distributed as a 
promotion for his keyboard: even 
young ladies could now play the 
seemingly heavy carillon. 
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277 CARILLON BELL BY 

PETIT & FRITSEN FROM THE 

TOWN HALL CARILLON 

ATMAASTRICHT, 1876 

In 1668 Pieter Hemony delivered 
a 28-bell carillon for the town hall 
at Maastricht. ln 1770 the council 
decided that Andreas Jozef van 
den Gheyn, from Leuven, could 
expand this carillon with nine 
small bells. This decision has 
probably never been 
implemented, but what is certain 
is that Petit & Fritsen delivered 
nine small bells in 1876. These 
proved not to be a success, 
neither in shape nor in sound. 
Partly due to this, the council was 
seriously considering the disposal 

of the carillon in 1905, but 
happily this did not happen. 
It has been restored in 1962 by 
Eijsbouts who replaced the Petit 
& Fritsen bells with new ones 
which were more in harmony with 
the Hemony bells. The height of 
the bell shown here is 21 cm. 
Asten, National Carillon Museum 
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very heavy keys but only his fingertips, which sometimes even started bleeding. 

However obvious it may seem today to reject keyboards which either exclude 
any dynamic expression or make playing a carillon a torment rather than a pleasure, 
in the past these new inventions were taken seriously and therefore inspected very 
carefully in the hope that they could provide improvements. In 1877, for instance, 
a commission from Mechelen went to Maastricht to try out the Smulders keyboard 
on the spot. It was a very knowledgeable commission too, counting among its 
members Gustaaf van Hoey, director of the town's music academy and a not 
undeserving amateur carillonneur, and the town carillonneur Adolf Denijn whom 
Haweis had so greatly admired. But their conclusions were devastating, precisely on 
the point of dynamics. But could anything else be expected from Denijn, the 

carillonneur whom Haweis had found to excel in what was impossible on the Smulders 
keyboard, namely full control of pianos and fortes, now lightly touching the bells, 
now giving them thundering strokes? 

How different then was the judgment made by the commission which decided 
to have this keyboard -one that had been reviled in Mechelen- fitted to the Hemony 
carillon in the tower of Our Lady's in Antwerp. Organist-carillonneur J. Callaerts 
and the city's first master builder P. Dens were of the opinion that with this keyboard 
any pianist would be able to play the carillon and a carillonneur could also vary his 
playing, while producing twice as much sound as had been the case so far. But also 
that with Smulders's system the carillonneur can play so clearly, fast and evenly and 
produce such a range of chords, that carillon playing becomes wholly harmonious 
and brings about effects which no carillonneur has so far managed to obtain. 

This last sentence shows once more the concern at that time to make the carillon 
more than just a simple percussive instrument and transform it into one which was 
richer and more expressive than it had ever been, at least according to contemporary 
opinion. Is it right, you may well ask, to exemplify those few toiling carillonneurs, 
as if they alone play their towering instrument correctly or to state that a carillon can 

only be done justice by such undue physical efforts? The answer has to be no, and 
this justifies the aim of all those who were trying, by using new techniques, to make 
carillons easier to play. Are we not now living in the aftermath of romanticism, when 
this wholly harmonious playing [ .. .] and effects were also valid as ideals for the 
carillon and which a carillonneur had previously thought impossible on his percussive 
instrument ? 

In order to make success a reality, two very essential aspects of the carillon, past 
and present, had to be respected. First of all the fact that nuances are possible on 
a carillon: it can be played softly and loudly and with all shades in between. And 

secondly, there is the psychological effect that a musician needs to have effective 

contact with his instrument. He needs to feel and experience that all his intentions 
are transmitted to the clappers directly by himself, and not by interference of a hardly 
controllable mechanism. Only that will motivate him to try and play beautifully and 
this possibility is only given by the old baton keyboard. It alone could offer success 
in modern, often very complicated, music. This meant that the Smulders keyboard, 

as well as all other new inventions, were quietly to disappear from all carillon towers. 
They left no trace behind218 

. 

In its original authentic form the carillon also appealed to other feelings which 

216 As can be read on pp. 209f, 
these same Bollees also 
produced reasonably well-tuned 
carillons. In 1878 Bollee also 
built, in cooperation with 
Dalifol, a considerably 
improved steam-engine car with 
which he even drove to Vienna. 

This was obviously a remarkable 
company which certainly 
deserves closer scrutiny. 

217 In 1962 the town hall 
carillon was restored by 
Eijsbouts. The small bells of 
1876 were replaced by properly 

tuned bells, whose timbre was 
also much closer to the original 
Hemony bells . One of these 
small bells is still kept at the 
National Carillon Museum, 
Asten. 
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were equally suitable for a revaluation. Father J. W. Brouwers, of Limburg, who was 
the parish priest at Nieuwer Amstel and later at Bovenkerk, was a faithful attender 
of the Dutch Language and Literature Congresses and he pleaded in his August 1875 
lecture On our forefathers' glory in music, given at the 14th congress at Maastricht: 

If there is one art form which has its origins here, which has been spread from 
here, which has been developed here, which has reached its highest known perfection 
here, and here alone, then that is surely carillon playing. 

A variation on its national character was heard by the Antwerp council in 1877, 
when the commission was pleading for the acquisition of a Smulders keyboard: The 
commission is convinced, and so is the council, that the greatest perfection possible 
has to be achieved in these carillons of national origin, which are quite rightly held 
in such high esteem by all the Flemish towns, and whose joyful sounds could be heard 
recently by our own citizens when the excellent director of our music school [Peter 
Benoit] presented them so uniquely during the performance at the Groenkerkhof of 
his Cantata, composed on the occasion of Rubens's third centenary. 

Peter Benoit, the founder of Flemish national music, composed an ode to his 
fellow countryman Rubens, in the form of a cantata for mass choir, trumpets, bells 
and carillon. Only a figure such as Benoit could, in Vlaanderens Kunstroem [Flanders' 
Glory in art], let the poet ask: And then? And then? And the answer was: Then the 
carillon will sound from all tower ramparts. 

Thus the definitive recovery of the art of carillon playing was to be heralded 
firstly by the aim to adapt the carillon to contemporary music idioms, while keeping 
the original structures but with technical improvements, and secondly, by the 
realization that it was right to be proud of the carillon, as it was in this very instrument 
that Flemish-Dutch culture managed to differentiate itself so strongly from other 
countries. However, by no means everybody knew this, or realised it, and therefore 
propaganda was necessary. 

21 8 A mechanical piano 
keyboard , a specimen of 1903 , 
is in the National Carillon 
Museum at Asten . Another one 
is still in use at Chimay and two 
more in Switzerland. 

278 PIANO KEYBOARD FROM 
LOCHEM, 1903 
During the 19th century a good 
deal of research went into finding 
a type of keyboard which would 
be easier to play than the usual 
baton keyboard, but all attempts 
in that direction have failed. It 
soon became apparent that the 
traditional carillon keyboard is 
the only one which allows the 
bells to be played in a musical as 
well as a virtuosic manner. This is 
why carillonneurs are still playing 
on the type of keyboard which 
came into the towers for the first 
time during the 16th century. The 
aim of the keyboard shown here 
was to put an end to the practice 

of playing with clenched fists, 
and to press the keys with the 
fingertips instead. These keys, 
directly connected to the often 
weighty clappers, were 
-comparatively- very heavy to 
play. The result can easily be 
guessed: painful and sometimes 
even bloody fingertips. This is 
why this torture equipment was 
unplayable and it soon 
disappeared from the towers. The 
only one still in use is at Chimay, 
where there is a relatively light 
carillon. 
Asten, National Carillon Museum 
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279 THE TOWER OF 

ST ROMBOUT'S CATHEDRAL 

ATMECHELEN 
St Rombout's Cathedral at 
Mechelen (13th-16th c.) is the 
principal church of the 
archbishopric of Mechelen
Brussels. The impressive tower 
which only consists of buttresses 
with arches in between, was 
originally intended to be 166 
meters high, but because of the 
religious troubles (1578) a height 
of 'only' 97meters was reached. 
The tower contains two complete 
carillons: the historical one with 
its 49 bells-among them 27 by 
Pieter Hemony (1674)- became 
world-famous through the 
playing of Jef Denijn 
(1881-1941), Sta/ Nees 
(1922-1965) and Piet van den 
Broek (1948-1981); the new town 
carillon which has also 49 bells 
was cast and installed in 1981 by 
Eijsbouts and is now played by Jo 
Haazen. 
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The renaissance of the carillon 

JEF DENIJN (1862-1941) AND THE 1892 INNOVATIONS 219 

As has already been described on pp. 214 f, the English musicologist H.R. Haweis 
met the Mechelen town carillonneur Adolf Denijn in 1871 and heard him play at the 
St Rombout's tower. His attention was particularly·drawn to Denijn's great dexterity 
in playing piano and forte on the carillon and to his playing of the melody on the 
bass bells to the accompaniment of short demisemiquavers on the high descant bells, 
as if they were tremolos. It should surprise no one that an excellent physical condition 
is required for this kin!i of playing and Haweis too had come to that conclusion. 
Denijn did everything he could in this respect and he regularly exercised with, among 
other things, heavy clubs. As a good gymnast he used to train with these before each 
carillon concert. But as a carillonneur he has left us with little more than memories 
and as a composer, only his variations on the folk-song lk zag Cecilia komen [I saw 
Cecilia coming], which are still performed today. 

At first it looked as if none of Adolf Denijn's children were going to follow their 
father's footsteps. Nevertheless his son Jef, who was born in Mechelen in 1862, was 
eventually to do so, even though it had been his intention to become an engineering 
graduate in Ghent after finishing secondary school at the Jesuit College in Turnhout, 
where he apparently showed a particular talent for mathematics. This never material
ised though and later on Jef Denijn was to say: As an engineer I would have been 
lost in the world, while now I am known the world over. He never entirely lost his 
love for technical matters though and this was to be of great benefit to the art of the 
carillon. 

The reason for changing his plans for the future were probably due to his 
father's increasing blindness. Adolf Denijn was not only carillonneur, he also kept 
an off-licence cum tobacco shop. Around 1880 he became in need of help in his shop 
and this was provided by his son Jef, who broke off his secondary school studies. 

As a result of his poor sight Adolf could no longer climb the steps of the tower on 
his own and this meant that he left the job more and more to his pupils. Among these 
was Jef, who even gave his first tower concert at Easter in 1881, although one should 
not have too grand a vision of this occasion. As a matter of fact, Jef did not get far 
beyond playing about three tunes, later followed by five variations on a song from 
the Magic Flute. Anyway, it was the beginning of a road which eventually led to his 
appointment as town carillonneur of Mechelen on January l, 1887. It was to be a 
rather successful career ! 

Very soon he also acquired an excellent reputation outside Mechelen, even 
outside Belgium. In 1891, for instance, he played in Aberdeen, Scotland, where 
Severin us van Aerschodt had delivered a carillon a few years previously. In Cattistock, 
England, there was another carillon by the same maker, dating from 1870220. Jef 
Denijn was to go and play it on several occasions, but how successful did he think 
this carillon was? Well, we know his unflattering opinion: Beautiful from afar, but 
far from beautiful. The extraordinary thing about this pronouncement, which today 
would be undoubtedly confirmed, is that it was in complete opposition to the opinion 
of the musicologist H.R. Haweis who had so admiringly witnessed father Denijn's 
playing (pp. 218 f). He wrote that he had never heard a carillon which was so perfectly 

219 K. Cosaert, Jef Denijn. 
Grand/egger van een nieuwe 
beiaardkunst. Leuven, 1987. See 
also Lehr, Ringkraag, op.cit. 

220 This carillon was lost in a 
fire in 1941. 
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in tune and had such a pleasant timbre. This does not mean that Haweis had a bad 
ear, but apparently he did not know what could be expected of a carillon and the 
carillon sounds will have pleasantly touched him. Do we have to make a comparison 
with the 16th century, when the far from perfectly tuned carillon enjoyed such a boom 
(pp. 104 f)? I 

But even really bad intonation in a carillon does not seem to have really bothered 
Denijn either. He accepted it with a certain resignation as something inevitable, indeed 
he sometimes used it expressly to create certain effects in his playing221 . On the other 
hand he also tried, in 1929, to bring together the four Flemish founders, Van 
Aerschodt, Michaux, Michiels and Sergeys, in the hope that, collectively, they might 
be able to re-establish the glorious days of carillon-founding (pp. 252 f). But there 
was another factor which played a part in this resignation. Not only did he have 
business relations with a Flemish bell-founder now and then -and we'll return to 
that- but, given his interest in mechanics, his attention was also particularly caught 
by the action of the instrument, which, of course, was also directly connected with 
the playability of a carillon. He found a faithful companion in this in the mechanical 
engineer Desire Somers (died 1937) from Mechelen. More than that, around 1900 the 
two of them had set up a partnership for fitting out carillons. At the time, this must 
have been one of Denijn's main occupations222 . He was not so much an independent 
adviser as a businessman! After 1905 he was working, in a similar way, with Felix 
van Aerschodt, the bell-founder from Leuven and later still, the name of Omer 
Michaux, also from Leuven, crops up in this respect. 

1892 was a crucial year and played a central part in Denijn's preference for 
technical matters: he improved the mechanics of the Mechelen carillon to such an 
extent that these improvements can unreservedly be compared to those which both 
the Hemonys carried out to the bells in 1644. In that year, 1892, the art of the carillon 
and particularly of carillon playing, underwent a fundamental change. 

What happened ? 
Like so many others before him, Denijn had also realised that if the carillon 

was to flourish in the romantic and sometimes rather German-oriented musical 
repertoire, it was necessary to improve its playability -not necessarily to make it 
lighter, but mainly to make it more controllable. The carillonneur's every stroke had 
to be translated unfailingly into the desired bell-ring. To this purpose Denijn made 
about five changes, which were in fact quite simple. 

Firstly, he changed the wire connections between the clappers and the keys from 
a difficult-to-control breech system to a bell-crank system [281]. Without going into 
technical details it can be said that a breech connection consists exclusively of iron 
wires between clappers and keys [280], leaving the possibility for all kinds of swings 
and turns, while a be/I-crank connection uses a horizontal axle with two arms at 
important points, e.g. where the horizontal wire has to be brought in a vertical 
direction [282]. This raises the system's stability considerably. 

The bell-crank system was not really Denijn's invention. It was much older, 
given the fact that this system had been applied for centuries for the hammers, but 
for manuals it was only used sporadically, as for instance in the Hemony carillon in 
Arnhem's Eusebius tower. The reason is clear: when automatic play is in action, the 

hammers are only slowly pulled back from the bell, after which they fall back again. 

221 It is said of Jef Denijn that, 
when playing certain love songs 
and when the pain caused by the 
unattainable lover had reached a 
peak, he would use a very 
out-of-tune bell in his carillon to 
accentuate this even more ! 

222 Denijn's letterhead read as 
follows in those days: 'Jos. 
Denyn, Carillonneur, Mi:Jlines 
(Belgique), Cloches et Carillons, 
Mecanismes de carillons, Devis 
-direction pour restaurations, 
Audition de cloches'. 
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During manual play though, the clapper must react immediately and without delay 
to each of the player's commands. In the past, with less reliable and rusting materials 
for the bell-cranks this speed was not particularly easy to achieve. However, Denijn 
managed to solve this problem, if only by regular and continuous servicing of the 
carillon. 

Secondly, behind the clappers of the small and smallest bells Denijn fitted a 
coiled leaf spring which pulled a clapper, after it had struck the bell, immediately back 
into its rest position, leaving it ready for the next strike. 

Thirdly, Denijn avoided sideways swinging of the clappers by interconnecting 
those of the small and the smaller bells which hang in horizontal rows. This too 
avoided unintentional and therefore uncontrollable clapper movements. 

Fourthly, Denijn applied wire connections which were linked by shorter 
sections. This avoided all too rigid connections with the bells' clappers and prevented 
clappers from sticking to the bells. 

Fifthly, Denijn fitted a wire regulator which allowed precise adjustments of the 
wire length between key and clapper and this made the striking of the bells much more 
secure. With this system, as with the connection wires, Denijn made sure that the bells 
were struck in a springy and supple way. A wire which is too long would, of course, 
make it impossible for the clapper to reach the bell, while a wire which is too short 
will let the clapper stick to the bell, unless the key is released immediately. Remarks 
by Cardanus in the 16th century and by others which were quoted on p. 161, prove 
that in the past the latter problem was very real indeed. 

Thanks to these simple mechanical improvements Denijn managed to develop 
the crank system into a superior one in 1892. Today it is still applied almost 
universally, even though this has not always been achieved without quarrels and 

280 THE IDSTORICAL BREECH 
CONNECTION IN ITS MOST 
ELABORATE FORM 
In the bell-chamber, which is 
partly drawn in side-view, the 
bell-clapper is connected to the 
key baton with a simple breech. 
Behind the clapper there is a 
spring which must ensure the 
immediate return of the clapper 
to its rest position after the strike. 
Above the key there is a wire 
regulator to adjust the length of 
the vertical wire to allow the bell 
to be struck in a supple and 
springy manner. 

282 SCHEMA TIC DRAWING OF 

A BELL-CRANK AXLE WITH KEY 
AND CLAPPER 
As soon as the key is pressed 
down, the horizontal arm on the 
crank axle will also go down. 
The vertical arm will follow the 
turning movement and the 
clapper will do likewise, thereby 
striking the bell (not in the 
drawing). 

281 SCHEMATIC DRAWING 

OF A BELL-CRANK SYSTEM, 

AS IT WAS WORKED OUT 

BY JEF DENUN IN 1892 

To each clapper of the small and 
the smallest bells, four wires are 
attached, and these are: 
I. The wire to the vertical arm of 
the crank axle. 
2. The wire to the coiled leaf 
spring which, as a repetition 
spring, pulls back the clapper to 
its original position immediately 
after the strike. 
3 and 4. To the left as well as to 
the right each clapper is 
connected to its neighbouring 
bell's clapper to prevent them 
swinging sideways. 
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284 THE HISTORICAL 

CARILLON IN THE TOWER OF 

ST ROMBOUT'S AT MECHELEN 

The tower of St Rombout's at 
Meche/en has two carillons. 
The oldest hangs just above the 
swinging-bells and dates mainly 
from 1674. 
This is the carillon which Jef 
Denijn improved mechanically in 
1892-something which was to 
have immense consequences for 
the art of the carillon. 

Below the playing-cabin, with the 
keyboard. Above the keys the 
wire-regulators are visible with 
which the length of the wires 
connecting keys and clappers 
could be accurately adjusted. 
Above are the carillon bells 
which, thanks to Denijn 's system 
of horizontal bell-crank axles, 
have received an orderly position 
in the tower. 
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disagreements. We'll come back to the subject on pp. 241 f, but for the time being, 
we are happy to let Denijn himself describe the results of his improvements. During 
a lecture in London223 in 1915, in which he had extensively summed up all the 
improvements, he concluded: 

The clapper, that piece of iron which hammerf on the sonorous bronze, becomes 
[ ... ]a living organism. The artist controls it, tames it, puts his soul into it. [ .. .] And 
the changes to the connecting parts allow you to shade your playing very precisely 
indeed. We tried out parallel playing, that is to say we played the melody interspersed 
with octaves, thirds, sixths and some accompanying passing notes. This gave us an 
opportunity for tremolos. Now, in space, these fast regular tremolos are freed of all 
coarseness, they completely melt into each other and reach the listeners with the charm 
of sustained singing. This resolved the problem of rendering the real note values. And 
that is the whole secret of modern playing. 

With the big carillons, with four octaves and deep basses, the most intensive 
action is obtained by contrasting the limits of the tonal range -without the middle 
[register]. The singing harmony of a good tremolo in the small bells with their 
crystalline timbre, above a simple bourdon, is really ingratiating. Not all carillonneurs 
succeed in giving that kind of performance though, it requires self-control, concen
tration and of course perfect keyboard adjustment. 

Elsewhere he talked about legatos achieved by the tremolo: It allows more 
variety in the nuances. The sound is more melting and vibrating, more tremulous, 
livelier and more nervous. This adds more charm and more colour to the perfor
mances. We also come across his conviction of the necessity of this style of playing 
in 1903, when he advised the city of Antwerp to get rid of the Smulders keyboard 
(pp. 219 f). Besides his objections to the lack of dynamic possibilities, he also said: 
It is impossible to play a melody with sustained notes. 

One conclusion is inevitably thrust upon us: Jef Denijn transformed the carillon 
into a completely different instrument. He stood at the end of a road which had passed 
through the romantic movement of that time. Remember, for instance, Joannes 
Franciscus Volckerick, the Antwerp town carillonneur who wrote a number of 
preludes in 1841 which contained, in complete contrast to his illustrious predecessor 
Joannes De Gruijtters, many dynamic directions. While De Gruijtters was still under 
the spell of the harpsichord, therefore emphasizing the art of ornamentation in his 
works, Volckerick wished to use all the shades in between pianissimo and fortissimo. 
Apparently Volckerick was intent on having his personal musical vision effectively 
rendered, including all the subtleties. It is a typically romantic idea ! 

How different things still were for Joachim Hess who told his imaginary pupil 
in 1807: In my opinion there is nothing much to be said about playing a carillon. The 
manual keyboards, as you know, are positioned like rungs of ordinary chairs. [ ... ] 
As soon as you have mastered this touch, the rest will be easy to learn. It could not 
be simpler! Even so, as we have already seen on many occasions, Joachim Hess was 
not just anybody. 

Again an unavoidable conclusion brings itself forward. Between Hess's 
pronouncement in 1807 and Denijn's innovations in 1892 lies a world of musical 
difference. It is clear that this cannot be explained by anything other than the contrast 
between baroque and romanticism. If we put it another way, it is the contrast between 

223 Jef Denijn gave this lecture 
on December 15, 1915 in 
London, under the heading 
Technique et mecanismes de 
carillon, which was published 
in The Journal of the Royal 
Society of Arts, 64, 3291 , 
December 17, 1915. It was 

translated into Dutch by the 
General Carillon Association 
of the Netherlands in 1919. 
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the musical experience of the harpsichord and that of the pianoforte or the hammerk-
. la vier. Unlike the harpsichord with its limited expressive possibilities, other than those 
obtained from tone figuration or the use of different registers, the hammerklavier was 
an instrument which soon allowed countless dynamic shades to be played very 
convincingly. The musician no longer looked like someone who was playing his 

instrument from a certain distance: he had become a performer who was at one with 
his instrument, who knew that the feelings expressed by his physical movements could 
be directly communicated to the keyboard. Indeed, the heavier the finger's touch the 
louder the note sounded: he who plays, and that which is being played, become one! 

More than ever it had become possible for composer and performer to express 
their most personal feelings in dynamic changes and differing tempos. It won't 
surprise anyone that, within this framework, the number of virtuosos was continually 
increasing. From this situation the question also arises whether, in 1892, Jef Denijn 
was aiming for an improved playing action of the carillon because this was indeed 
wanting and really inadequate for each form of music making, or whether he was 
striving for improvements because in his day, people wanted to hear romantic music, 
music which demanded a good deal more than -and we consciously put it simply
just striking a series of bells. Was this then the carillon's time of transition from a 
simple percussive instrument to an instrument which possessed all forms of musical 
expression, similar to the evolution of the harpsichord towards the pianoforte, from 
an instrument with an artistic value which was determined by rather static bells to 
one which allowed all these intense romantic feelings to be expressed with dynamic 
bell sounds, and especially to be expressed in what Denijn called sustained singing, 
with tremolando bell tones -precisely at a time when the tremolo was to cause a 
furore on the piano thanks to new technical inventions? Was this not the reason for 
having to adapt the repetition mechanism of the carillon? 

The answer to all these questions must be yes, especially when, much later in 
1916, a commission had to give its advice on whether Denijn's technical innovations 
also had to be fitted to the Utrecht Dom carillon, so that there too the sustained notes 
and all those rich tonal shades could be heard. But the commission's judgment was 

as follows: 
The tone of a bell is obtained by striking it and it then continues to sound. This 

is the essence and the curious beauty of a bell. To make us hear a tone, which is held 
at equal level from beginning to end, is not possible without violating the nature of 
a bell. The so-called tremolo on a bell can be nothing else but a deceptive imitation 
of an instrument which is indeed capable of producing sustained sounds (wind 
instruments, organ, human voice .. . ). This imitation goes against the nature of a bell 
and is therefore[ ... ] to be resolutely rejected. [ ... ]Anything unnatural is reprehensible 
in any art-form. 

Apart from the mistaken belief that each instrument possesses a certain tone, 
exclusively by nature, and that it only demands one possible playing technique, this 
quotation fully confirms the previously given proposition that the carillon, as an old 
baroque instrument, did not ask for this rich power of expression in sustained notes 
and everything connected with it. At that time it was indeed, also by necessity because 
of the limited technical aspects, a simple percussive instrument on which some players 
managed to perform the most virtuosic pieces with physical bravura. However, since 

285 JEF DENUN AND HIS 
PUPILS KAMIEL LEFEVERE (left) 

AND STAF NEES (right) IN FRONT 
OF THE CARILLON OF THE 
TOWER OF ST ROMBOUT'S 
AT MECHELEN, ca. 1920 

Even before the carillon school 
was founded in Meche/en in 1922, 
le/ Denijn took care of two 
brilliant pupils: Kamiel Lefevere 
who was to be very successful in 
America and who was made 

doctor honoris causa of Alfred 
University, and Sta/ Nees who 
was to succeed Denijn as town 
carillonneur of Meche/en in 1932 
and, after his death in 1941, as 
director of the carillon ·school. 
Together they worked at the 
foundations for training 
carillonneurs at Meche/en. 
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that notorious year of 1892, it had become an instrument with rich dynamic possibil
ities and this had happened in the same way that the harpsichord had evolved into 
a piano/ orte. It was only then that the carillon could slowly start winning back that 
part of its audience which it had lost. 

JEF DENIJN, ADVISER, CARILLONNEUR AND TEACHER 

It is not surprising that, thanks to his interest in technical matters and even more to 
the innovations which he applied to Mechelen's St Rombout's carillon, Jef Denijn 
became a popular choice for advice on carillons and restoration work. However, a 
source of misunderstanding has to be eliminated. These restorations had nothing or 
hardly anything to do with the bells themselves, but everything with the design and 
the setting-up of the bell cage, the suspension gears for the bells, the clappers and 
the hammers, the action of the manual and automatic mechanisms and finally the 
keyboard and chiming mechanism with drum. Even so we should not really talk of 
restoration, because an astonishing lack of historic insight was shown in this respect, 
certainly compared to today's standards. As a matter of fact each restoration was not 
much more than a renovation to suit the musical requirements of the time224. And 
these were the requirements which had been formulated by Denijn, barring occasion
ally a solitary awkward customer, such as the town of Utrecht. 

In that same notorious year of 1892 Denijn acted as an adviser for the restoration 
of the keyboard of St Geertrui's tower in Leuven. Together with the previously 
mentioned Desire Somers he cleared away the sad remnants of Lovaerts's pneumatic 
keyboard in Roeselare in 1893 and this was replaced by a keyboard which was 
fashioned after the Mechelen example. It would be wrong though to think that such 
a keyboard had to be particularly light to play, it certainly did not. In 1925 Denijn 
wrote: 

If anyone wants to try and make the keyboard lighter, I will watch the trials 
with great interest; but there must be no change to the steadiness, the confidence, the 
swiftness with which the clapper responds to our pressure; there must be no trace of 
hesitation or of something floating in the playing; ease of play must not cause any 
artistic unease ! 

What is more, with his small and strong frame, Denijn felt no particular need 
for greater ease of play. Did he not write, that same year, that playing a carillon gave 
him the satisfaction of physical exercise, combined with the artistic pleasure of a 
musical per/ ormance? 

In 1894 Jef Denijn acted as adviser, or to put it more correctly, he cooperated 
with Desire Somers at Mons as well as Oudenaarde, in 1895 at Ostend and Verviers, 
in 1903-04 in Antwerp etc. From then on though certain shortcomings in Denijn's 
knowledge began gradually to become apparent. 

Firstly, there was his rather rigid endeavour to make exact copies of the 
Mechelen carillon action everywhere. He understood very well that for his sustained 
notes, produced by tremolos, a tower-chamber was essential, such as the one at St 
Rombout's Cathedral in his home town of Mechelen. Those tremolos which consist 
of quick successive clapper strokes, for example in demisemiquavers, must all together 
give the effect of a sustained note, but this requires the bell-chamber itself to add a 
series of echoes. A so-called closed bell-chamber -a large tower-chamber which is 

224 Particularly after 1945 this 
sore point has been debated 
fiercely and thoroughly, 
competently and especially 
incompetently. More on this 
on pp. 282f. 
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286 JEF DENIJN IN FRONT 

OF THE CARILLON OF 

ST ROMBOUT'S 

AT MECHELEN, ca. 1920 

Jef Denijn is proudly standing in 
front of his carillon in the tower 

of St Rombout's at Meche/en. 
This tower and its carillon served 
as models for the many 
restorations and renovations 
which were carried out under his 
advice at the beginning of the 

20th century. 
It should be noted how the 
horizontal bell-crank axles are 
positioned vertically above each 
other in a very orderly fashion. 
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closed off with louvre-boards- achieves this excellently, 225 but what Denijn had not 
realized, was that such a tower-chamber also needs to have generous proportions. 
Boarding off a relatively small lantern-type tower to obtain the desired effect, makes 
no sense at all226• 

Nevertheless Denijn did advise to do this during the restoration of the Van den 
Gheyn carillon in the tower of the Reformed Church' at Nijkerk [302); advice which 
proved afterwards to be a blunder. It should have been predictable though that the 
magnificent effects which a carillon can obtain in a closed bell-chamber, would be 
virtually impossible to achieve in the small lantern-type tower of Nijkerk. In 1960 the 
louvre-boards were removed and since then the Van den Gheyn bells sound as fresh 
and free as they did before. 

Secondly, Denijn was not very interested in what kind of temperament had been 
used for tuning a carillon. He certainly did not play any active part in this field and 
he can of course hardly be blamed because, as a child of his time, he did not know 
that all historic carillons were tuned in mean-tone temperament and that they 
therefore needed a special approach. This was only discovered in 1950227

• For this 
reason Denijn, like so many others, had probably never consciously observed that 
certain intervals are unusable and that this should be taken into account when 
connecting the bells with the keyboard. It was, for instance, ignored when the Bernard 
Van den Gheyn carillon at Hasselt was refurbished under his advice in 1911228

• 

Nevertheless Denijn was to be confronted with mean-tone tuning, without 
realizing it. It was again as a result of the fact that the Mechelen carillon always had 
to be the model, whatever the circumstances. This carillon happened to have, albeit 
by pure coincidence, an extra Bb below the lowest C in the pedal229 , which made 
Denijn conclude that other carillons too needed to be provided with such a deep 
sounding bass-bell. This was a costly provision however and its realization has 
remained limited to Flanders. In contrast, virtually all Dutch carillons start off with 
the lowest note of the scale (C), transposed or not. 

We will not go on following Denijn in his activities as an adviser, but will follow 
him as a musician [290). As such he introduced the carillon lover to a special 
phenomenon: the summer evening's concert. This was not actually his idea, it had 
been suggested in 1892 by a Mechelen alderman, Theodoor de Coster who was of the 
opinion that such concerts, held during evening hours at the end of a day's work, 
would be given a much better reception than the usual performances on market days. 
History was to prove him right, but not before a lot of publicity had been given to 
these events. The concerts were announced as such, which in itself was a novelty, but 
only a small group of friends and acquaintances did come and listen during the first 
few years. Worse than that, according to Denijn, he initially only played/or the mice 

225 In this respect it must be 
noted that it is incorrect to talk 
of an acoustic mechanism which 
makes the sounds first mix 
inside a bell-chamber and which 
then lets them go out as one rich 
and full sound. In reality this 
type of sound is created by the 
numerous echoes which are 
formed inside such a 
bell-chamber and which leave 
this chamber in succession. 
As a result a bell in an open 
lantern-type tower will sound 
much more meagre than one in 
a bell-chamber. 

226 It must be noted that the 
study of acoustics in a 
bell-chamber is still in its 
infancy. See also A . Lehr, 
Enkele gedachten over de 
akoestiek van de klokkenkamer 
[Some ideas on the acoustics of 
a bell-chamber]. Asten, 1961. 

227 A. Lehr , The system of the 
Hemony-carillons tuning, in: 
Acustica, I (1951), pp. 101,104. 

228 The mistake has been 
corrected during the restoration 
by Eijsbouts in 1982. 

229 The carillon which Peter 
Hemony had delivered in 1679, 
starts off with an Ab1 bell and 
this forms the basis of the 
mean-tone tuning. Therefore it 
was connected to the keyboard 
as C. In the Mechelen tower 
there was in addition a full bass 
octave from other founders, 
plus since 1844 another heavy 
Gb0 bell. As the latter was a full 
tone lower than the carillon's 
tonic Ab it had to be connected 
to the keyboard as Bb. 

230 Obviously the author means 
the clappers, not the bells. 
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and De Coster had to put up with a lot of teasing, especially since he had predicted 
that one day Americans would come and listen. 

Denijn and his followers remained undaunted, as besides the improved carillon 
and the summer evening concerts, they had a third trump card up their sleeves: a big 
competition for carillonneurs. Again, this was not a new idea. It had already been 
suggested during the remarkable 1875 congress by father Brouwers, but had not been 
taken up then. However in 1897 it was and at Mechelen, they knew how to go about 
things; this was not going to be just a competition for a few specialists. Instead it 
became an event in which the whole town was involved, two days long and culminating 
in a grand night party with choirs, fireworks and a brilliant final concert by J ef Denijn 
himself, playing his Prelude in G minor which he had composed for the occasion, 
a concert which made history as one of his most brilliant performances. Another 
original work for carillon was given its premiere on that occasion, a Sonata by Gustaaf 
van Hoey (1835-1913), director of the local Music Academy, among other things. 
Times were obviously changing. No longer were existing works, albeit adapted, almost 
the only ones to be played on a carillon, but now the repertoire also included new 
original compositions, specifically written for the carillon and, in principle, making 
use of all the instrument's possibilities. 

Nevertheless the long-awaited interest from elsewhere was still not forthcoming. 
This was to change though at the 29th Dutch Language and Literature Congress which 
was held in Brussels in 1906. The Southern and Northern Netherlands were again 
momentarily reunited to research and also to enjoy their common culture from a 
Greater Netherlands point of view. An excursion to Mechelen was obviously on the 
cards, but no one then could realize that this was to be a visit with far-reaching results. 
After the concert which Jef Denijn had given for the occasion, things started to move. 
Back home the Dutchmen reported with great enthusiasm and the Nieuwe Rotter
damsche Courant newspaper wrote: 

Jef Denijn is a wonderful artist. Just imagine his labour. He sits there in his 
shimmering bell-chamber which shakes under the might of the bells which he sets into 
motion230. He himself hears nothing. Around him there is this carillon of sound, a 
painful inter-vibration and mutilation and muttering of sound, which kills all melody, 
which makes any singing inaudible. He is deafened by a dominating power of sound 
but he sits high and serene, he feels what he is doing, he does not feel with his ears, 
but with his fingers. I think of this refinement of the senses, this enjoyment of sound, 
which he feels in his fingers, he the master who hears nothing, who does not know 
that down below it must sound soothing as the cheering and lamenting of heavenly 
voices. The deaf, the blind man -for he cannot see his audience- sits there very, 
very high, far above the world and he plays for himself, he plays what he feels and 
what is stirring inside his body. 

287 THE HISTORICAL 
CARILLON IN THE TOWER OF 
ST ROMBOUT'S AT MECHELEN 
In 1892 Jef Denijn changed 
the wire connections between 
clappers and keys of the 
difficult-to-control breech system 
into the orderly and more 
manageable system with 
horizontal bell-crank axles. 

