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Foreword 

The entire cultural heritage of Dutch carillons lies, as it were, between the thirteen-bell peal in the tower of 
Utrecht Cathedral (1505) and the modest carillon on a jeweler's gable in the Kalverstraat in Amsterdam. 
Large carillons which sometimes have more than sixty bells, a light chime as placed in a shopping mall 
substantiate the statement made in 1876 by the Italian Edmundo de Amicis: In Olanda ora cantat (In Holland, the 
time sings). 
The history of post-war carillon culture is indeed very fascinating. It is the dawn of a marvellous period of 
development and the growing interest in seventeenth-century musical culture is highly significant for the 
development of the archetypical Dutch instrument. 

The development of carillon culture from 1945 is described in all its various aspects in this publication. It is the 
first time ever that such a publication has been written in the English language and thus carillon lovers from 
other countries will be able to learn even more about the art of Dutch carillons. 

The book deals with many aspects, including a thorough discussion of the carillon as a tower-instrument, the 
period of restoration and reconstruction after the Second World War, and the background and changing 
opinions concerning the restoration ofhistoric instruments. Attention will be given to The Netherlands Carillon 
Society, The Netherlands Carillon School, The National Carillon Museum as well the various types of towers , 
carillon playing and composers in The Netherlands. Furthermore, the book contains a complete inventory of all 
Dutch carillons. 

This book may therefore be regarded as a unique standard work on post-war Dutch carillon culture. The 
combined expertise of the authors makes it one of great international significance. 

The Athanasius Kircher Foundation, which was established through the initiative of The National Carillon 
Museum in Asten and the National Museum 'From Musical Clock to Barrel Organ' in Utrecht, took the 
initiative in publishing this book for the occasion of the Eighth International Carillon Congress which was held 
in July 1990 at Zutphen in The Netherlands. 
Thanks to the financial support of the Netherlands Carillon Society, this project could finally be realized. 

The Netherlands Carillon Society is very much indebted to the initiators and authors. 
Moreover, the Netherlands Carillon Society owes much thanks to the translators of the text, namely Robert 
Perry (chapters 1, 3, 5, 6, 8, 9, 11, 12, 13) , Todd Fair (chapters 2, 4, 10, as well as harmonizing the various chapters), 
Edward Nassor (proofreading) and Polyglot translation services. 
Peter Suidman should also not go unmentioned. Without him this book would not have been possible; his 
perseverance and creativity in the making, layout and printing is greatly appreciated. The Netherlands Carillon 
Society hopes that this voluminous standard work will reach all those who have a warm affection for the 
splendid cultural heritage of carillons in the Lowlands . 

Gert Oldenbeuving, 
President of the Netherlands Carillon Sociery 

Zutphen, March 1992 
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Introduction 

Anyone searching in the literature for the year in which the phenomenon of the strike-tone was discovered, i.e. 
the pitch of the bell, shall soon come up with the Englishman Lord Raleigh. After all he was the one who wrote 
about the strike-tone in 1890, or at least that is what those people assume who cannot read Dutch. In fact the 
strike-tone had already been discovered in 1636 by the Utrecht carillonneur Jacob van Eyck! However this fact 
is only to be found in Dutch Literature. 
The above-mentioned example is not unique, on the contrary, one repeatedly comes across examples which 
illustrate just how large the language barriers are between the various carillon countries. This particularly 
applies to the Dutch language as there are few foreigners who read and speak Dutch. Although times have , 
changed for the better through the many exchanges of carillonneurs between the various countries nowadays, it 
does not alter the fact that other countries have only a fragmentary knowledge about, for example, the history of 
the Dutch carillon art since 1945. The restoration alone of the many historical carillons in The Netherlands 
carried out by carillonneurs, bell-founders and historians has remained a closed book to almost every foreigner. 

This book attempts to correct the situation. Ten authors, experts in their specific field , were asked to write about 
the development of carillons and campanology in The Netherlands since 1945. The editors hope that the 
diversity which has been striven toward is a reflection of the rich culture of carillons which The Netherlands has 
had for so many centuries. 

Choosing ten different authors naturally implies that the articles have been written in as many different styles . It 
was no easy task for the translators to achieve an acceptable degree of uniformity with each of the articles . 
Nevertheless, the editors sincerely hope that not only the writers' practical information will reach the readers 
but also the atmosphere that they attempted to create in their articles which were written in Dutch. 

The original intention was that the book would be released during the 1990 World Carillon Congress in 
Zutphen. The editors , together with the authors, had however, bitten off more than they could chew with regard 
to the length of the book. In addition, the financial requirements resulting from this increase in the book's length 
had not been completely finalized. The editors thus sincerely regret that those people who originally subscribed 
have had to wait so long. Hopefully, however, the contents of this book will more than compensate for this delay. 

Loek Boogert 
Andre Lehr 
Jacques Maassen 

Delft, Asten, Breda, 
March 1992 
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To the reader: 

Wherever possible the editors have attempted to standardize terminology, especially with regard to the following: 

Abbreviations 
NC S = Netherlands Carillon Society (Nederlandse Klokkenspel-Vereniging) 
NC School = Netherlands Carillon School (Nederlandse Beiaard School) 

Alphabetical order 
The Dutch system has been applied throughout: 
e.g. Leo van der ~ a, Pieter de ! oer, Den !!elder, Gerrit de Marez Q yens, etc. 

Spelling 
The names of towers and churches have for the m·ost part been left untransla ted , as many readers have become familia ir with the Dutch 
versions. 

Notation 

. 

A carillon's bells , as attached to the keyboard, are designated according to European practice. This also serves to identify the octave in 
which they are found in the instrument. 

For example, G0 = the bottom line of the bass def; a 1 = the bell whose (concert) pitch is440 Hz. 

,. ~ -
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I .. . -
I 

co Ao Bo c1 di e1 fl gl a1 bl c2 etc. c' etc. c• etc. c5 (etc.) 

c' d' e' f' g' a' b' 
ClS dis e1s fis gis a1s bis 

Cb db eh fb g1' ab bh 
ces des es fes ges as bes 
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1 I Seven Centuries 
Origins and development of Dutch carillo111 culture up to 1945 

I 

Loek Boogert 

People living in the occupied west of the Netherlands and still in the possession of a radio were able to hear the long awaited 
announcement on the evening of the fourth of May 1945 from the BBC: Field Marshal Montgomery notified General Eisenhower 
that all German forces in the Netherlands had capitulated as from the fifth of May 'double British daylight-saving time 8 o'clock'. 
Two days later when victory for the allies became a fact in the rest of Europe the same BBC broadcast the flourish of fanfares from 
St. Paul's Cathedral and the sound of the bells of Westminster Abbey. 
However, the pealing of bells was conspicuously absent from this celebration atmosphere that filled the streets and squares in most 
parts of liberated Holland in spite of the fact that The Netherlands had always been a country with a rich heritage of bells. 

Towns, towers and bells 

The development of the present-day tower bell is 
inextricably linked with Western Christianity. 1 The 
first record of the use of bells in the 'Lowlands by the 
sea' consequently coincides with the christianization 
of these regions. The efforts of conversion, however, 
progressed very slowly and with difficulty, lasting 
from the sixth to the ninth centuries. 
In these lightly populated regions the ancient 
Roman cities, with few exceptions, had decayed. 
Here and there one would find a cluster of farms, a 
castle or an abbey. Even ifa small church or chapel 
had been raised, none of them would ever have had 
an imposing peal. In any case, not one single bell 
from this period remains. 

Significant changes occurred m twelfth and thir
teenth-century society. A sharp increase in popula
tion demanded much more land reclamation in 
order to increase agricultural productivity. The 
spectacular development of industry, the generalis
ing of the circulation of money and the expansion of 
trade laid the foundations for an extraordinary 
period of growth. 2 

Many conglomerations of people obtained the right 
of self-government and consequently gained the 
status of a city. In the Northern-Netherlands most 
instances of the granting of town status date from the 
thirteenth century. In this manner a concentrated 
urban region arose in North West Europe which 
included a large number of densely distributed large 
towns. 3 Due to the agricultural depression in the 
fourteenth century the drift from the country 
towards the city only increased. 

This rapid growth led not only to a large increase in 
the number of churches and chapels but also to the 
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erection of secular buildings, such as the belfry
tower, where the archives and the treasury were 
housed or a town hall which was the seat of the city 
council. The medieval city was rapidly characterised 
by many towers in which bells were never absent . 
Here we can see one aspect of the foundations which 
forms the basis for the characteristic place which 
bells have in Dutch culture. 
In addition to the original ecclesiastical function of 
summoning to prayer, the bell also became the sym
bol of civic autonomy. Just as the town stamp 
ratified legal dealings of the community, the ringing 
of the proclamation bell signalled the official 
announcement of peace, of council decisions , the 
reaching of verdicts on the rallying of city council 
militias and of political gatherings, etc. The punish
ment of Doornik in 1332 by rescinding its civic au
tonomy and its subsequent reprieve went hand in 
hand respectively with the nullification and eventual 
reinstatement of its proclamation bell rights. 4 

Ecclesiastical and secular purposes were interming
led. The city-gate bell and the fire bell could just as 
well be hung in a church tower and all bells rang out 
the festive spirit on the occasion of the investiture of a 
new sovereign in the same way as on feast days of the 
church. 
It is therefore not surprising that after some time an 
inventive bell-ringer came up with the idea that he 
could do more than simply just ring the bells in his 
tower. By striking the bells with wooden hammers 
in a given sequence it is possible to create a melodic 
and rhythmic pattern. This technique can be seen 
in many illuminations where the playing of cymbals 
is represented. What is possible with a cymbal in a 
church is surely possible on the tower bells. How
ever, there is another possibility. By fixing a rope to 
the clapper and pulling this against the bell-wall, it 
becomes possible to ring bells which are hanging 



1. I The historical cities in the Netherlands were characterized by many towers ( An 18th century engraving of Maastricht) . 

out of reach. Pulleys or other devices make it poss
ible for several bells to be used at the same time. 
This is how the ringing of bells began in the late 
middle ages and it is this system which is still prac
tised in places which have been isolated from later 
developrhen ts. 

The duty of the city council of providing a means for 
the public to know the time was considerably facili
tated by the development of the tower clock in the 
fourteenth century. The hour strokes made the time 
audible and within several decades, each part of the 
townspeople's day was divided by the striking of the 
clock. A mechanism was already in existence for 
house clocks which played a tune before striking the 
hour. This sort of signal to prepare oneself to count 
the number of chimes for each hom was certainly 
useful: one must not underestimate the noise level of 
a medieval town! In certain places, the hour-chimes 
were soon preceded by a simple chime on two smal
ler bells . Gradually, this 'signal' developed to the 
point where the number of bells was large enough to 
play a small tune. The rivalry t~at flourished 
because of civic corporate awaren~ss and pride 
ensured that one town after another combined busi-

ness with the pleasure and purchased an automatic 
tower clock. 

Music from the belfry 

Looking back, it would seem that the basis of the 
present-day carillon culture was already established 
around 1500. A large number of towns situated in 
close proximity to each other and with a continually 
growing number of towers were governed by a coun
cil of citizens who did not shun self-awareness. These 
councillors encouraged civic pride in their town and 
wished to elevate its status above that of neighbour
ing towns by building monuments and grand new 
buildings or by embellishing existing buildings. 
Many bells hung in church or civic buildings which 
were used for various purposes. Of course, their 
primary function was to toll but slowly they became 
more important in the automatic tower clock. 
'Beieren', or ringing via wires attached to hands and 
feet was also practiced in various places. This was 
carried out mostly in the manner as described above 
but there is the first reliable documentation of a 
carillon keyboard dating from 1510 where the bell-

13 
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ringer has the possibility of achieving better results 
with less effort.5 

1.2 The automatic chiming-mechanism with drum and the 
clockwork of The Hague, built in 1541/ 42 by Heyn rick Vabrie. 

Nevertheless, the development of a set of bells into a 
fully-fledged musical instrument was not so evident. 
How much musical pleasure did a simple tune offer 
in an era when Ockeghem, Obrecht or Des Pres cele
brated their triumphs? The very bells that provided 
a common source for pealing, the hourwork or the 
carillon did not have a particularly beautiful timbre: 
the interior tuning revealed large disparities and the 
correct tuning of combinations of bells with each 
other was more the result ofluck than anything else. 
The fact that bell-founders succeeded in inventing 
new techniques at this time and therefore producing 

1.3 Bells by Peter van den Gheyn in the Zuidhavenpoort of 
Zierikzee. 
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better bells is offundamental importance. 
A decisive factors was the use of a template when 
moulding the bell. This made it possible to cast bells 
with the same profile whose pitches were determined 
in advance. The 6ldestextant bell in The Netherlands 
cast in this way 4ates from 1377 but the first represen
tation of the use ofa template only occurs in a manus
cript by Vittorio Ghiberti ( 1418-1496) .6 The fact that 
the celebrated bell-founder Geert van Wou from 
Kampen, was able to furnish consistently matching 
peals throughout, North-West Europe around 1500 is 
partially due to the application of this existing know
ledge. 