288 THE HISTORICAL 

CARILLON IN THE TOWER OF 
ST ROMBOUT'S AT MECHELEN 

One of Denijn 's innovations of 
1892 was to avoid the sideways 
swinging of clappers by linking 
them together with small chains. 

289 THE HISTORICAL 
CARILLON IN IBE TOWER OF 

ST ROMBOUT'S AT MECHELEN 

The bell-crank system here allows 
the bells to hang in an orderly 
way in the wooden bell-cage. 

290 JEF DENIJN, FATHER OF 
TODA Y'S ART OF THE 

CARILLON, AT HIS KEYBOARD 
IN THE TOWER OF 

ST ROMBOUT'S AT MECHELEN, 

1912 
Jef Denijn was not only a 
legendary carillonneur, in 1892 he 
also introduced a number of very 
important innovations to the 
instrument's action. His state of 
undress makes it obvious that in 
his time too, playing the carillon 
could be a hot occupation, 
certainly if playing it in a virtuoso 
style. Today, carillons are so well 
adjusted that even virtuoso 
players can keep all their clothes 
on. 
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Copper engraving by the Flemish 
graphic artist Antoon 
Herckenrath. 
Brussel, Print Collection, 
S. V. 20144 (folio) 
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How many carillonneurs have ever been fortunate enough to hear such praise? 
Moreover, was this rich and expressive language not at one with the romantic sound 
ideal which Denijn was aiming for? His audiences certainly found it attractive, 
because when a second carillon competition was organized by Mechelen Attractions 
on the occasion of the 1910 World Fair in Brussels, six Dutchmen too had entered 
and they were accompanied by many interested compatriots who wished to hear for 
themselves the performing style of Denijn. Among them was Floris Addicks from 
Amsterdam231 whose feelings, as he later declared, were so touched by the music 
descending from the tower that he sat trembling on his chair throughout the concert. 
He too wrote: The music which he manages to conjure out of his instrument, borders 
on the miraculous. If you have not heard it, you cannot imagine what it's like, just 
as I cannot manage to describe it. 

It is worth noting that none of the Dutch entrants won any prizes. The reason 
was certainly not a lack of musicality, rather a lack of being familiar with what was 
to be called the Mechelen or Flemish style of playing. After all, the Dutch carillons 
had not been refitted according to Denijn's latest ideas and their development had 
become stuck, leaving them as the percussive instruments which they had always been. 
There was also another problem: in Flanders there are many more closed carillon 
towers and these provide the necessary echoes to let the tremolando effect sound at 
its best. In Holland, on the other hand, carillon bells hang much more often in open 
spires which quickly turn a tremolo into a dry rattle. The figures tell us that in Flanders 
three quarters of the carillon towers are of the closed type, while in the Netherlands 
the situation is the exact opposite. Later on, around 1930, this discrepancy started 
off what the president of the Netherlands Carillon Association, Dr. Casparie, was 
to call so splendidly the broekse en tuimelaarse twisten [the breech and bell-crank 
disputes]. Jef Denijn emphasized this problem indirectly by telling his failing Dutch 
colleagues: It all depends on the style of playing and, as long as your keyboard is in 
excellent working order, colleague, you too can make my style of playing your own. 

Despite all these Flemish successes a third competition, this time at Bruges in 
1911, failed to become a special event. Denijn did not find this surprising as the 
carillon was too poorly set up to allow really good performances. Ernest Closson, 
at that time a music critic who was in fact favourably inclined towards carillons, 
wrote: In general our carillonneurs are poor musicians, their musical education is 
grossly insufficient, they lack taste and their repertoire is horrible. After a century 
of diminished official interest in the carillon, these were certainly no empty words 
and the only correct conclusion had to be that a carillon school was badly needed. 
Even though it still took more than a decade, this want was eventually fulfilled ... 

In 1909 Henry de Coster, the son of Theodoor who had stimulated the evening 
concerts at Mechelen, became acquainted with Jef Denijn. Like his father he immed
iately took to Denijn's playing and wanted nothing more than to make it widely 
known. He also definitely wanted to achieve what his father had not managed to do, 
namely that Americans would come to Mechelen. To this purpose Meche/en At
tractions published posters and brochures about the concerts [292] and these were 
distributed in America as elsewhere. A few years later the first American appeared 
at a summer's evening's concert: diplomat William Gorham Rice (1875-1945), who 

became a great admirer of Flemish and Dutch carillon playing and who was to support 

231 The tower clock company 
Addicks, which had been 
founded in 1855, imported many 
English carillons into the 
Netherlands until 1940, setting 
them up excellently. In 1983 

Addicks moved from 
Amsterdam to Asten where it 
was incorporated into the Royal 
Eijsbouts Company. 
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this in all respects, morally as well as financially. He also gave his support in writing 
-in 1914 he published Carillons in Belgium and Holland in New York, a book which 
enjoyed many reprints and which kept on growing in size ! It also had a very 
stimulating effect on foreigners who came in great numbers from afar to attend 
Denijn's concerts232• 

Henry De Coster still wanted more, he wanted a school with Jef Denijn as its 
director. Naturally, Denijn had already had pupils, among them Alfons Rolliers 
whom he had been teaching since 1909, but until then nobody had really thought 
about a proper school. Denijn himself had not either and at first he was even sceptical 
about the whole idea as he lacked any proper musical qualifications. De Coster, 
however, found confirmed sympathizers in Edward de Keyser, president of the 
Algemeen Nederlands Verbond [General Dutch Association], Jef Van Hoof (died in 
1959), Flemish composer, and Prosper Verheyden (1873-1948), a reputable carillon 
historian. 

They did much to publicize their case, for instance at the 32nd Dutch Language 
and Literature Congress, held in Antwerp in 1912. De Keyser gave a lecture on that 
occasion, entitled Modern carillon playing, and the miracle happened, as prominent 
musicians who had to be won over for the plan gave their agreement ! The school 
would be founded, partly thanks to a state subsidy, pledged by the minister of Culture 
and Science. Sadly the first world war was to shelve this long-awaited plan, provision
ally anyway. Denijn took his family to England, where he had friends. During the 
previous year though the summer evening concerts had reached a real peak and 
-much later- Henry de Coster wrote about them: 

The Monday evening concerts had truly reached a peak as far as attendance was 
concerned and the young secretary [of the school: himself] threw himself into the 
breach in order to bring rich people to Meche/en and then slaughtered them by his 
begging for the school. In those days I was continually on everyone's doorstep, I went 
to the railway offices in Brussels to put special trains into service each Monday, 
between Brussels and Meche/en. Older people still remember how the tower area had 
turned into an ants' nest. Superfluous even were the chatterers against whom the 
incensed Prosper Verheyden used to rage, but amongst whom I could detect the 
benefactors whom we needed to fill our kitty. 

B"ELL TUNING, A FORGOTTEN ART 

. If we discard the Van Aerschodts at Leuven, who knew how to cast richly sounding 
bells but who were at a loss when it came to tuning them, no carillon-founders could 
be found any more in the Low Countries at the time of Denijn's emergence and first 
triumphs. Apparently this was not a worry for Denijn or his followers, for all 
contemporary reports on the Mechelen endeavours were centred around the setting-up 
of carillons, their playability. New carillons were a rarity and the existing ones were 
considered to be untouchable as far as the bells were concerned -certainly those made 
by the Hemonys, De Haze, Witlockx, Du Mery and Van den Gheyn who were 
considered to be unsurpassable. At that time this was only too true! Nevertheless, 
although this did gradually change, the initiative was not taken in Flanders or 
Holland, even though that may have seemed the obvious course. Having a look at 
Europe will give us an idea of what was going on further afield regarding this problem. 

232 See also W. de Turk, 
William Gorham Rice and the 
North American Carillon 
Movement, in : Bulletin of the 
Guild of Carillonneurs in North 
America, 39 {1990), pp . 14-37. 
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292 COVER OF THE CONCERT 
PROGRAMME FOR JEF DENIJN'S 
RECITAL ON THE ST ROMBOUT'S 
CARILLON AT MECHELEN, 
IN 1909 
At the peak of his fame, le/ 
Denijn is presented in this 
programme brochure as: 
Mr. Jef Denijn, the Mecbelen 
cariUonneur who is 
world-famous, played for the 
first time at Easter 1881, at the 
age of nineteen. On new year's 
day 1887 be succeeded bis father 
as town carillonneur and since 
1902 be gives concerts with 

programmes which are publicized 
in advance, every Monday 
between 8 and 9 pm during the 
months of June, August and 
September. During the month of 
July be gives recitals at Cattistock 
(Dorchester), England. 
The following pieces were 
included in the programme: 
Marleentje en Liedeken van de 
Schilder (E. Hullebroeck), 
Vlaanderen (P. Lebrun), 
Vlaamsche dans (0. Van Dunne), 
Rubensmarsch (P. Benoit), Haer 
alleen (Volckerick), Ouverture 
Dichter und Bauer (Fr. von 
Suppe}, Ouverture ltaliana in 
Algeri (Rossini), Gavotte 
(J.C. Bach), Marionetten 
Trauerrnarsch (Gounod). 
Asten, National Carillon Museum 
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Etching by the Belgian graphic 
artist Albert Geudens, 1912. 
Brussels, Print Collection, S. V. 
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If you visit Salzburg now and listen to the De Haze carillon there, you may well 
have a few reservations about its tuning. The blame must not fall on De Haze who 
was an excellent bell-tuner, but on a certain Franz Hollederer who re-tuned these bells 
in 1851, with the approval of the Mozarteum. But how did this come about? And 

why did the same happen to the Hemony carillon in Darmstadt a few years earlier? 
There the tuner Pfnor was so proud of the equally bad results that he even published 
a paper on his work233 . However, bell-tuning is a profession and history has proven 
this time after time. 

Nevertheless there were other ideas too about tuning. Some founders thought 
that it must be possible to cast a properly designed bell so precisely-that is completely 
identical to the drawn profile- that tuning became superfluous. This was also 

thought to be better, because the romantic approach found it inadmissible to take 
away the casting skin, something which happens inevitably when a bell is tuned on 
a lathe. No, the bell had to remain virginal! This absurd idea went so far that a certain 
H. Bockeler in Germany dismissed both the Hemonys as utterly unimportant. Real 
art, he claimed, must be achieved without tuning bells and both these founders had 
been unable to do so: no, these Hemonys had only produced factory wares !234 But 
what was unknown or not realized, was the fact that even the most accurate casting 
techniques still leave deviations in the profile and these are so great that a carillon 
bell certainly still needs tuning. Casting bells in tune is technically not feasible, at least 
if one does not want to incur exorbitant costs. 

Until well into the 1930s Petit & Fritsen were also of the opinion that they could 
do without tuning and that the undamaged casting skin would be beneficial to the 
sound235 . At the end of last century though, this same company thought quite the 
opposite. Alexius Fritsen wrote: A bell which is smoothly cast on the inside will 
probably also be good on the outside; those which have been rubbed with pumice, 
water and sand, by hand or in the lathe, sound much purer than those which are left 
in a coarse condition. Hemony's bells confirm this, since they have all been turned 
on a lathe, outside and mostly inside as well236

• This is proof enough that the art of 
bell-founding had indeed fallen to its lowest level. 

Around the same time -ca. 1865- the idea of the untouched bell was also 
expressed by the French founder Paccard [295] at Annecy, near Geneva. Although 
both founders have long since abandoned this idea and tune their bells properly today, 

it led at the time to several disasters. One of these took place at Lochem between 1902 
and 1905. Eijsbouts had received an order to deliver a carillon there, but since that 
company was not producing any bells at that time they were ordered elsewhere and 

233 Herr Hof-Kammer-Sekretiir 
Pfnor, Zur Akustik der 
Glocken, in: Verhandlungen des 
Gewerb- Vereins fur das 
Groszhertogthum Hessen, Neue 
Folge, Erster Band (1848), 
pp. 334-350. 

234 In fact this idea still has an 
after-effect in Germany in the 
so-called Limburger Richtlinien 
(1951) which lists the 
requirements swinging-bells have 
to meet. Only reluctantly and 
often even surreptitiously were 
the German swinging-bells 
somewhat tuned after the last 
war, when the deviations of the 
bells which had been cast in tune 
had become really too wide. 
And one should bear in mind 
that intonation has to be far less 

precise with swinging-bells than 
with carillon bells . See also: Die 
Glocke in den Richtlinien, in: 
Glocken und Geschichte und 
Gegenwart, ed . Kurt Kremer, 
Karlsruhe, 1986, pp. 261-270. 

235 Irony has it that it 
happened to be Petit & Fritsen 
who, after the liquidation of the 
Amsterdam foundry in 1821, 
bought the tuning lathe which 
presumably dated from 
Hemony's days. For years this 
lathe stood in the Aarle-Rix tel 
foundry, but it gradually 
became disused. When a new 
foundry was built in 1906, the 
tuning lathe was burned ! See 
also D.J. van der Ven: Onze 
vaderlandsche klokkenspelen 
[Our national carillons], in: 

Eigen Haard, 48 (1915), 
pp. 894-898. This article is 
illustrated by two I 9th century 
photographs of this lathe. 

236 Dossier Brom, Music 
Library of the 
Gemeentemuseum, The Hague. 

237 One small bell of this 
carillon has survived and is 
presently serving as a 
sanctuary-bell in the Great 
Church at Asten . 

238 During the 1951 restoration 
both bells have been removed. 
They have now been included in 
the collection of the 
Bell-foundry Museum at 
H eiiigerlee. 
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the worst imaginable address was picked out: J. J. Radler & Sohne at Hildesheim. 
When, after many complications and quibbles, the bells finally arrived in the Nether
lands, no less than 21 out of a total of 26 bells had to be rejected. Their tonal qualities 
were lacking in every possible way. 

Eijsbouts next went to Paccard. What this founder produced was certainly better 
than Radler's work, but there still was no question of pure intonation. The Lochem 
inhabitants accepted this carillon though, just as elsewhere the equally out-of-tune 
carillons of the Van Aerschodts had been accepted. In 1943 the Lochem carillon fell 
victim to the German bell requisitions and, apart from the fact that this was theft 
pure and simple, no one will have been upset about the disappearance of so many 
unmusical sounds237 . 

Elsewhere too things were going wrong even when bells were tuned, or at any 
rate if an attempt was made to tune them. In 1906, for instance, two bass bells were 
added to the Hemony carillon at Utrecht's Dom tower. The founder Van Bergen at 
Heiligerlee made a mess of this job: not only did the bells sound more muted than 
Hemony's -and this pointed to a faulty casting technique- but they also sounded 
much too sharp. The unheard of was then attempted: metal was hacked away in the 
hope of reaching the correct intonation, just as had been done in the 16th century, 
and as Pieter Hemony had been forced to do with his Klokke Roeland [Bell of Roland] 
in 1660. The result was a complete disaster238 . 

294 LES SONNEURS, PAINTING 
BY ALEXANDRE GABRIEL 
DECAMPS (1803·1860) 
Time and again bells have 
inspired many artists. 
The Dutch poet Carel Steven 
Adama van Scheltema 
(1877-1924) characterised chiming 
bells in his poem Zondagmorgen 
[Sunday morning]: 
Vroeg in den morgen! 
Heilalilo! 
Verscheen mij de zonne, 
En verlichtte de ruiten. 
Een vogel zong buiten, 
De klokken begonnen te luien ... 
Bim ! Barn! Bim ! Barn ! 
[Early in the morning, hey la Ii lo, 
the sun appeared and shone on 
the windows. Outside a bird was 
singing, the bells started ringing, 
ding, dong, ding, dong!] 
Paris Musee du Louvre, 
RF 1385 
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295 FIVE BELLS READY FOR 
CONSECRATION IN THE 

CATHEDRAL OF LAON, 
EARLY 20th CENTURY 
These five swinging-bells were 
cast by Paccard at Annecy 
(France). They are shown here set 
up in the transept of Laon 
cathedral. 

236 ROMANTICISM 

Many more such examples could be given here, but time and again it becomes 
apparent that neither in Belgium nor in the Netherlands was there the knowledge to 
design a tuneable bell, or to tune it properly once it had been cast. In addition, we 
are not even mentioning the necessary measuring devices -in many cases it was not 

I 

even known that the sound of a bell is made up of, a fundamental with overtones ! 
All basic knowledge on bells was lacking. On the other hand that period also saw an 
increased interest in the more scientific aspects of bells239. Around the turn of the 
century, for instance, the famous Lord Rayleigh did some basic research in England, 
while the Benedictine monk Johannes Blessing did the same in Germany. In the 
Netherlands Abraham Vas Nunes made an admirable study of bells, which earned 
him a doctorate in Amsterdam in 1909240, but none of these researchers were capable 
of really solving the design and tuning problems and, at any rate, this was not their 
first objective: they were mainly interested in bells as physical phenomena. At the 
same time this undoubtedly stimulated research into finding solutions to these 
practical design and tuning problems. 

REDISCOVERY OF THE ART OF TUNING 

The real solution to the tuning problem was eventually found by an amateur, canon 
Arthur B. Simpson, headmaster at Fittleworth in Sussex, England! This bell-lover 
had made a comparative study between English bells and those which had been 
imported into his country from Belgium (Van Aerschodt) and France (Paccard). His 
conclusion was that, wherever they came from, none of those bells had a pure inner 
tonal structure. In other words, the overtones did not have a consonant relationship 
with each other. He then proceeded by systematic research to find out how this 
relationship could be obtained and finally discovered the right tuning technique. He 
established where to take some bronze off a bell on a lathe, where exactly the sides 
had to be thinned down in order to shift -depending on the tonal structure- one 
or more partials in the sound spectrum in such a way that, together, they do release 
that splendid bell chord. He published the results of his research in the Pall Mall 
Magazine !241 
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Simpson's writings, and other sources too, tell us that several people had been 
looking for the solution of the tuning problem, but it is also clear that most of these 
researchers lacked even an elementary understanding of the structure of overtones. 
It is known that Paccard thought only the fundamental of a bell was important. The 
Van Aerschodts, even though they were aware of the five lowest partials, only paid 
attention to the first overtone, while the English pref erred the fourth. Simpson though 
made it clear that the designing and tuning process of a bell needed to incorporate 
the fundamental as well as the first four overtones, in the same way as Jacob van 
Eyck had formulated during the 1630s. 

Simpson's discovery and its publication in a journal gave all bell-founders the 
· opportunity to apply the rediscovered tuning technique242, but the only one to do so 

was the English Taylor foundry in Loughborough which is still in business today243 . 

There they did so with great success. After having tuned a swinging-bell in 1896 
according to this method, two more bells followed in 1897 for the Middelburg Abbey 
tower in the Netherlands. This had been arranged through contacts between Taylor 
and the town carillonneur Klein. Utrecht too wanted Taylor to cast the two extra bass 
bells for its Dom tower carillon, but incompetent people and officialdom made sure 
that not Taylor, but the Dutch founder Van Bergen received the order, with all the 
unfortunate consequences ! 

In 1898 Taylor, following Simpson's instructions, had managed to produce a 
peal. Simpson, who checked the bells, wrote on this occasion: 

It is no small thing to have witnessed the realisation of an idea which has 
occupied no inconsiderable part of my time and attention for above twenty years. For 
this I have to thank you. 

The first properly tuned carillon though only followed in 1904 and Taylor 
produced it for his own foundry. Before that, Floris Addicks, the carillon technician 
who had been so moved by Jef Denijn's playing, had tried to have the abominable 
Van den Gheyn-Petit & Fritsen carillon of the Amsterdam Rijksmuseum replaced by 
a Taylor carillon. His attempts met with no success though and the Netherlands had 
to wait until 1911 to witness this novelty, in the provincial town of Appingedam. Petit 
& Fritsen too had tried to get hold of this order -indeed the company had already 
made a carillon beforehand- but given the almost classic bad intonation of the new 
bells, this undoubtedly well-intentioned bid was to no avail. 

The Taylor carillon at Appingedam was the first in 200 years, in the Netherlands, 
to be at the same time new, in tune and to have a splendid sound. The success was 
so great that many other towns soon followed, even though problems did arise here 
and there. Let us take Eindhoven as an example. In 1911 it had been realized that 
the Petit & Fritsen carillon of 1867 was not exactly a success and for this reason advice 
was sought from Eijsbouts. The latter judged initially that it was better to leave the 
bells alone, but afterwards he did propose to let Petit & Edelbrock cast a new carillon 
in Gescher. Eijsbouts had installed a carillon from this foundry at the town hall of 
Cologne, Germany, in 1913 and it had been played in and approved by Jacob Vincent, 

239 It must also be pointed out 
that Marin Mersenne in the 17th 
c. and Leonard Euler in the 18th 
c. carried out campanological 
research. See A. Lehr, The 
designing of swinging and 
carillons bells in the past and 
present. Asten, 1987. 

240 A. Vas Nunes, 
Experimenteel onderzoek van 
klokken van F. Hemony. 
Amsterdam, 1909. 

241 October 1895 and 
September 1896. Around 1975 
these articles were reprinted as a 
brochure under their original 
title Why bells sound out of 
tune (Oxford, s.a.) . 

242 In English speaking 
countries this technique is 
erroneously known as the 
Simpson tuning. Simpson 
however knew the tonal 
structure which had first been 

put into practice by the 
Hemonys. He also knew the 
purely tuned Flemish carillons, 
including the one at Bruges. 

243 On this foundry see T.S. 
Jennings, Master of my art . The 
Taylor Bel/foundries 1784-1987. 
Loughborough, 1987. 



296 CARILLON FOR THE TOWER 

OF ST JACOB'S AT FLUSHING 

WITH BELLS BY TAYLOR, 

INSTALLED BY EIJSBOUTS 

IN 1914 

Once the first purely tuned 
modern carillon had been 
delivered to Appingedam in 1911 
by the English Taylor foundry, 
the latter's reputation grew very 
rapidly. A second English carillon 
was installed by Eijsbouts in the 
Netherlands on 30 April 1914, 
in the tower of St Jacob's at 
Flushing. Unfortunately this 
excellent proof of a revived art of 

carillon making was only allowed 
a short existence. On 26 May 1943 
this carillon was removed from its 
tower by the German occupying 
forces and it disappeared in the 
Hamburg crucibles. 

238 ROMANTICISM 

the Royal Palace carillonneur in Amsterdam. Why not such a carillon at Eindhoven, 
therefore? 

Meanwhile Taylor's fame had also reached Asten. When Eijsbouts was asked 
to replace the Van den Gheyn carillon at Flushing's St Jacob's tower, which had been 
destroyed by fire, he also wanted to use Petit & Edelbrock bells, but the Middelburg 
town carillonneur, Jan Morks, saw to it that not German bells were chosen, but 
English ones. This was an idea which Eindhoven was only too pleased to take over 
and thus Appingedam, Flushing [296] and Eindhoven all received carillons which were 
in tune !244 Eight more were to follow from the same foundry until 1934 and among 
them the still working carillon of Our Lady's tower, or the Pepper-pot, at Zwolle 
(1930), is undoubtedly the most impressive, although the small carillon at Hattem 
(1927) also sounds particularly charming! 

What about Flanders then? The English founder Taylor could make no 
headway there and neither could Gillett & Johnston of Croydon who started casting 
excellent carillons from 1921 onwards. The home market remained entirely in the 
hands of Flemish foundries, initially dominated by the Van Aerschodts. On the other 
hand it must be said that these Leuven founders were then well past their peak, while 
only a few new carillons were installed in Flanders during this period. Near the end 

of the 1920s founders such as Michaux and Michiels made their appearance, but that 
subject is treated on pp. 252 f. 

In the Netherlands the situation was clearly different. There, many new English 
carillons were gradually being installed. There was of course the continued awareness 
that English, and not Dutch, instruments were heralding a new age for the art of the 
carillon. Earlier already, at the beginning of this new era, it had been realized that 
unique knowledge had been lost through the centuries. This is shown, for instance, 
by the fact that there was even official interest in the bell problem. In 1905 the 

Carillon van den Sint Jacobs-toren te Vlissingen. 

33 Cari llon-K lokken. wegende te zamen 7200 ki log ra m en eene 
luidklok te r zwaarte van 1550 kilogram. met Uur-, Spee!- en Slag
wc:rken (electrisch zelf-op" ·indend) in 1914 Kelev~rd en g-eplaatst door de 

Ned. Fabriek van Torenuurwerken B. Eijsbouts te Asten. 

244 The Flushing and 
Eindhoven carillons fell victim 
to the German bell 
requisitioning in 1942/43. The 
one in Appingedam is still there . 



THE RENAISSANCE OF THE CARILLON 239 

Vereeniging voor Noord-Nederlandsche Muziekgeschiedenis [the Association for the 
Music History of the Northern Netherlands] held a competition, asking the following 
question: 

Which is the development in the construction and the make-up of bells, cast in 
the Netherlands and in Flanders before ca. 1800? Which are the scientific physical 
foundations which have given artistic priority to the bells of certain Dutch founders? 

The jury included Nobel Prize winner (1902) Prof. Dr. P. Zeeman, F.A. Hoefer 
who was mainly interested in folk art245 , the musicologist and archaeologist J. W. 
Enschede, but not a single answer was returned ! This question though was also the 
catalyst for the previously mentioned dissertation by Abraham Vas Nunes who took 

· his doctor's degree under Zeeman in Amsterdam on December 15, 1909, with a study 
of the Hemony carillon at the Amsterdam Zuidertoren. In his introduction Vas Nunes 
wrote: 

Studies in the field of acoustics are[ .. .] small in number. There are even many 
areas in this field which remain virtually untouched. This is namely the case for a part 
of acoustics which is in close contact with practical applications. Instruments which 
are used in music are, each one individually, characterized by their sound. 

Vas Nunes initiated a tradition of scholarly bell research in the Netherlands 
which can certainly be called unique and which is reason enough to return to this 
subject more extensively !246 

245 F. Hoefer is, among other 
things, the founder of the Open 
Air Museum at Arnhem. 

246 We can already mention the 
theses by E.W. van Heuven 
(Delft, 1949) and A.J.G. 
Schoofs (Eindhoven, 1987). 

297 CARILLON FOR THE 
REFORMED CHURCH AT 
BARNEVELD WITH BELLS BY 
GILLETT & JOHNSTON, 
INSTALLED BY EIJSBOUTS 
IN 1927/ 28 

The original carillon of this 
Jan van Schaffelaar tower was 
installed in 1927, celebrating the 
mayor 's 40 years in office. This 
carillon, which is still there, was 
expanded by Eijsbouts in 1962-63 
to a large concert carillon with 
47 bells (4 octaves) 



298 CARILLON IN THE TOWN 

HALL OF 'S-HERTOGENBOSCH 

In the Netherlands only a few 
carillons are still equipped with 
a breech system, among them 
that of the small tower of 
's-Hertogenbosch 's town hall. 

.-// ,, I 
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C HAPTER VII I The art olthe carillon 
today_,,, _______ _ 

The period before 1945 

THE 'BROEKSE EN TUIMELAARSE TWISTEN' 

OR BREECH AND BELL-CRANK DISPUTES 248 

The Mechelen style of playing, conceived by Jef Denijn, with its sustained notes and 
many expressive fortes and pianos, stately rendered chords and perfectly controlled 
rhythm, required an equally perfectly adjusted instrument with a crank system. 
Denijn's new Flemish style of playing seemed to be inextricably linked with this 
bell-crank system [285, 286]. 

Not everyone though was attracted by this style and in the Netherlands it was 
repeatedly questioned. The Royal Palace carillonneur Jacob Vincent in Amsterdam 
and members of a Utrecht carillon committee in particular -these will feature 
prominently in this chapter- became the upholders of the old playing technique 
which was totally alien to the overpowering romantic approach and for which the 
ancient breech system was wholly sufficient. The old Dutch style seemed therefore 
inextricably linked with the breech system [298, 304]. 

From the start there was also, in line with these differences in action, a difference 
in the keyboards, namely in the pedal systems. In Flanders the hinge point of a pedal 

was placed in front of the player, at the back of the keyboard [300] and a forceful 
but controlled use is possible with this Flemish pedal. With the Dutch keyboard 
though the hinge point was situated underneath the player's bench, as for an organ 
[299], but the Dutch pedal is slow and hard to use. 

However essential the difference between Dutch and Flemish pedals, it never 
became a point of contention even though the contradistinction between breeches 
combined with Dutch pedals and cranks combined with Flemish pedals was much 
greater than just the difference between breeches and cranks. Discussions on both 
these playing styles and types of action may never have taken place if it was not for 
the fact that the V.V.V. at Arnhem, the town's tourist association, had asked Jef 
Denijn in 1915 to find out whether the Arnhem carillon could be adapted to the 
Flemish style. This request came not out of the blue, since many Dutchmen had 

247 Many data in this chapter 
have been borrowed from 
publications of the Netherlands 
Carillon Association, the 
Belgian Guild of Carillonneurs 
and the carillon schools at 
Mechelen (Belgium) and 
Amersfoort (Netherlands). 

248 The name is an allusion to 
the 'Hoekse en Kabeljauwse 
twisten' [the Hook and Cod 
disputes] in Holland, between 
aristocracy and townspeople 
during the 14th century. It was 
thought of by Dr. J . Casparie 
who was president of the 

Netherlands Carillon 
Association from 1926 until the 
year of his death, 1948. 
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299 CARILLON KEYBOARD, 
ROYAL PALACE, AMSTERDAM, 
19th CENTURY 
Carillonneur Jacob Vincent 
celebrated his triumphs on the 
19th century carillon keyboard of 
the Royal Palace in Amsterdam. 
This keyboard is fitted with a 
typical Dutch pedal system, i.e. 

:?t~~ff~ 
... . --. ... ,. _.._ ·~~ '! 

the pedals hinge underneath the 
bench, similar to a traditional 
organ pedal system. This made 
pedal playing very tough and the 
system has been virtually 
completely abandoned. 
Asten, National Carillon Museum 



300 CONTEMPORARY 
STANDARD KEYBOARD IN THE 

TOWER OF ST ROMBOUT'S 

ATMECHELEN 

The new town carillon in the 
tower of St Rombout 's at 
Meche/en was cast by Eijsbouts in 
1981. The keyboard was made 
according to a generally accepted 
standard. In 1983 the Northern 

301 
A so-called directed bell-crank 
which turns in the same plane as 
that in which the clapper moves. 
The directed crank was a 
transitional form towards the 
system with crank axles. 

European was officially 
introduced, defining 
ergonomically well-considered 
regulations concerning 
measurements of the carillon 
keyboard, such as the length and 
the depth of the manual and 
pedal keys and the distance 
between the manual and the 
pedal. 
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meanwhile come into contact with Denijn's playing at Mechelen itself and two years 
earlier he had already payed a visit to Arnhem, where he had been invited by the 
Zutphen town carillonneur M.A. Brandts Buys. On that occasion he had expressed 
his satisfaction with the Hemony carillon there, in the St Eusebius tower, where the 
manual had been fitted with cranks-quite unusual at the time! In 1915 he therefore 
proposed some minor improvements, giving the assurance that if these were carried 
out, Arnhem would be as good as Mechelen. This was of course music to the ears 
of the V.V.V. gentlemen. Unfortunately, when the work was finished at last in 1919, 
the audience did not consist of thousands of people as was the case at Mechelen, so 
apparently there was more to it than a well-adjusted carillon. 

Arnhem was not the only place which Denijn visited in 1915, he had also been 
requested to try out carillons at Alkmaar, Amersfoort, Amsterdam, Breda, Gouda, 
's-Hertogenbosch, Haarlem, Kampen, Maastricht, Middelburg, Nijkerk, Schoonhov
en and elsewhere; in short he visited a great number of Dutch carillons and gave his 
advice on how to refit them. At Nijkerk this resulted in changing the open lantern-type 
tower into a boarded, closed bell-chamber [302). As we have already seen, this was 
not such a good idea: a bell-chamber, closed off with louvre-boards, can only be 
effective if it is big enough. That was not the case at Nijkerk and at Arnhem the 
bell-chamber was not as ideal as at Mechelen either. There it was large enough, but 
without any louvre-boards it lacked a sufficient number of echoing surfaces to create 
the much desired sustained notes convincingly. 

However, at Utrecht things were entirely different. Nowhere else were all the 
necessary ingredients present as they were there for an excellently playable and 
splendidly sounding carillon. The town itself though was unwilling to accept the 
advice and that saw the start of the vehement breech and bell-crank disputes. 
Friendships were forged for life, but the arguments also sparked off ill-feelings and 
rancour which were never overcome: emotions, as always, played an important role 
in this technical and artistic problem [303). 

After Denijn's visit to Utrecht in 1915 the Mechelen carillon installer Desire 
Somers offered to carry out the proposed changes, including the replacement of the 
breech system, which dated from 1906, with a bell-crank system. Before allowing this 
to go through though the town judged it wiser to ask the advice of a choice committee 
of experts which consisted of Jacob Vincent, carillonneur at, among other places, the 
Royal Palace in Amsterdam [304], the famous Dutch composer Dr. Johan Wagenaar, 
his namesake J.A.H. Wagenaar, also carillonneur at Utrecht, the musicologist and 
archaeologist J. W. Enschede and finally Mr. A. Loosjes, journalist and one of the 
founders of the Algemeene Klokkenspel- Vereeniging [General Carillon Association], 
later renamed Nederlandsche Klokkenspel- Vereeniging [the Netherlands Carillon 
Association]. The president was the electro-technical engineer and great carillon-lover 
B.A.J. van der Hegge Zijnen, while the librarian A. Brom, an equally great carillon 
enthusiast, was the secretary. 

However, at the first meeting one of the committee members expressed the 
opinion that a carillon was really only an old-fashioned plaything, alright for market 
performances, but otherwise better kept silent. The reason was that playing it 
consisted of an unrequested public breach of the peace which could neither be avoided 
nor prevented. Luckily he remained alone in his opinion and it was pointed out to 
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him that the public interest in the carillon had kept growing in Utrecht since the start 
· of the evening concerts in 1910. Otherwise though, with the clear exception of Loosjes, 
all these gentlemen were very conservative. 

Apart from Loosjes, the committee members remained greatly in favour of the 
old Dutch style of playing. For them a bell was an instrument of the percussion family, 
since a tone cannot be held at will for any given time on a bell, something which 
seemed to be the main aim of the proposed changes, by means of the so-called Flemish 
tremolo. A tremolando on bells violates the original carillon character and although 
a tremolo can occasionally give a pleasant effect, its multiple use would soon become 
very boring. In the eyes of the committee the Flemish style was obviously inferior to 
the present Dutch style and the danger was real that it would degenerate into dubious 
virtuosity. 

Do we detect a contrast here between two different cultures, the somewhat stiff 
Calvinist North and the more flamboyant Catholic South? Loosjes did not see it that 
way for he argued that anyone in Holland who had heard Denijn's performances at 
Mechelen, had come home full of enthusiastic reports. In all honesty he also had to 
admit that one or two people did worry about excessive virtuosity, especially when 
coming from lesser gods than Denijn. Whatever the case, Loosjes thought it was only 
logical for the committee itself to go to Mechelen, since by no means all members 
had attended a summer evening concert there, but the composer Wagenaar found this 
totally unnecessary because, he lectured: The unnatural is despicable in any art-form. 
In his eyes the carillon remained a simple percussion instrument and anyone who 
wanted to turn it into something else, was violating it. 

Vincent no doubt agreed with all this, because he, more than anyone else, was 
playing in the Dutch style. Nevertheless he was quite famous in his day, so much so 
that a cigar was named after him, the newest and best 3 cents cigar, the carillonneur 
J. Vincent. Not surprisingly Denijn, the archetypal Fleming, never really got on with 
Vincent, the archetypal Dutchman [303]. The latter, for instance, talked condescend
ingly about Denijn as that lace seller. 249 It is interesting to know that Vincent had 
gained popularity in the same way as Denijn had done. Having given a concert in 1909 
for the birth of princess Juliana, with the Dam opposite the Royal Palace swarming 
with people, he was stimulated to continue on the path he had taken. That same year 
he gave the first of his Christmas Eve concerts which were to become so famous, but 
what a difference in atmosphere between Amsterdam and Mechelen: this is what a 
listener wrote in 1917:250 

A gloomy sky, hiding the moon, domed the square which was badly lit with 
arc-lights at half strength, and a rather dejected mood seemed to hang over the large 
crowd which had come to hear Vincent and enjoy the carillon, or maybe just to get 
into a Christmas mood. We do not wish to judge, but we will rejoice because maybe 
some who do not ask for the Christmas gospel, were to be reminded of Christmas 
carols-maybe the carols of their youth. The programme which was for sale certainly 
found many buyers. Ordinary men and women, ladies and gentlemen too, were 
grouped here and there under the lanterns and read. It was fairly quiet and trams were 
gliding past without tinkling their bells; a passing carriage got in the way. Many 
looked up at the palace tower, rising in the grey mist. 

Then, as soon as the last stroke of 9 o'clock had died away, Vincent sat down 

249 Jef Denijn and his wife ran 
a shop together, selling 
Mechelen lace. The position as 
town carillonneur was, and still 
is, a part-time job for not more 
than one day a week. 
This explains why Denijn, 
especially at first, was looking 

for an additional income from 
advisory work. 

250 L. Kuperus, Kerstavond op 
den Dam, in: Bloesem en 
vrucht, 7, 4 (1917). 

302 TOWER OF THE REFORMED 
CHURCH AT NIJKERK, CLOSED 
OFF WITH LOUVRE-BOARDS, 
1919 
The lantern-type tower of this 
church was rebuilt in 1919 
following the advice of le/ 
Denijn, and it was closed off with 
echoing louvre-boards. He 
thought this would result in a 
bell-chamber where the greatly 
appreciated sustained tones could 
be created. Unfortunately, the 
available volume in the chamber 
proved to be insufficient-which 
is why the principle did not work 
here. During a later restoration 
the boards were removed. 
Asten, National Carillon Museum 



303 JACOB VINCENT AND 
JEF DENIJN, 1915 
Two rivals from the period of the 
'breech and bell-crank disputes ' 
in 1915, are here standing 
together like brothers. Left the 
breeching Dutchman Jacob 
Vincent and right the cranking 
Fleming Jef Denijn, later to be 
director of the carillon school at 
Mechelen and carillonneur of 
St Rombout's. 
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at the keyboard and a stream of sounds in the high register -as if lots of little bells 
were ringing- engulfed the crowd which, at the end of the prelude, listened to the 
stately chords of hymn 231:3. 

It is unarguable that only the Dutch style of playing would do in such circums
tances. For those who played their carillon like that, the Flemish con brio was out 
of place, certainly on the carillon, but for Denijn, and for others too, playing the bells 
was still the joy of physical exercise [ .. .] combined[ ... ] with the artistic satisfaction 
of a performance. The Flemish style could not have been defined more accurately. 

Given the fact that Vincent as well as the Utrecht committee were in favour of 
an action with a breech system, Loosjes was fighting a losing battle from the start, 
even when he put forward a -mistaken- historical argument, stating that the Dom 
carillon had indeed already been fitted with bell-cranks in the past. He was inaccurate 
because, although cranks had been used for the drum mechanism and were removed 
in 1905 during restoration work, this was not the case for the manual and that is what 
it was all about. 

However, the struggle went on because the Utrecht committee also had an 
archaeological proof, and theirs was valid. Dutch carillons had of course always been 
fitted with a breech system and that is why, bar one exception, they were played in 
the Dutch style. The conclusion was that the ref ore only the Dutch style of playing 
should be allowed on historical Dutch carillons. 

THE FLEMISH AND DUTCH STYLES 

It remains open to question whether the archaeological argument which concluded 
the previous paragraph, was the real motive to support the breech system. It looks 
much more likely that the Utrecht men had gathered a number of archaeological 
arguments in order to improve the defence of their bulwark, the Dutch style of 
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playing. For that is what it was all about, as is equally shown by emotional pronounce
ments such as the parade off ools which Brom used for those Dutchmen who had 
been bitten by the bell-crank bug. Both sides were indeed very sharply opposed to 
each other: there were the followers of Denijn who, like fiery crusaders, wanted to 
rehabilitate the art of the carillon, and there were the orthodox Vincentians who 
wanted to keep everything as it was, or who at least saw no need for agitated rolls 
on carillon bells, as if they were cymbals in gypsy bands or Hungarian string 
orchestras. Opponents were quick to point out that all this rigid holding-on to the 
Dutch style had more to do with prejudice, laziness and fear of those who are highly 
talented or who have practised much more, than with any other reason. 

There was undoubtedly much truth in this. When the 's-Hertogenbosch carillon
neur Toon van Balkom (1886-1958) -who was to achieve so much fame- ended his 
lessons with Vincent in order to study with Denijn at Mechelen, Vincent asked him 
not without astonishment whether perhaps he wanted to wreck his wrists. This same 
Jacob Vincent also failed to control his emotions during the 1934 international 
carillon competition in Amsterdam. When Karel de Mette, town carillonneur at Aalst 
in Flanders, was performing on his carillon, Vincent was standing in the middle of 
the Dam, shouting with disgust: They are ruining my whole carillon ! Others though 
had found that it was almost impossible to get any real music out of this carillon, 
at least if you wanted more than what is required by the Dutch style. 

Eventually Vincent had to concede def eat to those players who had been trained 
at Mechelen. You may well ask why, since his musical ideas were in fact very 
respectable and not necessarily unmusical, but perhaps they were too boring, too 
simple and straightforward. It looks very much as if Vincent fell victim to the fact 
that he was an extremist in his own style. He certainly loathed tremolos, that tinkling 
of wine glasses as he called it: for him it all had to be plain sailing, without frills and 

304 THE CARILLON OF 
THE ROYAL PALACE IN 
AMSTERDAM, 1916 
The carillon in the dome of the 
Amsterdam Royal Palace at the 
time of Jacob Vincent. The 
breech system with its apparent 
tangle of crisscross wires was one 
of the points of contention during 
the so-called broekse en 
tuimelaarse twisten, or breech 
and bell-crank disputes. Here we 
can see how some of the bells are 
fitted with negatively running 
clapper-wires and the smaller 
bells with coiled springs. This 
system has functioned until 1965 
and only allowed simple carillon 
playing-which does not 
necessarily have to be unmusical. 
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flourishes. Someone once voiced this feeling by saying that he had heard Vincent play 
Daar komen de schutters [There come the archers], but those archers: how tired they 
were I As a result of the almost overwhelming rise of Denijn, Vincent never had many 
pupils. At first he still found some support around

1 
Utrecht, but gradually he came 

to be more and more alone in the carillon world. However, he kept on playing well 
into his old age, until 1952, while his last pupil, J .t. Smagge, bade his farewell as 
carillonneur of the Zuidertoren in Amsterdam in 1964. 

At Utrecht it was only in 1951 that the Dom tower was eventually fitted with 
a bell-crank system during restoration work, at a time when the breeches had long 
since lost the argument. There are now only a few carillons left in the Netherlands 
with the old system.251 It would nevertheless be unfair to conclude this chapter with 
that simple statement, for it has been gradually understood that two essential 
observations must be made concerning both these systems: 

Firstly, the breech system often suffered in comparison with the bell-crank 
system because the former systems were usually old and neglected, while the latter 
were mostly new and properly maintained. 

Secondly, it was found that even though the bell-crank system offers more 
possibilities for subtle performances, this does not have to lead automatically to an 
imitation of the Flemish style. 

In the Netherlands both these points have been gradually integrated into a happy 
synthesis of the objective Dutch tendency towards transparency and using the bell as 
much as possible as a percussion instrument, and on the other hand the subjective 
Flemish style in which the carillonneur becomes virtually one with his instrument in 
order to give the music a maximum of expression. 

In addition and certainly according to Dutch views, only Denijn and a few 
talented pupils had really mastered the Flemish style at a high level. Those who tried 
to imitate Denijn very often failed far more obviously than carillonneurs who only 
concentrated on the Dutch style which, though not so brilliant and virtuosic, allowed 
performances to remain artistically acceptable-something which was not always the 
case in the South. 

In 1939 the music critic and sometime carillon composer Wouter Paap (1908-
1981) attended a number of concerts by Denijn's pupils at Mechelen and he wrote 
about one of them who performed a nocturne by Chopin in a shower of tremolos: 
Come on, a carillon is not a sugar dispenser and on the piano this piece is not played 
tremolando either, is it ? However, during these same concerts Paap also found that 
the Dutch, even though schooled by Denijn, were less showing off, but their playing 
was at least as musical and certainly more in keeping, stylistically, with the character 
of the instrument. 

The Dutch certainly never admitted def eat and this, for instance, is what Loosjes 
wrote in 1918: 

If I am not mistaken, and this is also Denijn 's opinion, there are more capable 
musicians among the carillonneurs in the Northern Netherlands than in the South. 
Although the handsome plant may have grown out of the Flemish morass to be 
universally admired, when re-planted in the Dutch garden it will probably find better 
care and spread more easily once the gardener has talked and thought long and hard 
about whether or not to acquire this new plant, as Dutch gardeners tend to do. 

251 Among others the 
Bakenesser tower at Haarlem 
where an old carillon has been 
reconstructed with a breech 
system, an old keyboard and 
original Hemony bells, 
originating from St Bavo's in 
Haarlem. The music world 

however, has shown virtually 
no interest at all. 



305 THE TOWER OF UTRECHT'S 
DOM CATHEDRAL 
Utrecht Cathedral dates from 
the late middle ages and was 
originally linked to the separately 
built Dom Tower by a passage 
and by the nave, which collapsed 
in 1674. With its 112 meters this 
Dom Tower is the highest in the 
Netherlands. It contains some 
swinging-bells by Geert van Wou 
(1505) and a carillon by Franfois 
and Pieter Hemony (1664). 
Presumably the carillon was 
ordered from the Hemony 
brothers at the intercession of 
carillonneur and bell specialist 
Jacob van Eyck ( + 1657). The 
swinging-bells as well as the 
carillon underwent several 
restorations in the 20th century. 
On the occasion of one of these, 
and after Jef Denijn 's visit to the 
Dom Tower and its carillon in 
1915, the 'breech and bell-crank 
disputes' broke loose. The last 
restorations were carried out by 
Eijsbouts in 1974 and 1982. There 
are now 13 swinging-bells, while 
the carillon has 50. 



306 THE DOM TOWER 
CARILLON AT UTRECHT 
The monumental carillon of 
Utrecht's Dom (Cathedral) tower 
counts 50 bells: 33 were cast by 
Franfois and Pieter Hemony in 
1663/64 and 17 by Eijsbouts in 
1972/ 74. 
ln 1915 Jef Denijn 'sadvice on the 
restoration of this carillon led to 
the breech and bell-crank 
disputes. 
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In Holland too the bell-crank adherents had won the argument and maybe this 
was shown most clearly by the fact that, when carillon competitions were also taking 
place in the Netherlands, the first three times (1927, 1931 and 1933) the competitors 
had the choice between breech and crank systems, but from 1935 onwards, when the 
competition was held on the freshly fitted Taylor, carillon at Zwolle, the breech 
carillons were not even mentioned any more: they had quietly passed away. 

THE FOUNDING OF ADVISORY BODIES A N D CARILLO N ASSOCIATIONS 

During the first trade fair at Utrecht in 1917 Petit & Fritsen had installed an entirely 
playable small carillon. This had seemed like a good idea, for the annual fair had been 
organized with an eye on the doubtlessly difficult years after the war during which 
Dutch products needed some extra attention. Jacob Vincent emphasized this point 
by playing the patriotic song Wien Neer/ands bloed during a visit by Queen Wilhelmi
na. Unfortunately this Dutch blood was very impure and the Dutch Bell and Organ 
Council was not inclined to give its approval to this carillon. 

That council had been founded earlier that year as a subcommittee of the Dutch 
Archaeological Union and was in fact a continuation of the Utrecht committee, but 
of course without Loosjes. The Dutch Bell and Organ Council became therefore a 
bulwark of the breech system which was considered to be the only historically justified 
action system for Dutch carillons, certainly in open lantern-type towers. Following 
that , the Dutch style of carillon playing was considered to be the most suitable. 
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For the Dutch Bell and Organ Council the wind was coming from the right 
quarter, for it was a semi-governmental institution and this was reinforced by the 
presence of prominent members such· as the architect Jos. Cuypers who was the son 
of the famous P. Cuypers . 252 The council also had a very business-like approach, for 
instance when advice was sought concerning a new carillon and the entries of various 
bell-founders had to be judged. Nevertheless there was also a considerable amount 
of idealism within this council and members were only paid expenses, while much 
historical research was carried out by, among others, the already mentioned 
A. Brom253 and later by Dr. W. van der Elst who, after his change-over to the 
Netherlands Carillon Association, was to become its president in 1949. 

The Dutch Bell and Organ Council was in any case a serious organisation and 
it was therefore of great importance to the revaluation of the carillon in the Nether
lands, but maybe it was a little too rigid and too business-like after all. What is certain 
is that, sparked off by reactions around the figure of Loosjes and by an initiative by 
P.A. van Westrheene (d. 1929) of Arnhem, the idea had been growing for a General 
Carillon Association with branches in the Northern and Southern Netherlands, 
culminating in a first meeting on 20 June 1918. 

One reason why the Southern branch was started without great difficulty was 
that, because of the first World War, many Flemings had moved to ~olland. This 
Southern branch included some major names such as Emiel Hullebroeck, Huib Hoste, 
who was the architect of the Belgian Monument at Amersfoort [309], 254 and also 
Jos de Klerk, a musician who always showed a warm heart towards the carillon. 

Despite the presence of many Flemings in the Netherlands, which could have 
benefitted a two-fold organisation in many ways, the Southern branch eventually 

failed to materialize. One reason was that official Belgian approval could only be 
obtained if the branch was called Belgian, but this did not tally with the Greater 
Netherlands idea of which the carillon was considered to be a typical exponent. In 
1921 the Flemish historian Dr. G. van Doorslaer also founded the association Onze 
Beiaarden - Nos Carillons in Brussels and, nolens volens, Hullebroeck became its 
president. 255 All this means that an association with a Northern and a Southern 
branch has remained an illusion and the General Carillon Association changed its 
name in 1927 into the Netherlands Carillon Association and that is what it is still called 
today. 

The Netherlands Carillon Association -and we will also use this name for the 
, association before 1927- was, with Loosjes and his followers, a real bell-crank 
association. It also aimed to expand and propagate the art of the carillon much more 
than the Dutch Bell and Organ Council. This was made clear by the fact, for example, 
that the Netherlands Carillon Association strived with great enthusiasm to bring about 
the creation of new carillons. In short, the Netherlands Carillon Association was a 
lively association within which it was worth fighting for faultlessly installed carillons 
on which performers could play in the Flemish style. 

Time and again it also transpired that enough technical knowledge was available 
in the Netherlands and in Flanders to achieve such faultless installations. Addicks 
(since 1855 in Amsterdam) and Eijsbouts (since 1872 at Asten) were of course excellent 

carillon installers, while Somers at Mechelen was the most prominent company in 
Belgium. Where brand-new carillons were concerned a striking contradistinction was 

252 The latter's buildings 
include the Rij ksmuseum and 
the Central Station in 
Amsterdam . 

253 His notes on the history of 
bells are kept at the Music 
Library of the 

Gemeentemuseum in The 
Hague. 

254 The Belgian Monument 
now houses the practice carillon 
of the Dutch Carillon School. 

255 This association has never 
really worked properly. Since 
1954 there is a Belgian Guild of 
Carillonneurs which is in fact a 
professional association, 
although non-carillonneurs can 
also become members . 
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to develop between Flanders and the Netherlands. In a nutshell it comes down to the 
fact that at a time when the Dutch founders Van Bergen and Petit & Fritsen were 
not yet capable of manufacturing carillons which were in tune, neither the Dutch Bell 
and Organ Council nor the Netherlands Carillon Association had the slightest 
inclination to recommend their work to potential customers. Instead they advised to 
contact English founders and after a short initial period the combinations Eijsbouts
Gillett & Johnston and Addicks-Taylor were formed. Although the Johnston foundry 
was relatively old, it only started to produce decent carillon bells at the beginning of 
the 1920s and that was mainly due to the competent leadership of Cyril F. Johnston 
(d. 1950). Between 1911 and 1934 both English foundries delivered, through their 
Dutch representatives, a total of 21 carillons, and after that period Dutch founders 
too gradually came into the picture. The English founders never managed to get hold 
of the Belgian market though-the only English carillon bells to be installed in 
Belgium were those in the tower of the University Library at Leuven [307], and they 
were cast by Gillett & Johnston in 1928. The reason for this English order was as 
obvious as it was tragic: the funds for this magnificent carillon had been collected 
by American engineering associations in memory of their members who had been 
killed during the first world war. 

THE FLEMISH CARILLON-FOUNDERS 

However appropriate it would have been for the English founders to deliver their 
harmonious carillons to Flanders, they did not succeed in doing so. Among the 
founders who were dominating the Flemish market in those days Omer Michaux was 
the most important. He worked at Leuven from 1904 until 1930 and mainly manifest
ed himself with newly cast carillons after the first world war [311]. On the other hand 
the Van Aerschodts were virtually finished. Felix van Aerschodt (1870-1943), the son 
of Severinus, still cast carillons before the first world war for Verviers (1901), 
Sint-Niklaas (1904), leper [Ypres] (1909), Mons (1911) and Kiel (1912), but none of 
these have survived and the reason is quite obvious, albeit that the leper one was 
destroyed by acts of war. 256 After 1919 the only important work he did in the carillon 
field was for Nivelles (1924), 257 but with that one he had finally played his last part 
and had to yield his place to Michaux and Michiels. 

307 THE TOWER OF THE 
UNIVERSITY LIBRARY 
ATLEUVEN 
The library of the Catholic 
University of Leuven was 
designed by the American 
architect Whitney Warren and 
was built between 1921 and 1928. 
The busts of King Albert and 
Queen Elisabeth adorn the central 
fafade. There is also a statue of 
Our Lady of Victory in the 
pediment. 

256 During the first world war 
eleven carillons were lost in 
Belgium: four were requisitioned 
by the Germans, the others were 
destroyed by acts of war. At 
first the impression had been 
created outside Belgium that 
many more carillons had 

The carillon in the 87 meters high 
tower is a gift of sixteen 
American engineering 
associations in memory of their 
colleagues who died during the 
first world war. The instrument 
was produced by the British firm 
of Gillett & Johnston and had 
originally 48 bells, a symbolic 
number referring to the number 
of American states at the time. 
Under the impulse of the 
American carillonneur Margo 

perished, including even the one 
at Mechelen. This led to the 
premature and inexact book by 
G.W. Edwards, Vanished towers 
and chimes of Flanders, 
Philadelphia, 1916. 

Halsted the carillon was 
completely restored and extended 
to 63 bells by Eijsbouts in 1983. It 
is considered by some to be one 
of the most beautiful and most 
sonorous instruments in Europe. 

257 In 1979/ 80 this carillon was 
improved as far as possible by 
Sergeys from Leuven. About 
sixteen original Van Aerschodt 
bells, cast in 1924, are still in 
place. 





308 BELL FROM THE 

BORGERHOUT CARILLON, CAST 

BY ALPHONSE BEULLENS IN 1888 

Alphonse Beullens, 
brother-in-law of Severinus van 
Aerschodt, started a bell-foundry 
at Leuven in 1855. In 1888 he cast 
a carillon with 35 bells for the 
town hall of Borgerhout, but 
these bells were unfortunately 
very out of tune. 
Asten, National Carillon Museum 

309 THE BELGIAN MONUMENT 

AT AMERSFOORT 

During the first world war 
(1914-18) many Belgian civilians 
fled to the Netherlands where 
they received a warm welcome. 
In 1916 a monument, designed by 
the Belgian architect Huib Hoste 
(1881-1957) was erected on the 
Amersfoortse Berg [Amersfoort 
Hill] as a sign of gratitude for this 
hospitality. In 1967 a carillon was 
installed in the central tower of 
this monument for the Dutch 
Carillon School and it is still used 
as a teaching carillon today. 
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The somewhat older generation was also of little importance. It was Alphonse 
Beullens who had produced the badly out-of-tune carillon for the new town hall at 
Borgerhout in 1888 and who also cast some others which are no longer in existence. 
This ever recurring poor quality did not remain unnoticed though and after Michaux 

I 

had restored the carillon at Halle258 with utterly inferior bells in 1922, he gave another 
proof of poor craftsmanship during the restoration of the carillon at Dender
monde. 259 The bells sounded as painful as was possible and when the town council 
asked for Jef Denijn's opinion, his answer was short and to the point: My Lord 
Mayor, they are kettles! What is remarkable is that this same Michaux advertised that 
his foundry had had the good fortune to enjoy the cooperation of the Meche/en 
Carillon School and of the free cooperation of its famous Director, Maestro Jef 
Denijn. Quite amazing! 

There was also Slegers-Causard at Tellin. The foundry there had been founded 
at the beginning of the 19th century by Charles Causard who married Lucienne Siegers 
in 1834. Their granddaughter Marie Causard also married a Siegers in 1901, George 
Siegers, and that is where the double-barrelled name comes from. 260 Unfortunately 
their bells were as badly tuned as Michaux's, so bad that Jef Denijn even refused to 
give a festive concert for the inauguration of the carillon which they had newly cast 
in 1925 for the town of Ostend. 261 This seemed to be typical for this foundry because 
Adrien Causard (d. 1900), the uncle of Marie and mayor of Tellin, had made a carillon 
for the Broodhuis at Brussels' main market square which was to cause him a great 
many problems [310]. When the bells were finally hanging in the tower, a large 
number of them were declared unsuitable because of poor intonation by, among 
others, the eminent Victor Mahillon, founder and curator of the Brussels Musical 
Instrument Museum. The judging committee of which he was a member wrote que 
le carillon ne presente pas la justesse voulue, followed by a long list of bells which 
were either sharp or flat. Causard had to start re-casting, but his new bells did not 
find any more favour in the ears of the committee. 

258 This carillon was renewed 
by Sergeys in 1972. Only six of 
Michaux's bells could be 
retained, after of course having 
been re-tuned. 

259 This carillon was recast in 
1949 by Michiels at Tournai. 

260 This bell-foundry was 
managed during its last yeiirs 
-for a short time only- by the 
daughter, Therese Siegers. Work 
there stopped in 1972 and the 
present owner is considering 
making a museum of the 
premises . 

261 This carillon was destroyed 
by an act of war in 1940. 
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Meanwhile the first inferior carillon had received, as chance would have it, its 
first carillonneur. Karel de Mette, of Aalst, had gone to Brussels to listen to the 
competition which was to be held on the new carillon; the winner was to be the new 
town carillonneur of Brussels. Even though it had not been his intention to enter the 
competition, he was talked into it by his friends and he happened to emerge as the 

glorious and undisputed winner, since the jury judged him to be a master carillonneur, 
a competent musician with a first-class technique who outstripped all his competitors 
in the subtlety of his playing and feeling. All this on such an awful carillon, so bad 
that it quietly disappeared from its tower before the turn of the century. The 
Broodhuis was left without bells, but de Mette kept his title as town carillonneur of 
Brussels for many years afterwards ! However, let us return to 1925, the year in which 
Denijn said about the Beullens carillon at Borgerhout: The bells are so out of tune 
that they are no longer being played. 

These as well as similar cases proved only too well that apparently no one in 
Belgium was able to put an end to a kind of chauvinism which made it impossible 
to import the products of British foundries. No doubt people were aware of the quality 
of the English carillons and Denijn knew Cyril Johnston as well as Edmund Taylor 
personally, so that could not be the problem. The real reason however could be that 
the artist Jef Denijn had become too much entangled in business interests which he 
had with Somers, Van Aerschodt, Michaux and others. 

Nevertheless Denijn also personally experienced the bad quality of the Flemish 
carillon-bells. When he celebrated his 35 years as town carillonneur in 1922 he was 
presented with a bell for his own carillon. This bell had been cast at the Tournai 
foundry of Marcel Michiels Sr. (d. 1924)262 who seems to have been given the job 
for the sole reason that he was born in Mechelen, since the sound of his bell was 
unsatisfactory in every possible way. Just as Van Bergen had to re-tune his bells at 
the Utrecht Dom tower with hammer and chisel, so Michiels tried the same method 
at Mechelen, but the result was so bad that Denijn even talked about the bell of shame 

262 Marcel Michiels Sr. was the 
son of Edward Michiels, carillon 
installer at Mechelen. 

310 ORNAMENT AND 
INSCRIPTION ON A BELL BY 

HIPPOLYTE CAUSARD, 

A UBLAIN, 1885 
This swinging-bell, cast for the 
Roman Catholic church of 
Aublain, has a diameter of 
120 cm. Hippolyte Causard, a 
descendant of the famous line of 
Causard bell-founders, had 
originally established his foundry 

at Moulins, near Dinant. Later he 
moved it to Anhee where he 
remained active until his death 
in 1893. 
Above the inscription on this bell 
there are undulating trail 
ornaments, and underneath it 
drooping foliage. The bell was 
destroyed in 1969 and then 
re-cast. 

311 THREE SWINGING-BELLS, 

CAST BY OMER MICHAUX, 

AT THE MARCEL MICHIELS 

FOUNDRY AT TOURNAI, ca. 1930 

These three swinging-bells were 
cast at Michaux 's foundry at 
Leuven. They are on show here in 
the foundry of Marcel Michiels at 
Tournai. The photograph dates 
from the time when, under the 
impulse of Jef Denijn, a plan was 
conceived to set up one large 
Belgian bell-foundry at 
Meche/en, but this came to 
nothing due to personal 
antagonisms. 
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312 CARILLON BELL BY 
MARCEL MICHIELS Jr., DONNES 
CARILLON, MECHELEN, 1926 
Marcel Michiels 's first carillon, 
counting 40 bells, was produced 
for Jan Donnes, carillonneur and 
pupil of Jef Denijn, and it has 
since had an eventful life. 
Originally it was installed as a 
private carillon for Jan Donnes, 
but in 1928 it was moved to 
Grimbergen Abbey. In 1930 it 
featured at the Antwerp World 
Fair, in 1933 it was installed at the 
'Geerdegem' country mansion 
near Meche/en, in 1938 it featured 
at the Meche/en Carillon 
Exhibition and it was finally 
returned to Donn es 's home at the 
Zandpoortvest in Meche/en. 
The inscription on the largest 
bell, which is shown here, reads: 
THESE FORTY CARILLON BELLS 
WERE CAST, FOLLOWING THE 
ADVICE OF MASTER JEF DENIJN, 
FOR THE DONNES COUNTRY 
MANSION AT 
KAPELLE-OP-DEN-BOSCH BY 
MARCEL MICHIELS THE 
YOUNGER, OPUS 1. THE FIRST 
DONNES BELL, C, HAS BEEN 
NAMED 'ELISABETH' AFTER 
MOTHER'S MOTHER. 
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to his friends. 263 As a carillon-founder Michiels had obviously failed and that is why 
not a single one of his large carillons has been preserved [316]. Only the automatic 
carillons which he made for Bon-Secours (1906) and Verviers ( 1908) can still be heard. 

Unlike his father, Marcel Jr. (1898-1962) did master the new art of carillon 
making. He started experimenting after his father's c;leath in 1924 and after a few 
initial trials such as his opus 1 [312], a carillon for Jan Donnes at Mechelen (1926) 
and the carillon for the St Hermes tower at Ronse which dates mainly from 1926 even 
though it was only delivered in 1930, these experiments resulted in 1928 in a reasonably 
well-tuned carillon for the Abbey tower of Grimbergen,264 heralding the advent of 
a new art of carillon-founding. For the first time since the death of Andreas Jozef 
van den Gheyn in 1793 a properly tuned carillon had been cast in Belgium. Neverthel
ess one's expectations of this carillon should not be raised too high, since Michiels 
seemed unable to tune the all-important fifth partial, while the other four essential 
partials were not entirely right either. Anyway, it certainly signalled the end for 
Michaux as well as for Slegers-Causard. 

Another ten carillons were to follow until 1942 [314-315] . Their tuning was not 
optimal either, but it was infinitely better than that of other Flemish founders. Marcel 
Mi chi els Jr. cast his provisionally last carillon in 1942, just before the German 
requisitioning of bells. 

If we can just return to the years before 1928, it remains astonishing that despite 
the absence of any tuning ability, the English founders were never contacted and as 
soon as Michiels had made his first reasonably tuned carillon that option was certainly 
not contemplated any more, especially since Denijn found the English bells more 
cutting and harder in sound than those from Tournai, and he was not alone in this 
criticism. When, for instance, in 1929 a discussion on new carillons had begun at 
Enkhuizen and a special committee had visited Michiels, not only did they all come 

263 The bell was re-cast by 
Marcel Jr. in 1952. 

264 The bells were re-cast by 
Eijsbouts in 1964. 
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home full of enthusiasm, they also quoted -with his approval- Denijn's statement 
that Mr. Michiels Jr. was a real artist who had made excellent progress within a few 
years' time. The general feeling was that the Flemish bells had a softer sound than 
the English ones. Around that time and partly on the initiative of Jef Denijn, the four 
Belgian founders Van Aerschodt and Michaux of Leuven, Michiels (315] of Tournai 
and Sergeys of Chenee (Liege) decided to start a joint foundry at Mechelen, the town 
where meanwhile a carillon school had been flourishing since 1922. Unfortunately 
these plans never materialised even though Michiels and Van Aerschodt did cooperate 
for a while, but personal differences soon put an end to that. 

Only one Flemish founder would have had a chance to break through Michiels's 
quickly acquired monopoly and that was Constant Sergeys (1855-1935), together with 
his son Franc;ois. After moving their foundry from Chenee to Leuven in 1927, they 
cast a not undeserving carillon for St Peter's church in their new home town. 265 

Unfortunately some of the bells have been re-tuned in an extreme way so that they 
have lost their elegant profiles, and Sergeys too failed to tune the fifth partial. 266 This 
instrument was otherwise hardly inferior to that of Michiels, but unfortunately no 
others were made. 

313 JEF DENIJN VISITS 
THE MICHIELS FOUNDRY 
ATTOURNAI, 1930s 

Jef Denijn (fourth from the left) 
looks at a mould during his visit 
to the Michiels foundry at 
Tournai, while Marcel Michiels 
Jr. explains its workings. First on 
the left is Kamiel Lefevere. 

265 The last manager of the 
Sergeys foundry was Constant' s 
grandson Jacques. The company 
finally closed down in 1981. 

315 THE IEPER (YPRES) 

CARILLON AT THE FOUNDRY OF 

MARCEL MICHIELS AT TOURNAI 

IN 1934 

Some prominent figures of the 
Flemish carillon world pose in 
front of the newly-cast leper 
carillon. From left to right: 
bell-founder Marcel Michiels Jr., 

266 The tuning of this carillon 
has been adjusted by Eijsbouts 
in 1990 and the original tuning 
is now only available archivally. 
The re-tuning served mainly to 
correct the intonation of the 
fifth partials. 

Victor van Geyseghem -assistant 
teacher, Jef Denijn -director, 
and Sta/ Nees- then assistant 
teacher and later director of the 
Meche/en Carillon School. These 
men were the vital exponents of 
the Flemish art of the carillon at 
the beginning of this century. 

314 THE CARILLON FOR 
BAILLEUL AT THE FOUNDRY OF 
M. MICHIELS IN 1932 
Since Michiels rediscovered the 
art of tuning in 1929, he held a 
monopoly position in Belgium, at 
least until 1940. 



316 MARCEL MICHIELS Sr. AND 
MARCEL MICHIE LS Jr. BEHIND 
THE CARILLON FOR THE TOWER 
OF ST MICHIEL'S AT 
ROESELARE, EARLY 1920s 
The carillon in the tower of 
St Michie l's at R oeselare, which 
consisted mainly of bells made by 
Severinus van Aerschodt (1867), 
was requisitioned by the Germans 
in 1917. Immediately after the 
first world war Marcel Michiels 
Sr. was commissioned to cast a 
new three-octave carillon with 
35 bells. This carillon was not a 
success, and the bells were 
removed in 1939 to be re-cast by 
his son, Marcel Michiels Jr. 
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THE FOUNDATION OF THE CARILLON SCHOOL AT MECHELEN (317-319) 

After the first world war the plans to found a carillon school at Mechelen were brought 
up again and this time they seemed to be more realistic, certainly after king Albert 
had made a not unimportant donation in 1921 on the principle that the art of the 
carillon was un art essentiellement beige, ne dans ces beffrois qui symbolisent notre 

I 

vieux passe communal. Others soon followed, among them cardinal Mercier at 
Mechelen and the far-away American friend William Gorham Rice. On 15 July 1922 
the moment had finally arrived: for the first time in history a music school was opened 
which exclusively offered carillon tuition.267 Simultaneously the first International 
Carillon Congress was also held at Mechelen. Denijn had of course already had pupils, 
some of them quite brilliant and among them Kamiel Lef evere who was to be very 
successful in the United States and who was made doctor honoris causa of the Alfred 
University in 1940. Another pupil, Staf Nees, was a purely professional musician who 
succeeded Denijn in 1934 as town carillonneur and in 1944, immediately after the 
liberation and three years after Denijn's death in 1941, as head of the school. Both 
started teaching right from the start, even though they only officially graduated in 
1924 ! 

Since 1922 an uninterrupted stream of students has left the school, but it should 
be pointed out that on average only two degrees a year were awarded, as the carillon 
remained a rather rare instrument. This also had something to do with the fact that 
the school was permanently in financial trouble, right until Denijn's death, and he 
regularly had to do all the work on his own. 

It is impossible of course to list all the graduates of the school and we will limit 
ourselves to some important carillonneurs. It should also be noted that the students 
came from those countries where the carillon had meanwhile become well-known: the 
Netherlands, French Flanders and the United States . Maurice Lannoy of St Amand
les-Eaux and Ferdinand Timmermans (1891-1967) of Rotterdam both graduated in 
1925 and both were to play a leading role in the field of carillons in their respective 
countries. Timmermans became the most prominent member of the Dutch Bell and 
Organ Council until well after 1945 and it was he who managed to rid the Council 
of its extreme position regarding the breech system which, not surprisingly, had 
something to do with having studied at Mechelen. 

In 1926 Victor van Geyseghem (1894-1972) graduated and he became an assis
tant teacher at the school until 1940. More importantly he was also a fervent advocate 
of scientific research in bells, which -as he often complained- found very little 
response in Belgium. That same year also saw the graduation of Theo Adriaens who 
for some years was carillonneur of the Witlockx carillon in Mafra. In 1927 there was 
of course Frank Percival Price (1902-1985) who, after a spell as carillonneur in 
Canada, became carillonneur at the Michigan University in Ann Arbor (U.S.A.) 
where he was also lecturer in campanology. He has made an invaluable contribution 
to the American art of carillon playing. 

We could continue in the same vein by talking about John Gebruers of Antwerp 
(1927), Toon van Balkom (1886-1958) of 's-Hertogenbosch (1927), Geo Clement 
(1929), Willem Creman (1895-1970) of Zwolle (1931), Arthur Bigelow (1932) and Jef 
Rottiers of Mechelen (1933). We do not wish to mention the names of those who 
graduated after the war, but for three exceptions: Piet van den Broek (1945) and Jo 

267 Today the official name of 
the school is Koninklijke 
Beiaardschool 'Jef Denyn ' 
[Royal Carillon School 'Jef 
Denyn ']. 