The same craftsmanship must have established the 
foundations for the success of the most reputed bell
casters in the Southern Netherlands who were the 
Waghevens and Van den Gheyn families. Not only 
did they make swinging-bells but many carillons 
were also produced by them. Although the sixteenth 
century is characterized as a time of inflation, religi
ous upheavals and wars and riots, there were 
nevertheless about one hundred tower-instruments 
at the end of this period in the Netherlands (which in 
that time also included Belgium). 

The oldest and well-conserved carillon from this 
period is to be found in the Zuidhavenpoort (South 
harbour gate) in Zierikzee since 1963. It was fur
nished in 1550-54 by Peter van den Gheyn I for the 
town hall there and chimes every fifteen minutes as it 
has done so since its reconstruction, thus bearing 
witness to the quality of sixteenth century bell
founding . The listener will immediately notice that 
even the use of a template by the founder did not 
guarantee perfect bells even though a considerable 
amount of attention was paid to the matter of tuning 
as revealed by many records which can be found in 
town archives dealing with this subject. 

A perfect sound 

The Dutch rebellion against their ruler who was also 
the king of Spain, eventually led to the division of the 
northern and southern regions. At the end of the 
sixteenth century the North was, in fact, acknow
ledged throughout all Europe as the Republic of the 
Seven United Netherlands. 

Calvinist protestantism is the dominant religious 
persuasion in this republic. This implies a certain 
sobriety in church music but also greater enrichment 
in civic music. 7 Even though the Calvinist synod 
would have preferred to ban the organ entirely from 
the church this did not actually happen because of 
the resistance of the town authorities who considered 
themselves to be the owners of the organs. This led to 
singing which. was no longer accompanied, and to 
the organ only being played after the service and in 



the evenings and on market days in order to keep 
people out of the taverns. In addition to town pipers, 
trumpeters and other town musicians, an increasing 
number of towns appointed organists. who were 
engaged as civic musicians and who were also often 
appointed as town carillonneurs. However, the vari
ations on psalm melodies, toccatas, pavanas and 
gagliardas which were played on the organ and were 
a sort of divertissement sounded less satisfactory on 
the carillon. It is hardly surprising that most musi
cians still desired to have a carillon which could 
stand up to other instruments in tonal perfection. 
This was certainly true for the composer, flautist, 
organist and carillonneur of Utrecht, Squire Jacob 
van Eyck (± 1590-1657). With the wide interests 
that are so typical for Renaissance people, he partici
pated in all sorts of discussions about natural sci
ences. His research into acoustics led to the conclu
sion that a bell had a number of overtones in addi
tion to its fundamental and a bell could not be per
fect unless the fundamental and overtones mutually 
showed no disparities. He proved by simple tests, 
which were then usual, that the overtones could be 
made separately audible through the phenomenon 
of resonance. 
The first opportunity for him to put his knowledge 
into practice presented itself when Van Eyck met the 
bell-founder Fran9ois Hemony who, together with 
his brother, Pieter was appointed to make a new 
carillon for the Winehouse tower in Zutphen in 
1642.8 

These two brothers who came from the border reg
ion of France and Germany led a rather nomadic 
existence as did many people from Alsace-Lorraine. 
They constantly drifted from one town to another 
looking for employment during this time of war. It 
was only in 1644 that they established a foundry in 
Zutphen after having made adequate preparations. 
It is not known how frequently Van Eyck travelled to 
the foundry, although one year passed before the 
final testing could be carried out and Van Eyck and a 
colleague spent an additional two weeks busying 
himself with this. 

l 
1.4 The oldest and most accurate!J-tuned carillon b

1

ell, cast in 1644 
by Franfois and Pieter Hemony in Zutphen. · 

They managed to extend the carillon in Zutphen by 
seven bells so that the town finally possessed a caril
lon that, according to a document provided by the 
very proud city council, 'surpassed those of neigh
bouring towns in resonance and tone'. 9 

Hemony, being a good businessman now established 
contacts with Deventer which was situated barely l 0 
kilometres away. He made good use of the rivalry 
between these neighbouring towns and within a year 
there was a new carillon of twenty-five bells placed in 
the Lebuinus church tower. 
Orders poured in and, in 1657 at the invitation of the 
Amsterdam city council, Fran9ois Hemony moved 
his foundry there where he held the function of town 
bell and artillery maker until his death in 1667. Pie
ter went to the south where he worked in Ghent for 
many years but when his brother Fran9ois Hemony 
died, he took over the running of the foundry until 
his death in 1680. 
The technique employed by the Hemonys was based 
on a fixed profile with a slightly thicker side which 
could later be ground out with the aid ofresonating 
bars to obtain the correct tuning. This procedure 
resulted in fifty carillons whose quality surpassed the 
work of their colleagues. Of these fifty carillons there 
are twenty-four in the Netherlands and about six in 
Belgium that remain in a more or less reasonably 
conserved state. 

After the Hemonys' deaths, the only bell-founders in 
the Republic who were still able to produce carillons 
that sounded good and were perfectly tuned were 
Claes Noorden and Jan Albert de Grave. When De 
Grave died in 1734 the requisite craftsmanship also 
died with him and whoever wanted a carillon of good 
quality had to turn to the Southern Netherlander 
Andreas Jozef van den Gheyn. 
However, the demand for belfry instruments 
declined and this is quite logical as around 1700 
nearly all important towns had at least one carillon, 
especially those towns that had voting rights for their 
province in the State Assembly 10

. 

Also The Hague, which was the seat of government 
for the Republic could boast a carillon as did even 
several other places in the south where autonomy 
was rather limited. Thus the market was reduced to 
the requirements of replacement. 

Tempora mutantur ... 

Carillon playing meanwhile developed along the 
lines of the organ concert. In various towns, the town 
carillonneurs played variations on psalm melodies 
two or three mornings per week and on Sunday after
noons. In the eighteenth century however, towns
people could hear dances, arrangements of harp
sichord music, violin pieces and folk music more and 
more frequently coming from the tower 11

. 
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Certain carillonneurs became acclaimed abroad and 
foreigners wrote with astonishment and admiration 
in their travel diaries - astonishment for the required 
physical effort at the keyboard and admiration for the 
musical virtuosity which was achieved at this refrac
tory instrument. 

Very little was documented regarding the citizens' 
attitude to carillon concerts and it is probable that 
frequent concerts led to a certain familiarity with 
carillon-playing which people would not like to miss 
but, by the same token , was not something they 
experienced with great emotion. One must also take 
into account the fact that the structure of society 
during the course of the eighteenth century changed. 
The town councillor who belonged to the ruling class 
left the busy town during the summer and turned to 
his interests a this country residence situated in idyllic 
surroundings. The affiuent bourgeoisie took part in 
discussions about new democratic ideas. Many of 
them opposed the existing constitution and fostered 
unitarian ideals. There was no place for civil chauvin
ism in such ideals and consequently one of the reasons 
for acquiring a carillon vanished. The daily life of the 
well-to-do happened mostly indoors. In the salons 
and Collegia Musica there was a great deal of domes
tic musical activity. Hundreds of cabinet organs were 
built during this period and for those who did not 
play, it was possible to acquire automatic music play
ers which were a sort of eighteenth-century juke
boxes that became increasingly sophisticated. Music 
boxes were the most popular 12

. One may well pose the 
question of whether the carillon belonged in this 
world of decorated cabinets, intimacy, and the elitist 
'societe galante'. Perhaps the carillon is generally 
associated with the market and street-life. 

The political developments at home and abroad, the 
French revolution , the upheavals in the Netherlands 
which put an end to the Seven United Netherlands 
and the foreign domination which rapidly ensued in 
the Napoleonic period, had such dramatic conse
quences that the government had far more important 
problems than the worries of maintaining belfry 
instruments in good working order. A curious situa
tion regarding church towers arose ... The desire for 
equality also between religious communities led to 
the decision in 1798 that 'church buildings and par
sonages were to be considered the property of the 
residents of the town where these were built.' 13 In 
1810 this decision was partially reversed: the church 
councils were given back their parsonages and church 
buildings but the church towers remained in the 
hands of the civic authorities because they could be of 
military importance. This regulation was never 
changed and thus right up until today nearly all old 
Dutch towers remain the property of the city councils 
even if they constitute a part of the church in the form 
ofa spire or a tower. It is also the responsibility of the 
city council to maintain these towers . 

16 

The creation of the Kingdom of the Netherlands in 
1813, and the regained political independence, cer
tainly implies no break with culture from the past. 
The developments described above continued unhin
dered. In a town/such as The Hague, and we have no 
reason to ass um~ that it was different elsewhere, peo
ple amused theniselves by going to French, Italian or 
German opera as' did people in most other places. On 
Sunday afternoons and Wednesday evenings the 
Chapel of the Grenadiers and Hunters performed in 
the 'Tent' in th~ woods of The Hague. For many 
years, this social event was of the first rank and it was 
attended by rich and poor, young and old alike. Who
ever wished to actively perform could take part in the 
'Liedertafels' or mixed choir societies which had eleg
ant names such as Cecilia, Helikon, Euphonia and 
Con Animo. 

1.5 Music-making at an 18th-century soiree. 

It was said, The Musical Society strove to stimulate 
the desire to practise orchestral music and also to 
provide young musicians and amateurs with the 
opportunity of obtaining the necessary ease in per
forming solo works both in singing and on various 
instruments before a numerous and select com
pany.' 14 

In domestic circles the more fortunate amateur sang 
and played with a degree of dubious success but in any 
case, performed with total dedication the lieder of 
Schumann and the works of Schubert and Chopin. 



The carillon is foreign to this particular culture. 
Also, ordinary people who formed the greater part of 
the population and who are eternally referred to as 
the 'working class' showed virtually no interest in 
the carillon because they had a daily struggle simply 
to survive. A working day of 16 hours or more was 
not uncommon. The cost of living rose by at least 
50% between 1820 and 1870 while the wages 
remained at the same level. The general level of edu
cation was dismally low and it was said that the 
principal diet of the working man was mainly 
potatoes and Jen ever. 15 

The history of the carillon is not an isolated one. Its 
significance in society increased and decreased 
according to influences which changed society. In 
nineteenth century society the carillon was not 
regarded anymore as a necessity. It was played less 
frequently while in some places the keyboard was 
removed and the automatic mechanism was never 
reset . Negligence of the mechanism rendered play
ing almost impossible and hardly any musician 
could be found who had a favourable attitude 
towards carillon playing.16 This was even more the 
case as the gulf widened between the artist and his 
public. Both in attire and in behaviour the musician 
also began to identify himselfas an artist, and every
one who considers himself to be an artist, 'retreats, a 
god in his deepest thoughts, into his ivory tower.' 17 

In view of this, it is quite extraordinary that there 
were calls here and there for the carillon to be re
instated in the last quarter of the nineteenth century 
- just when it seemed to be vanishing. 

A national heritage 

These calls did not, however, come from musicians 
but from the world of historians and philologists 
which were disciplines that were not sharply distinct 
from each other in the nineteenth century. Both were 
searching for the roots of their own particular cul
ture. This was a result of the influence of Romanti
cism which affected all European nationalities at 
that time. 
Many historians were concerned about the disap
pearance of their national heritage. Countless histor
ical buildings lapsed into a state of serious disrepair 
through neglect. A governmental bulletin dating 
from 1861 is the first indication of the interest for 
'buildings and memorials associated with celebrated 
events or great men.' The town councils were asked 
to 'protect these against decline or neg\ect.' This was 
no easy task. The population increased rapidly and 
around 1870 the agricultural crisis resulted in a huge 
influx of agricultural workers moving from the coun
try to the towns and cities. The 1'ack of space 
threatened to result in demolition wort. Squire Vic
tor de Steurs who was head of the depaytment of Arts 
and Sciences at the section of Internal Affairs 
wrote a strongly-worded article in the literary-scien-

tific perfodical 'De Gids' (The Guide) in which he 
opposed the disrespect for cultural heritage. Several 
years later, in 1875, Father J.W. Brouwers, a clergy
man who was historically-oriented, contended in a 
speech at a congress for Language and Literature in 
Maastricht that the carillon was an integral aspect of 
Dutch culture. 18 As a result of the example given by 
the poet Jan Pieter Heye, regular articles with vari
ous information about bell-towers, bell-founders 
and carillonneurs appeared in the magazine of The 
Society for The History of Music in The Northern 
Netherlands (Vereniging voor Noord-Neder
landsche Muziekgeschiedenis). This led to several 
major repairs which resulted in some carillons being 
saved from total decline. 19 However, the interest in 
carillons was more antiquarian than musical. The 
articles and studies which were published in the sec
ond half of the nineteenth century virtually all 
appeared in historical periodicals. When the music 
periodical 'Caecilia', published an article by G.J. 
Gregoir entitled 'Contributions to the history of the 
carillon', the editorial department added the follow
ing footnote: 'It is our intention to make a contribu
tion to the carillon although it is more of historical 
than musical interest'. 20 

The Netherlands discovers Flanders 

During this period the concept of solidarity grew in 
the Netherlands and Belgium, formerly the old 
Northern and Southern Netherlands. It was 
believed that all Dutch-speaking people had a com
mon interest, and that was the furthering of the 
integration of Dutch culture within Europe and the 
safeguarding of their common heritage. This process 
of growing awareness which was nourished by the 
frequent Language and Literature congresses, led to 
the establishment of the General Dutch Association 
(Algemeen Nederlands Verbond). Excursions were 
organised regularly for the participants of the meet
ings. Already in 1879, a visit was organised to 
Mechelen where AdolfDenijn gave a special carillon 
concert. In 1904 the Belgian members of the associa
tion regularly heard the performances of Adolf 
Denijn's son and successor, Jef Denijn. 21 This was 
apparently such a great success that, two years later, 
the participants of the 29th Congress once more 
made the journey to Mechelen. Hearing the carillon 
of the St. Rombout's tower was a revelation to the 
people from the North. Articles appeared in many 
Dutch newspapers and periodicals which testified to 
a reappraisal of the carillon and great admiration for 
the carillonneur from Mechelen. The writers were 
amazed to discover that an aspect of Dutch culture 
which was hitherto believed to have virtually disap
peared had again come to life in Flanders. Again at 
the congress in 1912, the carillon was on the agenda. 
Edward de Keyzer from Mechelen gave a lecture 
about Denijn, his art, and about his pleas for the 
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1. 6 The crowd on the 'Dam' in Amsterdam listening to Vincent's concert in 1920, at Easter morning. 

restoration of old carillons, the installation of new 
instruments, for the modernization and for the possi
bility of teaching young carillonneurs. 22 

Meanwhile, there were signs that interest was also 
growing in the Netherlands. Between 1900 and 1914 
eight carillons were restored and even three com
pletely new instruments were purchased. The caril
lonneur Jacob Vincent performed in Amsterdam to 
mark the occasion of the birth of Prinses Juliana in 
1906 and the programme was announced before the 
concert began. The crowd on the Dam Square was so 
large that according to Vincent himself, he decided 
'during a sleepless night' from that point on, also to 
play suitable works for Christmas and Easter. For 
many years he had a great deal of success and he is 
convinced that the revival of the Dutch carillon cul
ture in the first half of the twentieth century is due to 
this first revelation on the 30th of April 1906. 23 

This view is a little one-sided to say the least, as those 
who were under the spell of Denijn's playing and 
ideas, consciously spread the propaganda, both ver
bal and written. The technical improvements which 
Denijn brought to the carillon transfigured it from a 
simple percussion instrument to a belfry instrument 
with innumerable dynamic, typically romantic pos
sibilities. 24 

These possibilities of expression created enthusiasm 
amongst musicians for carillon-playing, after this had 
been non-existent for quite a long time. Listeners at 
coffee-concerts and participants at carillon competi
tions which were held in Mechelen in 1910 were 
convinced that, instead of being unusual relics from 
the past, carillons were instruments which deserved a 
place among musical instruments. A number of musi
cians filled the ranks of historically-oriented people 
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who wished nothing more than to see their carillon 
fashioned according to the ideas of Denijn so they 
would also be able to perform belfry music which 
satisfied the tastes of the period in which they lived . 

New enthusiasm 

The first initiative was taken by the carillonneur 
M.A. Brandts Buys from Zutphen who invited 
Denijn in 1913 to give his opinion about the carillon in 
the Winehouse tower. On this occasion they also went 
to see the carillon in Arnhem. According to Denijn 
who had been an advisor in Belgium for twenty years, 
this carillon was particularly well-suited to being 
adapted to his ideas. 

However, these plans 
were not carried out 
for the time being. 
This was not entirely 
due to the beginning 
of the First World 
War. The Nether
lands did, however, 
have many difficul
ties because of the 
British and German 
blockades and also 
because of the stream 
of mainly Belgian re
fugees , although the 
country nevertheless 
took no part in the 
war. The opposition 
that arose against 

1.7 A popularpocket-si;:.epublica
tion on the subject of carillons 
waspublishedin 1916 by 
D.J. vander Ven. 



the views of the ' innovators' is of more importance. 
Their ideals were clearly voiced in two publications 
that were published at the same time in 1916. The 
first was 'De torens zingen!' (The towers sing) by D.J. 
van der Ven, which was intended as a popular publi
cation in pocket size with numerous photos. 

The second was 'De torenmuziek in de Nederlanden ' (Bel
fry music in the Netherlands) by Mr. A. Loosjes , a 
magnificent publication with descriptions of all 
Dutch carillons. 

Despite differences in layout, it is clear that both 
authors greatly admire Jef Denijn, the shopkeeper 
from Mechelen who pioneered the revival of both the 
carillon and carillon playing without having com
pleted any formal conservatory or technical stu
dies. 25 Another similarity is the somewhat defensive 
formulation of both writers, a stand against those 
carillonneurs who regarded the Flemish manner of 
playing to be unacceptable. These players objected 
mostly to Denijn's 'legato style', achieved through 
tremolando. According to these people, the pursuit 
of a long sustained bell-tone through this technique 
goes against the peculiar nature ofa bell.Jacob Vin
cent who was the most fervent defender of the Dutch 
style of playing made the following remark at the end 
of the thirties ' : 26 ' In 1916 people began to import the 

1.8 The Eusebius tower in Arnhem at the time when Denijn 
examined it. 

so-called 'Belgian style' into our country. From that 
point on I stated my opposition to this and I still 
remain opposed to it.' During the same 1930s, ten 
gramophone records were made with performances 
of Vincent on the carillon. 27 Interpretations by Jef 
Denijn and StafNees appeared in a second series of 
ten recordings and the differences in playing are 
indeed so great that it shows little understanding to 
accuse the supporters of the 'Dutch style of playing' 
(Hollandse speelwijze) of arch-conservatism. 

Van der Ven and Loosjes also adopted a cautious 
attitude towards antiquarian experts and restora
tion architects. A number of them were rather star
tled by the journey around the Netherlands that 
Denijn undertook in the autumn of 1915. At the invi
tation of the Arnhem tourist information bureau, he 
came to the Netherlands from England where he had 
taken refuge. After a new examination of the carillon 
in Arnhem had been made, Denijn examined fifteen 
other Dutch carillons and drew up a series of plans to 
make alterations to all the carillons which had been 
examined. 

The altered disposition of the bells which he advo
cated, included putting as many bells as possible in 
straight rows, changing the Dutch pedal and replac
ing the 'broek-systeem' by tumblers. This was 
regarded by the opponents as an attack on the caril
lon's status as a historical monument, as a 'the 
bronze archive of the towns '28 In their opinion, this 
was not restoration but simply the destruction of a 
heritage that was centuries old. In a bulletin sent to 
all town councils in January 1916, the Heemschut 
society which was founded in 1911 warned of the 
danger of dealing too hastily with these matters . 
Although both Van der Ven and Loosjes showed 
considerable sympathy for their critics' objections, 
they did not actually succeed in dispelling their scep
ticism. This became apparent in 1917 when the 
Dutch Bell and Organ Committee was founded in 
which opponents took the lead. The advice they gave 
to carillon owners clearly indicated their opposition 
to all modern innovations. This led to a controversial 
situation where opinions differed sharply. These 
remained unchanged for many years which led to 
bitter conflicts and sometimes even to personal dif
ferences. 

Perhaps it was precisely the experiences of these con
flicts that led to the defenders of innovations joining 
ranks. 
This initiative was taken by P.A. van Westrheene 
M.A., who was a classicist, !iterator and musician 
from Arnhem. Although Mr. Loosjes considered it to 
be rather premature to begin a society, 
a meeting for a proposed society was nevertheless 
convened on the twentieth of June 1918 in Utrecht . 
Meyll and Van Westrheene from the Northern 
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Netherlands and Em. Hullebroeck, Jos. De Klerk 
and Huib Hoste from the Southern Netherlands con
curred with the statutes drawn up by Loosjes. The 
'General Carillon Playing Society' would embrace 
the entire region of the Dutch race in Europe. This 
includes the Netherlands, Belgium, French-Flan
ders, organized respectively into the Northern 
Netherlands section and the Southern Netherlands 
section. As it seemed that Arnhem would become the 
Mechelen of the North, a constituent meeting of 
members was held there on the twenty-first of Febru
ary 1919. In the evening, a performance of the can
tata 'Carillon' by Van Westrheene and the oratorio 
'Flanders artistic glory' by Benoit were performed 
for a large audience. 

The famous text reads as follows: 
'Then shall every carillon tower burst into song'. 29 

Unfortunately, the committee of the new society 
came up against many obstacles in its initial years. 
In Belgium, it was not possible to obtain a Royal 
approval for a Southern Netherlands region and 
although personal contact was fairly active, it was 
impossible for people to act as a unified organisation. 
In 1928 they decided to resign themselves to this 
restriction and the society changed its name to the 
Netherlands Carillon Society. Also the ambition to 
set up a sub-branch in each town that possessed a 
carillon was not achieved. It was only in Arnhem 
that a thriving circle of carillon enthusiasts began 
with six hundred members. Nijkerk followed suit on 
a more modest scale but the Utrecht carillon society 
founded in 1928 did not join up as a subbranch. 

The interest shown by the public was also disap
pointing. Van der Ven had already described the 
carillon in his 'Singing towers' as an instrument 
which could 'deepen the concept of nationality and 
which would heighten the spirit of Dutch patriot
ism', but also adding: 'we must wait and see if our 
people, and I refer especially to the working class, 
will grow to love the carillon' and 'a carillonneur 
exists for everybody'. The principal aims of the soci
ety were: 'the ·encouragement of interest and love for 
the carillon and also the re-instatement of carillon 
keyboard playing as an art form which reflects the 
spirit of the time and the community spirit in the 
Netherlands.' Although special manifestations often 
drew hundreds of people, the regular performances 
which were gradually being given in as many a fif
teen places, only attracted limited audiences. In 
1922 Brandt Buys also lamented: 'Yes, the public 
still has to learn how to listen; but they have been 
unaccustomed to doing so for many years; the musi
cal authorities still have to sanction carillon playing 
so that it may be seen as 'beautiful' .' 30 It is shockingly 
apparent in the report of the 'State Commission for 
Determining Salaries of Civil Servants' that the sec
ular authorities also have much to learn since caril-

lonneurs were placed in the same category as clean
ers and lamplighters. 31 

Despite all these problems, the committee achieved 
some success h ecause of their laudable determina
tion. In 1922 ) people attended the opening of the 
carillon school in Mechelen during which the first 
international Carillon congress was held to mark 
Denijn's jubilee. A special section was even dedi
cated to the Northern Netherlands in an exhibition 
set up for the o~casion. In 1924 the first instalment of 
the society periodical 'Our belfry music' · (Onze 
torenmuziek) was published. 
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1. 9 The first issue of 'Onze Torenmuziek ', predecessor of 'Klok en 
Klepel', 1924. 

The minister of Education, Culture and Sciences 
wrote an encouraging introduction. The momentous 
appeal to write music for the carillon which had 
already been made to Dutch composers in 1916, pro
duced quite a repertoire of original carillon works. 
Not all of these could be published as there was a 
lack of funds but nevertheless in 1926 the society had 
forty-four compositions in its archives of which ten 
have since been published. 

The highlight of the occasion on the completion ofa 
new carillon in 's-Hertogenbosch in 1925 was the 
Second International Carillon congress. In the 
detailed congress book which was published after
wards the names were listed of all participants, the 
catalogue of the exhibition and the lectures which 
were given. It also included the speech giyen by Wil
liam Gordon Rice, who gave an overview of current 
developments in carillon-building in the U.S.A. 
The participants unanimously agreed that steps had 
to be taken in order to create a world carillon federa
tion. 