317 THE MECHELEN CARILLON 

SCHOOL BUILDING 

Originally the Meche/en Carillon 
School, founded in 1922, had 
found accommodation at the 
Wollemarkt 36, in Meche/en. 
After several moves which were 
mainly due to uncomfortable and 
inadequate premises, the school 
moved permanently, in 1947, to 
the handsome historical building 
'Het Schip ', Fr. de Merodestraat 
63. Since 1972 the school is called 

Royal Carillon School 'Jef 
Denyn' - International Higher 
Institute for the Art of the 
Carillon. 
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319 1922-23 REPORT OF THE 

BOARD OF GOVERNORS OF THE 

MECHELEN CARILLON SCHOOL 
The quality of the new school was 
also reflected in its yearly reports 
which did not only give 
information on the past year's 
events at the school, but also 
included valuable scholarly 
dissertations. 

318 JO HAAZEN TEACHING AT 

THE MECHELEN CARILLON 

SCHOOL 
In the entrance hall of the 
Meche/en Carillon School there is 
a practice carillon keyboard. 
Jo Haazen (centre), the school's 
fourth director, gives some 
observations during a 
demonstration lesson. 

Beiaardschool te Mechelen 
Vereeniging zonder winstbejag 

Verslag van den beheerraad over de werk
zaamheden in 1922-1923, voorgedragen ter 
algemeene vergadering, op 3011 September 

1923, ten Stadhuize. 

D
AMES EN HEEREN, de stichting van de Beiaardschool -
waarvoor onze ondervoorzitter de heer Henry de Coster 
sedert 1912 heeft geijverd - is, gij herinnert het u 
alien, samengegaan met de viering van het 35-jarig 

beiaardierschap van Jet Denyn : zij werd bekend gemaakt op <lit 
Stadhuis, den 13' Augustus 1922, ter plechtige zitting zelve waar 
Burgemeester en Schepencn de deelnemers van Congres en 
Tentoonstelling voor Beiaardkunst ontvingen. De vere~niging 
zonder winstbejag, die aan de school eerte ruime mate zelfstan
digheid en tevens verband met privaat initiatief en met openbare 
lichamen verleent, was ~ene maand vroeger gesticht en de stand
regelen waren verschenen in het Staatsblad van den 6' Augustus 
1922. 

Eene school te stichten voor eene geheel nieuwe leerstof 
brengt moeite genoeg me~ ; wie geloofi: eerst aan nut, noodza
kelijkheid en mogelijkheid van een onderwijs dat nooit heeft 
bestaan? Toen de Beiaardschool gesticht heette, was er in 
werkelijkheid niets anders gebeurd dan dat besturen en publiek 
deze overtuiging waren gaan deelen : de beiaardkunst moet 
onderwezen worden. 



320 STAF NEES AT THE 
KEYBOARD OF THE TOWER OF 
ST ROMBOUT'S AT MECHELEN 
In 1932 Sta/ Nees succeeded Jef 
Denijn as town carillonneur of 
Meche/en and in 1944 as director 
of the Meche/en carillon school. 
He held both these posts until his 
death in 1965. He was a virtuosic 
carillonneur who also gained 
some fame as a composer for the 
carillon. 
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Haazen (1965) -both of whom became head of the Mechelen school- and Leen 
't Hart (1950), who was to become the first head of the Dutch Carillon School which 
was founded at Amersfoort in 1953. 

Given the relatively keen Dutch interest in Flemish carillon tuition it would have 
seemed obvious to start a similar school in the ~etherlands without much delay. 
Nothing of the sort happened, even though initially it looked as if it might. At Arnhem 
the idea of a school had taken root in 1916 while arrangements were made for the 
restoration of the Hemony Carillon in the Eusebius tower there, and the director was 
to be none else but Jef Denijn. In 1916 though Denijn was staying in England and 
he did not return to the Netherlands because the crossing had become too dangerous . 
This meant that the idea of a school was shelved until 1953, but we will return to this 
subject on pp . 286f. 

THE DUTCH CARILLON-FOUNDERS 

What about the Dutch founders, and in particular Van Bergen and Petit & Fritsen? 
For the time being they were of no importance, their tackling of the tuning problem 
was completely misguided and Petit & Fritsen in particular believed that a bell could 
only have perfect intonation by casting it in tune, without any tuning on the lathe 
afterwards. Petit & Fritsen presented a small carillon in 1925 at the second Inter
national Carillon Congress [321], which was that time held at 's-Hertogenbosch 
because of the new Johnston carillon but, as a matter of courtesy, nothing was said 
about it. It had meanwhile become very clear to anyone that, compared to the Dutch 
founders, the English were far superior. This was not always universally appreciated 
though, certainly not by an association such as the Nederlandsch Fabrikaat [Made 
in Holland], but the Netherlands Carillon Association let it be known that the Dutch 
art of carillon bell-founding had not yet given any proof of being able to compete 
with the English. 

Meanwhile the English bells were greatly admired by the Congress participants 
but they too, of course, preferred to see new carillons being made in the Netherlands. 
Whichever judgment is made of that period between 1905 when that abominable 
carillon was delivered at Lochem, and 1939 when both the Dutch founders were at 
last capable of producing a reasonably tuned carillon, it is a fact that in those 35 years 
nearly thirty new carillons were produced ! There was obviously a market for the 
Dutch founders, especially when considering that this figure of thirty was much higher 
than the number of new carillons which had been produced for Dutch towers during 
the 18th and 19th centuries. However, at the time the Dutch were still struggling with 
the design and tuning problems, and so the orders went to England. 

Van Bergen had nevertheless announced during that same congress year of 1925, 
after urgent recommendations by Jef Denijn, that he was at last to abandon the 
hopeless idea of casting in tune and to start working according to the misnamed 
English method. This became indeed a success as in 1932 Van Bergen was able to 
present his first properly tuned carillon. It had been cast for the St Cunera tower at 
Rhenen, 268 but before going there it was demonstrated at the spring trade fair at 
Utrecht. The Dutch Bell and Organ Council as well as the Netherlands Carillon 
Association were highly enthusiastic and the latter wrote in 1935: 

We have been given the opportunity to inspect the artful work of the Van Bergen 



321 THE 1925 CARILLON 
CONGRESS AT 
'S-HERTOGENBOSCH 
This picture shows various 
prominent figures from the 1920s 
and 30s. 

, , 
1 ~ 
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After the successes of the first 
Carillon Congress, held at 
Meche/en in /922 on the occasion 
of the opening of the Carillon 
School there, others were soon to 
follow. The last congress took 

place at Zutphen in /990 and was 
attended by carillon lovers from 
all over the world, as the 
originally Flemish-Dutch carillon 
has now become more and more 
internationalized. 

Company and can only express our admiration for what it has achieved within a 
relatively short period of time. Our congratulations go to Dutch industry for this 
victory. May the artful work of the Van Bergen company find the appreciation which 
it fully deserves in the whole of the Netherlands. 

This did actually happen and since 1935 the English founders have not managed 
to sell a single bell in Holland. It was not that the Van Bergen carillons could at the 
time bear comparison with the English ones-this can still be heard in the one Van 
Bergen carillon (Den Helder, 1934) which has survived the war undamaged. A typical 
problem was that the founder did not have the tuning of the fifth partial under 
control; a problem which Michiels and Sergeys too had to contend with, but Van 
.Bergen's casting itself was also inferior to that of the English. In short, the Advisory 
committee of the Netherlands Carillon Association acted quite properly during its 
meeting of January 10, 1939, when it stated: Unless a Dutch make is expressly desired, 
the preference must go to Taylor or Gillett & Johnston. These were only words 
though: when that same year the Leyden carillon, destroyed by fire ten years earlier, 
had to be renewed one of the English founders appears to have made such a low tender 
-possibly even below cost price- that the Dutch government felt compelled to 
support Van Bergen. That was the only way not to lose this job opportunity to a 
foreign country ! 

Meanwhile Petit & Fritsen too had managed to produce a carillon which was 
in tune [324]. That was in 1939 and the sound quality of this light carillon was 
generally pleasing, but the intonation was still not quite right. Brother Getulius Arts 

268 The bells have never hung 
in the St Cunera tower which 
was being restored at the time . 

After having initially been 
placed on the town rampart, 
they were tern porarily stored 
at Van Bergen's but were 
requisitioned by the Germans 
in 1943 . 
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322 PICTURE POSTCARD OF 

THE EIJSBOUTS BELL-FOUNDRY 

AT ASTEN, ca. 1930 

323 DESK PAD OF THE PETIT & 

FRITSEN BELL-FOUNDRY AT 

AARLE-RIXTEL, 1933 

324 CARILLON BY 

PETIT & FRITSEN , 1939 

The Amsterdam carillonneur 
Jacob Vincent playing a 
temporarily installed carillon by 
the Queen Emma Monument at 
Soest, on the occasion of the 
birth of princess Irene. This was 
the first carillon to be tuned by 
Petit & Fritsen. It was later sold 
to Meerssen through Eijsbouts, 
but in 1942 it fell victim to the 
German bell requisitions. 
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(1880-1973) of Sint-Michielsgestel had been a great help to Petit & Fritsen with the 
tuning. Arts, who was a member of the Dutch Bell and Organ Council, and after the 
war of the Catholic Bell and Organ Council, was an outstanding researcher in bell 
acoustics and possessed an excellent musical ear. He was a man with practical 
experience combined with much feeling for scientific research and the latter aspect 
was also made clear by the fact that Arts published articles in the eminently scientific 
Journal of the Acoustical Society of America. 

Within these developments in the carillon world some shifts could also be 
noticed. After 1935 Addicks and Eijsbouts saw no more opportunities for importing 

. English carillon bells and that, of course, represented a considerable loss. As a result 
Addicks began to concentrate more and more on clock technology and later also on 
industrial gearwheels, while Eijsbouts did not only the same, but also installed the 
carillons of Petit & Fritsen (Meerssen, 1941) [324) and Van Bergen (Zutphen, 1950; 
Middelburg, 1955). Both bell-founders were not originally carillon-installers and this 
was only to change after Eijsbouts had brought a self-produced carillon on the 
market. For centuries though this situation had been no different: the founder casts 
and tunes the bells, the clockmaker fits and intones the carillon. In Belgium where 
there are now no longer any carillon-founders, this division of tasks has come back 
into fashion and the Clock-0-Matic company at Herent, near Leuven, installs 
virtually all Flemish carillons, but the bells come from elsewhere. 

CARILLONNEURS AND THEIR MUSIC 

What about the players North and South? What is certain is that during this period 
Mechelen and its school remained a continuous source of inspiration, both for 
Flanders and the Netherlands. It was a centre of passionate music making with a 
carillon school to which not only Jef Denijn was attached, but also the pre-eminently 
Flemish composer Jef Van Hoof (1886-1959) who was an enthusiastic teacher of 
harmony and composition. In addition there were the grandmasters of the new style 
of carillon playing such as Kamiel Lefevere and Staf Nees, later director of the 
Mechelen Carillon School. Nees's reputation had also reached the Netherlands and 
what's more, there he was regarded as the ebullient Fleming, different from the Dutch 
whose spontaneity seemed less suited to the ever so physical carillon keyboard. P. T .A. 
Swillens, committee member of the Netherlands Carillon Association, wrote about 
Staf Nees whom he had heard during a visit to Mechelen in 1935: 

Staf Nees is an amazing virtuoso, a carillonneur for whom the craft side of his 
art no longer seems to present any difficulties. He is a Fleming in heart and soul, a 
thoroughbred musician, with a bubbling artistic nature. His playing pushes and drives 
forward, virtually through the air, potent and gleaming. While accentuating the main 
lines he ornaments his compositions with waving garlands, florid volutes and surging 
scrolls. He gives voice to his songs with this broad pathos, this holy conviction and 
spontaneous power of expression which seem to be congenital in Flemish artists. 

It should also be briefly noted that Denijn used to be rather worried about the 
virtuosity of Staf Nees, although he never said so in public. Nees was of course deeply 
admired, but Denijn even more so and he seemed to receive an immoderate amount 
of adulation, something which is almost unimaginable today. Maybe there was a need 
to rally around an inspiring example during these pioneering years of the revaluation 
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of the carillon, for this is what was said at the annual meeting of the Netherlands 
Carillon Association in Amsterdam on 25 July 1931: 

Maestro Jef Denijn is celebrating his golden jubilee fin 1932] and it will be a 
joy for our association to go to Meche/en to shake hands with our old friend and tutor 
of us all, and to thank him for everything he has,done, including his contributions 
to his neighbours in the North. 

And, when after a certain time our jovial old man [Denijn was to be 70] will 
be forced to remain on ground level and will not even move his agile hands and feet 
over the keys any more, yes, even when he will have to depart from us all one day, 
Jef Denijn will remain immortal, because his name and his glory will be preserved 
and his art will live on in the playing of his many pupils. 

This adulation of Jef Denijn was reflected in the activities of a small group of 
enthusiastic carillonneurs and sympathizers who managed to make immense propa
ganda for the instrument. A figure will serve to illustrate this: in 1930 the Netherlands 
Carillon Association only counted 73 members, but what they did seemed to go far 
beyond their numerical strength ! This can be partly explained by the fact that 
non-members too, caught by the enthusiasm of the others, helped to give a solid 
foundation to the new art of the carillon, so let us have a look at some of their 
activities. 

Firstly, from 1927 onwards National Carillon Competitions were very regularly 
organised in the Netherlands. Initially these were still held on two carillons, one fitted 
with the breech system, the other with bell-cranks but the former was soon left out 
altogether: Denijn's carillon was fitted with bell-cranks, therefore that was surely a 
condition for artful carillon playing ! Initially the set pieces always included original 
carillon compositions, by Jef van Hoof among many others. 

Secondly, serious attention was given to the summer evening concerts which 
Denijn had initiated in 1892 and which had since been introduced in many different 
places. Programmes were printed, something which had previously been unthinkable. 
At the same time we can also detect the first signs of a certain ambivalence: on the 
one hand the real concerts, held during quiet evenings and advertised with official 
programmes, and on the other the market performances which, from within the 
tradition, remained the most important part of the instrument's functions. 

Thirdly, all this led to lively discussions over the question: what should the 
carillon play? Most carillonneurs found it objectionable when -and we quote a list 
given by one of them- a waltz from Faust was played, a prelude by Chopin, the Peer 
Gynt Suite, or else fragments from operas which should be equally banned. Much 
pref erred were arrangements of compositions by Catharina van Rennes, Dr. Johan 
Wagenaar, Willem Pijper (1894-1947), Julius Rontgen (1855-1932), Henri Viotta, 
Peter Benoit, Emiel Hullebroeck etc., but there remained the awareness of what is 
expressed in the following quotation: The carillon is above all a folk instrument and 
accepting this immediately imposes a considerable limit on our choice of carillon 
programmes. 

Jef Denijn was in fact the only one to have analysed this subject in a systematic 
way and who had also drawn up the necessary structural patterns.269 His approach 
to the problem came mainly from the build-up of a concert programme and his basis 
was -what else?- a carillon with the same playability as the one at Mechelen. On 

269 J. Denyn, Wat zal de 
beiaard spelen ? [What will the 
carillon play?] in: Beiaardkunst. 
Handelingen van het Eerste 
Congres, Mechelen, 1922, 
pp. IOl-102 . 
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the other hand he used to say about lesser instruments: The fewer the means, the more 
modest the choice [of repertoire]. This is why he expressly did not think of a carillon 
with bells in a tower-lantern, virtually hanging in the open air, and with an old
! ashioned keyboard and connecting parts, fairly coarsely fitted and maintained. 

We will not go into his considerations extensively but will limit ourselves to some 
keywords. Denijn used to begin his concerts with a virtuosic piece to catch the 
attention and it was possible that the elegance of the piece allowed him to conquer 
the hearts of his listeners immediately. This was followed by all kinds and styles of 
songs, then some more classically oriented works and here it was of the utmost 
importance only to choose music which could be given full justice on a carillon. In 
this respect he found it entirely objectionable to play the Adagio Cantabile of 
Beethoven's Sonate Pathetique on a carillon; while the melody seemed to allow it, 
the various effects which can be achieved on a piano are utterly impossible on a 
carillon. The final work needs to move the audience and he thought for example of 
Schubert's Ave Maria, Schumann's Traumerei, Grieg's Solvejg Song etc. Such a 

. concert would only leave happy memories. 
Fourthly, the objective was still to present the carillon as an original musical 

instrument which did not have to borrow its repertoire from elsewhere, so it was only 
considered natural for the Carillon School at Mechelen as well as for the Netherlands 
Carillon Association to publish, with regularity, new compositions for carillon, and 
this really meant something: for the first time in history music which had been 
specially written for carillon was available in print. This was taken seriously too, as 
is shown in a publication by Willem Creman with guidelines for Compositions for 
carillon. 

Among the carillon composers the carillonneurs themselves are of course the 
first to be noticed. In Flanders the virtuoso carillonneur Staf Nees was the illuminating 
example. 270 If Denijn was above all a performer playing on a perfect instrument, then 

270 M. Lenaerts, Staf Nees 
(190/-1965) . Biografie, 
katalogus, analyses en synthese 
van zijn authentieke 
beiaardwerken [Biography, 

catalogue, analyses and 
synthesis of his authentic 
carillon compositions]. 
Leuven, 1981. 

325 JOH. W. MEYLL RE-PINS 
THE DRUM IN THE TOWER OF 
THE REFORMED CHURCH AT 
NIJKERK, ca. 1925 
Re-pinning the drum, which 
means positioning pins on the 
drum's surface, is a 
time-consuming job. The 
carillonneur and his helper who 
has to tighten the pins on the 
inside of the drum, can easily 
spend a whole day doing this. 
Usually a drum is re-pinned once 
every three months. 
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REPRESENTATION OF 

CARILLON PLAYING 
Woodcut by Albert Daenens, 
1921. , 
Brussels, Print Collection, 
S. IV 39447 (folio) 
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Nees was the virtuoso who played mainly his own compositions. This does not mean 
that Denijn did not write for his instrument; though his contributions in this field have 
remained rather modest, his preludes, which are perfect illustrations of his ideas, are 
still -and often- performed. In these compositions you can also hear how carefully 
the tremolos for the sustained notes have to be play¢d so as not to make them sound 
like banal tinkles. Not many can do it! 

However, at his level of composing Nees remained more or less alone: similar 
quality can only be found in composers who were not carillonneurs, and for the first 
time in history these were present too, from Jef Van Hoof to Willem Pijper, to name 
but two extremes. In the Netherlands these composers included Henk Badings 
(1907-1987), Gerard Boedijn (1893-1972), Alphons Diepenbrock, Oscar van Hemel, 
Wouter Paap (1908-1981), Willem Pijper, Julius Rontgen and others, but there was 
also a danger: the carillon, this public instrument in a tower, projects its sounds over 
streets and squares, not exactly in concert halls. Should the music therefore be 
adapted, more particularly to those with less musical education than regular concert
goers? It is an old argument, though few disputed Wouter Paap's words when he 
wrote: 

There is no art with so few artistic pretensions and which we take so much for 
granted as that of the carillon. When a pianist plays to an audience of fifty or sixty 
people in a little hall, each local paper fills at least half a column, conscientiously 
reviewing the man's performance in aesthetic contemplation. When a carillonneur has 
climbed his tower and has strewn the sonorous sounds of the bells over roofs and 
streets, labouring at his baton keyboard, not a single line is written about it! Heaven 
forbid that a carillon performance should be considered as a concert and that the 
carillon should be dragged into the exclusive vocabulary of music critics. 

A certain ambivalence can still be detected here. The carillon is a musical 
instrument, but far removed from the exclusive little group of connoisseurs which had 
formed around the concert halls. Paap's vision seems to correspond to the opinion 
of the contemporary president of the Netherlands Carillon Association, Dr. J. 
Casparie. In 1928 the latter drew attention to the wish that the carillon be no longer 
despised and misunderstood by musicians, and to this aim he pleaded for writing 
original carillon compositions. In his view the time of always arrangements, always 
more of the same during consecutive performances, had come to an end. The aim 
of all this was not in the first place to develop carillon music into an independent 
art-form, it was this: the carillon must remain a folk-art, but it can serve to help refine 
people's taste and to develop their musicality. Luckily this kind of paternalism belongs 
to the past, but we also note that even the president of the Netherlands Carillon 
Association was still associating the carillon with folk-art-not everyone will be happy 
with this ! The other aspect too, the education of the people, had also penetrated the 
Dutch carillon world everywhere and Fr. Althuizen of Arnhem for example, com
mittee member of the Netherlands Carillon Association, wrote: 

He who knows himself to be the animator of an excellent carillon has an 
attractive and pleasant duty. At least he is not just playing to an elite, he is not only 
understood by the musically advanced, no, he is the artist of and for the people, he 
convinces his audience with clear and understandable beauty, he brings art to the 
people in a simple farm but lifts it straight away to a higher enjoyment because 
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nowhere does a folk-song sound as it does on a carillon, played by an inspired 
carillonneur ! It was obviously thought that a mission had to be accomplished, but 
it is remarkable that in Flanders this pedantic, educational aspect did not -or 
hardly- raise its head. There the carillon had ostensibly remained a part of every 
day life, much more so than in the North, and an enthusiastic idea to make the carillon 
come back to it, was really rather unnecessary. Whatever your own thoughts on all 
this, it can only be translated into present-day terminology by a statement from the 
1950s by H. Molendijk, who was then the president of the Dutch Carillon School at 
Amersfoort: The carillon is the most democratic of all instruments. 

As we have seen, the pre-war years were spent searching for the 20th century 
carillon's identity, a carillon as a thoroughbred instrument or a carillon embedded 
in the folk-art of the past. This was emphasized by the fact that during this period 
of transition the schooling levels of carillonneurs differed widely. There were still 
amateur carillonneurs who were nevertheless appointed by some towns with a 19th 
century mentality and then there were the newcomers who had not only had a proper 
musical training, but who had also obtained their carillon degree at Jef Denijn's 
school at Mechelen. It cannot be said though that this degree helped them to be 
adequately remunerated. 271 

However, the schooling too seemed to have to fulfil a testifying mission. Joh. W. 
Meyll of Nijkerk wrote in 1929 that it was all very well that new carillons were being 
installed everywhere, but where are the youthful enthusiasts who possess the desire 
and the joy to continue the work of the present carillonneurs, to help the refinement 
of folk-singing and become co-educators of our people. Meanwhile Ferd. Timmer
mans, town carillonneur at Rotterdam, had already advertised a Course in Carillon 
playing at what is now the Rotterdam Conservatory. This was the first official course 
in carillon playing in the Netherlands, although a school following the Mechelen 
example was only founded at Amersfoort in 1953. Even so, the motto of the thirties 
that an ancient art had been rediscovered and had to be preserved, remained alive. 
The torch had been lit and had to be passed on. 

THE GERMAN BELL-ROBBERY, 1942-1943 

Sir, I am very surprised that you have not come to offer the German soldier this copper 
spontaneously so that he can keep bolshevism away from your frontiers! These were 
the words of Seys lnquart, the Reich Commissioner of the occupied Netherlands 

. during a speech at Utrecht on IO October 1942, addressed to all those who might 
protest against the requisition of church bells for the needs of the German war 
industry.272 We will not go into the fact that this was a sinister misrepresentation of 
reality, but limit ourselves to the requisition itself. Initially there seemed to be no 
reason to panic since in 1940 Stalin had still promised Germany to take care of the 
necessary metals, but this changed drastically of course when the Germans invaded 
Russia on 22 June 1941. 

The requisitioning of bells took place on such a scale as had never been seen 
before in Europe. The Germans had already taken down many bells from their own 
towers in 1917 and they tried to do the same in Belgium and in France, but the 
requisitions remained limited to these two countries. At Mechelen, for example, 
cardinal Mercier protested vehemently against a confiscation of bells and he was not 

271 Only in 1989, in the 
Netherlands at least, has a full 
functional classification been 
laid down for carillonneurs, 
thanks to the Netherlands 
Carillon Association. It has 
meanwhile been accepted by the 
Association of Dutch 

Municipalities and is now 
applied in many places . 

272 In the vernacular this is 
usually said to be for making 
cannons, but bronze cannons 
gradually started disappearing 
from the battlefields during the 
first half of the 19th century. 



327 RESTITUTION OF 
A SWINGING-BELL, 1917 

King Albert I of Belgium is 
present while general Plumer 
returns a swinging-bell to the 
municipality of Wijtschate, 
West-Flanders (Photograph: 
Houtem, /917). 
Brussels, Royal Library, S. V. 
7597 (4 °) - Portraits de la Famille 
Royale 
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afraid to resist when the Germans demanded an inventory of Belgian carillons, but 
nevertheless the German measures in 1917 caused the loss of several Belgian swinging
bells and four carillons, including those of Ostend and Roeselare. After the war the 
requisitioned bells which had not been taken away were all brought to Bruges where 
they were returned to their rightful owners: damage had been limited. 

During the second world war things proceeded differently. Again the requi
sitioning did not only apply to Germany itself, but also to all the occupied territories, 
with the curious exceptions of Denmark and Norway, while the France of Vichy was 
also spared the loss of its bells. In Belgium it had already been decided on 1 November 
of that same year 1941 that all the bells had to be handed over, but thanks to sharp 
and repeated protests by the bishops this did not happen until the beginning of 
1943-then there was no more holding back. In the Netherlands the first bells were 
already taken down in 1942. 

The question is, did the Germans have the right to do this? Seys Inquart had 
ref erred to the historical unwritten law which allows the victor to claim his right to 
the bells, or a counter-value in money, but on the other hand the second peace 
conference at the Hague in 1907 had stipulated that it was forbidden to confiscate 
valuable historical works of art on enemy soil. It is clear that such stipulations are 
difficult to apply in practice and even if they were not, the Germans would certainly 
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.have ignored them, given their numerous other art robberies. What is more interesting 
though is the fact that in the Netherlands too it had been realized, long before 1940, 
that during war-time church bells could provide an important source of raw material 
for the national war industry. 

On this ground the Dutch Bell and Organ Council was requested in 1937 by the 
Department for Conservation of National Monuments and Historic Buildings to draw 
up a list of bells which could be sacrificed in times of war. To this the Ministry of 
Defence added that in such an unlikely event only 10 % of all bells were allowed to 
remain in the towers. Vast numbers and an enormous weight were involved; around 
1940 there were in the Netherlands alone ca. 9,000 bells with a total weight of 
3,450,000 kgs. In Belgium the numbers were somewhat smaller although the estimated 
weight was higher, 4,892,000 kgs. These figures make it clear what an enormous 
amount of raw material there was in the Dutch and Belgian towers, and the authorities 
had not failed to notice this. 

Meanwhile in the Netherlands the question of a possible bell requisition by the 
Dutch government had been placed under the Inspectorate for the protection of 
treasures of art and science against war risks, shortened to Art Protection Inspecto
rate. The inspector was the famous archaeologist Dr. Jan Kalf, while J.W. Janzen 
was appointed his deputy, and it was he who mainly dealt with the bells during the 
war. Just before the German invasion of Belgium and Holland the 10 % of bells which 
were to be excluded from requisitions, received the now well-known M of monument. 

After the German invasion the whole question obviously took on a different 
aspect. It was then a matter of increasing as much as possible the 10 % and eventually 
this was raised to 25 % , a figure which the Germans also applied in their own country. 
It was up to the Dutch and the Belgians to determine which bells were allowed to 
belong to the 25 %, those that would be saved. In the Netherlands this meant that 
all swinging-bells from before 1600, including all Hemonys, had to be exempt from 
confiscation and also all historical carillons and some specimens of the work of 

328 THE CARILLON OF GOES, 
BY THE MARY MAGDALENE 
TOWER, ON THE VERGE OF 
BEING TAKEN AWAY TO THE 
MELTING FURNACES OF 
HAMBURG, 1943 
In 1943 this carillon, which 
consisted mainly of bells cast by 
Andreas Jozef van den Gheyn in 
1766, was taken out of its tower. 
However, on her way to Germany 
the ship Hoop op Zegen 
disappeared in the waves of what 
was then called the /Jsselmeer, 
taking the bells down with her. 
When the ship was lifted out of 
the water after the war, a large 
number of the bells had survived 
the adventure. 

329 STORAGE OF PLUNDERED 

BELLSATTILBURG, 1942 

The bells which had been taken 
away from their towers in 
1942-43, were temporarily stored 
in a number of warehouses. One 
of these was the requisitioned 

timber yard at Ti/burg. On the 
left are the bells, on the right the 
clappers which were taken out. 
Although the occupying forces 
had demanded 75 % of all bells, 
the percentage in weight was 
reduced to about 50 % in Belgium 
as well as in the Netherlands 
thanks to, among other things, 
various acts of sabotage. 



• 

330 BELL-PLUNDERING 

IN BELGIUM 

On 18 May 1943 the Commission 
pour la sauvegarde des cloches en 
Belgique was officially founded 
in Brussels. This committee, 
which consisted of J. Muls, 
L. Grimonpont, S. Leurs, 
M. Winders and J. Squilbeck, 
was advised by the Belgian 
bishops through the Leuven 
Benedictine monk, Dom Jozef 
Kreps (1886-1965). The task of 
this committee was to make an 
inventory of all the bells which 
had been requisitioned by the 
Germans, and if possible to 
recuperate them. The photograph 
shows Dom Jozef Kreps in 
military uniform by an 
unidentified warehouse, used for 
storing bells. 
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Taylor, Gillett & Johnston and Van Bergen. In addition, as much as possible was done 
to save the greatest possible number of bells over and above the aforementioned 
categories, by means of sabotage, deception etc., and that worked quite often. On 
the other hand, mistakes were made which caused the loss of precious bells instead 
of more recent and less valuable ones, while the Germans and their accomplices 
certainly did not adhere to the rules, even less so as the requisitioning progressed in 
time. 

In the Netherlands many carillons were lost, altogether about seventeen, but in 
Belgium the situation was less unfavourable. There too the notorious 75 % had to 
be handed over, but the Commission pour la sauvegarde des cloches en Belgique which 
had been founded on the initiative of cardinal Van Roey in 1943 and which was 
presided over by Prof. J. de Beer, managed to obtain an exemption of requisition 
for all carillons on the condition that they were in playing order ! This was carefully 
checked and carillons which were out-of-order, such as the modern one at Dinant 

which had been made by Slegers-Causard, disappeared into Germany. In that case 
there was no musical loss because the Dinant carillon was so much out of tune that 
the foundry had even been taken to court about it. 

There were of course no fewer inventive solutions in Belgium to save extra bells. 
A good story comes from Ath where the tourist guide was still talking about the 
long-lost Witlockx carillon. Well, thought the Ath inhabitants, then we will consider 
our swinging-bells to be the carillon and we will regularly have some carillon music 
coming from the tower, with a little help from a gramophone record. The story goes 
that the occupying forces did not notice anything wrong and the swinging-bells 
survived the war. 

At Maastricht the Germans were even persuaded to leave alone the famous 
grameer which had been cast by Willem and Jaspar Moer in 1515 [114]. German 



journalists had been told insistently about the great value this bell had for the town 
and that without it Maastricht would no longer be Maastricht. This plea had its desired 
effect because the papers talked about die Kaiserglocke vom Reichsjrei Reichsunmit
telbare Servaaskapittel. Such a bell still had to be immediately added to the list of 
monumental bells. 

Apart from the bells which had been exempt from requisition and were therefore 
included in the 25 % , and those which had been saved by all kinds of sabotage, another 
category managed to survive the war. All Belgian and Dutch bells had been taken to 
two factories in Hamburg, where they were crushed and subsequently refined into 
pure copper and tin, but after June 1944 allied bombings prevented work from going 

on there so that after the war numerous bells from all over Europe were waiting for 
their rightful owners and this, combined with other factors, meant that altogether no 

331 SWINGING-BELL AT 
WAALSDORPERVLAKTE 
The swinging-bell at 
Waalsdorpervlakte, near 
Scheveningen, is tolled every 
year on 4 May-National 
Remembrance Day in the 
Netherlands. This location was 
chosen because several members 
of the resistance were executed 
there by the Germans. The bell 
was cast after the war by 
Petit & Fritsen. 
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332 THE TOWN HALL TOWER 

AT HOOGEVEEN 

The carillon in the open spire of 
the town hall at Hoogeveen was 
the first in the province of 
Drenthe. It is also the first 
carillon in the Netherlands for 
which the automatic mechanism 
was not fitted with a drum, but 
with perforated tapes -in the 
shape of organ-books- which 
are used to play the keyboard of 
an electro-magnetic installation. 
This was done simultaneously 
with the installation of the 27 
bells which Van Bergen delivered 
in 1940/41. During the second 
world war the Germans 
requisitioned these, but after the 
liberation they were re-hung and 
revised in 1966. 
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more than 55 OJo of the 75 OJo that had been demanded had disappeared. If we also 
take into account the losses due to war activities then it can be stated that in Belgium 
and in Holland, the total weight of bells was reduced to about half its original figure. 

It could be asked whether now only the memory remains of all these lost bells, 
but during the period between the declaration of requisition and its implementation, 
a precise inventory of nearly all bells was drawn up in the Netherlands as well as in 
Belgium with the help of archivists, art historians and others. This war inventory 
which came into being under such miserable circumstances, was the first -almost 
complete- survey of the totality of bells and it forms still the basis of present-day 
inventories. Apart from writing down as many data as possible about each individual 
bell, plaster casts were also made of some of the ornaments, heraldry etc.273 This 
material too is a rich source of art-historical aspects of Belgian and Dutch bells. 

The present time 

THE ART OF BELL-FOUNDING TODA Y274 

On 15 August 1949 the engineer E.W. van Heuven (1918-1976) wrote about the first 
carillon that Eijsbouts had cast himself: From a technical point of view this carillon 
proves that the road which leads us through modern objective devices in the field of 
acoustics is the right road. At the beginning as well as at the end of this road there 
is the subjective critical ear of the expert. The end-product, which is now ready and 
has been made by objective means, will no doubt be able to withstand the most critical 
judgment. 

Never was the development of bell-founding since 1945 portrayed more accu
rately. Bell-founding was entering a new era which was to see the integration of the 
old craft with present-day techniques and it is not surprising that Eijsbouts was 
playing an innovating part in this. Until then Eijsbouts had been exclusively an 
installer of carillons and a tower- clockmaker, which meant that he arrived at carillon 
bell-founding with a fresh spirit, not lumbered with historical ballast. Starting to make 
carillons himself had become unavoidable: after the war Van Bergen and Petit & 
Fritsen would soon be active again and no foreign currency for importing English bells 
was available. This is why, in 1947, Tuur Eijsbouts decided to cast bells himself. 
Initially these were only swinging-bells but two years later, in August 1949, the first 
resounding result could be heard in the form of a carillon, and this was a special 
~arillon in many ways !275 

Firstly, it was not a carillon which had been installed in a tower, but instead 
it was a Travelling Carillon [361-362]. The basic idea was that if a listener wanted 
to become acquainted with the new work, a mobile carillon seemed to off er the best 
solution, so the carillon was mounted on a lorry to travel around the country. The 
idea caught on, for since then every self-respecting carillon maker has a travelling 
carillon available. 

Secondly, the traditional loam had no longer been used for the manufacture of 
the bells, but instead cement combined with chamotte.276 This was not Eijsbouts's 
own idea-it came from the Lips ship-propeller foundry at Drunen, a foundry 
Eijsbouts intensely collaborated with until 1953. 

273 Nine large cases with plaster 
casts of bells which were stolen 
during the war are now at the 
National Carillon Museum at 
Asten. 