A financial contribution from Ph. van OmmerenJr., 
made it possible in 1927 to organise the first carillon 
competition in the Netherlands.32 The nine com
petitors were able to choose which carillon they 
wished to perform on: either the carillon in Utrecht 
which had been restored to its original state or on the 
carillon at 's-Hertogenbosch which had been altered 
according to the 'Mechelen system'. This possibility 
of choosing existed for several years until protests 
against innovations were slowly silenced. 
The accept<1-nce of a carillon which was adapted to 
the requirements of that time was undoubtedly the 



result of a better understanding between the Dutch 
Bell and Organ Advisory Committee and the establ
ishment by the NCS of the 'Permanent Commission 
of Consultation for Carillon interests' -which gives 
free advice to civic authorities and church commit
tees. 
In the pursuit of improved mechanical reliability 
and therefore improved responsiveness and in the 
broadening of the carillon's possibilities, the com
mission members were everything except conserva
tive . Dr. Casparie made a passionate plea for the 
'tempered tuned instrument' and philosophised on 
the possibility of a transposing keyboard: 'If it is 
possible to transpose the keyboard a semitone higher 
or lower by a simple pedal movement then it should 
be possible to play each work in the original key and 
the composer will not be limited in his choice of key 
for compositions for a carillon.'33 For years, Van 
Westrheene was fascinated by the possibility of 'a 
new keyboard, electric, or pneumatic, which would 
be able to produce the same gradations of touch as a 
piano. ' 34 

It is clear that the problems regarding tuning and 
the peculiar nature of the carillon escaped every
body's attention for the time being. 
In 1929 the commission voiced its preference for 'a 
carillon of four to four and a half octaves, chromatic 
from C0 to g4, or (with a doubling of the small bells) 
going to c5

.' The highest ideal would be 'the con
struction of a bell tower away from the city bustle in 
a quiet place among shady trees .' These ideas 
remained theoretical and were never realised. In 
practice only the 'Mechelen baton-keyboard was 
ever advised, the doubling of bells is not employed 
and carillons are installed in the same place, with 
one exception, as where they have always fulfilled 
their function since they were invented: in the towers 
of churches and town halls . 

The efforts of the small group of pioneers were 
rewarded with an definite improvement in the 
maintenance of carillons. In the twenties ' more than 
ten instruments were improved and fifteen fully
fledged new carillons were completed of which the 
Rotterdam Town Hall is the largest with forty-nine 
bells. All of these bells were cast by the British found
ers Taylor & Co. or Gillett & Johnston and this is 
now a source of sadness for many carillon lovers. The 
fact that the art of perfectly tuning a rank of bells in 
combination with each other and ,individually has 
been lost in the country where the ,µ:emonys once 
celebrated their triumphs, leaves a bitter taste in the 
mouths of certain people. The plans of the Nether
lands Carillon Society to build a campanological 
laboratory were abandoned because of a lack of 
funds. This would have enabled Dr. Vas Nunes to do 
research. There was nothing to be do! e, but to wait 
for a reaction from Dutch founders to1British crafts
manship. The company ofVan Bergen in Heiligerlee 
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finally equalled this craftsmanship and, in 1933, 
their first tuned carillon, which was cast for the town 
of Rhen en was placed in the Springfair show build
ing (Voorjaarsbeurs) in Utrecht. There was great 
enthusiasm among the experts and the founder was 
presented with the congratulations of the N.C.S. For 
the first time in two centuries, it was again possible 
to produce a satisfactory carillon in the Netherlands. 

In 1934 Taylor supplied a carillon to Vught but this 
was to be the last appointment that a British founder 
would obtain . The persistent economic crisis meant 
that there were fewer orders placed with founders 
but a campaign (with the slogan 'Buy Dutch ware 
then together, better we will fare ' ) encouraging peo
ple to buy Dutch products in order to stimulate the 
industrial growth at home, also had some effect. 

I.JO The Van Bergen carillon, built for Den Helder, at the 
Industrial Fair in Utrecht in the spring of 1935. 

Despite the economic depression, Van Bergen 
received appointments to install six carillons bet
ween 1934 and 1941.Just before the outbreak of the 
Second World War in 1939, Petit & Fritsen also 
succeeded in producing a tuned carillon. 

During the World Fair in New York in 1939 which 
was dominated by Trylon and Perispere, the sound 
of a Dutch carillon played by a Dutch carilloneur 
pealed through the air but the Second World War 
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which actually started during the World Fair put an 
abrupt end to this Dutch revival of the art of bell
founding, at least for the time being. 

During the 1930's the Carillon Society was still 
rather anxious that widespread public interest in the 
carillon which the society had hoped to stimulate, 
was still almost non-existent. It had not been their 
original goal to set up a carillonneurs organisation 
but they did hope to initiate support for the carillon 
which would certainly bring in several hundred 
enthusiasts. The membership of the N.C.S. in 1931 
comprised just over about one hundred people, 
including about twenty donors and this figure 
decreased over the next few years. 

The membership consisted of several carillonneurs, 
several civic councils and a group of more-or-less 
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well-established c1t1zens. Little is apparent of 'a 
guide towards the higher self in the people,' as 
Althuizen expresses it in his article 'Should the caril
lonneur be an artist?'. 35 Seeking for the actual reason 
for the failure ofl this decrease in numbers, it is to the 
credit of the co}nmittee that it did not seek refuge 
behind the bad tconomic situation. 

Nevertheless, the living conditions for most of the 
nation, which were a result of the persistent 
retrenchment p{?licy, meant that each day was a 
struggle to survive. The discussions in 'Our Belfry 
Music' hardly mentioned this adverse situation. The 
blame was placed at home and the question was 
asked if the repertoire was indeed suitable.36 'What 
sort of a programme includes waltzes from Faust, a 
prelude by Chopin(!) a fantasy from the Troubadour 
by Verdi(!!) the Peer Gynt suite by Grieg, a move
ment from a Beethoven symphony and fantasies and 
arrangements from favourite operas?' wrote N.C.S. 
secretary P.T.A. Swillens and he continued with the · 
following: 'Would it not already become a little to 
farcical if one day a quick-step was played on one of 
our most splendid carillons? It has already hap
pened, even with some regularity.' After hearing 
such 'strange outlandish music, people simply 
return home because they have not grasped or 
understood anything'. The Netherlander must 
become more aware of national values and the voice 
of the Netherlands must sound from the Dutch 
towers. Do we not have a treasure of songs from our 
own heritage and how many illustrious composers 
has our country not produced! In addition, there is 
the music of our contemporaries published by the 
N.C.S. 
The variety of compositions that exist is revealed in 
the collection 'Five compositions for the Carillon' 
published in 1934. 

In an edition of250 copies, of which twenty-five were 
numbered, works were included by Diepenbrock, 
Paap, Nees, Clement and Watkins. The highly eleg
ant edition was decorated with a vignette designed 
and signed by Swillens himself which has been main
tained to this day by the N.C.S. 

In addition to the problems of an adequate reper
toire, the absence of satisfactory musical education 
still existed in the Netherlands. True, the Rotterdam 
Music school advertised its courses in carillon play- _ 
ing under the direction of Ferd. Timmermans and 
several carillonneurs had the occasional private 
pupil but there was no actual carillon school. For 
this reason, some people who had held posts as caril
lonneurs for some years regularly took the train to 
Mechelen to perfect themselves in carillon playing, 
firstly with Denijn and later with StafNees. Between 
1925 and 1940 eleven Netherlanders graduated with 
the Mechelen diploma. Four 'with success', and the 
others 'with distinction' . 



Guns andBells 

Events in the carillon world became more and more 
eclipsed by the political developments. in Europe. 
The Dutch government still maintained a position of 
neutrality which had spared the country from the 
violence of the First World War, but whether she 
could remain out of a new war became increasingly 
uncertain. This situation must be born in mind with 
regard to the request made by the State Service for 
Monument Preservation to the Dutch bell and 
Organ Committee in 1937. In fact, in 1937 a list was 
requested of bells which could be sacrificed in the 
event of war. The requisitioning of bells occurs quite 
frequently in European history, especially during 
the era when bronze was used to produce guns and 
many bell-founders also worked as gun-makers. At 
the Second Peace Conference in the Hague in 1907, 
however, it was specifically emphasized that it was 
not permissible to 'confiscate historic works of art on 
enemy territory.' Determining which bells were 'his
toric works of art' was a time-consuming procedure 
but the inventory was completed in March 1940. 
The most valuable bells were marked with a large 
'M'. If, in an emergency, bronze was required, the 
Dutch government had to spare these at all costs. 
Also, it was necessary to bear in mind the possibility 
that a foreign power might take control, and there
fore a notice in four languages was hung near to these 
bells so that the foreign authorities might spare these 
bells at all cos ts. 

Barely two months after the completion of the list• 
drawn up by the 'Inspectorate for the Protection of 
Works of Art ' the first bells had already vanished. 
On the 10th of May 1940 the German troops 
marched into the Netherlands. On the 14th of May 
Rotterdam was bombed and the Hemony carillon on 
the Old Stock Exchange was destroyed. Three days 
later, after the rest of The Netherlands had surren
dered to the Germans, the Zeeland Garrison still 

1.12 May 1940: The devastated Abbey tower of Middelburg. 

remained an area of resistance and defenses were 
eventually destroyed by similar bombardments on 
the town centre of Middelburg which had no milit
ary importance. 

The destruction of the Abbey tower meant that the 
only extant heavy carillon by the founder Claes 
Noorden was totally destroyed. 

The consequences of German occupation did not 
immediately bring drastic changes.37 The National
Socialists initially harboured the hope that they 
could convince the Dutch to accept 'The New 
Order', a Europe under Nazi rule. In this concept, 
an important role could be assigned to the newly 
formed 'Department of National Information and 
Arts'. This was directed by Dr. T. Goedewagen who 
fervently believed in the thousand year Reich. 
Under his direction, guidelines were discussed in 
March 1941 for a thorough re-organisation of the 
music world. Amongst those who met at the depart
ment were the conductors of the large Dutch orches
tras , several young composers and the carillonneur 
Vermaak who had just graduated from Mechelen. 

Vermaak was asked to draw up a plan to achieve a 
'sound situation for carillons'. With great enthu
siasm, he began work on this plan and within a few 
weeks he was able to put forth his ideas. These plans 
meant that all unqualified carillonneurs older than 
55 and some mentioned by name including Vincent 
would have to retire. They would be replaced by 
carillonneurs with a diploma from Mechelen who 
would each have three carillons in their charge in 
return for a reasonable salary. Their duties included 
compulsory evening concerts during the summer, 
making programme booklets and training assistants. 
The assistants would receive a modest bursary to 
help them complete their studies in Mechelen. The 
three Netherlanders who had to cease their studies 
because of the war were each given the right to play 
on one carillon. A new guild had to be founded to 
replace the N.C .S. because: 'Dr. Casparie and his 
amateurish followers must disappear'. 38 Whether 
Casparie who was chairman and the N.C.S. were 
aware of these threats is not known as the society's 
archives vanished during the course of the war with
out any trace. 

None of these plans really even got off the ground. A 
decree had already appeared in 1941 issued by the 
Reich Commissioner, Seyss-lnquart, ordering the 
Dutch population to submit all articles of copper, 
lead, tin and any alloys. Church bells did not yet fall 
within the category of this regulation but every 
insider suspected that it was only a question of time 
before bells would also fall victim to this regulation. 

Dr.J. Kalf, who was the State Inspector for the Pro
tection of Art Treasures and Science, took advantage 
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of this period to obtain assurances from the Reichs 
Commission that 25% of the total weight in bell
bronze would be saved. Incidentally, this percen
tage also applied to Germany itself. The expert 
from Utrecht Dr. W. van der Elst and certain 
others advised which swinging-bells and carillons 
should profit from this protection. In July 1942 the 
dreaded injunction appeared and that autumn the 
first bells were removed from the towers. Because 
most bell towers were situated in residential areas, 
this led to many incidents. Church wardens and 
vergers refused to give up the keys to the church, 
crowds which had gathered voiced their displeasure 
with shrill protests and more than once cables were 
cut or pulleys fouled. up.39 

Sometimes, bells were saved by various tricks: the 
'Jhesus' bell in the St. Jacobs Tower in The Hague 
which weighed more than 6000 kg and was cast in 
1514 by Jasper and Jan Moer had already been 
hauled out of the tower and was sitting on the 
ground when Janzen, the assistant inspector 
arrived. He gave permission for the colossal bell 
which had a diameter of two and a half metres to be 
put back in the tower and had the opening of the 
door narrowed with wooden planks under the pre
text of protecting the stone edging so that the bell 
could not be taken out again. Afterwards, a state
ment was made that the bell could not be removed 
without causing serious damage to the monumental 
tower. The gigantic bell remained in the tower 
buried behind a pile of stones waiting for the day of 
liberation.40 There were many places where people 
voiced their impotent fury by writing the following 
words on bells that had been requisitioned: 'This 
war will not be won I by anyone who uses God's 
bells to make bullets for his gun.' 

It was only at this point that many of the Dutch 
began to realise that the sound of bells was a part of 
daily life in their towns and villages. There was no 
ringing calling everyone to church or prayer, no 
carillon chimes which indicated the time every fif
teen minutes day and night or which mingled with 
the cries of the merchants in the market place. This 
silence was so noticeable that, in some places, peo
ple installed speakers in towers so that chimes could 
be played from gramophone records: this was one of 
many surrogate solutions from the period of the 
war. 

Meanwhile, the Inspection for the Protection of Art 
Treasures and Science strove to save as many bells 
as possible. All bells that had been taken to a number 
of storage depots were registered according to their 
measurements, caster and year of casting. Photo
graphs and plaster mouldings of any decorations 
and engraved words or numbers were made in order 
to delay the eventual transportation to Germany. 
Many bells that were not marked with an 'M' were 
instead given a 'P' for 'Priifung' (examination). 

24 

-- -

1.13 Spring 1943: Inhabitants of the village of Nieuwerkerk (Zld) 
with the requisitioned church bell, cast by Burgerhuys in 1645. 

These had to undergo further examination to deter
mine their historical value. In addition to this there 
was another system of categorising A, B and C 
which made sorting more difficult. Nevertheless, all 
this procrastination and fussing did not prevent the 
transportation to Germany which began as early as 
February 1943. Eventually, through endless 
negotiating, the transportation was so behind 
schedule that there were still 45% of the 
requisitioned bells stored in depots in the Nether
lands in September 1944. A ship captain who was 
supposed to have transported a large number of'M' 
bells refused to co-operate.41 The captain who was 
assigned in his place to sail with the cargo lacked 
adequate skill in seamanship and the ship 'Hoop op 
Zegen' sank near Urk. 107 'M' bells and 148 caril
lon bells managed thereby to escape the melting 
pot. Another ship also carrying bells got no further 
than Groningen. 

Meanwhile, the allied troops had already reached 
the south of the Netherlands but a price also had to 
be paid for liberation. During the 'Market-Garden' 
operation, the Hemony carillon in Arnhem was des
troyed. Ironically, where the revival of carillon art 
had begun in the Netherlands twenty five years ago, 
there now remained just a heap of rubble. In 
October 1944 German troops fired at the tower of 
Bergen op Zoom, in November, several units of 
retreating Germans blew up the Town Hall of 
Heusden and the 134 inhabitants who had fled into 
the cellar of the Town Hall died in the explosion. 
The Tower of Doesburg was also blown up even as 
late as April 1945. Three weeks later the German 



1.14 Heusden Townhall, ravaged by explosion in November 1944. 

troops surrendered in Europe. There were only a few 
places where the elated populace were able to cele
brate and confirm the liberation with ringing bells. 
The sonorous ringing of 'Jhesus' which had been 
secretly hitched up several days earlier by workers 
from the city council tolled over The Hague. 

What remains of other carillons and swinging-bells? 
Mr. Janzen had already made a journey to locate 
German bell depots inJune 1945 to see if any Dutch 
bells could be found. After months of investigation 
and many deviations he succeeded, thanks to the co
operation of British and Canadian officers, in finding 
nearly three hundred bells in a depot in Hamburg.42 

Cameramen and radio reporters were present and, 
after several speeches, these bells finally returned to 
their homeland on the 19th of Nov~mber 1945 from 
the holds of several coasters. Also ii'\ depots in the 
Netherlands and in Liinen, near Dortmund, a 
number of bells were discovered while the cargo of 
the sunken boat 'Hoop op Zegen ' was lifted from the 
seabed. 
The balance was then worked out. There were origi
nally about 9000 hour and carillon bel ls and nearly 
4,800 were taken out of the country. All these bells 
had a total weight of nearly two million kilograms. 

• 
Highly valuable bells would have been included in 
these figures. In 1945, there were still about 4,200 
bells in the Netherlands. Of the rich heritage of bells 
mentioned in the introduction of this chapter which 
was constantly being expanded through the cen
turies, more than half vanished in a period of five 
years. 
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21 Carillon Art 
General overview of the development, 1945-1990 

I 

Romke de W aard 

In writing about the developmeni of the carillon art from 1945 to 1990, it must be emphasized that our tower instruments generally 
have attracted much more attention in this period than during the first four decades of this century, when a small but dedicated circle 
of carillonneurs and enthusiasts was active. Many inhabitants of The Netherlands realized how much the distinctively Dutch 
carillon music meant to them only during the wretched World War II years, as reflected by Ida Gerhardt in the following poem 
written during the war and set to music in 1945 by the composer and carillon enthusiast, Harold King: 

Ik zag de mensen in de straten, 
hun armoe en hun grauw gezicht; 
toen streek er over hun gelaten 
een luist'ren, een vleug van licht. 

Want boven in den klokketoren, 
na 't donker bronzen torenslaan, 
ving, over heel de stad te horen, 

~ de beiaardier te spelen aan. 

Valerius! een statig zingen 
waarin de zware klok bewoog, 
doorstrooid van lichte sprankelingen: 
'Wij slaan het oog tot u omhoog'. 

En een tussen de naamloos velen, 
gedrongen aan de huizenkant, 
stond ik te luist'ren naar dit spelen, 
dat zong van mijn geschonden land. 

Dit sprakeloze samenkomen 
en Hollands licht over de stad ... 
nooit heh ik, wat ons werd ontnomen 
zo bitter, bitter liefgehad. 

In the places where carillons had been destroyed or 
confiscated, their soothing sounds were missed. 
Where they were still played, their sounds comforted 
and gave hope for a brighter future, in which the use 
of bells would once again bring to mind vivos voco ('I 
call the living') instead ofmortuos plango ('I mourn the 
dead') andfulgurafrango ('I break the lightning') . 
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( free! y translated:) 

I saw the people in the streets, 
their poverty, their faces gray; 
but suddenly thejr eyes were lifted 
by strains of memories far away. 

When the deep bronze hourstrike 
had sounded, ever clear, 
the carillonneur'd begun to play 
for all the town to hear. 

Valerius! so stately sung 
by bells of mighty size, 
interspersed by silv'ry trebles: 
'To thee we lift our eyes'. 

As one in the nameless multitude, 
moved silently to stand, 
I listened to this music, 
that sang of my crushed land. 

To the speechless scores of people 
who under Dutch skies dwelt, 
never had the love of what they'd lost 
so bitterly been felt. 

The Situation in 1945 

Of the 77 carillons that existed in The Nether
lands, 24 were entirely or almost entirely ruined dur
ing the war. As mentioned in chapter I, six carillons 
were lost to wartime aggression between May 1940 
and April 1945. These were, in chronological order, 
the small carillon in the Stock Exchange cupola at 
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Rotterdam, the large carillons at Bergen op Zoom, 
Arnhem and Middelburg and the small carillons at 
Heusden and Does burg. Of the last, that had been 
cast in 1654-55 by Franr;:ois and Pieter Hemony, 
most of the bells were saved. As a result of the claim
ing of bells by enemy forces, 17 carillons entirely or 
almost entirely disappeared, while an 18th carillon, 
that of Our Lady's Tower at Breda, fared slightly 
better; 17 bass bells of the original 45 were saved. 
In the list in chapter XIII of carillons permanently 
vanished, the 22 totally or nearly lost instruments 
are mentioned along with the name of their tower, 
.their number of bells and year(s) of casting as well as 
the bellfounder(s). Since a relatively large number of 
bells were saved in the carillons of Doesburg and 
Breda, these do not appear in the above-mentioned 
list, but in the list, Carillons in The Netherlands in 
1945. Since each instrument mentioned has been 
restored, the two carillons are also included in the 

.. 

2.1 The Appingedam carillon literally 'resurface .'from water after 
the Second World War. 

summaries in the lists II and III of this chapter's 
Appendix. 

Fortunately, some of the other carillons that were 
removed from their towers were recovered undam
aged after the war. Indeed, the carillons of Apping
edam, Brielle, Goes, St. Maartensdijk and Tholen 
each had a joyous 'homecoming' , but not before hav
ing withstood quite an ordeal. 
After having been stored together in Leerdam for a 
considerable time, they were loaded onto the ship 
'Hoop op Zegen ' ('The Hope of Blessing') . The 'hope' 
alluded to was fulfilled when the ship, headed for 
Germany, sunk near Urk and remained in the South 
Sea (Ijsselmeer) until it could be raised after the war. 
But this 'hope' was not limited to the rescue of the 
ship! These five carillons became available for 
thorough examination by physicist E.W. van 
Heuven, whose research resulted in a thesis defended 
on December 21, 1949 and entitled Acoustical Measure
ments on Church-bells and Carillons. The great signifi
cance of this research and thesis will be covered more 
deeply lateron in this contribution. But the 'hope' 
that this work fulfilled would reach considerably 
further than that thesis and its direct effect on cam
panology, for the managers ofB. Eijsbouts & Co. at 
Asten (presently Royal Eijsbouts Bellfounders and 
Manufacturers of Tower Clocks) was influenced by 
van Reuven's methods and their results to begin 
casting their own bells . The company had already 
gained vast experience by installing English carillons 
in the decades preceding World War II. In order to 
perform all necessary research in order to begin cast
ing, Eijsbouts employed Andre Lehr in 1949, who 
consequently has become the most important cam
panologist of this century. 

Carillon Restorations) Extensions) 
New Carillons 

After 1945, we Dutch were no longer hindered by the 
viewpoints with which the occupying forces had 
tried to indoctrinate us. We could now work freely at 
res to ring war damage and further develop our own 
culture, in which the carillon art formed an essential 
element. In the first place, there was naturally the 
desire to replace the carillons that had been lost and 
to restore the carillons that had been removed and 
recovered, or that had been temporarily silenced by 
wartime aggression, such as those in the towers of St. 
Steven in Nijmegen and St. Lawrence in Rotterdam. 
And after 1945, the ideals that had inspired carillon
neurs and friends of the instrument to pursue their 
activities during the first four decades of this cen
tury, mentioned in the previous chapter, became 
more and more instilled in the broadening citizen 's 
circles and in many city governments. Through this, 
the following aims were particularly voiced: 
To replace carillons Jost in the war with new ones; 
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- Thankful for the complete preservation of 23 of 
the 26 Hemony carillons and 31 other carillons, it 
was desirable that the tower instruments sound 
optimally and also to have as much original carillon 
music played as possible. This meant, however, 
that the carillons had to be enlarged to four octaves, 
as much carillon music, especially that of Flemish 
composers and carillonneurs educated at Meche
len, required that range. The Flemish carillons also 
contained extra bass bells with the pitches Bbo and 
bb 1

• However, the large carillons in The Nether
lands with complete bass octaves, especially the 13 
large Hemony instruments that survived the war, 
generally had a range of only three octaves. 

- Even before the war, the policy of the NCS 
(Nederlandse Klokkenspel-Vereniging) had been to 
install new carillons in suitable towers. The post
war goals included the continuation of this objec
tive. 

The Dutch bellfounders and carillon installers 
clearly had their work cut out for them, moreover 
because carillons from English foundries were no 
longer to be imported into The Netherlands after 
1945, for reasons mentioned in a later chapter. 
From a financial-economical viewpoint, the situa
tion was favorable . In the first place, grateful use 
was made of State subsidies for the restoration of 
war damage, in this case the purchase of bells to 
replace carillons and bells lost in the war. These 
subsidies could naturally be used to realize wish 'a', 
but in some cases it was also possible to use them 
for realizing wishes 'b' and 'c'. In cases where 
swinging bells had been lost, the subsidies granted 
for restoring the damage could also be used to 
purchase carillon bells . It was often preferable to 
apply a substantial grant, obtained for one or more 
surrendered heavy, swinging bells, toward the 
purchase of a larger number oflighter carillon bells; 
these were less expensive individually and their 
total weight was approximately the same as that of 
the lost swinging bell(s). In the second place, dur
ing the 'boom' years following the war, the city gov
ernments could generally allocate far more funds 
for cultural purposes -and therefore for purchasing 
new carillons- than in decades past. 

The situation described resulted in a development 
of the carillon art in the three decades from 1945 to 
1975 that was characterized by a literally harmoni
ous interaction between: 

- the demand for new carillons and for the restora
tion and enlargement of carillons that had survived 
the war; 

- the intensity with which the bellfounders endea
vored to improve their carillons and the positive 
results they achieved; 

--

- the stimulating influence exerted by the NCS and 
the resulting propaganda for the carillon art ( to be 
discussed further hereafter; 

- the willingness of the government to help finance 
the purchase knd installation of completely new 
carillons and; 

as a result of all of the above, the gradual increase 
in interest of the public, that often led to local caril
lon committees raising funds from corporations and 
individuals to provide new carillons that would 
subsequently be matched by the city government in 
question. 