274 Under the editorship of 
Loek Boogert, Andre Lehr and 

Jacques Maassen a volume of 
articles will soon be published 
entitled 45 years of Dutch 
carillons 1945-1990. Numerous 
themes from the postwar years 
of the art of carillon playing and 
making will be extensively dealt 
with by several authors. A select-

ion has been made of articles 
by Loek Boogert, Jacques 
Maassen and Romke de Waard. 

275 This carillon now hangs in 
the town hall tower at Bolsward. 

276 Chamotte is burnt loam. 

333 SCULPTURE-CASTING AT 
THE BELL-FOUNDRY 
From times immemorial not only 
bells are cast in a be/I-foundry, 
but also bronze sculptures. 
Two working methods are used, 
the sand-mould method whereby 
the sculptor's plaster-cast is 
impressed in fire-proof sand, and 
the cire perdue technique whereby 
the artist's wax sculpture is first 
bedded into fireproof chamotte 
and after hardening, the wax is 
melted away. In both cases an 
empty space is created which 
follows the contours of the model 
and it is this space which is filled 
with bronze. 
Here we can see how at Eijsbouts' 
a worker is moulding wax 
sculptures. In the background 
there is the furnace where the wax 
is melted from the moulds. At the 
front there is a mould; the bronze 
is poured through the top opening 
into the inner space where the 
wax used to be. 



PROCESSOFBELLFOUNDRYIN 

THE ROYAL EIJSBOUTS 

BELLFOUNDRY ASTEN 

THE NETHERLANDS 

334 
When the design of the bell is 
finished, two strickles are made: 
one for the inner mould (the core) 
and one for the outer mould (the 
cope). The mould-maker is here 
adjusting the strickles above the 
mould-plate. 334 335 336 

335 
First, with the aid of the strickle 
for the inside, a stone core is 
made on the mould-plate, which 
can be turned around. This core 
is still a rough moulding of the 
inside of the bell which is to be 
cast. 

336 
By adding cement-sand to the 
stone core while the strickle is 
turning, the right model for the 
core is obtained. This is then 
covered with a thin layer of a 337 338 339 

fireproof substance. 

337 
The false bell, which consists 
mainly of self-adhesive sand, 
is fitted over the core. The 
mould-maker throws this sand 
against the core, while the 
mould-plate is being turned 
around. The outer strickle makes 
sure the right shape is produced. 

338 
Liquid wax is poured over the 
now invisible sand-bell in order to 
obtain a smooth surface. The 340 341 342 
decorative rings have meanwhile 
become visible. This wax bell is 
known as the false bell. 

339 
Virtually each bell is given a 
legend which is inscribed on the 
false bell with the aid of wax 
letters which have previously been 
cast in wooden moulds. 

340 
The false bell is nearly finished, 
the model of the canons has also 
been fitted and an exact copy of 
the desired bell is now ready. 

343 344 345 

341 
When the false bell is ready, a 
negative is made where, at a later 
stage, the bronze can be poured 
in. The first stage consists of 
coating the false bell with a paste 
of very fine chamotte powder. 

346 347 348 



349 

351 

353 

355 

350 

352 

354 

356 
The inner strickle of the bell 
which is to be cast, placed above 
the mould-plate. 

357 
The core is ready and the inner 
strickle has been removed. 
Between the core and the outer 
strickle is the space where the 
false bell will be formed. 

342 
After applying a few coats of 
chamotte powder the core and the 
false bell are bedded into a steel 
cope with cement. Only after a 
few weeks will core and cope have 
hardened enough to continue the 
moulding process. 

343 
The cope is separated from the 
core: this is possible because the 
false bell has been made of sand 
and wax and has therefore not 
hardened. By removing the false 
bell, the space is created where 
the bronze for the future bell will 
be poured. 

344 
The cleaned cope, giving an 
impression of the false bell, 
shows the inscriptions and 
decorations in mi"or image. 

345 
When the cope and the core have 
been cleaned, both are again 
fitted over each other. Where the 
false bell used to be, there is now 
a void which has the precise shape 
of the future bell. 

346 
The bronze which has reached a 
temperature of 1100° C. in a 
furnace is channelled through a 
runner into the casting ladle. 

347 
After hoisting the casting ladle 
above the casting mould, the bell 
can be cast. This is the most 
exciting moment in the making of 
a bell! 

358 
The false bell, still on the 
mould-plate, is now ready. 

359 
The cope, which is the negative of 
the outside of the bell which is to 
be cast, is hanging above the core, 
which is the negative of the 
inside. 

'/ 

348 
After a few days the bell can be 
broken out of its casting mould, 
which is completely destroyed in 
the process. 

349 
After the newly cast bell has been 
cleaned, the casting runners and 
air channels are removed. 

350 
The new bell is rubbed and 
chiselled where necessary. 

351 
The bell is placed on a 
tuning-lathe, but before taking 
off bronze from the bell in order 
to obtain the right sound, the 
fundamental and its overtones are 
measured one by one with a tone 
generator. 

352 
At the lathe -a carousel-lathe-
the tuner aims the chisel at those 
places in the bell where bronze 
has to be removed. The 
knowledge of where exactly this 
has to be done used to be kept 
strictly secret by bell-founders in 
the past. 

353 
A newly tuned carillon is about 
to be inspected and tried by 
bell-tuners and carillonneurs: 
only the musical ear can judge 
whether the casting and tuning 
processes have been successful. 

354 
Detail of a bell's decoration and 
its inscription. One can read the 
year MCMLXXXIX, or 1989. 

355 
A carillon ready for installation 
in the tower. 

360 
Cope and core are placed over 
each other. The bell bronze will 
be poured in the void where the 
false bell used to be. 



361 THE FIRST TRA YELLING 

CARILLON AT THE EUSBOUTS 

FOUNDRY, ASTEN, 1949 

In 1949 Tuur Eijsbouts had the 
idea to make a travelling carillon. 
This instrument has become a 
household word in the carillon 
world: it appears wherever there 
are celebrations or where people 
want to learn about carillons. The 
main author of this book is here 
seen playing the first travelling 
carillon in the Eijsbouts foundry 
workshop. 
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Thirdly, a totally different method was chosen for measuring the partials of a 
bell. Instead of using the bronze staves, the 17th and 18th century metallophone, or 
the tuning forks which had been in use in bell-foundries since the end of the 19th 
century, Eijsbouts opted for an electronic measuring instrument. That idea was not 
new either, but it had so far not had any industrial application. Long before the war 
scientific bell research had been carried out in the United States using such equipment, 
while German researchers had done the same during the war at the storage depots 
in Hamburg. Nevertheless there was initially, and sometimes is even now, a degree 
of emotional suspicion of electronic measuring equipment and some people thought 
that such a sober device could not provide artistically valuable bells. 

Sound and tuning formed of course the essence of this first travelling carillon, 
and these proved to be excellent. Staf Nees, the new head of the Mechelen Carillon 
School, wrote: It is a great joy to me to congratulate you from my heart and with 
great warmth on this extremely successful achievement. This first throw has proved 
to be a masterly throw! [363] For its part the Advisory Committee of the Netherlands 
Carillon Association wrote: 

In our country, where the beautiful carillons of the 17th century founders F. 
& P. Hemony are generally praised as the best and where, fallowing this, the highest 
demands are made of new ones and where the need for beautiful carillons is very great, 
one can only rejoice in this increase in good founders who are able to do this work. 
The committee concluded: With this carillon which the Eijsbouts company has now 
produced it has proven to be entirely competent, since this first test fulfils all the strict 
demands of the Netherlands Carillon Association and the company has shown that 
it has, in a relatively short time, managed to master the craft of bell-founding. 

From 1949 onwards there were four bell-founders casting carillon-bells in the 

277 A fifth foundry, that of 
Sergeys at Leuven, was to make 
a modest contribution to the 
Flemish art of carillon making 
between 1970 and 1981, the year 

of its closure. Among its work 
was a travelling carillon which 
can now be heard in Osaka, 
Japan . 



362 JOHN GEBRUERS, FORMER 

CARILLONEUR OF ANTWERP, 

PLAYING ON A TRAVELLING 

CARILLON. 

363 INSPECTION REPORT BY 

STAF NEES ON THE FIRST 

TRAVELLING CARILLON, CAST 

BY EUSBOUTS AT ASTEN, 1949 

Sta/ Nees, the director of the 
Meche/en Carillon School, gave a 
very favourable verdict on this 
first carillon produced by 
Eijsbouts: This first throw bas 
proved to be a masterly throw. 
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364 THENEW 

SWINGING-BELLS, CAST BY 
EIJSBOUTS, ARE HEAVED INTO 

THE DOM TOWER AT UTRECHT 

IN 1982 

Seven of the thirteen 
swinging-bells which Geert van 
Wou cast in 1505 for the Dom 
tower at Utrecht, disappeared in 
the crucibles of the brothers 
Franrois and Pieter Hemony in 
1664, when they cast a new 
carillon for the cathedral. 
In 1982 this 13-tone chime was 
rehabilitated after Eijsbouts of 
Asten brought back the old range 
by casting seven new 
swinging-bells in the original 
style. Since then these thirteen 
bells are regularly sounded by 
members of the Utrecht 
Bell-ringers Guild. 
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Netherlands and Belgium: Van Bergen at Heiliger lee, Eijsbouts at Asten, Michiels at 
Tournai and Petit & Fritsen at Aarle-Rixtel.277 For Van Bergen though the glorious 
days of the past, when he was the first in Holland to produce a properly tuned carillon, 
were over. His most important carillons had meanwhile been cast and the few new 
ones which he had produced were already re-cast a ,few decades later. The quality of 
Van Bergen's work was fast diminishing, or to put it more mildly, it faltered behind 
the increasing quality of the work of Eijsbouts and Petit & Fritsen. In 1980 the 
foundry finally closed down. 

The Michiels foundry was also forced to put a halt to its activities after the death 
in 1962 of its last owner, Marcel Michiels. Until today only Eijsbouts and Petit & 
Fritsen have survived, while foreign foundries were denied any more chances. Only 
once did the French founder Paccard, who had meanwhile also solved the tuning 
problem, manage to deliver a carillon in Belgium. To complete the picture, Clock-0-
Matic at Herent has installed many carillons, in particular those with bells from 
Eijsbouts. In the same field, but on a smaller scale, a great-nephew of bell-founder 
Michiels has been active at Mechelen for some time. 

The travelling carillon of 1949 saw the start of a very productive period for 
Eijsbouts, and the same was true for Van Bergen and Petit & Fritsen. Not only was 
there the need to replace many swinging-bells and carillons which the Germans had 
stolen, but there was gradually more and more demand for new carillons also. In the 
Netherlands the quality control was mainly in the hands of the more official insti
tutions, although carillonneurs also acted as private advisors. 

In the Netherlands advice was given and checks carried out by the State 
Committee for Advice on old and new strike- and swinging-be/ls and carillons, which 
had been formed in 1946. As far as Catholic churches were concerned, this committee 
had passed on its task to then Catholic Bell and Organ Council. In addition there were 
also the Dutch Bell and Organ Council, which was to die a slow death, and the 
Advisory and Control Committee of the Netherlands Carillon Association which is 

still in existence today. 278 In Belgium things were rather less formal and Staf Nees 
was the undisputed master both for advice and checks, while an advisory board which 
was set up by the Belgian Guild of Carillonneurs never really got off the ground. 

It was also noticeable that advisors in general were gradually showing more 
interest in bells as objects of physical and acoustic research. This was encouraged by 
the work of the aforementioned Van Heuven who had shown that scientific research 
could give a solid and, above all, an objective basis to foundries for producing their 
bells and carillons. 

Shortly after the war Van Heuven had been asked by the Dutch government to 
research the musical and acoustic properties of the requisitioned but unmelted bells 
at the Delft T.N.0. (Institute of Applied Scientific Research) before they went back 
to their owners. This resulted in 1949 in his famous thesis Acoustical Measurements 
on Church Bells and Carillons. In this dissertation the tuning graphics, which had 
been described by canon Arthur Simpson half a century before, were published in 
a much more precise and also graphic form. This brought a definitive end to the times 
when information on the tuning of bells was kept jealously secret. On the other hand, 
how to design a bell in order to be able to actually tune it, that has never been 
published to this very day ! 

278 Of these institutions the 
State Committee for Advice and 
the Dutch Bell and Organ 
Council have meanwhile ceased 
to exist, while the carillon tasks 

of the Catholic Bell and Organ 
Council has been put out to the 
advisory committee of tlie 
Netherlands Carillon 
Association. 



365 THEPOLDERTOWER 
AT EMMELOORD 
The Polder Tower and its 
carillon, in the little town of 
Emmeloord, were officially 
inaugurated in 1959. This water 
tower is symbolic for the polder 
community. The carillon counts 
48 bells (Eijsbouts 158/68) and is 
an expression of gratitude to the 
Dutch people and their 
government who made the 
extensive land reclamation works 
possible and who have concluded 
them successfully. 



366 THE TOWER OF BRUSSELS 
CATHEDRAL 
Brussels, formerly known for its 
cloth, tapestry and lace 
industries, is now the capital of 
Belgium and also of Europe. Its 
principal church, the Cathedral 
of St Michie/ and St Goedele, 
dates from the 13th to the 17th 
centuries and contains many 
valuable objects of art, including 
stained glass windows, paintings 
and sculptures. In 1761/67 
Andreas Jo::.efvan den Gheyn 
from Leuven delivered a carillon 
with 40 bells, but a few decades 
later, in 1793, the instrument was 
destroyed by the French. The 
present carillon counts 49 bells 
(Eijsbouts, 1975). 
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THE EXPLOSIVE GROWTH IN THE QUANTITY OF CARILLONS 

At last there were again bell-founders who were capable of producing properly tuned 
carillons. In Belgium and the Netherlands alone their market was large -in fact very 
large- as the following figures can prove. 

In the Netherlands there was in 1916 a total of 60 carillons, in 1940 there were 
77, in 1945 this was reduced to 55 and now, at the end of 1990, there are 340, about 
half of which are played only automatically. 279 

In Belgium in 1914 the total was 50, in 1939 60, and today ca. 130, about a 
quarter of which are exclusively automatic. 

In the Netherlands in particular the increase can be called very exceptional, 
although these unusual figures need to be qualified. 

In contradistinction to the numbers in the past when the purely automatic 
carillons were very much the exceptions, today many carillons -and in the Nether
lands even half of them- can only be heard by means of automation. This too forms 
the most striking contrast with the past and we are limiting ourselves to carillons with 
at least eighteen bells, which give us one and a half octaves. Should we bring the 
dividing line down to, for example, twelve bells, then the scales would tip even more 
on the side of the automata. However, as a rule the bells should have a minimum 
range of one and a half octaves to allow any proper music making. 

This striking increase in automatic carillons was made possible because of the 
fact that after 1945 the bulky chiming mechanisms with drums were only manufactur
ed once more, after which they were replaced by a much more compact device, the 
electromagnetic tape mechanism which had meanwhile come to maturity and which 
was much smaller and user-friendly. In a carillon using this system each bell has a 
hammer with adjoining electromagnet [367, 37 6, 380). As soon as such a magnet is 
fed electrically, the hammer will be driven to the bell and strike it. If the feeding of 
electricity happens according to a desired melodic scheme, then a tune will be heard. 
This melodic pattern is fixed in perforated synthetic tapes, which are tapes with holes 
in, running underneath a row of electric contacts. As soon as a hole passes a contact 
point, an electric circuit will be closed, the magnet will be fed and the bell will be 
struck. Since 1980 the tape mechanism has gradually been superseded by a computeris
ed mechanism which can of course store the musical patterns much more easily. To 
avoid any misunderstandings though, the electromagnetic hammers have remained in 
use. 

Given the fact that an electromagnetic chiming mechanism, with bell-hammers 
combined with a tape mechanism or a carillon computer, is much smaller in size than 
the old chiming mechanisms with drums, such carillons can also be installed in smaller 
towers, even though these also need smaller bells. As a comparison, a large concert 
carillon with a standard range of 47 bells has a standard bell weighing between 280 
(C2) and 2,500 kg.(C 1), while those small automatic carillons usually start with a bell 
of 45 kg. (C3) or less. It will be obvious that they produce a very different sound from 
the large concert carillons. Honesty also compels us to remark that quite a few 
carillonneurs are hardly, if at all, interested in all these automatic carillons, maybe 
because they are too light and have a small musical range but mostly because they 
cannot be played manually. It is interesting that in Belgium these small carillons were 
given much less attention and there are fewer of them than in the Netherlands, where 

279 A survey of the carillon in 
the Netherlands can be found in 
W. Truyen, 45 years of Dutch 
carillons 1945-1990, soon to be 
published . 
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the number of automatic carillons makes up for around half the total, while in 
Belgium this comes to less than a quarter. There people seem to be more attached 
to the traditional large carillon than in the Netherlands, although this is now also 
gradually changing. 

The number of manually played carillons in the Netherlands has risen by over 
a hundred since the last war to a total of 175, while 'in Belgium there are now around 
100. This significant growth lasted until the end of the sixties, after which the number 
of automatic carillons started to increase, at least in the Netherlands. This is of course 
very remarkable but what are the reasons? If we realize that after the Hemony era 
growth was very slow and it was followed by a slump during the 19th century, 
recovered somewhat between the two world wars but knew a real explosion after 1945, 
then asking why this has happened seems very appropriate indeed. You cannot talk 
of any continuity here, so what distinguishes the present time from the past as far 
as carillons are concerned ? 

Firstly, it is obvious that the ideals, initiated by Jef Denijn at the end of the 
19th century, were now beginning to bear fruit. Schools, associations, carillonneurs 
and other interested parties propagated the idea that a carillon is a musical instrument, 
that it is therefore worthwhile to acquire such an instrument and to listen to it, and 
this way the carillon was brought to the attention of the public at large. Iri the 
Netherlands this received an even greater impetus thanks to the enthusiastic pro
motion campaign of the Netherlands Carillon Association between 1955 and 1966, 
through its president Romke de Waard [368]. Maybe this can explain why the growth 
was so much more pronounced in Holland than in Belgium. This is also underlined 
by the fact that the production of new manual carillons was gradually decreasing 
during the seventies due to reduced promotion by the Netherlands Carillon Asso
ciation, although the automatic carillons were then on the increase. 

367 ELECTROMAGNETIC 
PLAYING HAMMER 
The electromagnetic playing 
hammer is basically very simple. 
When the electromagnet, which is 
above the axis of the hammer, is 
powered with electricity, the 
magnet's valve will be shut and 
therefore the hammer will be 
driven towards the bell. 
If one then ensures that each 
electromagnet is powered at the 

right time, a melody will be 
heard. 
The melody is fixed in a pattern 
of perforations in a synthetic 
tape. This tape runs under a row 
of levers, one of which can be 
seen in the drawing. As soon as 

· the nose of the lever falls into one 
of the tape's holes, the electric 
contact on the other side of the 
lever will be closed and there/ ore 
the magnet will be powered. 
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Secondly, it is also obvious that gradually rising living standards, since the end 
of the second world war, have increased the desire to enrich daily life with quality 
entertainment. Money was available and, bearing in mind the previous arguments, 
used by many for the enthusiastic purchase of a carillon. On the other hand, when 
this money supply seemed to be past its peak -during the seventies- the importance 
of this argument gradually diminished and, on a more modest level, the cheaper 
automatic carillons became more attractive. 

It is of course impossible to review all these new carillons, we can only mention 
a few such as, in the Netherlands, the carillons of the town hall at Rotterdam (1948), 
the city hall at Hilvers um ( 1958), the tower of St Martin's at Venlo (1958), the Campus 
tower at Enschede (1964), The tower of Our Lady's at Dordrecht (1965), the tower 
of St Martin's at Gorinchem (1965), the Philips tower at Eindhoven (1966)-now the 
church of St Catherine's, and the Erasmus University at Rotterdam (1968). 

In Belgium it seems worth mentioning the Belfry at Dendermonde (1949), the 
tower of St Laurence's at Lokeren (1956), the tower of St Martin's at Genk (1960), 
the tower of St Walburg's at Oudenaarde (1967), St Michael's Cathedral in Brussels 
(1975), the tower of Our Lady's at Scherpenheuvel (1980) and the tower of St 
Rombout's at Mechelen (1982). 

This list includes mainly names of better-known towns and ignores the fact that 
most of the new carillons have been installed in smaller provincial towns, not 
surprisingly, since the bigger towns had often acquired a carillon long ago. 

368 INSPECTION OF A 
CARILLON FOR THE ROYAL 
PALACE IN AMSTERDAM, 1965 
In 1962 it was discovered that the 
bells of the carillon in the dome 
of the Royal Palace in 
Amsterdam were badly affected 
by co"osion, mainly due to 
prolonged exposure to carbon 
dioxide. The Hemony carillon 
was put into the hands of 
Eijsbouts, and only the nine 

heaviest bells could be kept, 
which shows how serious the air 
pollution had affected the 
intonation. This meant that 36 
new bells had to be added by 
Eijsbouts and those are the ones 
which can be seen here, being 
inspected in the Asten foundry by 
Mr. Romke de Waard, at the time 
president of the Netherlands 
Carillon Association and head of 
its Advisory Committee. 
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369 CORRODED INSIDE WALL 
OF A HEMONY BELL 
A bell may look everlasting, but 
after a few centuries a restoration 
is often urgently needed. In the 
present century in particular, 
air pollution has had a very 
damaging effect. The flaky layer 
of patina does not only influence 
the sound in a negative sense, 
it also affects the intonation. 
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THE RESTORATION OF CARILLONS 

During the breech and bell-crank disputes of the twenties and thirties an archaeologi
cal aspect also came to the fore. While most carillonneurs saw nothing wrong in 
replacing the old breech action with a new bell-crank system, there were also the 
breech loyalists, like the Utrecht committee, who not only pointed to the -in their 
eyes- wrong musical results, but who also realised that an old tradition was being 
thrown overboard. However, the archaeologists lost this battle and the 'cranks' 
became all-powerful. 

It would be natural to have expected a similar battle around the keyboard, but 
the opposite was true-all Dutch pedal keyboards disappeared one by one from the 
towers, without anyone caring [299), and they were replaced with Flemish pedal 
keyboards [300]. The last keyboard with a real Dutch pedal system was taken out of 
use in 1964 during the restoration of the carillon at Jacob Vincent's previous bulwark, 
the Royal Palace in Amsterdam.280 

From the very moment that the bell-crank system was generally accepted, a 
carillon restoration seemed to entail no more than replacing the old action system and 
keyboard, and leaving the bells untouched, unless a change was strictly necessary and 
that meant repairing crowns, replacing a cracked bell etc. However, after the second 
world war this was to change profoundly and for several reasons. 

Firstly, until 1950 it was not known in which temperament historic founders had 
tuned their carillons and although people talked about pure intonation, nobody could 
be more specific. It was only during the above-mentioned year that it was discovered 
that the Hemonys and their followers had used mean-tone temperament. 281 

Secondly, historical bells seemed much less unassailable than before, because 
meanwhile bell-founders had re-discovered how a carillon-bell had to be designed and 
tuned. This meant that old bells could be talked about with more than just respect. 

Thirdly, it became gradually accepted, albeit after a long struggle with too many 
people thinking they were experts, that many historic carillons had gone seriously out 
of tune due to increased air pollution. The cause had in fact been determined right 
from the start, namely an excessive concentration of sulphur dioxide (S02) in city 
centres during winter months, a type of air pollution which had been excessively on 
the increase since the middle of the 19th century. 282 Dutch carillons in particular, in 
damp air conditions, had gone gradually more and more out of tune since that time, 
until they had reached a musically unacceptable level during the fifties. A carillon at 
the Royal Palace in Amsterdam, for example, already showed distortions of more 
than half a tone! The process causing this, is as follows. 

Certain substances in the air provide bronze -therefore also a bell- with a thin 
layer of patina. If the concentration of especially sulphur dioxide increases, the bronze 
will be affected accordingly [369). The bell-wall therefore becomes thinner, conse
quently the bell sounds lower, and will also become internally out of tune. This would 
not be so serious if all bells dropped their pitch at the same rate, but that is not the 
case: the absolute attack on each bell is the same in millimetres so that its walls become 
relatively thinner, thereby lower in pitch, the smaller the overall size of the bell. The 
highest bells of an affected carillon therefore suffer a greater drop in pitch than the 
lowest. All this can happen quite quickly as has been recently shown by the 1932 
Sergeys carillon of St Peter's church at Leuven: after less than sixty years the fatal 

280 The old Dutch pedal 
keyboard which helped Jacob 
Vincent to earn his triumphs, is 
now kept at the National 
Carillon Museum at Asten . We 
leave out here the semi-Dutch 
pedal system which was used for 
the Taylor carillon of Hatten 

until 1985 and the Dutch pedal 
keyboard which has bee9 
installed, as a reconstruction, 
for the Bakenesser tower 
carillon at Haarlem in 1972. 

281 A. Lehr, Hemony-carillons' 
tuning, op. cit. 

282 A. Lehr, Historische en 
muzikale aspekten van 
Hemony-beiaarden, Amsterdam, 
1960. 
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musical consequences were undeniably present ! On the other hand this means that 
in the past, when there was no or hardly any coal-burning, the sulphur dioxide 
contents remained sufficiently low to ·present no danger, at least not to carillons. 

Initially there were many who could not believe that air pollution could have 
such an audible effect on a carillon. Nevertheless the so-called corrosion theory which 
has just been described, has finally been accepted and from the moment it was realised 
that the intonation problems were of recent date, it was also gradually accepted that 
something needed to be done about that aspect too during restoration work. There 
were several possibilities. The most obvious one was of course to re-tune the bells and, 
.if this was not possible -even though desirable for some- then to replace them with 
replicas . However obvious this was from an archaeological point of view, many 
musicians saw this as an opportunity to improve the carillon from a musical point 
of view, adapt it to modern norms, and simultaneously replace bells where it was 
necessary. This process was of course not as conscious as described here, but with 
hindsight such a train of thought certainly seems to have been present during 
discussions on restoration. 

The highest octave of the three octave carillons by Franc,:ois and Pieter Hemony, 
and their direct followers such as Melchior de Haze, can be said to have a characteris
tic sound. However, its quality does not reach that which was achieved in the 18th 
century by Andreas Jozef van den Gheyn, whose treble bells sound exquisite. The 
striving for a greater richness in sound for the small and smallest bells has been 
continued by 20th century founders after the rediscovery of the art of tuning. Why 
then, it was argued, not replace those out-of-tune Hemonys with modern ones which 
sounded more beautiful? Or to put it differently: why not increase the sound volume 
of the treble range of a 17th century carillon with new bells and simultaneously add 
a fourth octave ? 

After this idea had been put into practice with some Hemony carillons in 
Amsterdam in 1959, many others were subjected to the same procedures, at least in 
Holland. This means that, apart from a few exceptions such as the carillons of the 
Utrecht Dom tower and the Martini tower at Groningen, virtually all Dutch Hemony 
carillons have seen their highest octave -and sometimes even more- replaced with 
more brilliant treble bells.283 All this was done on the authority of the previously 
mentioned Advisory Committee of the Netherlands Carillon Association, albeit after 
its members had been heard extensively on many occasions. 

The question arises of course why this was not prevented by the Ministry for 
the Conservation of Monuments, but, with the benefit of hindsight, a very clear 
reason emerges. Musicians will, of course, in the first place listen to a carillon -after 
all, that is what the instrument was made for- but archaeologists will mainly look 
at the instrument and make proposals for restoration from that point of view. These 
totally opposite views leave no room for compromise: the musician no longer attaches 
any value to an out-of-tune 17th century bell, while the archaeologist continues to 
be fascinated by the shape, the ornaments and the inscriptions. For the latter the 
sound is of secondary importance and he may find the musician's objections rather 
exaggerated. We will not pursue these arguments, but during the seventies a change 
set in when younger carillonneurs were no longer as impressed with these brilliant 
treble bells as their immediate predecessors had been one or two decades before. Only 

283 In most of the cases the 
retired old bells have been 
preserved, usually in the tower 
itself or sometimes in a local 
museum. 
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then did archaeologists and musicians more or less see eye to eye, but the damage 
had been done, at least from a conservation point of view. 

In Belgium the situation remained quieter because, although historic bells were, 
without much ado, replaced with new ones which were not even replicas -something 
almost unimaginable in the Netherlands- at least this did not happen on such a 
systematic or large scale. Hemony carillons, such as those in Antwerp and Ghent, and 
also later ones, have been preserved virtually unblemished. It should be mentioned 
that the number of Hemony carillons in the Netherlands is much greater than in 
Belgium, namely twenty against fewer than ten. If you also consider that the corrosive 
attacks on bells were more serious in the Netherlands than in Belgium because of 
meteorological conditions, then it does look as if things were easier in the South than 
in the North. It does remain a fact though that the Dutch have made a much bigger 
fuss about the problem than the Belgians. 

So far we have talked almost exclusively about bells in this chapter. In a previous 
one we also noted that already during the years before 1940 nearly all carillon action 
mechanisms in Flanders were adapted with a bell-crank system. What then about the 
drum mechanisms? In that respect too very little reticence has been shown at times 
and all too often they were replaced by modern electromagnetic mechanisms, controll
ed by tape mechanisms or computers. Maybe it should be concluded that it is an 
illusion to talk of restored carillons as far as action and automatic mechanism are 
concerned, since in the best possible case only the bells remain and occasionally an 
otherwise severely altered drum mechanism: all the rest has been replaced with new 
technology ! The question must be asked whether this is an acceptable situation, 
especially at a time with a heightened interest in authentic performance practice. The 
dominant conception is still that Denijn has improved the carillon and not that he 
has introduced a different approach to the carillon. This is also why the 1972 
experiment -the fitting of an original installation to the Hemony carillon of the 
Bakenesser tower at Haarlem, which consisted of a set of bells which had become 
available during the restoration of the Bavo carillon there- was in fact doomed to 
fail right from the start. The implicit idea which is still holding strong in the carillon 
world is that the carillon of the times before Jef Denijn was only very occasionally 
sufficiently equipped for any real music making and that the carillon has only been 
able to flourish after Denijn's reforms. This opinion implies that the carillon, unlike 
almost any other instrument, has no really worthwhile past as a musical instrument, 
other than that concerning the bells themselves. 

CARILLON SCHOOLS, MUSEUMS AND ASSOCIATIONS 

After the sudden death in 1965 of Staf Nees [320], the virtuoso carillonneur, the new 
director of the Mechelen carillon school was Piet van den Broek, known for his 
restrained and refined playing. After his retirement in 1981 he was succeeded by Jo 
Haazen who, as multiple winner (1966-67-68) of the International Carillon Compet
ition of the Holland Festival, was certainly the appropriate candidate. The Mechelen 
school, which had meanwhile been renamed Koninklijke Beiaardschool 'Jef Denyn' 
[Royal Carillon School 'Jef Denyn '], had firmly established itself. 

In the Netherlands there was an obvious need for an equivalent of the successful 
Mechelen carillon school, where many Dutch carillonneurs had meanwhile received 



370 THE TOWN HALL TOWER 

AT FLUSHING 

Flushing is known for its port, 
fishing industry and as a coastal 
resort. This small town has, 
besides a number of historical 
buildings and old fafades, also 
new and handsome buildings, 
including the town hall with its 
45 meters high tower, dating 
from 1961/65. For this tower 
Eijsbouts produced a carillon 
with 47 bells (1964). 
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371 THE DUTCH CARILLON 

SCHOOL AT AMERSFOORT 

Director Jacques Maassen 
discusses a composition by Wim 
Franken with some students at 
the practise keyboard. 

286 THE ART OF THE CARILLON TODAY 

their training. It was to take many years before anything happened, even though the 
Rotterdam town carillonneur Ferd. Timmermans had run a carillon class at his local 
music school -later to be the conservatory- but the ideal was of course a profession
al education following the Flemish example. The initiative which eventually led to 
success came from the Amersfoort Carillon Association which had been formed in 
1949, an idea which received genuine support from the Netherlands Carillon Asso
ciation. 284 This initiative was crowned with success because it was also taken up by 
the mayor, H. Molendijk, who eventually managed to give a start to the Dutch 
Carillon School in 1953, with modest financial support from local government and 
the state. In addition the Hemony carillon of the tower of Our Lady's -the future 
school carillon- was restored by Eijsbouts and that was the occasion when a number 
of Hemony bells were re-tuned with the full knowledge of official authorities, 
something which was in certain circles to create not a little commotion! 

Leen 't Hart, the brilliant pupil of Ferd. Timmermans and Staf Nees, was 
appointed director of the new school. He was to take an entirely personal direction, 
not only because he wrote and arranged much circumstantial music for carillon, but 
mainly because of his playing which, in contrast to Staf Nees's more romantic 
approach, was much more in a classical polyphonic style. This contrast -but of 
course both trends can complement and inspire each other- was expressed at its most 
emphatic during the final concert of the 1963 International Carillon Competition at 
Hilversum. Both grandmasters, Nees and 't Hart, gave a recital, one after the other, 
which provided an excellent opportunity for comparing their individual styles. 
Wouter Paap wrote in his review: Of Staf Nees you could say he is a man with a 
powerful, baroque flourish, of Leen 't Hart that he shows a strong, controlled 
simplicity. The Fleming lets his bells sing, the Dutchman makes them talk. That same 
evening Leen 't Hart gave an improvisation on the carillon at a level which is seldom 

284 The Netherlands Carillon 
Association had almost from the 
start independent local sister 
organisations. Today there are 
still such 'branches' at Utrecht 
and Nijkerk. 
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reached. This was really carillon music, music of a high standard and with an excellent 
understanding of what is typical and characteristic in the sound of a carillon. 

At that time the town carillonneur of Nijkerk, Peter Bakker, was a valuable 
teacher at the school. His considerable didactic gifts made an important contribution 
to the artistic and musical understanding of the instrument. After his retirement in 
1984 Leen 'tHart was succeeded by Jacques Maassen M.A. [371), town carillonneur 
at Breda and, until then, president of the Netherlands Carillon Association, and under 
him the school was gradually to acquire a different image. 

Firstly, carillon teaching gained considerable multiformity by attracting several 
practical lecturers such as Arie Abbenes, town carillonneur at Asten, Eindhoven and 
Utrecht, Bernard Winsemius, organist and town carillonneur at Haarlem and Todd 
Fair, town carillonneur in Amsterdam and Alkmaar. 

Secondly, the new head, following his predecessor's footsteps, revived inter
national contacts-for meanwhile the art of the carillon had spread worldwide, with 
many carillons still being produced outside Belgium and Holland, and Dutch founders 
make themselves unequivocally heard in this respect. This international interest led 
to, among other thfngs, summer academies, additional courses mainly attended by 
foreigners. 

Thirdly, more attention is now being given to automated music which must be 
a good idea, given the explosive growth of especially computerised automatic caril
lons. Fourthly and finally, within the framework of educational reforms in the 
Netherlands, the Amersfoort School has been able to become an independent part 
of the Hogeschool voor de Kunsten [Higher Institute for the Arts] at Utrecht, 
providing not only many more facilities, but also more opportunities than before for 
professional contacts with musical life in general, and to uphold these in a more 
obvious manner. 

372 BELLCELEBRATIONS 
ATLEUVEN 
In Flanders, and elsewhere, all 
kinds of celebrations are 
organized around Easter, 
including processions, grand 
parades, pilgrimages and 
traditional folk games. 
At Leuven there is a yearly 
tradition of throwing Easter eggs. 
On Easter Saturday, during the 
afternoon, a number of local 
politicians gather on the front 
steps of the town hall and 
generously throw chocolate eggs 
into the enthusiastic crowd 
(which consists mainly of 
children). Afterwards the Easter 
lamb is carved up in the nearby 
Pensstraat {Black Pudding 
Street]. 