Before discussing what was achieved through the 
interaction mentioned above, it will be useful to 
shed light on the problems encountered with the 
restoration and enlargement of historic carillons, 
specifically the ancient treasures produced by Fran
\'.Ois and/or Pieter Hemony, Melchior de Haze and' 
Andreas Jozef van den Gheyn. In addition to the 
contribution of Andre Lehr in chapter IV, the fol
lowing should be considered: 

a. The restoration and enlargement of the Hemony 
carillons in the West Church, South Church and 
Mint Towers in Amsterdam that were accom
plished in 1959 were carried out according to the 
views of an advisory board headed by Mr.Jan 
Prent, director of that city's former Department of 
Building Maintenance and Public Works. This 

2.2 The Westertoren in Amsterdam. 



advisory board was mobilized as a result of the 
unsatisfactory enlargement of the Hemony carillon 
of the Old Church Tower in Amsterdam with a 
fourth octave of bells based on the bourdon of the 
existing carillon. 
As a member of this advisory board, we personally 
advised Mr. Prent to seek contact with the director of 
archeology of the former Ministry of Education, Arts 
and Sciences and/or the director of the Department 
of Monuments in order to obtain permission to per
form tuning corrections to the bells in the Hemony 
carillons in Amsterdam. Although this suggestion 
was completely supported by advisory board 
member Dr. W. van der Elst, who had stated that 
tuning corrections already performed on Hemony 
bells had not damaged their tuning or tonal qual
ities, Mr. Prent completely rejected this recommen
dation. While this subject had been discussed many 
times during the frequent meetings of the advisory 
board, Mr. Prent nevertheless remained adamant: 
the bells could be cleaned but definitely could not be 
retuned; 

b. Both the Amsterdam and the NCS advisory 
boards concurred that it would be incorrect to retune 
the bass octaves of Hemony carillons ( the bells with 
pitches c1 to c2) significantly lower in order to 
improve the external tuning with respect to the bells 
in the second and third octaves, whose richness of 
tone decreased proportionally with their size. This 
deliberation was partially responsible for the NCS's 
advice concerning the Hemony carillon in the tower 
of the St. Bavo Church at Haarlem, for which 
another important consideration applied: the 
removal of the bells of the second and third octaves of 
this carillon would allow for their installation in that 
city's Bakenesser Tower, where they would replace a 
small Hemony carillon that had been sold in 1795. 

c. In the meantime, we were all pleasantly surprised 
on three occasions when we heard how successful the 
firm ofRoyal Eijsbouts had been with the restoration 
and enlargement of the Hemony carillons in the 
towers of the West Church, the Old Church and in 
the Royal Palace at Amsterdam in 1959, 1965 and 
1966, respectively. In casting new bells, they had 
succeeded in matching the tonal richness and timbre 
of the original Hemony bells, notwithstanding that 
the timbres of the three instruments are clearly dis
tinct. The somewhat melancholy timbre of the Old 
Church carillon contrasts strikingly, with that of the 
much more cheerful West Church carillon and the 
still brighter carillon of the Royal Palace. The transi
tion from Hemony to Eijsbouts bells in the second 
octave of each of these carillons is unnoticeable. 

d. Of particular importance for the d~velopment of 
the carillon art in the en tire period fron{ 1945 to 1990 
are Andre Lehr's remarks in chapter iv pertaining 
to the dimensions of the brilliant sounding treble 

• 
bells in modern carillons and that which is expressed 
by the survey of diameters and weights of Hemony 
bells with the pitches c4 and c5 in comparison with 
bells of the same pitches having modern, heavy pro
files. Gradually changing the profiles of treble bells 
with successively rising pitches made it possible to 
cast bells for the third and fourth octaves whose 
tonal volume would be considerably stronger than 
had been possible before 1945. 

2.3 The heavy profile of bells in the fourth octave. 

The further development of this thickening process 
enabled the casting of a fifth octave of bells, in exten
sion of the fourth. 

Three lists, (I, II and III) appear in the Appendix to 
this chapter, in which chronological surveys are 
given of (I) the restorations and/or enlargements of 
the carillons that survived World War II and (II and 
111) the new carillons built since 1945. Studying this 
information reveals that on the one hand, many old 
carillons were restored and/or enlarged prior to 1960 
(22 of the 46 carillons restored between 1945 and 
1990) and that no less than 17 carillons with baton
type keyboards were produced prior to 1960 to 
replace carillons that were lost in the war. On the 
other hand, most of the completely new carillons 
have been manufactured since 1960. Considering 
thereby that firstly , the heavy carillons at 
Emmeloord, Hilversum and Venlo, the medium: 
heavy carillons at Beverwijk and Valkenswaard and 
the light carillons at Boxmeer, Hulst, Katwijk , Sluis 
and Veendam were all cast in the years from 1958-
1960, and secondly, that the heavy carillons at 
Rijswijk, Eindhoven (originally the Philips Tower, 
presently St. Catharina Tower) , Drachten (origi
nally at Merelhof House, presently at the bell
foundry Museum of Heiliger lee) , As ten (Church of 
the Presentation of Mary), the medium-heavy caril
lons at Huissen, Laren and Roosendaal and the light 
carillon at Haastrecht, were all cast in 1966, it is 
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evident that a total of 43 completely new carillons 
appeared in the period from 1958 to 1966. No fewer 
than 15 of these are heavy carillons, comprising 
nearly two-thirds of all the completely new heavy 
carillons produced in the period from 1945 to 1990. 

The following will explain this remarkable develop
ment: 

a. From 1946-1960, the directors and advisors of the 
NCS were not only generating considerable interest 
for the carillon art in general, but were also calling 
for the improvement of carillons that had withstood 
the war but no longer met (.or never had met) accept
able standards. In doing so, they were fortunate to 
have at their disposal the first transportable carillon 
manufactured by Eijsbouts in 1949, which in Sep
tember of that year was sent to an exhibition in 
Lausanne, Switzerland. The general unfamiliarity 
with carillons during that period was evident at the 
various borders it had to cross; the customs officials 
were bailed when trying to classify this musical 
instrument that did not appear in any of their tariff 
books. At the Dutch-Belgian border the transport
able carillon was described, not entirely correctly, as 
'a musical instrument with a keyboard and sound
producing tongues'. This instrument toured through 
all the Amsterdam neighborhoods and the nearby 
area in September, 1952, and was also used for con
certs at the Open Air Museum at Bloemendaal. It 
was featured in the parade at the Royal Palace at 
Soestdijk during the annual Queen's Day festivities 
in 1953, was played daily at a Hilversum summer 
festival that year and traveled to Alkmaar and vicin
ity in the summer of 1954 to support the drive of that 
city's carillon committee to provide the carillon of 
the St. Laurens Church with a baton-type keyboard. 
All of this left no doubt as to how beautiful, and on 
quiet summer evenings how moving, the music of 
sonorous and perfectly tuned carillons can be. It also 
made clear that all of this had been brought about by 
various, surprising developments in the bellfound
ing art. The tournees of the transportable carillon 
were of great importance for the spreading of the 
carillon art because carillon music now was not only 
audible but visible. Audiences could see with their 
own eyes how carillonneurs were able to produce 
astonishing nuances from their instruments. Caril
lonneurs had descended, as it were, from their 'ivory 
towers'. 

b. The directors of the NCS saw to it that com
munities possessing valuable, antique carillons 
joined its ranks so that their representatives, 
whether the Mayor himself, or the director of Public 
Works or Cultural Affairs, could participate in or 
attend annual meetings and seminars devoted to the 
restoration and enlargement of surviving carillons or 
to replacing lost carillons with new ones that would 
be superior to their vanished predecessors. Through 

these and various other activities, enthusiasm was 
awakened for restoration, extension and replace
ment of the carillons mentioned. 

c. As a result o{ these activities and the successful 
cooperation beti,veen carillonneurs, directors and 
advisors of the NCS and the Dutch bellfounders and 
various city governments, good contacts were made 
with local carillon committees that sought to place 
new instruments. Through this, the public interest 
for carillon projects grew steadily. Often a local com
mittee took the initiative, raising funds from corpo
rations and individuals for a carillon whose bells 
would bear their names, upon which the city council 
in question would match the amount raised. To 
assist, the NCS offered its services for: (a) pro
paganda through recitals on transportable carillons 
and/or lectures with slide presentations; (b) consul
tation and critique and (c) organization of celebra
tions for the inauguration of the new carillons, such 
as recitals , public melody quizzes and competitions 
for improvisations, themes and compositions, etc. 
Through all of this the public became well
acquainted with the carillon. 

d. The pleasing results achieved between 1946 and 
1960 with restorations and extensions of old carillons 
and the replacement oflost carillons with new ones, 
coupled with the increased financial possibilities 
brought on by the economic boom, especially in the 
l 960's, led to the placement of more and more orders 
for carillons to fill towers that had been empty prior 
to the war. A stimulus for this was the knowledge 
that (a) carillons could now be cast whose quality 
surpassed those from before the war and (b) the 
financial/economical situation was better than it 
ever had been. 

e. In cases where plans existed for placing new caril
lons that the NCS authorities considered too light or 
too small of range in comparison with relevant 
trends, the NCS advisors attempted to convince the 
purchasers that it was preferable to have a carillon 
whose weight and range best fit the capacity and 
height of the tower in question. It often happened 
that plans for small or solely automatic carillons 
were modified to provide for heavy or medium
heavy instruments with baton-type keyboards. 

The developments of the techniques discussed 
above toward designing small bells with thicker pro
files to facilitate their use in the third, fourth and 
later the fifth octaves, whereby the weights of succes
sive bells were only very gradually decreased and 
finally remained virtually the same, led to the pro
duction from 1965 of carillons whose bell pitches 
extended to c6

, thus five-octave carillons. This is 
illustrated by the figures in list II, column L, 
whereby must be added that the carillons in period 2 
under L at Bolsward and Dokkum were only en-
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larged to light, large carillons in 1967 and 1983, 
respectively. The carillons at Delfshaven and Bols
ward, that originally was the first transportable 
carillon by Eijsbouts, presently contain 44 bells (3-1 / 
2 octaves), that of the Belgian Monument 49 bells ( 4 
octaves with the addition of bells bb 1 and eb2 and all 
other light, large carillons in column L contain 47 
bells ( 4 octaves). 
The first heavy carillon with a five-octave range was 
cast in 1966 for the Philips Tower, specially built for 
this instrument opposite the Evoluon in Eindhoven. 
The instrument contains 61 bells: five octaves with 
the addition of bbo and eb 1• 

2. 4 The Philips carillon in Eindhoven was cast in 1966. lt had 61 
bells and was then the largest carillon in The Netherlands. The 
tower which had been specially built/or the carillon was 
demolished and the instrument was transferred to the tower of 
St. Catharina's church in Eindhoven. 

It was reinstalled in the St. Catharina Tower in 
Eindhoven in 1987. (The Philips Tower has subse
quently been razed and the Evoluon, originally a 
technology museum, now fulfills a different func
tion.) The carillon in the tower of the Rotterdam 
City Hall was enlarged from four to five octaves in 
1975 and also contains 61 bells. Connected to the 
same keys as the instrument at Eindhoven, the Rot
terdam carillon transposes a minor third lower. The 
third, heavy five-octave carillon in The Netherlands 
is housed in the south tower of St. Gervase (Servaas) 
Church at Maastricht. This carillon was enlarged in 
1985 from a light, large carillon ({2, d2, e\ chrom. 
through c6

) to a heavy one by the a,i:ldition of a com
plete octave of bass bells. It presently contains 59 
bells: c1

, d 1
, e1

, chrom. through c6
. 

While it is convenient that music composed for full
range, heavy carillons can also be played on full
range light ones, ( especially for the students at the 
Netherlands Carillon School, who try out their 
talents on the light, 49-bell practice carillon in 
Amersfoort' s Belgian Monument), carillonneurs 
should nevertheless resist the temptation to perform 
works composed specifically for heavy instruments 
on light carillons lacking bass bells. 

Whereas the period from 1966 to 1980 saw a decided 
increase in the number of solely automatic carillons, 
it is disappointing to note the relative decrease in the 
number of carillons with baton-type keyboards with 
respect to the period of flourish from 1958 through 
1966, discussed before. This will partially be due to 
the decline of the financial-economic climate and the 
increase in price of carillons with manual playing 
actions. 
Of the 58 solely automatic carillons with 23 or more 
bells, 47 contain 23 to 28 bells, 10 contain 32 to 38 
bells and one carillon contains 50 bells. It is regret
table enough when carillons of ca. three octaves, as 
the group with 32 to 38 bells, are not provided with 
baton-type keyboards. It is completely unaccept
able, however, that the costly carillon of 50 bells in 
the tower of St. Peter-Banden Church at Sittard con
taining heavy bass bells with absolute pitches c1

, d 1, 

f1, g1
, a I and b 1 still lacks a baton-type keyboard. A 

campaign must begin without delay to rectify this 
situation so that the instrument can be properly 
played by a carillonneur. 
Of the 96 solely automatic carillons with 17 through 
20 bells, 88 are of the standard type with 18 bells 
with the nominal pitches c3, d3, e3 chrom. through g4. 
Of the remaining eight, two have 17 bells, four have 
19 and two have 20 bells. 
In order to present a conclusive, clear representation 
of the quantitative developments with successive 
highlights occurring during the nine five-year 
periods starting in 1945 that concern the installation 
of ( 1) carillons with baton-type keyboards to replace 
examples lost in the war, (2) entirely new carillons 
with baton-type keyboards and (3) solely automatic 
carillons, we refer to the following bar graph, in 
which carillons with baton-type keyboards are 
denoted by 'b. keyb.' and categories (1), (2) and (3) 
are represented by the letters 'R' (replacement), 'N' 
(new) and 'A' (automatic) . 