., 



373 THE NATIONAL CARILLON 

MUSEUM AT ASTEN 

The objects in the Asten carillon 
museum are shown in as natural a 
condition as possible. The clocks 
work, a drum mechanism is 
playing, the chimes and the 
carillon keyboard can be played 
by visitors and the swinging-bell 
can be rung. In the front one can 
see a tower-clock from the 
beginning of the 20th century, 
made by Eijsbouts of Asten. 
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The Netherlands Carillon Association, and more particularly its president 
Romke de Waard, thought it would be ideal to connect the Carillon School with a 
Campanological Institute with adjoining museum, but this idea did not materialize. 
Eventually though a carillon museum was established at Asten, the same village where 
the Royal Eijsbouts Foundry is situated. The circumstances were ideal: the Asten 
municipality offered museum space, Eijsbouts had meanwhile agreed to a long-term 
loan of a small collection of old bells, while one of the initiators, Dr. Andre Lehr, 
who was a campanologist at Eijsbouts', was appointed curator of the National 
Carillon Museum [374], which was opened on 10 May 1969. There soon proved to 
be a lack of space, which is why the municipality made available a converted farm 
which was officially opened as the new museum by Prince Bernhard on 13 June 
1975.285 Since that day there has been a steady stream of visitors, with an average 
of no less than 60,000 a year ! The collection is continually in expansion, thanks in 
part to the financial help of institutions such as the Prince Bernhard Fund and the 
Rembrandt Association. There are probably several reasons that can explain this 
success. 

Firstly, the museum shows the entire history of the bell and of all the necessary , 
devices to make it sound. The oldest bells in this museum date from the Chinese Shang 
dynasty, ca. 1500 BC (pp. 1 lf), while the most recent is the major third bell (pp. 300f) 
and it will be obvious that wide attention is also given to tower clocks, chiming 
mechanisms, keyboards etc. 

Secondly, the objects are shown in as natural a state as possible: clocks are 
working, a drum mechanism is playing, the keyboard is playable, the swinging-bell 
is rung. In short, it is far from a static museum and visitors are encouraged to 
participate; they can, if they wish, try their hand at ringing a bell or playing a small 
carillon, among other things. 

Thirdly, the museum also carries out scientific campanological research which 
has meanwhile resulted in several publications. 

It can be said without any reservation that the National Carillon Museum at 
Asten occupies an exceptional position. This is already made clear by the fact that 
in 1989 it has received a request from Japan to install a similar museum in Huis ten 
Bosch, a copy of a Dutch town near Nagasaki. This carillon museum will be opened 
in spring 1992. The Asten Museum has also helped to set up the campanological 
department of the Dutch Carillon School at Amersfoort. 

On the other hand the Asten museum is certainly not the only one-since 1955 
the Town Museum at Meche/en devotes two halls to its carillon department and three 
decades later Frans Vos, the former president of the Belgian Guild of Carillonneurs, 
has opened a small but attractive museum in the carillon tower of his home town of 
Mo/. Finally in 1987 a bell-foundry museum has been created on the premises of the 
former Van Bergen company at Heiligerlee. However, only Asten offers this wide 
range of all the bells in the world, in all their different shapes and sizes, and it is also 
there that the functional positioning of all the various parts has been cared for to the 
greatest extent. 

The carillon world not only knows schools and museums, but also associations 
of course. With a carillon school at Mechelen as an extremely active centre of Flemish 
carillon culture, it did not seem immediately necessary to create an association such 

285 The National Carillon 
Museum's address is 
Ostaderstraat 23, Asten (Tel. 
04936-91865, or from abroad: 
31 4936 91865). In principle the 
museum is open every day of the 
week, except Mondays, from 10 
a.rn . till 5 p.m. 
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as the Dutch one in Belgium. Even so an association was set up after the war, but 
the ties with the school remained close for many years, which is clearly shown by its 
name. Nevertheless, what had started off in 1954 as the Oudleerlingenbond van de 
Mechelse Beiaardschool [Union off armer students of the Meche/en Carillon School] 
is now called the Belgische Beiaardiersgilde [the Belgian Guild of Carillonneurs]. As 
the name implies this is first and foremost a professional association which pays much 
attention to carillon playing and all that goes with it, but which has never shown any 
missionary zeal-not surprisingly of course, since times have changed after all. 

Meanwhile International Congresses were also to be revived. The first one had 
taken place in 1922 at Mechelen, on the occasion of the opening of the school. The 
second was held at 's-Hertogenbosch in 1925 [321], but after that nothing happened 
until the third was held at Rotterdam in 1972. This was followed by Douai (France) 
in 1974, Amersfoort and Utrecht in 1978, L¢gumkloster (Denmark) in 1982, Ann 
Arbor (Michigan, USA) in 1986 and finally Zutphen in 1990. The organisation is in 
~he hands of the World Carillon Federation which was founded at Douai in 1974. Each 
national carillon association can join in order to serve the interests of the carillon 
worldwide. It is definitely a proof of the internationalisation which the carillon has 
experienced this century, a process which is still taking place today! This is also shown 
by the fact that in 1983 a North European standard was adopted at Leuven for the 
measurements of the carillon keyboard. This puts the differences which still existed 
between countries -especially between Belgium and the Netherlands- firmly in the 
past, although North America still has its own standard. 

374 THE NATIONAL CARILLON 
MUSEUM AT ASTEN 
At the Asten carillon museum 
bells, chimes, carillons, clocks 
and chiming mechanisms, from 
all over the world and from all 
periods, are collected, restored 
and put on show. These objects, 
as well as other valuable historical 
bells in the Netherlands, are 
thoroughly and scientifically 
studied. An observatory and a 
planetarium are also part of the 
museum, while a monumental 
astronomical clock from the 
museum is exhibited at the Great 
Church in Asten. The museum, 
which was inaugurated in 1969, 
attracts a lot of attention, partly 
due to the fact that the bells and 
their accessories are all shown in 
working order. 

I 

I 



375 THE DIRECTED 

BELL-CRANK SYSTEM, APPLIED 

IN THE CARILLON OF 

ST PETER'S CHURCH AT LEUVEN 

The carillon of St Peter's at 
Leuven, cast by Sergeys in 1932, 
was fitted with an action with 
directed bell-cranks. The 
so-called directed bell-crank turns 
in the same plane as that in which 
the clapper moves. 
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CARILLONNEURS AND THEIR MUSIC 

During the fifth International Carillon Congress an experimental concert was given 
on the evening of 8 August 1978, near the Belgian Monument at Amersfoort. The 
participating instruments in that wooded environment were the school carillon which 
had been installed at the monument in 1967 as :Well as the travelling carillons of 
Eijsbouts and Petit & Fritsen. Taking part were ,carillonneurs Arie Abbenes, Gert 
Oldenbeuving and Bernard Winsemius. Together and alone they played Islands of 
Sound, an environment for multiple carillon, composed by Richard Felciano in 1977. 
Could this be a turning point, a new approach to ancient bell sounds? The answer 
does not seem difficult, at least not for those who attended the concert, who almost 
literally took part, surrounded by the sounds of three carillons. It was a play of sound 
and echo, of stillness and movement, of distance and closeness. In short, the carillon 
became suddenly so spatial, so omnipresent that it seemed a new instrument had been 
born. 

Despite its pleasant and innovating character this concert has only had one 
follow-up, but this is understandable since no less than three carillons are needed for 
such a performance. It has to be said though that other experimental concerts too 
remain very exceptional and that much more attention is given, North and South, to 
the traditional theme: What will the carillon play? This is equally understandable for 
a public instrument in a tower. 

Within the Netherlands Carillon Association as well as the Belgian Guild of 
Carillonneurs this is a regular topic of discussion and while purists do not want to 
have anything to do with popular music, others see this precisely as a means to bring 
the carillon closer to the public. All agree though that arranging classical music, 
improvising on well-known melodies and playing original carillon compositions, in 
that order, deserve the highest consideration. In relation to the arrangements of 
existing music it is interesting to see that there is an increasing interest in baroque 
music, which is particularly suitable for carillon. Recently this has been heard during 
the Holland Festival of Early Music at Utrecht, a musical event which has been held 
yearly since 1981. Nevertheless new compositions still have great priority as extensions 
of the existing repertoire, and that is why after 1945 there was a steady flow of new 
composers joining the pre-war generation. Musicians such as Gerard Boedijn and 
Henk Badings were joined by younger ones, and Wim Franken (0 1922) can surely be 
said to be the most important of them, for more than anyone else he writes in an idiom 
which does full justice to the carillon. This has led to an admirable reuvre which can 
be heard with great regularity from carillon towers. Much of this new music, as well 
as arrangements, are published by the Dutch Carillon School, and also by the 
Netherlands Carillon Association or by Donemus, the documentation centre of Dutch 
music since 1947. 

In Belgium much new music is published by the Carillon School of Mechelen, 
by the Belgian Guild of Carillonneurs and by other institutions. An important 
composer was, for example, Arthur Meulemans (1884-1966).286 He began composing 
for the carillon in 1949 -fairly late- but his Suite for Carillon has become 
particularly famous despite the fact that he was writing in a modern idiom. Staf Nees 
wrote to him: You really have found the way to pump new blood into the poor art 
of carillon music in the best possible way: it will be greatly beneficial. It is a statement 

286 C. van Eyndhoven, Arthur 
Meulemans Beiaardwerken. Een 
kritische inleiding. [Arthur 
Meulemans's carillon works. A 
critical introduction] . Kontich , 
1990. 
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which could not be clearer ! It should be added that our choice of Flemish carillon 
composers is a subjective one, for we are leaving out Geo Clement for example, 
Gaston Feremans and especially Jef .Yan Hoof (d.1959) who also used to teach 
harmony and composition at the Mechelen Carillon School, and of the younger 
generation especially Jos. Lerinckx (0 1920). 

It is also remarkable that avant-garde music is only sporadically represented, 
certainly on the carillonneurs' concert programmes, but it is clear that repetitive music 
or minimal music work extremely well on carillons and this is of course self-evident 
if we just think of the monotony of bell-ringing, chiming or English change-ring
ing.287 

So far we have talked almost exclusively of carillon music set apart from other 
instruments. Nevertheless combinations could already be heard early this century, 
mostly with 'harmonie' bands [brass, woodwind and percussion]. These performances 
are not always equally successful, usually due to a rather unfortunate sound balance 
between the carillon in the tower and the band so much lower on the ground. On the 
other hand some very interesting performances can be heard. At the Sixth Internation
al Carillon Congress at L¢gumkloster in Denmark, for example, the Fourth Tower 
Music by Wim Franken was performed, conducted by Jacques Maassen. Taking part 
were four Dutch carillonneurs on three carillons -one for four hands- swinging
bells and brass band. On a more modest level many combinations of carillon with 
'harmonie' bands can be found, either in arrangements of existing music or in original 
compositions, as for example the Scherzo by Jan van Dijk (0 1918). 

It will be obvious by now that carillonneurs, who by the very nature of their 
profession work only as soloists high up in a tower, have on the whole very little 
contact with each other. This is why, from an early stage, ways were sought not only 
to improve these contacts, but also to bring carillonneurs' playing to a higher level, 
to maintain that level and to encourage mutual stimulation. The yearly carillon 
competitions are particularly beneficial in this respect and especially important was 
the series organised within the framework of the Holland Festival, during the initial 
years of which two Dutchmen, two Belgians and one carillonneur from a third country 
were invited. The first competition was held in 1959 when the carillon at the city hall 
of Hilversum had been made ready, while the last one took place at Tie! in 1977. The 
exchange trophy was allowed to be kept permanently by a candidate if he had won 
it three consecutive times and this was the case for Piet van den Broek (1962-63-64) 
,and Jo Haazen (1966-67-68), who were both to become heads of the Mechelen Carillon 
School. Flanders and Holland did keep a balance though, as Dirk Donker (1969-70-
71), carillonneur at Dokkum, Groningen and Sneek, and Bernard Winsemius (1972-
73-74), carillonneur at Haarlem, also managed to attain the highest achievement three 
times in a row. 

The Netherlands Carillon Association too is still organising similar internation
al, but open competitions, which any carillonneur can enter. These are the improvis
ation competition wherein the Dr. Van der Elst Bell is at stake, named after the 
1949-1955 president,288 and the interpretation competition, with the Golden Carillon 
as exchange trophy. In Belgium similar events take place, but without the improvis
ation aspects: the Prosper Verheyden and Leon Henry Prizes, and since 1987 the 
three-yearly International Carillon Competition 'Queen Fabiola'. The first one was 

287 Change-ringing consists of 
letting a series of swinging-bells 
ring in a swift tempo and always 
in a different order. 

288 The bell is now on show at 
the Asten National Carillon 
Museum. 

376 AUTOMATIC TAPE 
MECHANISM OF THE 
ST ROMBOUT'S CARILLON 
ATMECHELEN 
The bells of a carillon are struck 
on the outside by an 
electro-magnetic hammer which is 
controlled by a tape, perforated 
with the music 's pattern. 
Punching this tape is done by the 
carillonneur and the principle can 
be broadly compared to that of 
the strips of barrel organs. 
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won by the young Fleming Geert d'Hollander and in 1990 it was the turn of the equally 
young Dutchman Boudewijn Zwart. This symbolizes convincingly how North and 
South have learned to appreciate each other, and equally how the future of carillon 
playing is now guaranteed. 

All this is of course about manual carillons, ,but there is more to carillons than 
that ! There are also the automatic instruments which have on the whole generated 
little interest, but thanks also to the efforts of the Dutch Carillon School and the 
encouragement from the Utrecht Nationaal Museum Van Speelklok tot Pierement 
[National museum from Carillon-bell to Barrel Organ] more attention now goes to 
automatic music and particularly to arrangements which are eminently suitable for 
this medium. Unlike the past when hour-music was more or less a mirror image of 
manually played music, it has now gradually been realised that precisely because this 
music does not have to be played at a keyboard by a musician, the electromagnetic 
mechanism with tape or computer offers innumerable possibilities which cannot be 
achieved manually. Only this way will automatic music be treated in its own right, 
but unfortunately this is not always realised. 

377 CARILLON FOR THE 
CHURCH OF ST PETRUS-BANDEN 
AT OISTERWIJK, EIJSBOUTS, 1949 
In 1946 this church was exactly 
50 years old and the parish priest 
was also celebrating his silver 
jubilee as a priest. For this 
reason, and thanks to the 
generosity of the parishioners, an 

entirely new carillon was ordered 
from Eijsbouts. This carillon 
(1949) counts 42 bells and, after 
inspection, it was declared to be 
satisfactory by both the 
Netherlands Carillon Association 
and the Catholic Bell and Organ 
Council. 
Asten, National Carillon Museum 
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Occasionally this extra attention brings out fears that automatic music may push 
back manually played music, especially now that computerised mechanisms have 
made their way into the towers. It is undeniably true that computers make many more 
melodies available on automatic chiming mechanisms than before, up to a hundred 
in fact, and some wonder whether this may not bring the idea into an employer's mind 
to sack the carillonneur and have him replaced by a computer. 289 The reaction is often 
to ban all computers in carillons290 and to exaggerate in the other direction, pref erring 
the somewhat stuttering drum mechanisms. 

It will be obvious that gradually a balance has to be found between hour-music, 
which can be richer and more varied than before -even though still without dynamics 
in sound volume- and the weekly carillon concert, during which other possibilities 
can be heard, such as nuance and articulation. Such a concert will be much more 
topical, offering a fresh and unexpected order of melodies, with varying rhythm and 
all the very many dynamic shades which carillon playing has at its disposition. 

The carillonneur will certainly not be vanquished by computers, on the contrary: 
both can complement each other perfectly well, as long as the carillonneur is prepared 
to consider the medium of computers as part of his profession and therefore gain 
perfect control over it. He alone knows the idiom of bells and then he will not only 
be master of the keyboard, but also of the computerised mechanism ! 

289 A. Lehr, Wordt de 
beiaardier door de computer 
bedreigd? [Is the carillonneur 
threatened by the computer?], 
Asten, 1984. 

290 We leave aside the problem 
of the electric keyboards which 

have become available through 
the electromagnetic mechanism. 
Thanks to united efforts by 
associations and founders this 
keyboard has not had much of a 
chance in Belgium or Holland . 
The reason to reject it is 
twofold : firstly pianos and 

379 INSTALLATION OF A 
CARILLON IN A TOWER, 1966 

A carillon which totals 61 bells, 
cast by Eijsbouts, is being hoisted 
in the former Philips tower at 
Eindhoven. The location and the 
acoustics of the tower are two 
very important elements which 
are essential for the eventual 
sound of a carillon. It is therefore 
of great importance to consider 
these aspects very thoroughly 
before installation. 

fortes are impossible and 
secondly, although this is less 
fundamental , it allows any 
pianist to play a carillon, 
without any knowledge of how 
bells have to be treated. 

378 TEST INSTALLATION OF A 
CARILLON IN THE EIJSBOUTS 
WORKSHOP AT A STEN 
Before a carillon is installed in a 
tower an installation test is 
carried out in the foundry, so that 
any possible corrections can still 
be made. 

I 

i 
I 

I 



380 THE NEW CARILLON IN 

THE TOWER OF ST ROMBOUT'S 
ATMECHELEN 

A completely new carillon was 
installed by Eijsbouts in 1981 
in the upper part of the 
St Rombout's tower. This town 
carillon was inaugurated on 
17 September 1981 by King 
Boudewijn and Queen Fabiola. 
The bells are played -in the 
customary way- on the inside 
with clappers which are 
connected with the keys of the 
baton keyboard. The magnetic 
hammers on the outside are 
controlled by a tape, perforated 
with the music's pattern, but 
computers are now increasingly 
used instead. 

381 THE NEW CARILLON IN 

THE TOWER OF ST ROMBOUT'S 

ATMECHELEN 

Like the old carillon in the tower 
of St Rombout's at Meche/en, 
the new carillon too hangs in a 
detached wooden bell-chamber. 

294 THE ART OF THE CARILLON TODAY 



-
382 THE NEW CARILLON IN 
THE TOWER OF ST ROMBOUT'S 
ATMECHELEN 
The new town carillon in the 
tower of St Rom bout's at 
Meche/en was cast by Eijsbouts in 
1981. Like the historical carillon 
which hangs one level lower 
down, it counts 49 bells, the 
heaviest of which (FO) weighs 
8,250kg. 
The Meche/en tower's enormous 
space makes it an ideal carillon 
tower. 

383 MECHANISM OF THE NEW 

CARILLON IN THE TOWER OF 
ST ROMBOUT'S AT MECHELEN 
When installing a carillon today, 
the innovations which Jef Denijn 
introduced in 1892 are gladly 
implemented. On the inside of the 
bell we can see the clapper which 
is controlled by the carillonneur 
from the keyboard. Behind the 
clapper is the coiled spring which 
must assure that the clapper, after 
having struck the bell, returns 
immediately to its rest position to 
be ready for the next strike. 
On the outside of the bell we can 
see the electro-magnetic hammer 
which is controlled by a tape, 
perforated with the music's 
pattern. 

384 AUXILIARY MECHANISM 
FOR STRIKING THE HEAVIEST 
BELLS OF THE NEW CARILLON 
IN THE TOWER OF 
ST ROMBOUT'S AT MECHELEN 
ln order to smooth the playing of 
the heaviest clappers, an auxiliary 
mechanism has been applied to 
the new carillon in the tower of 
St Rombout 'sat Meche/en, with 
a spring in the direction of the 
strike-wire making the playing of 
the heaviest bells easier. 
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385 CONTEMPORARY 

SWINGING-BELL 

Cast by Petit & Fritsen for the 
Reformed Church at 
Werkendam. 
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NEW DEVELOPMENTS IN BELL-FOUNDRY 

When during the first half of the 17th century a happy union between science and 
craft was achieved in the Netherlands, it was demonstrated that neither science nor 
craft alone could have born the fruits of this union. Never would the splendidly
sounding and purely-tuned Hemony carillons have, come into existence if it was not 
for the fact that Jacob van Eyck managed, with a new scientific approach, to 

systematically classify and complete the bell-founders' poorly structured trials. That 
was the only way to solve the design and tuning problems of bells. 

By no means everybody was or is convinced of the use of such a cooperation 
between craft and science. Many people are under the rather romantic impression that 
a work of art can only be successful if the appropriate techniques are applied through 

experience and intuition. A strictly scientific approach will be seen by some as 
hampering rather than assisting success. Nevertheless the second half of the 20th 
century was once again to prove the contrary. This scientific research would have had 
an earlier start if the Netherlands Carillon Association could have asked Dr. A. Vas 
Nunes to perform this task, with a requested national grant. The state, however, only 
came forward with a subsidy in 1946 and it was Dr. Ir. E.W. van Heuven who was 

able to carry out the research. 
Despite some lack of understanding it became possible to talk about a new vision 

of the relationship between craft and science. This changed attitude is made clear by 
the fact that some bell-founders and carillonneurs consider acoustic research to be 
important for the carillon as a musical instrument and also because scientific insti
tutions, such as universities, carry out independent research in bell acoustics without 
thinking in the first place of any practical applications. The Technical University at 
Eindhoven has been leading the way in this field and it was already before the war, 
in 1939, that Dr. J.F. Schouten -later professor at this university- found the answer 
to the phenomenon of the strike note, 291 while nearly fifty years later a fascinating 
study of bell profiles was initiated by Dr. Ir. A.J .G. Schoofs, in cooperation with 
Eijsbouts. There will be more on that particular subject later in this chapter. Here 
we can also establish that some new techniques were developed at the Eijsbouts 
foundry during its early years, allowing a further refinement of tuning techniques. 

This nuance of tuning was mainly related to the beats which can be heard 
especially in small bells. With beats we mean the rising and falling in pitch and volume 
of certain partials of a bell's sound, particularly of the fundamental. 292 Musically 
such a beat can be compared with the vibrato of a violinist, but this comparison also 
raises a problem: does the sound of a bell have to be entirely free of beats and if not, 
to what an extent may they continue to be heard? Where is the artistic limit? 

For historical founders this problem was virtually non-existent. Since a beat is 
caused by local porosity or casting flaws, they could only try to prevent such 
disturbing beats by applying good casting techniques and, if this did not work, to 
choose between either re-casting the off ending bell or to accept it. The result is that 
in every historical carillon there are some bells with a degree of beating, especially 

in the middle register and in the treble. In response to this a so-called de-beating 
technique was developed at Eijsbouts' in 1952-at very precise places on the inside 
of a bell vertical grooves are milled in order to eliminate the beats or at least to bring 

them down to an acceptable or agreeable level. In line with this is the tuning of 

291 See also the dissertation by 
J .H . Eggen, The strike note of 
bells, Institute of Perceptive 
Research, Eindhoven, 1986. 

292 A beat originates from an 
asymmetry in the circumference 
of a bell, for example because of 

local porosity. This causes each 
partial to split into two tones 
which are fairly close ancf will 
interfere with each other. If 
both tones are far apart, it will 
be possible to hear them 
separately. This is the case with 
a teacup, for example: you hear 

a different tone near the handle 
from the one you hear if the cup 
is struck at a distance of one 
eighth in the circumference. 

293 The following example may 
make this clear. The five lowest 
partials of a C2 bell are: C' - C2 

\ 



TH E PRESENT TIME 297 

- -- - - --

coinciding overtones in order to stop these beating too.293 This process, combined 
with de-beating, made it possible to eliminate virtually all beats at least for the lower 
partials of the bells. This was indeed achieved with the carillons which Eijsbouts 
produced in 1963 for Wageningen and Doetinchem and since then with many others, 
while Petit & Fritsen did something similar two years later with the new carillon for 
Gorinchem. However, let us have a look at the results. 

Without any doubt these methods produced extremely pure, clear and, in some 
people's opinion, more transparent carillons which drew many admirers, particularly 
during the sixties and seventies. However, after that the idea that the human factor 
must not be neglected re-emerged; people accept small deviations from the ideal, find 
them even desirable, and historical founders had no choice but to accept them. The 
carillon which Eijsbouts cast in 1979 for the church centre De Goede Rede at 
Almere-Haven was made therefore to create beats, but in that form it has found no 
following. However, this carillon did hasten the acceptance of the present idea that 
a carillon with an absolutely straight sound is not considered beautiful, and the 
question of a beating bell-sound is again open for discussion. The knowledge which 
has thus been acquired has ensured that more attention is now given to the homogen
eous character of a carillon-in other words, all beats are reduced to an equal 
magnitude if possible. This proves once again that each artistic experience is dominat
~d by subjective tastes, themselves determined by the times. This too brings life into 
art. 

During those first lively years after the war some other tuning aspects came 
under discussion, namely which type of tuning would be best suited to carillons. When 
it was discovered in 1950 that historical founders used mean-tone temperament, an 
absorbing discussion broke loose around the question whether it would not be 
desirable to tune new carillons that way, or whether other historical tunings should 
be recommended, such as the famous Pythagorean tuning. 294 The carillons of Bergen 
op Zoom (1950) and Herzele (1952) were indeed tuned this way, mainly under pressure 
of Victor van Geyseghem in Liege who was a former teacher of the Mechelen Carillon 
School. He even managed to convince Michiels in 1952 to carry out a very remarkable 
experiment with the carillon he had made for the church of Our Lady at Nieuwpoort. 

- Eb2 
- G2 

- C3
• A bell in Eb2 

has the following: Eb1 
- Eb2 

-

Gb2 
- Bb2 

- Eb3
• If everything is 

alright , the tuner will have to 
make both Eb2 the same. 

294 In this intonation system 
the eleven fifths which can be 
formed with twelve tones per 
octave , are pure or natural 
(frequency ratio 3:2) . All other 
intervals are subject to this. 

386 MODERN RIM DECORATION 
ON A BELL BY EIJSBOUTS 
There is great variety in the 
ornaments which the Eijsbouts 
bell-foundry casts on its bells. 
This motif was designed by the 
sculptor Fons Bemelmans and 
represents the riders from the 
Apocalypse. 

387 MODERN RIM DECORATION 

ON A BELL BY EIJSBOUTS 

This rim decoration in the shape 
of sitting hounds was inspired by 
17th century motifs used by the 
Hemony brothers. During the 
enlargement of the Culemborg 
carillon in 1952 one request was 
to apply contemporary 
ornamentation which was 
paraphrasing 17th century motifs. 
This one was designed by Genia 
Lucker. 
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Since two different semitone intervals occur in all historical non-tempered 
intonations, a note which is raised by a semitone is not equal to a note which is one 
whole tone higher and lowered by a semitone. In musical terms: C - is not equal to 
Db, D- not equal to Eb etc. For this purpose two versions of each semitone are 
needed and this led, in that particular carillon, to all chromatic keys being given their 
real value in Pythagorean temperament, or to put it in figures: not twelve but 
seventeen bells were necessary per octave. 

This 'diachromatic' carillon has never been a success because the keyboard with 
its two rows of semitones, one above the other, had become rather impractical. The 
other, simple reason was that intonation systems which have been developed for 
stringed instruments producing harmonics, cannot be applied to bells which do not 
produce any harmonics, at least not if the typical effects of that intonation on the 
bells are expected. These particular effects disappear almost completely, even in 
mean-tone temperament. In other words: a historical carillon does not sound any 
better if tuned in an old temperament. That misconception dated from the fifties and 
it took a long time to overcome. 295 

With hindsight the discussions about temperaments in carillons seem to have 
been fruitless because they were dominated by too many theoretical considerations 
appropriate to organ building, without considering the typical characteristics of 
carillons. Could this also be true for the so-called major third bell which was 
developed in 1985 in a successful cooperation between the Technical University at 
Eindhoven and Royal Eijsbouts (390] ?296 Opponents of this bell will undoubtedly 

respond affirmatively to this question, but should they, and what exactly 
is this about ? 

388 PRESENT-DAY BELL FROM 
THE EUSBOUTS BELL-FOUNDRY 
ATASTEN 
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As has already been explained a few times, a bell has no natural harmonic 
overtones but these can be obtained, if only partly, by choosing a good profile. Since 
the findings of Van Eyck and the two Hemonys around 1640, the first five partials 
of a perfectly tuned bell form a minor chord. Therefore the bell's sound is dominated 
by the third partial which forms an interval of a minor third (one whole tone and 
one semitone) with the strike note. This is however very unusual for a musical 
instrument, because every instrument that works with strings or windpipes has a major 
third (two whole tones). Naturally this unusual minor third gives the carillon an 
.identity all of its own, but the deviation can also, consciously or not, disturb the aural 
enjoyment of musicians and listeners. This is the reason why some discard the carillon 
as a musical art form, 297 and well-informed people too react in this way. 

295 See also A. Lehr, 
Stemmingen en klokkenspelen 
[Temperaments and carillons] 
in: Klok en Klepel, tijdschrift 
van de Nederlandse 
Klokkenspel- Vereniging [Journal 
of the Netherlands Carillon 
Association], 32 (June 1984), 
pp.14-19. This error has even 
recently been made when a 
modified mean-tone 
temperament was used for the 
new carillon of the Old Church 
at Delfshaven. 

296 At the Eindhoven Technical 
University it was mainly Dr. Ir. 
A.J .G. Schoofs who played an 
exceptionally inventive part in 
solving the problem of the 

major third bell . See also his 
dissertation Experimental design 
and structural optimization, 
Eindhoven, 1987 . For a general 
introduction refer to W.G.M. 
Kohler: De klok met grote terts 
[The bell with major third], in: 
Natuur & Techniek, 55 (1987), 
pp. 822-833 . See also Music 
Perception, 4, 3 (Spring 1987) 
where several authors discuss the 
design of this bell as well as 
appreciations by listeners. 

297 Disregard can also come, as 
with Rousseau , from the fact 
that the tones of bells can 
resound for a relatively long 
time whereby they can disturb a 
following chord and thus 

destroy the clarity. Rousseau is 
by no means alone in this 
opinion, only recently Peter 
Pieters, the still young successor 
of the famous Flor Peeters as 
organist of St Rombouts' at 
Mechelen declared: My problem 
is still the overwhelming number 
of overtones. To express it with 
a commonplace: a carillon 
always sounds out of tune. I can 
never hear the harmonies for a 
full JOO%, but I can only guess 
they're there, in: 't Schipke, 
driemaande/ijks tijdschrift van 
de Beiaardschoo/ te Meche/en, 
[Quarterly Journal of the 
Carillon School at Mechelen], 6, 
I (1988), p. 26. 

389 RIM DECORATION ON A 

CONTEMPORARY BELL BY 

EIJSBOUTS OF ASTEN 

This rim decoration has been 
designed by the sculptor Niel 
Steenbergen. It represents the 
three commemorations of 
Epiphany (6 January): the 
appearance of the Lord, the 
christening in the river Jordan 
and the wedding at Cana. 



390 MAJOR THIRD BELL, 

EIJSBOUTS, 1985 

In 1985 a bell was manufactured 
which was at last given a major 
instead of a minor third as the 
dominant element in its sound 
spectrum. It was only after the 
introduction of the so-called 
finite elements method, that the 
solution to this problem could be 
found, with the help of a 
computer. It is often said of this 
major third bell that its sound is 
clearer and its timbre more 
transparent than that of the 
traditional minor third bell. 
Asten, National Carillon Museum 
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All this was noticed at the end of last century when the idea was also maturing 
to try and make a bell with a major third. One of the first who actually did this, and 
who also thought he had succeeded, was Alexius Fritsen (1823-1905). In his personal 
diaries one entry says that the Petits at Gescher had made no progress in bell-foundry 
because they were still casting a minor third in their, bells, while Petit & Fritsen could 
be proud of having succeeded with the major third. He also added: The major third 
is essential, since it requires very little effort to obtain a minor third after casting, 
but this is not so the other way round. His remark about the degree of difficulty was 
very true, even though his major third bell was given a misleading structure. The bell 
had indeed a major third, but the third which is really dominant in the sound spectrum 
was still minor, and the bell was also dissonant and out of tune. 298 

However easy the problem seemed to be -what could be easier than to move 
a partial over only one semitone- the solution proved to be very difficult to find. 
Only after the introduction of the present-day digital computing systems has the 
problem been solved thanks to the so-called finite elements method. The resulting bell 
has been given a very surprising design [390], so what were the reactions? 

In general the major third carillon's deviating sound and timbre makes it an alien 
instrument for many carillonneurs who find it hard to have any emotional feelings 
for it. This is understandable since the major third bell, with its very different sound, 
disturbs the familiar relationship between bells and player. Musicians though who 
have had no carillon training and unbiased listeners in the street very often have a 
different opinion. They usually feel that this new type of carillon has a more pleasing 
sound and a clearer intonation. Unfortunately the carillon world is not listening 
enough to these opinions and it is worth asking why not, for is not a carillonneur 
playing for the audience in the street? Despite this opposition the major third carillon 
has now found its own place, modest though it may be, besides the old and familiar 
minor third instrument. Not only are there already about ten automatic carillons 
which have been fitted with this type, there are also some larger manual carillons with 
major third bells, such as at the church of Our Lady at Deinze [391]. If we also look 
across our borders we can see that in 1990 a heavy manual carillon with major third 
bells has been brought into use at the Garden Grove Crystal Cathedral (Los Angeles) 
and has been enthusiastically received there. 

All this should not imply that the classic bell should be renounced, far from it ! 
It does seem worthwhile however to find out in what circumstances the new bell would 
be better than the old one. Its modest volume seems to make it suitable for low towers, 
and also for playing with 'harmonie' and brass bands, while in countries where the 
Western bell timbre is not so familiar, the major third sound may very well be closer 
to local taste. The future will tell us, as yet more designs have meanwhile become 
available. 

However, let us return to tradition. When listing all the new developments in 
the art of bell-founding it certainly has to be mentioned that, since Jef Denijn's 
initiative in 1892 in improving the installation of carillons, many carillonneurs have 
become increasingly interested in this subject, certainly since the seventies. 299 Since 
that time no new inventions have been made regarding the action, but carillons have 
been installed with increasing care and thought. Nevertheless it looks as if this may 
only be a beginning. Modern techniques combined with modern materials may very 

298 The usual series C 1 
- C2 

-

Eb2 
- G2 

- CJ etc. becomes in a 
major third bell C1 

- C2 
- E2 

- G2 

- CJ . It should also be noted 
that in the above-mentioned 
musical instruments with 
harmonic overtones the major 
third lies one octave higher than 

in the given bell example. This is 
also apparent from the . 
frequency ratios between the 
partials. If these are kept as 
simple as possible, then the 
ratios for a minor third bell are 
5: 10:12:15:20 and for a major 
third bell 2:4:5:6:8. 

299 See among others A. Lehr, 
Ringkraag, op .cit. and mainly 
J . van der Ende , Speeltechnische 
en akoestische overwegingen bij 
de restauratie van de 
Dombeiaard, [Considerations on 
playing technique and acoustics 
on the occasion of the 



restoration of the Dom carillon] 
in : Er gens beginnen de klokken 
bun lied. Utrecht, 1981, 
pp. 107-142. 
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391 THE FIRST MAJOR THIRD 

CARILLON IN THE CHURCH OF 

OUR LADY AT DEINZE 

The first major third carillon, 
playable by hand, was cast by 
Eijsbouts for the Church of Our 
Lady at Deinze. This carillon has 
37 bells. 

-
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well bring about a real revolution in an action system which has to withstand all 
weathers, and which has still not benefited from the technical refinements which other 
instruments have enjoyed for centuries. 

Another important aspect of carillons, namely the acoustics of the bell-chamber, 
also deserves to be investigated during the coming decades. Attention is directed 
almost exclusively to the quality of the bells, not enough to the action which makes 
the bells ring, and virtually not at all to the acoustics of the bell-chamber which is 
an important determining factor in the character of a carillon. 300 

A BRIGHT FUTURE ?301 

During the eighth International Carillon Congress at Zutphen on July 3, 1990, 
Improvisations for organ and synthetic swinging-be/ls were played at the local 
Walburg Church. The title was in fact misleading, because the audience did not hear 
synthetic swinging-bells, but synthetic carillon-bells. Basically this did not make very 
much difference, and it was in any case an exceptionally absorbing and fascinating 
concert. It was also a performance which had only just become possible, with bell 
sounds coming from a synthesizer. 