3 Care of Ancient Bells, Historical Research 
and Museums 

3.1 The reports on the development of the carillon art 
in this chapter so far could lead the reader to believe 
that the activities of the N.C.S. concerned with the 
restoration and extension of old carillons, and the 
realization of new ones, were aimed solely toward 
creating optimal musical instruments, without the 
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preservation of valuable old bells or performing 
research on their history. This impression would be 
inaccurate, however. In the entire period from 1945 
to 1990, much attention has been devoted to the 
historically interesting aspects of ancient carillons 
and bells, and much thorough research has been 
performed. 
From the outset, restoration plans for old carillons 
included careful consideration of the particular his
torical problems and circumstances worthy of atten
tion. The historical significance ofHemony carillons 
played an important role in planning each restora
tion and enlargement project. Regardless of the 
opinions on possible solutions to these problems, a 
great respect for the Hemony brothers and their bells 
was always in the foreground. It is meaningful to 
relate that the gift presented by Eijsbouts to the third 
president of the NCS, the physicist Dr. W. van der 
Elst, on the occasion of his 70th birthday on 25 Sep
tember 1952, was a stained glass window depicting 
the brothers Fran~ois and Pieter Hemony with the 
text, 'To Dr. W. van der Elst, Friend of the 
Hemonys'. 
Fully conscious of the great responsibility entrusted 
to any bellfounder undertaking the restoration and 
enlargement of a Hemony carillon, Andre Lehr 
embarked upon a thorough research project on the 
lives and works of the Hemony brothers and their 
carillons. He wrote two books on the subject which 
have been published by Eijsbouts: The Bellfounders 
Franr;ois and Pieter HemOTl)I ( l 959) and Historical and 
Musical Aspects of Hemony Carillons ( l 960). In order to 
promote as much interest as possible everywhere, 
the NCS organized a Hemony Commemoration 

--

Year in 1959, culminating in an exhibition in the 
Zonnehof Cultural Center at Amersfoort, in which 
the three Dutch bellfoundries participated: Van 
Bergen, Eijsbouts and Petit & Fritsen. The goal of 
this exhibition was to portray the carillon as ( l) the 
most democratic musical instrument, (2) typical 
instrument of the Low Countries, (3) source of inspi
ration for artists, particularly poets such asjoost van 
den Vondel, Melchior Fokkens, Ida Gerhardt and 
many others, and composers, and ( 4) symbol of civic 
concord, whereby public spirit is confirmed or even 
strengthened by each recital given. 

2.5 The 'Dr. W. van der Elst Window '. 



According to Article 4 of its statutes, one of the 
N.C .S.'s tasks is to provide advice on the restoration 
and improvement of carillons. This implies that the 
advisors' area of expertise must include the history of 
the bells comprising these carillons. In cases where 
the tonal quality of a set of bells is poor enough, even 
after retuning, to prevent their use in an instrument 
whose total sound must conform to set musical stan
dards, the question arises as to what must be done 
with these bells. May they be relegated to the fur
nace, from whence their valuable bronze can be used 
for new bells? Ifnot, how can they be best employed? 
In order to answer such questions, the advisors must 
not only be experts in the field of tonal quality, but 
must also possess knowledge about other factors 
determining the value of a bell , such as (a) their 
place in the history ofbellfounding and (b) the bells' 
visual aspects , such as quality of casting, ornamen
tation and extent of damage, if any. 

In the period from 1945 to 1960, it became increas
ingly evident that not only the Ministry of Educa
tion, Arts and Sciences, the State Commission for 
the Care of Ancient Monuments and various anti
quarian societies, but also many members of the 
NCS were cognizant of the need for systematic, sci
entific research on the history of the bellfounding art 
and the work of the founders who had been practic
ing in the Low Countries since the Middle Ages . 
Special stimuli for performing such research were 
(a) the wartime ordeal in which the occupying forces 
removed bells from Dutch towers and (b) the rapid 
evolution in the bellfounding art since 1945 and the 
resulting possibilities for improving and enlarging 
old carillons. It must be noted here that various 
important publications had appeared since 1945 on 
the history of bells and carillons in a number of cities, 
such as The History of Hoom 's Bells and Carillons by 
C.J. Stins, published in 1946 to promote the cause 
for a new carillon in the tower of the Great Church at 
Hoorn, The Singing Towers of Amsterdam by B. Bij
telaar (Amsterdam, 1947) and the publication in the 
22nd album of the Historical Society 'Old West
Friesland' ( 1955) by S. Spoelstra, entitled: The 
Enkhuizen Carillons in History. Despite the existence of 
these studies limited to single cities, and the studies 
mentioned already by Andre Lehr on the Hemony 
brothers and their work, the need persisted for (I) 
complete documentation of all ancient bells in The 
Netherlands, (II) scientific, historical research in 
the fullest sense of the word and (III) publication of 
the results of that research, to comprise a history of 
the bellfouding art, with descriptions of the products 
of bellfounders from earlier centuries. In order to 
commence with these three tasks, the Historical 
Commission of the NCS was established on 9 Febru
ary 1961 , for which Andre Lehr, Drs. • C .N. Fehr
mann, J.W.C. Besemer and S. Spoelstra would per
form important work. The results were recorded in 
two important books, the first being published by the 

NCS in 1963 and entitled Bells and Bellfounders. The 
first half of this book includes an engaging descrip
tion of the bellfounding art in the Middle Ages by 
Andre Lehr that covers, in this order, (A) the mold
ing technique preceded by valuable information 
derived from De Diversis Artibus, by the Benedictine 
Theophilus van Helmershausen, who lived in the 
first half of the 12th century and from sketches from 
1524 by the German founder Christoff Sesselschrei
ber, which show how bells were molded on an axis in 
the 12th century. Next is a description of the stickle 
board method from the essay De la Pirotechnia by 
Vannoccio Biringuccio (Venice, 1540); and (B) 
sound and tone of the medieval bell. The second half 
of the book contains the history of the Utrecht found
ers and their relatives and a list of their products, 
written by Fehrmann and Besemer. On 17 October 
1967, Fehrmann gained his Litt. D . cum laude with 
the thesis The Kampen Bellfounders, their Next of Kin and 
Students. Other members of the NCS Historical Com
mission had collaborated on this thesis , as well. 
Meanwhile, Andre Lehr worked steadily on a pro
ject that took him many centuries earlier than the 
Middle Ages, whereby via the Middle East, he 
landed in China in order to trace the origins of bells 
large and small. The results of his research can be 
found in his book Van Paardebel tot Speelklok (From 
Horse Bell to Carillon Bell) Zaltbommel, 1971, second 
printing 1981. Of its ten chapters, the first five cover 
(I & II) smaller and larger bells from antiquity and 
in the period from the Roman Empire to the Middle 
Ages, (III) the swinging bell as a creation of Christ
endom in the-Middle Ages, (IV) bellfounders in the 
Middle Ages and Renaissance and (V) the use of 
swinging bells. Thereafter Lehr moves on to describe 
(VI) the origin and development of the carillon and 
(VII through X) the further development of the 
carillon art up to the modern day bellfounding art. 
The entire book contains various anecdotes and the 
author's personal views, some of which could be 
termed outcries! 

The literature mentioned in the preceding para
graph, particularly chapters V and VI of From Horse 
Bell to Carillon Bell, has helped to strengthen the con
victions of carillon advisors and enthusiasts; since 
1960 they have become increasingly determined that 
bells deemed unsuitable when old carillons are 
restored should be 're-cycled' whenever possible, so 
that they may continue to ring out from a tower over 
the city. Although they may not meet modern stan
dards and may displease the musically trained ear, 
they nevertheless attest to the development of the 
bellfounding art and, in view of the time and circum
stances of their casting, are worthy of preservation. 
This also applies to bells from the 16th and first half 
of the 17th century that predate the age of tuning. 
Printed above is a table of five cases in which it was 
possible to recycle redundant bells by combining 
them (in all cases but one) with newer bells to form 
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Nr. Location and tower Year of Bellfounder(s) and Number of bells Place of origin 
construction year(s) in which the 

bells were founded by these total 
fou7der(s) 

' 1 Zierikzee, 1963 Peter van den Gheyn I /13 13 Zierikzee, 
Zuidhavenpoort 1550/1553/1554 and \ City Hall 

Peter van den Gheyn II 
1593 

2 Alkmaar, 1963 Melchior de Haze 
I 
21 23 Alkmaar, St. Laurens-

Kapeltoren 1687/1688/1689 toren and Waagtoren 

3 Gorinchem, 1967 Melchior de Haze 19 25 Gorinchem, 
St. Martinustoren 1687 St. Janstoren 

4 Arnemuiden, 1969 Peter van den Gheyn I 9 11 Amsterdam, 
Dutch Ref. Churh 1554/1557 and Peter Rijksmuseum 

van den Gheyn II 1593 

5 Haarlem, 1972 Fran~ois Hemony 1660/ 24 26 Haarlem, 
Bakenessertoren 1661/1663/1664 and St. Bavotoren 

Pieter Hemony 1670 

small carillons, after which they could again be · 
heard by nearby residents and passers by. 

Of these carillons, only the one in the Bakenesser 
Tower in Haarlem possesses a baton-type keyboard; 
the other five are solely automatic. Further informa
tion on the carillon in the Bakenesser Tower can be 
found in chapter IV. Andre Lehr justifiably laments 
the lack of interest generated by this instrument. We 
contend that the lack ofinterest is less attributable to 
the instrument's authentic, 17th-century playing 
action than to the fact that many carillonneurs now 
have little or no interest in small carillons. These 
instruments sound best when music arranged for the 
tonal range from c2 to d4 is played on them by artists 
adept at using limited numbers of bells to best 
advantage. This was pointed out repeatedly by 
Flucie Van Bergen, carillonneur ofSneek during the 
first decade after W.W.11. May the small carillon in 
the Bakenesser Tower always be played with the 
dedication it fully deserves! 

2.6 20 historic bells were placed on a rack on the Red Floor in the 
tower of the Nieuwe Kerk in Delft after the restoration of the 
carillon in 1964. According to a commentary at that time these 
bells were 'waiting momentarily for a specific purpose'. 

Of the five carillons mentioned in the table, only that 
of Zierikzee contains all of its original bells. It is the 
oldest carillon in The Netherlands and consists of 
the nominal diatonic notes from f1 (hourbell), c2, d2, 

e2
, £2, g2

, a2
, bh2

, b2
, c3

, d3
, e3 and rl. The bells trans

pose a minor third down. Note that this Van den 
Gheyn carillon, unlike the other four in the table that 
were only taken out of use at the time of the restora
tions mentioned in list I in the Appendix, was 
already removed from the city hall tower in 1927, 
when the Taylor carillon was installed. From 1927 to 
1963, the 13 Van den Gheyn bells were part of a 
museum exhibit in the city hall attic. 

It is interes.ting that nine Van den Gheyn bells that 
formed part of a 21 -bell carillon in Arnemuiden from 



1582 to 1857, have found their way back to the place 
where they had rung for that two-and-three-quarter
century span, though in a different tower than the 
original, demolished in 185 7. 

Also, from 1963 to 1989, a solely automatic carillon 
of 15 bells was present in the tower of the Pilgrim 
Father's Church in Delfshaven, Rotterdam. Five of 
these bells were cast by Frani;:ois Hemony in 1660 
and had been removed from Rotterdam's St. 
Laurens Tower during the restoration of 1962. The 
Delfshaven carillon was replaced in 1989 by a com
pletely new Petit & Fritsen carillon of 44 light bells. 
Unfortunately the five Hemony bells were again 
removed from use and are now exhibited in the 
church. 

In cases where quality bells are excluded during 
carillon restorations because their pitches have 
become too low or their timbres are markedly diffe
rent, or when several bells can be salvaged from a 
damaged carillon, these 'surplus' bells can occasion
ally be used in other carillons, for example when 
another carillon by the same founder is restored or 
extended. This was the case with the restoration and 
extension in 1963 of the Schoonhoven carillon, 
which utilized five Andreas Josef Van den Gheyn 
bells that had survived the 1955 fire in the middle 
tower of the St. Gervase (Servaas) Church at Maas
tricht, and one bell, by the same founder, that had 
been replaced during the 1961 restoration of the Nij
kerk carillon. It was hereby possible to provide the 
Schoonhoven carillon with a total set of37 Van den 
Gheyn bells. 