Had a synthetic bell, by way of an official congress, penetrated the carillon 
world after all? During the fifties American companies had already tried to conquer 
the European market with electronic carillons, 302 but this musical simplification was 
successfully fought back in Belgium as well as in the Netherlands. Even though these 
electronic bells had all the necessary overtones, they still missed what it takes for a 
bell to be a real bell. 

This and similar attacks on the essence of a bell and therefore of a carillon, can 
always be traced back to the mistaken idea that a carillon can be imitated with the 
help of a limited number of parameters. This same lack of insight is found when a 
technician thinks he will make a carillonneur's life more pleasant by simplifying the 
keyboard, something which many of them tried to do in the 19th century, with the 
means then available. Their efforts had to fail because they ignored two essential 
aspects. 

392 CARICATURE OF THE 
COMING ABOUT OF THE 
CARILLON IN THE TOWER OF 
ST JAN'S AT SCHIED AM. 
EUGENE HOEKSTRA, 1964 
After a plan has been drawn to 
provide a tower with a carillon, 
there usually follows a long, and 
sometimes laborious, process to 
achieve a satisfactory realization 
of the said plan. This caricature 
gives a humorous view of such an 
'operation' and served to 
strengthen the finances of the 
restoration fund. 
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Firstly, their keyboard mechanisms did not allow any dynamic colouring of the 
bells and secondly, they broke off the tangible contact between player and clapper, 
a psychological break which shows little understanding towards the intricacies of a 
carillon. This same lack of insight is also evident in the later solutions with electronic 
keyboards. In these an electric contact is made underneath each key, thereby controll
ing the electromagnetic hammer of the appropriate bell. This allows the use of an 
ordinary piano keyboard, though without the dynamic possibilities of a player's touch 
and therefore poor in timbre variations. The musician can do no more than just press 
a series of keys. 

Nevertheless it looks as if these same technicians, this time armed with modern 
aids, will carry out a renewed attack in the hope of being able, triumphantly, to let 
the musicians know that technique has indeed managed to simplify the bells as well 
as the keyboard. They now look as if they have the best possible asset in their 
possession: computers. 

A first success has apparently already been achieved: study or practice 
keyboards [393] which used to have a metallophone as a sound source, can now be 
fitted with a sampling synthesizer. 303 What is more they still have the touch-sensitive 
keys which transform all the carillonneur's intentions into hard and soft and all shades 
in between. Will these technicians place the study keyboards, which they designed, 
as an imitation carillon in the towers with the necessary amplifiers and then, as a last 
step, connect it with a piano or organ keyboard? 

As a matter of fact these technicians are doing nothing new. Throughout the 
centuries many instruments and sounds of nature have been imitated, but what one 
should realize is that while it is probably possible to imitate the sound of a violin, 
it is not possible to imitate violin playing, in all its changing shades where chance and 
circumstances determine the variation. This is also the essence of imitation's failure. 
In other words, the computer's memory is still too small to store all relevant factors 
of sound and playing, if we do indeed know them all. Let us see why this is so. 

Experience has taught us that a perfectly tuned carillon with absolutely straight 
notes does not necessarily produce a beautiful sound. It is precisely the small 
inaccuracies which are so appreciated by the musical ear, thanks to the differences 
in dynamics and articulation which these introduce. Just how true this is can be 
experienced when listening to this same instrument on a windy day when its sounds 
are blown around. Suddenly this uninteresting carillon possesses a liveliness which 
?ad been totally lacking before. 

The designer of a simulation will of course retort immediately that these 
inaccuracies cannot present any real technical problems, as long as they do not claim 
too much of the computer's memory. Would the imitation then be successful though? 

300 Lehr, Akoestiek 
klokkenkamer [Bell-chamber 
acoustics] , op.cit. 

301 See also A. Lehr, 
De /uidklok tussen magie en 
muziek, of we/ hoe de luidklok 
haar betekenis als magisch-sacraal 
signaalinstrument verloor aan 
een muzikaa/ verantwoorde 
k/ank [The swinging-bell 
between magic and music, or 
how the swinging-bell lost its 
meaning as a magical and sacral 
signal instrument to a musically 
justified sound] , in: Jaarboek 
van het Vlaams Centrum voor 
oude Muziek [Yearly Journal of 
the Flemish Early Music 

Centre], 2 (1986), pp. 139-186. 

302 The best known among 
them was Schulmerich from 
Sellersville, Pennsylvania, USA. 
The tones of his electronic 
carillon are generated by 
specially profiled staves and 
then amplified electronically. 
See also A. Lehr, Het 
electronische klokkenspel [The 
electronic carillon], in: Mens en 
melodie, 12 (1957), pp. 297-300. 

303 In a synthesizer sounds can 
be formed electronically by 
means of a computer. These 
synthetic sounds can also be 
taken from those made by an 

existing instrument. To this aim 
a small amount of sound is 
recorded, a so-called sample. 
There are still three objections 
to this technique . Firstly, the 
always limited memory space 
prevents registering all 
parameters of an instrument in a 
computer and secondly, for the 
same reason, the fading of each 
note has to be achieved 
somewhat artificially, certainly 
in the case of bells which have a 
fairly long reverberation time. 
Finally there is also a limit to 
the number of notes which can 
be sounded simultaneously. See 
H. Timmermans, Midi, muziek 
en computer, Deventer, 1990. 

393 CARILLON KEYBOARD, 
ALTERED INTO A PRACTISE 
KEYBOARD 
It is clearly visible here that the 
original keyboard has been fitted 
with metal sound-staves to 
change it into a practise 
keyboard. 
Asten, National Carillon Museum 
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No, even then it would not, for the simple reason that the irregularities which the 
players produce are still not incorporated in the machine-this is impossible as two 
different players will never play exactly the same way and even a single person's 
playing will be subject to fluctuations. 

Whoever listens carefully to a carillon will soon notice that even two equal 
strikes on the same bell will never produce two entirely similar sounds. A bell may 
be struck straight on, but the next time the clapper may strike it in a somewhat chafing 
way, and it is also possible that it does not always strike exactly the same point. If 
the bell in question has beats as well, then two strikes will never be the same. To put 
it differently, there will always be minute differences in sound, since the striking 
mechanism of a bell contains chance elements outside the carillonneur's control-yet 
these elements are essential ! 

How does a musical ear register these subtle differences? It looks as if, over 
and above the strict orderly structure of intonation and sound colour, it is precisely 
these small differences, these ripples of disturbance, which bring life to the whole. 
These subtleties are particularly manifest in dynamics, since the inaccuracy in sound 
amplifies the area within which dynamic differences can move. They are hardly 
noticeable variations which are not only unpredictable in time during a carillon 
performance, but also in character and form, as well as in relation to the performer. 
They are essential though, and this is true for every type of music! 

Does this mean that every synthetic sound, such as that of a bell for example, 
must be rejected? Certainly not, but it should not be a replacement of a particular 
instrument, it should instead be an independent phenomenon-as it was at the 
Zutphen Congress. Designers must therefore not try to imitate, but to complement 
the existing sound idiom. 

All things well considered, an open air concert for carillon and brass-band also 
lies in this complementary sphere, and perhaps even more so does a concert featuring 
an orchestra and a carillon whose sounds are brought into the concert hall by means 
of electrical transmission with microphones and amplifiers. These kinds of events are 
always fascinating. For example, on 18 November 1990, the Netherlands Philharmon
ic Orchestra gave a concert at the Municipal Theatre of Tilburg under Jacques Wijnen, 
with the town's carillonneur Carl van Eijndhoven playing the local Heikesetoren 
carillon in a performance of Jan van Dijk's Concerto for Carillon and Symphony 
Orchestra. It was a pleasant bonus to be able to watch the carillonneur's playing on 
a giant video-screen placed behind the orchestra. Can this agreeable flirtation with 
the official music scene be complementary to the aim of letting the carillon be part 
of it, more so than before ?304 Can this also be true of bell sounds coming from 
synthesizers and should we not add the very opposite to this small list, namely the 
still latent types of bell which can be designed with a computer, in the same way as 
the major third bell came to life ?305 

In the past the carillon has on several occasions had to withstand severe attacks. 
During the 19th century it was threatened by the changed music practice in concert 
halls at the expense of music from the towers (pp. 214f). Victory had only just been 
claimed and there was already a new threat, namely air pollution due to extreme levels 
of sulphur dioxide which affected many carillons (p. 282), but thanks to the intro
duction of natural gas during the sixties that danger has been stemmed. Meanwhile 

304 It seems that this aim still 
needs to be pursued: in Leo 
Samama's Zeventig jaar 
Nederlandse muziek [70 years of 
Dutch music] , 1915-1985, 
Amsterdam, 1986, the word 
carillon is hardly mentioned ! 

305 A pleasing remark is made 
by Pierce, op.cit., p. 93: Who 
would wish to miss the 
characteristic and pleasant 
sounds of bells and gongs ? No 
doubt musical applications will 
be found for sounds with totally 
new composite non-harmonic 

partials. To the brave searchers 
for such new sounds and new 
applications I say: Careful, it is 
not as easy as it looks. 
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a new menace had announced itself, that of city noise which made it almost impossible 
to hear many of the carillons. This too has been tackled in many towns by introducing 
car-free areas, but in these areas there have recently been increased noise levels from 
loud background music in the streets, again disturbing the carillonneur's perfor
mances. Luckily more and more authorities are beginning to recognize the problem. 

Finally there is the computer, but it will also be defeated. When technical 
limitations have eliminated the unexpected, a musical ear will register the artificiality 
very precisely. On the other hand, for composers it will be an interesting addition to 
existing stylistic devices-also in relation to carillons. 

306 For exports from the 
Netherlands, see the article 
concerned by A. Lehr and J. 
Maassen in : 45 years of Dutch 
carillons 1945-1990, soon to be 
published. 

307 Unesco Courier, 98 (1981) , 
pp. 14-15. 
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POSTLUDE 

We have now ended our journey along the rise and the evolution of the carillon since 
time immemorial. We have seen what has come to us from a distant past and tried 
to understand it with the material available and with means which are by necessity 
of the 20th century. Have we done justice to this ,past? Probably not, because even 
though we were searching for the context of phenomena and events, we can never 
take part in this past or become one with it. What once happened we only witness 
as distant spectators trying to interpret historical facts, trying to order them according 
to views and ideas which are inevitably borrowed from the present. On the other hand 
we are linked to this same past in all our musical feelings, because we still listen to 
bells which our ancestors have also heard, we still listen to music which they too have 
heard, and we live in a carillon tradition which is deeply rooted in that past. Can we 
therefore assume that, in combining objective historical facts with subjective feelings 
of today, we have nevertheless found the right tone for the bell and its sounds? Or 
can all this only serve to illustrate how much historiography is bound to time and 
individual persons? 

Far away though from these theoretical musings the carillon will continue to 
sound in Flemish and Dutch towns, in the Low Countries where the carillon originated 
around 1500. Since then the carillon has made a really triumphant progress and other 
countries too have followed such as the United States since the middle of the 19th 
century and Europe this century, especially Denmark. 306 Are these the first signs of 
a future where the carillon will grow to be a worldwide musical instrument? Hopefully 
it was symbolic that on 23 December 1990 two new Eijsbouts carillons were played 
in by the directors of the Dutch and Flemish carillon schools. Jacques Maassen played 
in the carillon of St Jacob's at the pilgrimage site of the Holy Virgin at Medjugorje, 
near Mostar in Yugoslavia, while on the same day Jo Haazen did likewise with the 
carillon in the tower of the Holy Garden temple complex at Shiga, near Kyoto, in 
Japan. 

It seems to be beyond any doubt that a carillon, which is of course made up 
of bells as universal percussion instruments, can fulfil a worldwide symbolic function. 
A striking example of this can be found just South of Sofia where in 1979 the Banner 
of Peace monument was built. The inauguration took place during a meeting of 
youngsters whose patron was, among others, the director-general of Unesco. 307 The 
Banner of Peace is a tower flanked by two semicircular walls. Seven bells, representing 
the world's continents, hang in the tower, while innumerable bells from many 
different countries hang from staves in the walls below, each one accompanied by 
a call for peace. 

Could we not think of an attractive variant in our own environment and could 
there be a better place than the Peace Palace at The Hague? This is an initiative which 
has recently been developed and the idea is that each country will be represented by 
a bell in a carillon of peace. It will not surprise anyone that both the Netherlands and 
Belgium have already donated their respective bells; may many countries soon follow. 
Together they will underline the search for worldwide human rights in the Internation
al Court of Justice where the many different languages are the bearers of those 
innumerable cultures, but where the bells of a carillon can also speak a universal 
language, universally understood, with melodies from all over the world. Bells and 
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carillons sound the way we hear them, time and again they will express our feelings, 
in sorrow and in joy. The French writer Chateaubriand expressed it as follows : 

When we are celebrating, the carillons and the noisy voices of the bells seem 
to add to the general happiness. Joy it is, expressed on an immense scale of sounds. 
When great calamities occur, however, their noise becomes terrible. 308 

Indeed, bells belong to human beings and they are understood by those who care 
to listen. May it always be so ! 

308 F.A.R. Chateaubriand , 
Le genie du christianisme, 
Paris, 1802. 
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while the register is essentially based on the Dutch version. 

Aalst 93, 109 
Aalst, Belfry 94-95, 172, 193, 

209, 215, 246 
Aarle-Rixtel 187, 206 
Aaron 31 
Abbenes, Arie 287, 290 
Aberdeen 209, 222 
acoustics bell-chamber 230, 

293, 302 
action 134, 151, 155, 295, 

301-302, see also carillon 
installation, breech and 
bell-crank system 

Adama van Scheltema, Carel 
Steven 235 

Addicks 232, 250, 261 
Addicks, Floris 232, 237 
Admont 86 
Adolf van Gelre 74 
Adriaens, Theo 256 
Advisory Committee 

Netherlands Carillon 
Association 276, 281, 283 

advisory work 249 
Aerschodt, Andreas Lodewijk 

van 59, 184, 207-209, 211, 
234, 236-237, 239 

Aerschodt, Felix van 209-210, 
224, 252 

Aerschodt, Reine-Barbe 
van 213 

Aerschodt, Severinus van 59, 
185, 209-211, 213,219,224, 
234, 236-237, 239, 256 

Aerschodt, Thomas G. van 185 
Afghanistan 36 
Africa 37-39 
Ailell 48-49 
air pollution 181, 281-282, 305 
al Jazari 81 
alarm-bell 46, 94, 152 
alarm-clock 87 
Alart 91-92 

Albert, king 256, 266 
Alcuinus 50 
Alexander the Great 28, 7 4 
Alexandria 42 
Alexians 180 
Alfonso the Wise, king 82-83 
Alkmaar 112, 116, 158-159, 

242 
Alkmaar, Chapel tower 151 
Alkmaar, Great Church 151, 217 
Alkmaar, Waag 147, 151 , 156, 

158-159, 164, 166 
All Saints' Day 124 
allaying character of bells 11, 

28-31 
Almere-Haven, Goede 

Rede 297 
Alsace 116 
Althuizen, Fr. 264 
Amalarius 44, 53 
Amersfoort 242, 290 
Amersfoort, Belgian 

Monument 249, 252, 290 
Amersfoort Carillon 

Association 286 
Amersfoort, tower of Our 

Lady, 287 
Amlash-culture 29 
Amsterdam 69, 102, 118, 128, 

218, 242 
Amsterdam, Central 

Station 249 
Amsterdam, Dam 113 
Amsterdam, Mint tower 217 
Amsterdam, New Church 142 
Amsterdam, Old Church 

tower 159, 161 
Amsterdam, Palace 142, 

150-151, 192, 241-242, 245, 
281-282 

Amsterdam pound 135 
Amsterdam, Rijksmuseum 104, 

209, 238, 249 

Amsterdam, Southern 
tower 128, 155, 239 

Amsterdam, town hall 113 
Amsterdam, Western 

tower 135, 146 
amulet 44 
Angkor Vat 21-22 
Anhee 253 
animal bell 24, 29 
ankusa 22 
Ann Arbor, University of 

Michigan 258, 290 
Annecy 235 
Anthonius Pierozzi 42 
Anthony, Saint 40-42 
anthropomorphic figure 32 
Antwerp 94, 104, 110, 112, 

114, 117-118, 142, 148-149, 
152, 171 

Antwerp, Cathedral of Our 
Lady 68, 105-106, 128-131, 
137, 150, 153, 159, 198, 205, 
220-221, 230, 284 

Antwerp, St. Jacob's 
Church 152, 204 

Antwerpen, St. Michael's 
Abbey 94, 138, 203 

Anubis 30 
appeaux 88 
appeelkens 88, 114 
Appingedam, Reformed Church 

208, 238 
Applied Scientific Research 278 
Archimedes 81 
arduousness of carillon 

playing 159, 192-193 , 217, 
219, 231 

Aristotle 30 
Aries 42 
Armagh 48 
Arnemuiden , Carillon 

Tower 104, 205, 21 7 
Arnhem, Church of St. 

Eusebius 68, 71, 128, 175, 
177, 199, 242, 258 

Arnhem, Open Air 
Museum 239 

art of the Hemonys 128-134 
Arts, Getulius 260 
Asaph 48, 55 
Aschara 60 
Ash Wednesday 124 
Association for the history of 

Music in the Northern 
Netherlands 239 

Association of Dutch 
municipalities 265 

Assyria 31 
Asten 70 
Asten, Church of the 

Annunciation to Mary 82, 
237, 289 

Asten, National Carillon 
Museum 288-289 and passim 

astronomical monumental 
clock 81, 289 

Ath 268 
Athens 29 
Aubertin, Jean and Toussaint d' 

178 
Aublain 253 
August, emperor 29, 31 
Aupri:s de ma blonde 119 
authentic performance 

practice 245, 286 
automatic carillon 79, 86-90, 

134, 149, 161-164, 193-195, 
278, 280, 293 

automatic musical 
instrument 80-81 

automatic playing flautist 81, 
114 

automatic whistling bird 80 
automatically moving 

figures 81-82 
Autun, Cathedral of St. 



Lazare 75 
Averbode, abbey 90, 140, 

203-204 
Aztecs 31-32 

B flat 31 
B flat in the pedal 230 
Bach, J .C. 200, 233 
Bad Langensalza 60 
Badings, Henk 264, 291 
Baghdad 114 
Bailleu! 255 
Bakker, Peter 287 
Balkom, Toon van 245 , 258 
Ban Chiang-culture 21 
Ban, Jan Albert 123 
banklok 46, 70-71, 179 
Barbieux, Jean 

Baptiste 177-180 
Hargrave Robert 105 
Barneveld, Reformed Church 

239 
baroque 121 
Barre, Simon de la 108 
Bassigny 124 
basso continua 121 
Batsheers 119 
beats in bells 296-297 
Beauvais, Vincent of 122 
Beeckman, Isaac 123 
Beefe, Gillis de 194-195 
Beefe, Nicolas de 194-195 
beehive model 60-61, 65 
Beer, J. de 268 
Beethoven 218, 263 
belfry 46 
Belgian Guild of 

Carillonneurs 250, 276, 
289-291 

bell and carnival 164 
bell chord 123 , 128, 298-299, 

305 
bell , etymology 47-48 
bell model 35, 49, 123, 129, 

131, 133, 174, 208, 234, 296 
bell requisitioning 115-119, 

180, 203-205 , 207, 236, 
255-256, 259-260, 265-271 

bell tolling 58 
bell-cage 294 
bell-crank, directed 242 
bell-crank system 225-226, 231, 

241-242, 246, 262, 282, 284 
bell-founders' secret 129, 146 
bell-foundry centres 65-74 
bell-tuning 79, 108-109, 127, 

129, 131-132, 136, 139, 
146-147, 149-150, 152, 176, 
180, 185-187, 197, 209-210, 
213, 234-239, 254-255, 258, 
282 

bell-wheel 66, 77 
Bellini 218 
Bells and carillons 276 

bells, casting on site 67 
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bells, consecration of: see 
consecrating 

bells, inspection of 147, 
150-151, 154, 175-176, 182, 
186-190 

Bemelmans, Fons 297 
Benares 37 
Benedict of Nursia 50-51 
Benin 37-39 
Benoit, Peter 217,221,233, 

262 
Bergeijk, belfry 67 
Bergen op Zoom 108, 297 
Bergen, Andries Heeres 

van 206, 208 
Bergen, Jacobus van 207 
Bergen, Udo van 208 
Bergen, van 156, 206, 237, 

250, 254, 258-261, 268, 
270-271, 276, 289 

Berghuys, Frederik Johan 198, 
200, 216 

Berghuys, Johan 194, 198, 
200, 216 

Berlin, Church of St. 
Mary 115 

Berlin, Parochialkirche 148, 
202 

Bernard, Antoine 155, 177-178, 
230 

Bernhard, prince 288 
Bethlehem 64, 79-80 
Bethune 119 
Beullens, Alphonse 213, 252, 

254 
Bevere, Jan van 94 
Biafra 37 
Bible and bell 31 
Bigelow, Arthur 258 
Blankenburg, Quirinus 

of 144-145 
Blasius 41 
Blessing, Johannes 236 
Bleumer, Anthony 187 
Blicos 74 
Boccherini 200 
B6ckeler, H . 234 
Boedijn, Gerard 264, 291 
Boeotia 25 
Boethius 85 
Bollee 213, 218 
Bollee, Amedee 219 
Bollee, Ernest 219 
Bolsward, town hall 151 
Boniface 45, 49 
Booth, Cornelis 121 
Borch, Henricus de 118 
Borgerhout, town hall 213, 

252, 254 
Borobudur 24 
Both, Gerrit 102, 104 
Both, Thomas 106, 108 
Boudewijn, king 294 
Boutmy, Jacques 152-153 
Bouvrie, Petrus 178 
Brandts Buys, M.A . 242 

Brant, Sebastian 93 
brass 37 
brass ensemble 291 
Braunschweig 72 
Breda II 0, 242 
breech and bell-crank 

disputes 241-245, 258 , 
breech system 106, 154, 

190-192, 225,231, 240-241, 
245-246, 262, 282 

breviary 75 
Brielle 155 
Broek, Piet van den 222, 258, 

286, 292 
broken variation 163 
Brom, A. 243, 245, 249 
bronze 12-13, 26, 37, 115, 126, 

131 , 133, 136, 273 
bronze and brass-founder 60 
Brouwers, J .W. 214, 221 
Bruges 60, 66, 86, 92-93, 112, 

153, 214 
Bruges, Halle tower 121, 144, 

150, 154-155, 170-173, 215 , 
237 

Bruinsma, Ybo 175 
Bruno of Koln 66, 89 
Brussels 88, 110, 153 
Brussels, Belfry 104, 140, 148, 

152-154, 164, 166 
Brussels, Bread house 253 
Brussels, Cathedral of St. 

Goedele 152, 180, 278-279, 
281 

Brussels, Museum of Musical 
Instruments 253 

Brussels, Royal Court 160 
Buchten, St. Catherine's 

Church 64 
Buggenum 66 
Burgerhuys, Johannes 105 
Burgerhuys, Michael 104 
Burney, Charles 192-193, 200 
Buskoducis, Wilhelmus de 67 
Butendiic, family 71 
Butendiic, Gherijt 63 
Butendiic, Steven 71, 118 
Butendiic, Willam 70 
Byzantine empire 41, 43 

C sharp and D sharp in the 
bass 133, 144-145 

Caesarius 42 
Call, Jan van 161 , 194 
Callaerts, J. 220 
cambatta 47 
Cambodia 21 , 61 
Cambrai 119 
camel bell 36 
campana 26 
campanologist 42 
Candaculus, king 74 
Canino 52 
cannon, see guns 
canonical hours 42, 51 

capitularia 51 
Cardanus, Hieronymus 161 
carillon 16, 59, 80, 93-94, JOO, 

113-114, 216-222, 224, 243 , 
284 

carillon competition 231-232, 
249, 262 

carillon installer 261 
carillon installation 139, 142, 

155-163, 190-195 , 224-226, 
228 

carillon maker 155-156 
carillon music 163-169, 

196-202, 262-264, 287-288, 
290-293 

carillon playing 219-220, 
226-227, 230-231 , 244 

carillon school 233 
carillon school Amersfoort 

249, 252, 258, 265, 286-288 , 
291 , 293 

carillon school Mechelen 244, 
256-258, 263, 291 

Carillon World Federation 290 
carillonneur 163-169, 196-202, 

243, 265 , 292 
carillonneur, exam for 196, 253 
carillons, types 134, 192 
Carolingian bell-founders 54-55 
Carolingian empire 50-58 
Casbroec, Jean van 71 
Caspari, J . 214, 232, 241 , 264 
casting faults 144, 296 
casting in tune 234, 258-259 
casting technique, see moulding 

technique 
Catharine 63 
Catholic Bell and Organ 

catholicism Hemony 146 
Cattistock 224, 233 
Causard, Adrien 253 
Causard, Charles 253 
Causard, Hippolyte 253 
Causard, Marie 253 
Cellier, brothers JOO 
Celtic handbell 47-50 
Celts 28, 49 
cement mould method 274 
chamotte 272-273 
Chams 22 
change-ringing 97, 291 
character carillon music 112 
Charlemagne 50, 54, 59 
Charles, king 153 
Charles the Bold 114 
Chateaubriand, Fran9ois 307 
Chatelleraut 213 
Chenee 213 , 255 
Chevetogne, monastery 93 
Chhi 18 
chhun-yii 20-21 
Chimay 172, 221 
chime 88-89, 113 
chime, Chinese 13, 14, 16-18 
chiming 37, 44 , 55-58, 73 , 75, 

80, 90-93, 98-99, 114, 118, 120 



Chimu-culture 32 
Chinese bell 10-21, 26, 61, 115 
Chladni, Ernst 132 
Chopin 218, 248, 262 
Christian Orthodox Church 44 
Christian us 62 
Christoffel, Thomas 156 
chromatic 145 
chung 10-21 
chung, model 13-14 
chung, origin 13-14 
Church 297 
Cihuacoatl 32 
cimbal, name 75 
cimbal playing 48, 75-79, 108 
cire perdue technique 12, 21, 

24, 27, 271 
cittern 76 
city noise 305 
Claeszoon 92 
clapper 11, 75, 191 
clapper bell 27 
clapper's eye 80 
clapperless bell, see chung 
Clarens, Jacob 146-147, 151, 

159 
Clemens Alexandrinus 44 
Clemens non Papa, 

Jacobus 115 
Clement, Geo 258, 291 
Clementi 217 
clocca 49 
clock, see tower-clock 
Clockghietere, Renier de 71 
Clockgieter van Vanloe, Jan 

die 74 
Clock-0-Matic 156, 180, 261, 

276 
cloisonne-email 19 
closed bell-chamber 230, 242 
Closson, Ernest 232 
Clotharius II 45 
Coifs, Jan Jozef 198 
Cologne 131, 156 
Cologne, town hall 238 
Commission pour la sauvegarde 

des cloches en Belgique 268 
competition 136 
compute'rised carillon 163, 280, 

293, 303-304 
concert music 214, 218 
Confucius 11 
consecration of bells 45-46, 54, 

236 
Constantine the Great 41 
Constantinople 44 
cope 272-273 
Copenhagen 188 
Copts 41 
core 272-273 
Corelli 145, 198, 200 
cornet tone 134 
corrosive attack bells 282 
Corsendonk 182 
Coster, Charles de 140 
Coster, Theodoor de 231. 233 

Council 260, 276, 292 
counterpoint 109 
Couperin 198 
Courtrai, see Kortrij k 
Creman, Willem 258, 263 
critical tape width 106 
Croneman, A.F. 186 
Culemborg, Barbara 

tower 129, 217 
Cumascach 48-49 
Cuppens, G. 182 
Cuypers, Jos. 249 
Cuypers, P. 249 

Dalifol 218 
Damascus, Great Mosque 43, 

81 
Daniel 55 
Darmstadt 135, 234 
David, king 48, 55-57, 76-77, 

91, 98-99, 120 
de-beating 297 
Decamps, Alexandre 

Gabriel 235 
Decker, Jan de 178 
Dei"anira 122 
Deinze, Church of Our 

Lady 300-301 
Delfshaven, Old Church 299 
Delft 59, 150 
Delft, New Church 135, 194, 

216 
Delft, Old Church 103 
Dendermonde 180, 252 
Dendermonde, Belfry 281 
Denijn, Adolf 218, 220, 222 
Denijn, Jef 191,209,217, 

222-234, 241-242, 252-259, 
261-265, 280, 284, 295, 301 

Dens, P. 220 
Derck, Johan Nicolaus 188 
Descartes, Rene 123 
Deurne 51 
Deva 34 
Deventer 63, 74, 86 
Deventer, Lebuinus tower 126 
Dharmapala 19 
diachromatic carillon 298 
diatonic 145 
Diepenbrock, Alphons 264 
Diest, Sint-Sulpicius tower 178 
dignitary bell 36 
Dijk, Jan van 292, 304 
Dinant 268 
ding dong 1/ 4 hour strike 88 
Disaster year 1672 119 
Divine Wisdom, see Sapientia 
Diyarbakir 81 
Doesburg 155 
Doetinchem, Reformed 

Dokkum 45, 217 
Donemus 291 
Dong Son culture 21 
Donker, Dirk 292 
Donnes, Jan 254 
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Doorslaer, G . van 250 
Dordrecht, tower of Our 

Lady 281 
d6taku 20-21 
Douai 88, 290 
dried fruit, sound 26-27 
drum 81, 114, 192-194 
drum, brass 163, 171 
drum, iron strips 163 
drum keyboard 193 
drum mechanism 18, 20, 

89-90, 110, 139, 152, 155, 
217, 278, 284, 293 

drum music 110 
drum size 162 
dual tonality of Chinese 

bell 14-15 
Dufay, Guillaume 115 
Dunkirk 94 
Dupont, Jean 198 
Durandus, Guilelmus 53 
Durme, 0. van 233 
Dusart, Cornelis 164 
Diisseldorf 125 
Dutch Archaeological 

Association 249 
Dutch Bell and Organ 

Council 249-250, 256, 259, 
260, 267 

Dutch Language and Literary 
Congress 214, 221, 231, 233 

Dutch pedal 155, 241, 282 
Dutch style 241-249 
dying away time of 

bell-sound 62, 159 

Ea 31 
early christian bell 41 
Easter bells 58 
Eastern churches 44 
echo as resonance 123 
echoes in bell-chamber 230 
Echt 63 
Edam 110 
Edam, Carillon tower 103 
Edan couple 3 7 
Edelbrock, Theodora 206 
Edingen 88, 172 
Egypt 41-42, 47 
Eijnde, Johan van den 103 
Eijndhoven, Carl van 304 
Eijsbouts 43, 59, 69, 72-73, 94, 

103-104, 108, 110, 129, 137, 
139, 150-151, 156, 159, 172, 
178, 180, 182, 184, 186, 204, 
206, 208-209, 213, 220-221, 
232, 235, 238, 248, 250, 
255-256, 260-261, 271-279, 
281, 285, 288, 290, 292-300 

Eijsbouts, Tuur 271 
Eindhoven 206 
Eindhoven, Philips tower 281, 

293 
Eindhoven, St. Catherine's 

Church 281 

Eindhoven, Technical 
University 298 

Eindhoven, town hall 208, 238 
electric keyboard 293, 303 
electromagnetic hammer 280, 

291, 294 
electromagnetic mechanism, see 

tape mechanism 
electronic carillon 302 
elevation 77 
Elewyck, Xavier van 197 
Eliseus 94 
Elst, W. van der 249 
Elst-bell, Dr. Van der 292 
Emmeloord, Polder tower 277 
Ename, Abbey 137, 142, 203 
Engelbert 87 
Enkhuizen 74, 118 
Enschede, Campus tower 281 
Enschede, J.W. 239, 242 
Enter 62 
environment, protection of 210 
ephod 31 
Ephraem 44 
Epiphany 299 
equinoctial hours 81 
Erasmus 143 
Erfurt, Dom Church 72 
escape-wheel 84 
Escorial 117-118, 150 
Estrades, Godefroy d' 136 
Ethan 48 
Ethelwold 52 
Eurystheus, king 81 
Evelyn, John 159 
execution and bells 70 
export 306 
external tuning 110, 129 
Eyck, Jacob van 122-124, 

126-128, 156, 163, 247, 293, 
298 

Fabiola, queen 294 
face bell 37-39 
Fair, Todd 288 
false bell 272-273 
faussure 64 
Faust 262 
Fectio 50 
Felciano, Richard 290 
Felix 31 
feng ling 11 
Feremans, Gaston 291 
Fesch de 198 
Fetis, F.J. 200, 216 
Fez, Bu'aniiniya Mosque 82-83 
fiddle 57, 76, 101 
Filostratos 30 
finite elements method 300 
Fiocco 198 
fire-bell 46 
fire-hoses 208 
First English War 142 
First World War 250-251 
Fischer, J.P.A. 191,200 



fishing 30 
fishmarket 30 
Fittleworth 236 
Flavius Josephus 29 
Flemish pedal 241, 282 
Flemish style 232, 241-249 
Florence 42 
Flushing 119, 199-200, 203 
Flushing, St. Jacob's tower 

237 
Flushing, town hall 285 
Fokkens, Melchior 131 , 135, 

161, 164 
foliot 82, 84, 114 
fool from Aalst 93-94 
foramina 60-61 
Franken, Wim 286, 291 
Frankish kingdom 44 
Frederic I of Brandenburg, 

elector 115 
Freising 50 
Fremy, Claude 136, 146-148, 

151, 207 
Fremy, Mamees 207 
Fremy, Mammertus 136 
Fremy, Mammes 136, 146-147, 

207 
French Revolution 184, 203 
Frenswegen 77 
frequency of playing 110 
Fritsen , Alexius 185, 206, 235, 

300 
Fritsen, Henricus 185, 206, 209 
Fritzen, Izaac 185 , 206 
fruitbowl as bell 32 
Fulda 45 
function classification of 

carillonneur 265 
fundamental 14 
funeral procession 53 

Gallus 49 
Gandhara culture 36 
Ganges 37 
Garden Grove, Crystal 

Cathedral 300 
garuda 22-23 
Gaza 81 
Gdansk 102-103, 119 
Gdansk, St. Catherine's 

Church 188-189 
Gebruers, John 258, 275 
Geesteren, R.C.Church 43 
Gelre 74 
Geminiani 200 
General Carillon 

Association 242, 249-250 
General Dutch Association 233 
Genk, St. Martin's tower 281 
Gens, Maria 182 
Georges of Makkebas 43 
Gescher 206 
Geyseghem, Victor van 44, 

255, 258, 297 
ghanta 19, 21-24, 35-36 
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Gheerde 63 
Ghein, family van den 71, 100, 

102-103 
Ghein, Jan Ill van den 102 
Ghein, Peter I van den 100, 

102, 104 
Ghein, Peter 11 van den 86, 

102-104 
Ghein, Peter lII van den 102, 

104, 108, 110 
Ghein, Willem van den 100 
Ghent 66, 86, 88, 104, 110, 

112, 128 
Ghent, Baudeloo Abbey 140 
Ghent, Belfry 62, 137-141, 162, 

168, 172, 284 
Ghent pound 138 
Gheyn, Andreas Frans van 

den 155, 180, 182, 197 
Gheyn, Andreas Jozef van 

den 142, 170, 172, 177-186, 
190, 204, 213, 230, 234, 255, 
267, 278 

Gheyn, Andreas Lodewijk van 
den 181-182, 185, 204, 209 

Gheyn, Anna Maximiliana van 
den 185 

Gheyn, Matthias Jozef van 
den 182 , 196-197 

Gheyn, Matthias van 
den 177-178, 182 

Gheyn, Peter van den 177, 
180, 182, 189, 196 

Gillett & Johnston 154, 
238-239, 250, 258, 268 

Gillis den clocghietere 60 
Giraud, Albert 140 
Gloriosa bell 72 
Goes, Church of Mary 

Magdalen 185-188, 267 
golden bell 31, 33 
Golden Carillon 292 
Golden Spurs, battle of 

the 211 
gong 108 
Goor, Reformed Church 125 
Gorinchem 46 
Gorinchem, St. Martin's 

tower 281, 297 
Gouda 69, 242 
Gouda, St. John's Church 144, 

161 
Gounod 233 
government subsidy 260 
Grameer 69, 269 
Grave, Jan Albert de 148-149, 

152-154, 180, 195 
Greater Netherlands idea 231, 

250 
Greece 27 , 36 
Greek Orthodox Church 44 
Gregory of Tours 44 
Grieg 263 
Grimbergen 204, 254-255 
Grobbendonk 171 
Groesbeek, Reformed 

Church 189 
Groningen 102, 106 
Groningen, ·Bell-ringers' 

Guild 59 
Groningen, Martini tower 135 , 

283 
Gruijtters, Amandus de 204 
Gruijtters, Joannes de 110, 

198, 204, 227 
guitar 18, 100 
gun bronze 115, 204 
gunpowder 74 
gunpowder producers 74 
guns and cannons 60, 65, 74, 

115, 118, 123, 144-145, 203, 
208, 267 

Guns, Joanna Maria 185 
Gutberct 49 

Haarlem 242 
Haarlem, Bakenesser 

tower 217, 246, 282, 284 
Haarlem, Church of St. 

Bavo 134, 155-157, 246, 284 
Haazen, Jo 257-258, 286, 292, 

306 
Hague Peace Conference 267 
Hague, the, Peace 

Palace 306-307 
Hague, the, St. Jacob's 

tower 146-147, 150-151, 159 
Halle, Basilica of our 

Lady 100, 105, 182, 252 
Hamburg 72, 135, 209, 267, 

271, 274 
hammer 11, 14, 75 
hammered dulcimer 89 
handbell 42, 53 
handbell, Chinese, see to 
Handel 198 
Hanze 102 
Harelbeke 66 
Harmannus 62 
harmonic overtones 106, 108, 

176, 298 
harmonie band 291 
harp 76, 99 
harpsichord 227 
Hart, Leen 't 258, 287 
Hassell B., St. Quentin's 

tower 178, 188, 194-195, 230 
Hasselt NL., Reformed 

Church 138, 142, 155 
Hattem, Reformed Church 

124, 148, 162, 238, 282 
Haverals, Gerardus 205 
Havingha, Gerardus 188 
Haweis, H .R. 218, 220, 222, 

224 
Haydn, J. 200, 217 
Haze , Melchior de 128, 

143-144, 147, 149-152, 154, 
156, 159, 172, 234 

heaviest bell I 03, 148 
Hegge Zijnen, van der 242 

Heiligerlee 206-208 
Heiligerlee, Bell-foundry 

Museum 237, 289 
Heins, Jan 110 
Hellendaal 200 
Helmarshausen 61 
Helmond , St. Leonard 's 

Church 184, 204 
Helmont, family van 67 
Helmont, Jacob van 62, 67 
Heman 48 
Heme!, Oscar van 264 
hemispherical bell 41 , 86 
Hemony, Anna 

Margaretha 128, 146 
Hemony, Blasius 125 
Hemony, Frani;ois 71-72, 104, 

121-146, 148, 150, 153, 155, 
161-162, 177, 204, 208, 234, 
247-248, 268, 275-276, 
283-284 

Hemony, Fran~ois jr. 128, 136 
Hemony, Margaretha 125 
Hemony, Peter 125 
Hemony, Pieter 62, 71-72, 104, 

121-147, 150, 153-154, 162, 
188, 198, 222, 230, 234; 
247-248, 268, 275-276, 283 

Henricus fusor campanarum 63 
heptatonic scale 17 
Heracles 81, 122 
Herent 156,261,276 
Herentals, Belfry 209, 212 
Hermite, Jean I' 117 
Hero of Alexandria 80 
Hertogenbosch, 's- 63, 66-70, 

86, 91-93, 242, 290 
Hertogenbosch, 's-, St. John 's 

Cathedral 69, 100, 104, 126, 
156, 208-209, 258 

Hertogenbosch, 's-, town hall 
86, 122, 128, 240 

Herve, Leonard 119 
Herzele 297 
Hess, Joachim 161, 186-187, 

190-191, 194, 200, 216, 227 
Heusden a.d . Maas, Reformed 

Church 118-119 
Heuven, E.W. van 239, 271, 

278, 296 
Heverlee, Park Abbey 88-89, 

148, 162, 180 
Hieronymus 41 
Hieronymus de Moravia 87 
Hilvarenbeek 217 
Hilversum, town hall 281, 292 
Hizkia , king 87 
Hoefer , F. 239 
Hoekse en Kabeljauwse 

twisten 241 
Hoernken, Jan 68 
Hoernken, Lambert 68 
Hoernken, Willem 68, 131 
Hoey, Gustaaf van 220, 231 
hoisting of bells 62, 157, 276 
Holland Early Music Festival 



Utrecht 291 
Holland Festival 292 
Holland, made in 258-259 
Hollander, Geert d' 292 
Hollandere, Peeter de I JO 
Hollederer, Franz 234 
Holy Week 44, 58 
Hondt, Jan de 161, 171 
Hondt, Maria-Josepha de 171 
Hoof, Jef van 233, 261-262, 

291 
Hoogeveen, town hall 270 
Hoogstraten 131 
Hoop van Zegen, ship 267 

· Hoorn 188 
Hoorn, Reformed Church 159, 

199 
horloge de sapience 78-79 
horoscope 81 
horse manure in loam 13 
horse's harnes 26, 28, 31, 51 
Horus 30 
Hoste, Huub 249, 252 
hour-bell 63, 86 
hour-doors 81 
hour-hand 84 
hours 42 
house bell 30 
Hsing 18 
huang chung 17-18 
Hugo, Victor 172, 214 
Huis ten Bosch Japan 289 
Hullebroeck, Ernie! 233, 

249-250, 262 
Hulst 143 
hurdy-gurdy 57 
Huy, tower of Our Lady 140, 

204 
Huygens, Christiaan 84, 122, 

136, 162 
Hyntham, family van 67-68 
Hyntham, Lijsbeth van 67 

I, duke 18 
Ibo 37 
leper 88, I JO, 121, 252, 255 
[fa 38 
Ife 39 
Igbo 37 
'IJsbrant I JO 
IJsselmeer 267 
imitation bell 32 
impurities in bronze 133 
impurity Chinese bell 17 
Incas 31, 35 
India 20, 36 
lndo-Javanese bell 23-25 
Indonesia 20 
inscriptions on Chinese 

bell 18-19 
Inspectorate Art 

Protection 267 
internal intonation I JO, 129, 

237 
International Carillon 

Competition 246, 286 
International Carillon 

Competition Queen 
Fabiola · 292 

International Carillon 
Congress 256, 258-259, 290, 
302 

inventary of bells 271 
Johan 63 
Irene, princess 260 
Irish bell-foundry 47 
iron bell 13 
iron clapper 27 
Isaiah 87 
Islam 23, 35, 41 
Istanbul 116 
Italy 52 

Jacobi, Johann 148-149 
jacquemart 82 
jade 18 
Jan the Fearless 93 
Janne Piet 92 
Janzen, J.W. 267 
Japan 12, 20, 36 
Jeduthun 48 
Jerusalem 48 
jester and bell 93 
jingle bell 12, 26-27, 32, 76 
Joannes Chrysostomus 44 
Johannes 42 
John XIII, pope 54 
John V, king 154, 174, 195 
Johnston, Cyril 254 
Joltrain, Henricus 195 
Joos 200 
jui-pin 18 
Juliana, princess 243 
Jullien, Alexius 152, 155, 161, 

171, 184-185, 195, 204, 208 

Kaeiwas, Wouter 71 
kala 22 
Kalf, Jan 267 
Kalkar 67 
Kamerijk, see Cambrai 
Kampen 72, 74, 242 
Kandake, queen 74 
Karel van Gelre 74 
Kennis, Willem Gommaar 193 
Kerssevoort, Jean van 71 
Kerstiane 62 
keyboard 76, 93-94, JOO, 106, 

155, 191-192, 217-222, 229, 
294 

keyboard, pneumatic 219 
keyboard, Smulders 218, 220, 

226 
Keyser, Edward de 233 
Keyzer, Hendrick and Pieter 

de 143 
Khmer culture 21-23, 61 
Kiel 252 
kimning 91 
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Kircher, Athanasius 30, 131, 
161 

Kleang period 61 
Klein, J.F. 217, 237 
Klerk, Jos de 249 
Knossos 25 
Korea 20 
Kortezwaag 65 
Kortgene 119 
Kortijs 119 
Kortrijk 66, 171 
Kortrijk, St. Martin's 

tower 209, 211 
Koster, Gerard 146 
Kriinitz, Johann Georg 193-194 
ku 14-15 
Kung Ching-Wang, prince 20 
Kunibert, bishop 50 

Lage Vuursche, 
Drakenstein 177 

Lannoy, Maurice 256 
lantern-type tower 230, 242 
Laon, Cathedral 236 
Lars Porsena 29 
Latin church 44 
Lazarus, raising of 92 
Lebrun, P. 233 
Leenknecht, family de 66 
Leenknecht, Jan de 65 
Leeuwarden, town hall 147 
Lefevere, Kamiel 227, 254, 

256, 261 
Legros, Nicolas 177-178 
Lehr, Andre 274, 288 
Lekkum 74 
Lemiers, chapel 67 
Leningrad, Cathedral of St. 

Peter and St. Paul 189 
Lennick, Lucas van 126 
Leodio, Gerardus de 46 
Leon Henry Prize 292 
Lerinckx, Jos. 291 
lettermould 64, 272 
Leunis, Jan 110 
Leuven 13, 81, 102, I JO, 148 
Leuven, St. Gertrude's 

Church 180, 229 
Leuven, St. Peter's 

Church 180, 182, 196-197, 
242, 256, 283 

Leuven, University 
Library 250-251 

Levache, Jean Baptiste 154, 
174-178, 196 

Levache, Nicolas 154, 195 
Levache, Pierre 174 
Levecourt 124-125 
Levi, family line 48 
Leyden 88 
Leyden, town hall 145, 260 
Licinius, emperor 41 
Liege 104, 154, 166, 176 
Liege, St. Bartholomew's 

Church 182, 204 

Liege, St. Lambert's 
Cathedral 180 

Liege, St. Paul's Cathedral 63, 
180, 195 

Lier, tower of 
St.Gummarus 152-153, 185, 
195 

Liessies 180 
Lievensz., Joris 192 
lifter, for drum 89 
Lille I JO, 119 
Limburger Richtlinien 234 
ling 11, 17 
Lioessens 63 
Lips, ship-propeller 

foundry 274 
Lismore 48 
Llandaff 48 
loam 13, 76 
Lobbes 55 
Locatelli 198 
Lochem, St. Gudula's 

Church 67, 221, 235-236, 
258 

Loeder, Henricus 77 
Loeristan 26 
logogryph bell-puzzle 163 
L~gumkloster 290-291 
Lokeren, St. Laurence's 

tower 281 
Lokhorst, architect Van 149 
Longfellow, Henry 214 
Looper, Bert 125 
Loose, Antoine de 138, 140, 

142, 145-146 
Loosjes, A. 242-243, 248-250 
Lost bell-cranks 162 
lost wax technique, see cire 

perdue technique 
Loughborough 237 
Louis XIV 136 
louvre boards 230, 242-243 
Lovaert, Leonard 219 
Lii 18 
luan 12 
Liibeck 188 
Liicker, Genia 297 
Ludeke, Jan van 62-63 
Lullus, bishop 
Lully 198 
Lupus, bishop 45 
Lustig, J.W. 192-193 
Luyken, Jan 145 

Mon bells 267 
Maassen, Jacques 286-287, 

291, 306 
Maastricht 86, 242 
Maastricht, Basilica of 

St. Servaas 69, 109, 180, 
204, 269 

Maastricht, town hall 133, 143, 
177, 220 

Mafra, National Palace 
153-154, 174, 195, 258 



magi from the East 82 
Magius, Hieronymus 105-106 
Mahakala 19 
Mahillon, Victor 253 
maintenance of carillon 192, 

217 
Mainz 135 
Majapahit period 22-23 
major bell, see major third bell 
Major third bell 288, 298-301 
Maltezer cross 64 
Mans Le 213 
mantra 36 
manual playing 134, 155-161, 

190-193 
Master of Alkmaar 42 
material of bells 37-38 
Mayas 31 
mean-tone temperament 145, 

147, 153, 204, 230, 282, 297 
measuring device for 

partials 208 
Mechelen 63, 71, 86, 88, 100, 

102-103, 110, 118, 161, 171, 
214, 218 

Mechelen Attractions 232-233 
Mechelen, carillon museum 289 
Mechelen, Donnes carillon 254 
Mechelen, St. Rombout's 

tower 59, 92, 104, 205, 207, 
209, 214-215, 222-223, 
228-230, 242, 252, 281, 
290-291, 294 

Medemblik , castle 
Radboud 149 

Medjugorje, St. Jacob's 
Church 306 

Meerssen, Basilica 260-261 
Meister der heiligen Sippe 40 
Mercier, cardinal 266 
mercury clock 83 
Mersenne, Marin 122-123, 237 
Mery, Jacob du 172 
Mery, Joris du 137, 170-173, 

177, 185, 189-190, 211,234 
Mery, Willem du 172 
metallophone 132, 176, 

186-187, 274 
Mette, Karel de 246, 253 
Metz 53 
Meulemans, Arthur 291 
Mexico 32 
Meyer, Jacob de 100, 104 
Meyll, Joh.W. 263, 265 
Michael 52 
Michaux 239, 253 
Michaux, Omer 180, 213, 224, 

252, 254-255 
Michelin, Josephus 125 
Michelin, Maria 125 
Michiels 211, 239, 252-253, 

255, 276, 298 
Michiels, Luc 276 
Michiels, Marcel 256 
Michiels, Marcel jr. 62, 137, 

172, 184, 224, 254-256, 276 

316 REGISTER 

Michiels-Moeremans, Ed . 209 
Middelburg 62, 86, 242 
Middelburg, Abbey tower 154, 

194-195, 218, 237, 261 
Middelstum, St. Hippolyte's 

tower 217 
Midwolda 206-207 
Milan, Edict of 41 
millet grains 17 
Minh Mang, king 34 
miniatures in psalm texts 76 
minimal music 291 
Minoan culture 25 
minor third overtone I 06, 123 
miraculous forces 44 
mirror image 65 
Mithra cult 29 
mixing sounds 230 
Moer, family 69-70 
Moer, Gobellinus 68, 72 
Moer, Jan 102 
Moer, Jaspar 68-69, 90, 100 
Moer, Willem 68-69, 90, 100 
Moere, Peter van de 103 
Mohammed 11 116 
Mo!, carillon museum 289 
Molendijk, H. 265, 286 
Moloch 48 
monachism 41-42, 47, 50 
monk bell-founder 54 
Monnickendam 118 
Monnickendam, Carillon 

tower 102, 104, 110-111, 217 
Mons 82, 88, 252 
Mons, Belfry 136, 230 
monumental clock 81 
Monuments, National 

department for care 
of 104-105, 267, 283 

Moons 171 
Morks, Jan 218, 238 
mortar 123, 143 
Moscow, Ivan the Great 

tower 91 
Moscow, Kremlin 148 
Moscow, Red Square 148 
Moscow, Spasski tower 148 
Mothe La 125 
Motorin, !wan and 

Mitchail 148 
mould sections 12 
moulding technique of Chinese 

bells 12 
moulding technique of European 

bells 77-79, 234, 272-273 
Moulins 253 
Moses 31, 46 
Mozarteum 152 
Musa brothers 81 
music for playing 110, 163-169 
Musica 66 

naga 23-25 
naming bells 54 
Namur, Cathedral 208-209 

nan 19 
nandi 23-25 
Napoleon 119, 205 
National Remembrance 269 
Near East 26 
Neck, Cornelis van 159 
Nederweert 185 
Nees, Staf 222, 227, 255-256, 

258, 261, 263-264, 274-276, 
286-287, 291 

Nelis, Victoor 110 
Nergal 31 
Nessus 122 
Netherlands Carillon 

Association 232, 242, 
249-250, 258-262, 280, 283, 
288, 290-292 

Netherlands Philharmonic 
Orchestra 304 

Neurenberg, Hans 162 
New Assyrian empire 28 
Nicolaus 54, 62-63 
Nieuwpoort 180, 298 
Nigeria 36-39 
Nijkerk Carillon 

Association 286 
Nijkerk, Reformed 

Church 180, 186-188, 190, 
230, 242-243, 263 

Nijmegen 119 
Nijmegen, fives court 175 
Nijmegen, Stephanus 

tower 154, 174-178, 196 
Nijs, Paulus 154 
Nikomachos 85 
Ninurti 31 
nipples on Chinese bell 14, 17, 

21 
Nivelles 185, 252 
Noirmoiltier 119 
non-European bells 35-39 
Noorden, Claes 136, 148-149, 

152-154, 180, 195 
Noort van 181 
North European standard 

keyboard 290 
note-pins 90 
number of carillons 278 
Numerology 79 

Obrecht, Jacob 115 
Ockeghem, Johannes 115 
Ogboni fellowship 37, 39 
Oisterwijk, Church of St. 

Peter 292 
Oldenbarneveldt, Johan van 70 
Oldenbeuving, Gert 290 
oldest swinging-bells 52, 61 
on-going work of clock 82-84 
Onze Beiaarden - Nos 

Carillons 250 
Oosterhout 205 
Oostwold, Reformed 

Church 206 
Oprechte Haarlemsche 

Courant 195 
oracle bell 38 
oracle of Delphi 81 
Orange 116-117 
organ 66, 80 
organ tone 134 
Orida 46, 131 
origin of bell 25-27 
Orleans 54 
Ortelius 94 
Osaka 276 
Osnabriick 129 
Ostend 152, 230, 253, 266 
Oudenaarde 88-89, 100, 118 
Oudenaarde, Church of St. 

Walburgis 178, 230, 281 
Oudenaarde, town hall 178, 

188 
Ouderogge, Cornelis and 

Dirk 104 
Ouderogge, Jan 143 
Oudewater, Reformed 

Church 71, 102, 104 
Oud-Loosdrecht 119 
Oudorp, Reformed Church 105 
out of tune because of 

corrosion 282-283 
Overney, Petrus 151 
overtone structure 73 
overtones, see partials 

Paap, Wouter 248 , 264 
Paccard 235-237, 276 
Pacification of Ghent 116 
Paderborn 61 
Paix, Fran~ois de la 136, 143 
Pakistan 36 
Palestine 41 
Pall Mall Magazine 237 
Patts 50 
Paris 119 
partials 79, 106, 121-124, 132, 

187, 237, 255-256, 259, 
273-274 

Paternus 55 
Patrick, St. 47 
Paul of Thebes 40 
Pauwels, G. 182 
Pauwels, Joannes 137, 161 
Peace of Miinster 67 
pedal, see Dutch and Flemish 

pedal 
Peel rider 51 
Peer Gynt suite 262 
Peeters, Cornelis 182 
pegs for drum 193 
pendulum 84 
pentatonic scale 17 
percussion instrument 134 
Perk, Jacques 215 
Perpignan 213 
Persian kings 31 
Peru 32 
Peter the Great, czar 148 
Petit, ,'.\)exius 185-187, 206 



Petit, Alexius jr. 206 
Petit & Edelbrock 59, 206, 

238, 300 
Petit, Everardus 206 
Petit & Fritsen 104-105, 178, 

185, 204-206, 208-209, 212, 
220, 234, 238, 249-250, 
258-261, 269, 271, 276, 290, 
296-297 

Petit, Henricus 186-187, 206 
Petit, Jean 185 
Petit, Joseph 185 
Petit, Maria Aldegondis 185, 

206 
Pfnor 234 
phallus-symbol 20 
Philip JI, king 103 
Philip the Good 92 
Philo of Byzantium 80 
piano keyboard 218, 220 
pianoforte 227 
pien chung 16 
Pieters, Peter 299 
Pieterssen, Willem and 

Adriaen 162 
Pietersz., Jan 112 
pig and bell 50 
Pijper, Willem 262, 264 
pins, see pegs 
Pisa, Govert of 156 
Plato 85 
Platter, Thomas 159 
playing technique 159, 161 , 

163, 190, 193 
playing times 197, 199 
Plumer, general 266 
plundering of bells, see bell 

requisitioning 
polyphonic music 109 
pomegranate 12, 26-27, 31 
Postel, Abbey Church 184, 204 
Potchyeter, Wolter 60 
potgieter 59-60 
Potholt, Jacob 192-194, 198, 

200 
Potsdam, Garnizonskirche 148 
pottery bells 25 
practice k_eyboard 168-169, 303 
Prague, Loreto Church 147 

. Prah Ko period 22 
preacher 53 
precision of clock 84 
pre-Columbian cultures 31-33 
Prez, Josquin des 115 
price of bells 124, 136 
Price, Percival 258 
priest bell see ghanta 
Prosper Verheyden Prize 292 
Prys, Andries de 121 
psalter 55-57, 66, 89, 99 
pure intonation 69, 77, 79, 

104-108, 121, 126, 128, 131, 
138-139, 174-177, 188-189, 
206, 208-209, 213, 220, 222, 
234, 249-253 

Purmerend 217 

Pythagoras 66, 85 
Pythagorean temperament 297 

Quellinus, Artus 142 
Quimbaya culture 33 

Radler & Sohne, J .J. 235 
Rama III style 34 
rattle 32, 44 
Ratanakosin period 34 
Rayleigh, Lord 236 
rebus blazon 127 
Reformed regime 112 
Regierungsneugebiiude 151-152, 

156, 234 
Rembrandt Association 288 
Rennes, Catharine of 262 
repetitive music 291 
repetition spring 225 
re-pinning book 110, 166 
re-pinning of drum 89-90, 162, 

263 
requisitions of bells, see bell 

requisitioning 
resonance 123, 132 
restoration 228, 282-286, 302 
Rhenen, St. Cunera tower 259 
Rice , William Gorham 233, 

256 
Richard, Balthazar 139 
Rijen 102 
rim decoration 297-299 
ritual Chinese music 17 
ritual crockery 16-17, 21 
ritual function of Chinese 

bell 17 
Robert the Pious, king 54 
Rochet, Isabella 185, 209 
Rodenbach, Georges 172 
Roder, Johann Michael 149 
Roeland bell 62, 140-141 
Roermond, St. Christopher's 

cathedral 59 
Roesbeke, Albertus de 63 
Roeselare, St. Michael's 

tower 209, 219, 256, 266 
Roey, cardinal Van 268 
Roijen , Jacques van 108 
Roland bell, see Roeland bell 
Roman empire 26-27, 29, 36, 

41, 50-51 
romantic music 216 
Rome 44, 131 , 209 
Rome, St. John of Lateran 54 
Ronse , tower of St. Hermes 

254-255 
Rontgen, Julius 262, 264 
Roodkerk 63 
Roosbeke, Jan van 62-63 
ropes as rings 65 
Rossini 233 
Rotterdam, 290 
Rotterdam, Erasmus 

University 281 
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Rotterdam, Old Stock 
Exchange 217 

Rotterdam, St. Laurence's 
Church 135, 143, 155-156 

Rotterdam, town hall 281 
Rottiers, Jef 258 
Rouen, St. Catherine's 

abbey 87-88, 114 
Rousseau, Jean Jacques 159, 

299 
Royer , Nicolas 139, 161 
Rubinstein, Anton 218 

sacral meaning of bell 28, 
44-47 

Saint-Omer, see St.-Omaars 
Sa¥tic period 30 
Sakti flames 23 
Salzburg, sample technique 303 
San Lorenzo de el Escorial, see 

Escorial 
sand-mould method 12, 21 
sankha 22 
Sankt Gallen 49-50, 77 
Sany, Theodorus de 110, 

161-162, 164-166 
Sapientia 78-79, 96 
saufang 50 
Schepers, Boudewijn 168, 198 
Schepers, Cornelis 193 , 204 
Scheppens 193 
Scherpenheuvel, tower of Our 

Lady 
Schiedam, St. John's 

Church 180-182, 192, 216, 
302 

Schilling 188 
Scholl, Dirck 145, 150-151, 

159, 163-164 
Schonenborch, Johannes 74 
Schoofs, A.J.G. 239, 296, 299 
Schoonhoven, town 

hall 180-182, 242 
Schouten, J. 296 
Schubert 263 
Schiibler, Johan Jacob 174 
Schulmerich 302-303 
Schuman 263 
Schuyt, Cornelis 112 
science and crafts 123 
sculpture casting 172, 210 
Scyths 28 
Sebaste 41 
Second English War 142 
Sekhmet 30 
Senegal 39 
Sens 45 
Sergeys 181-182, 211,224,252, 

255, 276 
Sergeys, Constant 213, 256 
Sergeys, Fran~ois 213, 256 
Sergeys, Jacques 213, 256 
Sergeys, Pierre 209, 213 
Sesselschreiber, Christoff 63 
Sevenum 137 

Seys lnquart 265-266 
shame, bell of 254 
sheet-iron bell 49-50, 52 
Shegebodus 62 
Shiga, Holy Garden 306 
Shih Ching 19-20 
Shiva 22-24 
shortening 108 
Sicily 30 
sign um 44-45, 53 
silver in bell-bronze 54-55 
Simpson, Arthur B. 236-237, 

278 
Simpson tuning 237 
simulation of bell-sound 

303-304 
singha 24-25 
Sint-Maartensdijk, Reformed 

Church 104, 108 
Sint-Niklaas 252 
Sint-Omaars 198 , 216 
Sint-Truiden, Belfry 178 , 188, 

195 
Sittard 62 
Sitten 51, 53 
Sitter!, Petrus de 62 
size of carillon 280, 283 
Siegers, Georges 253 
Slegers, Lucienne 253 
Slegers-Causard 252, 255, 268 
slit drum 24 
Sluis 86 
Sluis, town hall 65 
Smagge, J .C. 246 
Smet van der Diesdunc, Jan 

die 70 
Smit, Johan 188 
smiths' guild 70-71 
smith's hammers 85 
Smulders, Frederik 218-219 
Sofia, Peace banner 306 
Solomon, king 29, 96 
Someren 185-186, 206 
Somers, Desire 224, 230, 242, 

250, 254 
Sonoy, Diederik 117 
sonriente 32 
sound of bells 13-14, 26, 

61-62, 65, 73, 133, 150-151 , 
236, 255 

soundholes, see foramina 
soundstone 18-19 
Southeast Asia 35 
Spain 46, 67 
Sparta 29 
Speelman, Adriaan 117 
Spiere, Jan 89, JOO 
Splinter, Everhardus 145 
Sprake!, Juriaan 125, 139, 156, 

159, 161 , 168 , 194 
Sprake!, Willem 159, 161, 194 
Sprengel, Christiaan 188 
spring drum 194-195 
Spruyt, Juriaan 188 
Stalin 266 
standard keyboard 191, 290 



standard tone 17 
State Committee for Advice on 

staves, see metallophone 
steam car 218 
steel drum 109 
Steenbergen, Niel 299 
steeple-croan model, see 

Steibel! 217 
Stephanus 62 
Sterckx, cardinal 207 
Steylaert, Adriaen 102, 106, 

116 
Stockholm 135 
storm-bell 46, 203 
Strabo 30 
strickle 63-65, 272-273 
strike tone 123, 296 
study keyboard, see practice 

keyboard 
Su Sung 82 
sugar-loaf model 62, 64-65, 

79-80 
sui 14-15 
sulphur dioxide 282-283, 305 
summer academy 288 
summer evening concerts 231, 

233, 243, 262 
Suppe, Fr. von 233 
Suryavarman II, king 22 
sustained singing / notes 226, 

228, 230, 243 
Susteren 62 
Swillens, P.T.A . 261 
swinging-bell 40, 42, 44, 50-52, 

58-59, 62 
symandrum 42, 44 
symbol ism christian bells 53-54 
Symon, Fran~ois 124, 148, 208 
synthesizer 303 
synthetic bells 302 
Syria 43-44 

table-bells 103 
Tairona culture 33 
tambourine 76 
Tanco 54 
tao 34 
tape mechanism 163, 270, 278, 

291, 294 
Taylor 209, 237-238, 248, 250, 

268, 282 
Taylor, Edmond 254 
Teilo, St. 48 
Tellin 252 
temporal hours 80 
terracotta bell 25 
Textor, J.P. 216 
Thailand 21, 34 
thao thieh mask 10, 13-15 
Theodul of Sitten 51, 53 
Theophilus 60-61, 64 
Thirty Years War 125 
Tholen, town hall 104, 106, 

162, 217 
Tibet 19, 36 
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Tiege, J.F . le 197 
Tie!, Reformed Church 292 
Tielt, Belfry 167, 172 
Tienen 102 
Tilburg, Heikese tower 304 
Tilburg, municipal theatre 304 
Tilburg, storage of bells 267 
Timmermans, Ferdinand 256, 

260, 265, 286-287 
tin contents 13, 133 
Ting 18 
ting hai 18 
tintinnabulum 26, 49-50 
Titelouze, Jehan 164 
tjakra 22, 24-25 
Tlatoani 32 
to 10-11 
Tolhuys , Jan 113, 118 
Tolhuys, Willem 71 
tone generator 274 
Tongeren 204 
Tongerlo, Abbey 137-138 
Tourist Association (VVV) 241 
Tournai 88, 106, 109-110 
Tournai, Cathedral of Our 

Lady 179 
Toussain, Louis 139 
tower-clock 79, 82, 84, 89, 114 
towns, development 59-60 
Trade Fair Utrecht 249, 259 
training of carillonneur 112 
transposing 79, 104, 145 , 162, 

231 
Travelling carillon 27 1, 

274-276, 290 
treble bell 126, 142, 283-284 
tremolo 226, 230, 243, 246, 

248 
Trier, Henrick van 103, 118 
trimming connections 156, 159 
trisula 24-25 
triumphants, Ghent 138-140 
Tromp, Cornelis 119 
trumpet 99 
tumbler, see bell-crank 
tuning bells, see bell-tuning 
tuning historical bells 287 
tuning lather Hemony 234 
tuning of keyboard 

instruments 136, 152, 
297-298 

tuning, 31-tone 136 
Tuotilo 77 
Turdas 25 
Turnhout, Sint-Peter's 

tower 180, 190 

Unesco 306 
Union of former students 

Mechelen 290 
United East-Indian 

Company 132 
upper-Remojadas II phase 32 
Urartu 28 
use of African bell 38-39 

use of Chinese bell 17-18 
use of Western bell during 

antiquity 26 
utpala 23 
Utrecht 45, 63, 70, 86, 88, 

126, 290 
Utrecht Bell-ringers' Guild 59, 

72 
Utrecht, Buur Church 93 
Utrecht, Dom tower 43, 59, 

71, 73, 88, 91, 123, 142, 
199-200, 228, 236-237, 242, 
246-248, 254, 276, 283 

Utrecht , Higher Institute for the 
Arts 288 

Utrecht, National Museum 
From Carillon-bell to 
Barrel-organ 293 

Utrecht, Nicola'i tower l 09 
Utrecht, town hall 156 
Utrechts Carillon 

Association 286 
Utrechts Carillon Committee 

242-243, 282 

vajra 21 -23, 25, 35-36 
Val St.-Lambert, Abbey 182, 

204 
Varanasi 37 
Vas Nunes, Abraham 236, 239, 

296 
Vechel, Jan van 67 
Vechel, Lijsbeth van 67 
Vechel, Willem van 67 
Vechten 50 
Veen, Willam van den 63 
Veere, town hall 86, 104, 180, 

182-183 
Venezuela 33 
Venlo 63 , 74 
Venlo, Jan van 74, 118 
Venlo, Martinus tower 62, 281 
Venray 137 
Verbruggen, Jan 144 
Verheyden, Prosper 233 
Versailles 110 
Verschuere Reynvaan, 

Verviers 230, 252 
Vestrinck, Henrick 73 
Vichy 266 
Vicus culture 32 
Vietnam 34-35 
Vihsnu 23 
Villers-la-Ville 82 
Vincent, Jacob 238, 241-245, 

249, 260, 282 
Viotta, Peter 262 
virtuosity 192, 231, 243-245, 

261, 263-264 
Viterbo 52 
Vivaldi 198 
Viventius 52 
Vlissingen, see Flushing 
Voigt, Christian Wilhelm and 

Wilhelm 189 

Voigt, Johannes Rutgerus 43 
Volckerick , Joannes 217-218, 

227 , 233 
Vondel , Joost van den 135 
Voorden, G.J. van 220 
Vreeswyck, Goosen Jemens 

van 163 
Vulgata 41 

Waalsdorpervlakte 269 
Waard, Romke de 280-281, 

288 
Wagenaar , J .A.H. 217, 242 
Wagenaar, Johan 242-243, 262 
Wageningen, Reformed 

Church 297 
Waghevens, Cornelis 100 
Waghevens, family 100, 102 
Waghevens, Georgius 100-101 
Waghevens, Jacob 100, 102, 

106, 109, 139, 178 
Waghevens, Jan 100 
Waghevens, Joris 71, 100 
Waghevens, Medardus 100, 

104-105, 108 
Waghevens, Peter 100 
Waghevens, Simon 100 
war chariot 28 
Warren, Whitney 250 
watch-bell 153 
water drive 81 
water-clock 82, 87-88 
waxcord 52, 63 
Wearmouth 49 
weather and bells 46, 54 
weckervorsclaghers 88 
Weert 152 
Wegewaert, family 74 
Wegewaert , Hendrick 67 
weight of bell 44 
Wenemaker, Johan Dierix 109 
Werkendam, Reformed 

Church 104 
Westrheene, P.A. van 249 
What will the carillon 

play 262-263, 290-291 
Wijnen, Jacques 304 
Wijtschate 266 
Wilhelmina, queen 249 
Willibald 45 
windbell 12, 29 
wine glass 123 
Wingene 209 
Winsemius, Bernard 288 , 292 
Winterswijk 136 
wire regulator 226 
Witlockx, Willem 148, 

152-156, 171, 174, 185, 195, 
268 

Wolfgerus 60 
Wolthers, Eltjen 188 
world fair 213, 254 
Wou, Geert van 43, 68-69, 71, 

73-74, 88, 91, 142, 247, 276 
Wou, Willem van 88 



Wyckaert, Filippus 110, 139, 
144, 146, 166, 168 

Xanten 67 
Xochipilli 32 
Xuan Loi 34 

Ya 19 
Y ayoi period 20 
Yi, marquess 16-18 
Yorubas 37-39 
Ypres, see leper 

Zaire 39 
Zaltbommel, Gasthuis 

tower 128, 220 
Zeelstman, Jan 71, 118 
Zeeman, P. 239 
Zeemans, Jacobus 175 , 177 
Zierikzee, town hall 102 
Zierikzee, Zuidhavenpoort 90, 

104 
Zottegem 172 
Zoutleeuw, St. Leonard's 

Church 100, 105, 107-108, 
209 

Zutphen 126, 290, 302, 304 
Zutphen, Wijnhuis 

tower 124-125, 261 
Zutphen, Ysendoorn 126 
Zwart, Boudewijn 292 
Zwolle 60, 72, 105 
Zwolle, Our Lady's tower or 

Pepper-mill 238, 248 
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