Another possibility to assign a new function to bells 
removed from service, for whatever reason, is to 
assemble as many of them as possible to form a new 
carillon. The late Hon. M . Swenker, ofHeumen, did 
just that. To enhance the gardens around his frog 
pond, he had a solely automatic carillon of 25 bells 
installed with the pitches a2 through a4. The follow
ing specification lists this very heterogeneous group
ing of bells by age: 

Number 
Bellfounder 

Year of 
of bells casting 

1 unknown 1630 
2 Frarn;:ois Hemony 1663/1664 
1 Pieter Hemony 1677 
l Melchior de Haze no date 
3 Willem Witlockx 1714/1715 
7 Jean Baptiste Barbieux 1734 
4 Joris du Mery 1743/1750 
4 Andreas Josef van l 751/1766/1768 

den Gheyn 
1 Pieter Seest 1764 
l Andreas Lodewijk van 1823 l 

I 

den Gheyn 

Museums are also potentially important homes for 
redundant bells, especially those that can form a 
carillon on which visitors may play via a baton-type 
keyboard. This is the case with the carillon classified 
in period 6 in lists II and III of the Appendix, in
stalled in the National Carillon Museum at Asten, 
that consists of 18 bells attached to the keyboard as 
£2, g2, a2, bb2, b2, c3, chromatically through c4. The 
absolute pitches are a semitone higher. The follow
ing is a chronological summary of the founders and 
years of casting: 

Number 
Bellfounder 

Year of 
of bells casting 

2 Fran~ois Symon 1635 
l Melchior de Haze no date 
9 Jan Albert de Grave 1722/1723/ 

1724/1727 
6 Eijsbouts 1975 

Single bells or small sets can also be valuable assets 
in museums. We refer in this respect to the two bells 
(nominal pitches c#4 and d4

) cast in l 788 by Andreas 
JosefVan den Gheyn to extend the 35 bell Hemony 
carillon in the Martini Tower at Groningen. During 
the major restoration of this instrument in 1984, 
these bells were removed because their timbres were 
found to be incompatible with the preserved 
Hemony bells and with the new, replacement bells in 
the fourth octave. They are presently housed in the 
Bellfoundry Museum at Heiligerlee. If one day 
installed for ringing by museum personnel and/or 
visitors, they will regularly illustrate the superiority 
of Andreas Josef Van den Gheyn's trebles in com
parison to those cast by his 17th-century predeces
sors. 

The museums referred to are also worthy of mention 
for other reasons. The National Carillon Museum at 
As ten was opened on May 10, 1969 in the attic of the 
local city hall but was moved to larger quarters at 
Ostaderstraat 23, also in As ten, in June, 197 5. The 
museum provides a historical survey of bells large 
and small from antiquity through the 19th century 
with its large, choice collection of interesting objects. 
The oldest bells are from China and date from ca. 
1400 B.C. and later, and the times of the Shang and 
Chou Dynasties. There are also series of horse bells 
from the Near East from the 12th through 8th cen
turies B.C ., beautifully ornamented Hindu-Javan
ese temple and priests' bells from the 7th through 
14th centuries A.D., bells from Pre-Columbian cul
tures , African bells from the 15th and 16th centuries 
and bells from the Far East from the 19th century, 
such as the beautiful Vietnamese temple bell. The 
development of the bellfounding art in the Middle 
Ages, as described in the book Bells and Bel/founders, is 
illustrated in the museum by a series of impressive 
swinging bells, including the oldest bell in The 
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Netherlands from the 12th century. This bell was 
formed on an axis without the use of a pattern, which 
is clearly illustrated by the 'ornamental band', the 
impression of a string that had been bound around 
the false bell. The swinging bells inside the museum 
have been cast in the Low Countries, while bells 
from Eastern churches bearing icons can be admired 
in the courtyard. Visibly and audibly functioning 
exhibits abound which illustrate (a) the various 
types of swinging bell installations, (b) beieren, or the 
tolling of patterns on stationary bells using wires 
connecting hands and feet to their clappers, ( c) play
ing carillons with baton-type keyboards, (d) various 
types of practice keyboards, (e) the operation of 
tower clocks and (£) automatic playing drums. In 
addition, information is imparted through photo
graphic exhibits and a film about bellfounding. 

More modest but equally interesting is the Bellfoun
dry Museum opened at Heiligerlee in 1986. It 
occupies the building that had housed the bellfoun
dry of A.H. Van Bergen until 1980. Of particular 
appeal is the restored casting pit containing models, 
a tuning installation and the two heavy bells (nomi
nal pitches c and ebl) that had been cast by Van 
Bergen in 1906 to render the bass octave of the 
Hemony carillon in the Utrecht Dom Tower fully 
chromatic. These bells were uncoupled and removed 
from the tower in 1952. Special attention should be 

2. 7 The last large carillon cast by Van Bergen was set up in Pieter 
de Boer's garden in Drachtenfor seventeen years. 

paid to the carillon, playable both automatically and 
manually, in the garden behind the museum. The 
instrument has been specially installed in a unique 
bellframe which permits visitors to climb to a walk
way next to 1the medium bells above the playing 
cabin. This ~ the last large carillon produced by 
A.H. Van Be~gen. The bells, dating from 1965, 1967 
and 1968, were commissioned by the late president 
of the Bond of Mobilization Victims (from W.W.I), 
Pieter De Boer, of Drachten. It was originally 
intended that1, these bells be installed as a national 
monument in a_specially designed tower to be built 
in Drach ten in the form of a Soldier doubled-over, 
soldier. After an architect had produced a design, it 
was deemed impossible to realize this project in 
Drachten. In 1969, the 49-bell carillon based on eb 1 

was installed in its present steel frame and placed in 
the garden of Huize Merelhof, Pieter De Boer's 
home on the Torenstraat in Drachten. 
Meanwhile, Mr. De Boer diligently continued to 
seek an appropriate tower in which to install the 
carillon. In 1982 he reached a working agreement 
with the city of Aardenburg (Zealand-Flanders) to 
install the carillon in the tower of that community's 
St. Baaf Tower. After the carillon had been trans
ported to Aardenburg, unsolvable problems yet 
again prevented the project's completion. Finally, 
the carillon landed in Heiligerlee in 1986, where it 
fulfills the principal wish of Pieter De Boer: on the 
walkway of this National Monument one can view 
the bell ornamentation depicting the -pioneers and 
sympathizers of the Bond of Mobilization Victims, 
including Queen Wilhelmina. 

Merely displaying impressive objects from various 
periods and cultures and labelling them with the 
information available when they were obtained 
would not suffice in an institution such as the 
National Carillon Museum. It is imperative that 
those responsible immerse themselves in the history 
ofthose objects, the circumstances under which they 
were produced, the knowledge and tools possessed 
by their makers and the purposes for which they 
were used. For this, however, much more scientific
historical research is required than can be performed 
by the museum's small staff. When this problem had 
manifest itself with both the National Carillon 
Museum and the National Museum 'From Musical 
Bell to Street Organ', established in 1956, the direc
tors of each determined to establish a foundation 
that gradually would create a historic-scientific basis 
for the collections present. This led to the formation 
on January 29, 1982 at Den Dungen of the 
'Athanasius Kircher Foundation for Research on 
Automatic Musical Instruments and Campanol
ogy'. Present were representatives of each museum 
and of the Netherlands Pianola Association, with 
Den Dungen Mayor, the Hon. F. Speetjens, as presi~ 
dent. The Charter was signed as it rested upon an 
original example of the standard work published at 



Rome in 1650, Musurgia Universalis sive ars magna et 
dissoni, by Father Athanasius Kircher, S.J. (1601-
1680), for whom the Foundation is named. 

Meanwhile, Andre Lehr had already completed an 
important historical research project whose results 
were published in The Medieval Carillon at Bethlehem, 
that appeared in December 1981 as a special issue 
(no. 27) of the NCS's official organ, Klok en Klepel. 
Two more works by Lehr followed as publications of 
the Athanasius Kircher Foundation: (1) The Two 
Carillons of the National Palace at Mafra, (Portugal) 
which was a report, with many photographs, on the 
extensive research performed locally by the author 
and others in two phases: March, 1981 with Arie 
Abbenes and April, 1984 with Gerard De Koning 
and Jacques Maas; and (2) Bells and Carillons in 
Ancient China during the Shang and Chou Dynasties, 
which is the result of extensive research in literature 
and reveals information on ancient Chinese musical 
temperaments, musical practices, the various types 
of Chinese bells and their tonal structures, as well as 
the design, molding and casting of those bells. 

During the same period, Andre Lehr was working on 
a study of an entirely different nature concerning the 
mystique surrounding swinging bells in the Middle 
Ages and later. This especially concerned the super
natural powers ascribed to these bells, such as dis
pelling thunderstorms. All this is described in Ful
gura Frango (/ Break the Lightning), A Medieval Bell 
Inscription, published in 1983 by the National Caril
lon Museum. 

Apart from the publications by Andre Lehr men
tioned above and his standard work of 1981, The 
History of the Astronomical Clock, mentioned here in 
passing due to its limited dealings with the carillon 
art, we draw attention finally to the following books 
about the history of the carillon art and that of indi
vidual carillons: 

- two books by Heleen van der Wee!, City Carillon
neur of The Hague, both written in her own script 
and abundantly illustrated with her pen and ink 
drawings, offering great reading pleasure and enti
tled: Alle Klokken Luiden (All Bells Ring) 1, about every
thing relating to bells and carillons and Een beeld van 
een toren ( A Beauty of a Tower )2, an anecdotal survey of 
the swinging bells, carillons and carillonneurs ofThe 
Hague's St. Jacobs Tower; 

- the book Ergens beginnen de klokken hun lied (Some
where the Bells Begin their Song)3 about the swinging 
bells and the carillon of the Dom Tower at Utrecht, 
written by six authors at the occasion of the latest 
carillon restoration in 1972/7 5; 

- the dissertation by D. van der Hui entitled Klok
kenkunst te Utrecht (Bell Art at Utrecht)\ 

- the dissertation entitled Luidklokken en Speelklokken 
in Delft (Swinging Bells and Carillon Bells in Delft) for 
which Laura]. Meilink-Hoedemakerwas awarded a 
Litt. D. on May 24, 1985, which covers , among other 
things, the history of Delft's swinging and carillon 
bells and focusses attention on the Delft carillon
neurs Dirck, Cornelis and Hubertus Scholl, Johan
nes and Frederik Berghuys and the extant oeuvre of 
these and other Delft carillonneurs5

; 

- the dissertation of A.J .G. Schoofs entitled Experi
mental Design and Optimization, which deals in part 
with the design of major third bells6

• 

Promoting excellent carillon playing 

In Article 3 ofits Statutes, the NCS specifies as one of 
its goals ' the cultivation of carillon playing as an 
expression of Dutch art', while the tasks of the NCS, 
described in Article 4, include ' upgrading the artistic 
level of the regular carillon recitals and carillon play
ing competitions' . Toward realizing this goal and 
performing these tasks, activities pursued since 1945 
have been aimed at: 

- the founding of a carillon school in The Nether- . .. 
lands where musicians could train as skilled carillon
neurs ; 

- the gaining of governmental recognition of caril
lon playing by skilled carillonneurs as a full-fledged 
expression of-Dutch art; 

- besides the professional education, all that is 
necessary to improve the level of carillon playing; 

- the promotion of all that enables carillonneurs to 
play their instruments optimally. 

The activities mentioned in a and b were 
emphasized from 1947 to 1955, especially pertaining 
to the following: 

Whereas the carillon school at Mechelen, Belgium 
celebrated its silver anniversary in 194 7, a similar 
carillon school, systematically gearing its practical 
and theoretical education toward developing skills 
required for a diploma, did not yet exist in The 
Netherlands. Of the many Dutch institutes offering 
musical training, only the Rotterdam Conservatory 
provided for carillon studies in the form of a class 
taught by Ferdinand Timmermans. However, in 
order to obtain a diploma, his students had to com
plete their studies at Mechelen. It was bewildering 
that the carillon was discriminated against in such a 
way by the government and leaders in music educa
tion in the very country where the Hemony Brothers 
had supplied twice as many carillons as for all others 
and where, during the renaissance of the bellfound-
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ing art from 1900 to 1942, 28 completely new caril
lons had been installed! 

Enter the Amersfoort Carillon Society, founded on 
September 27, 1948. One of its goals was to create a 
carillon school in Amersfoort. Its president, the 
architect G. Adriaens, referred to this in a letter to 
the NCS Directors, saying that 'Amersfoort would 
be the most logical place for [ the school), being cent
rally located and easy to reach'. 

2.8 The Dieventoren (the Thieves Tower) inAmersfoort where The 
Netherlands Carillon School was opened in 1953. 

The NCS Board agreed and gladly supported the 
initiative, but admonished that the carillon in Our 
Lady's Tower would first have to be restored and 
extended with a fourth octave and the missing bass 
bells, f and g. The City of Amersfoort complied with 
this request; the carillon was restored and extended 
to its present 47-bell range and the playing action 
was completely renewed, all being ready in 1953. At 
the same time the city took further steps toward 
establishing a carillon school with Mayor Hermen 
Molendijk and city official Dr. Louise Bolleman 
playing instrumental roles. However, despite pro
tests from the NCS Board, they unwisely excluded 
the original initiators in the Amersfoort Carillon 
Society from the entire undertaking. For the further 
history of the school, that opened its doors on 
October 24, 1953, please refer to chapter III-2. 

NCS President Dr. W . Van der Elst and Director 
Toon Van Balkom had meanwhile done all in their 
power to make it possible for carillonneurs who had 
completed their studies to take a State Examination 
according to the standards that applied for other 
musical instruments. To this end, Dr. Van der Elst 
approached the then State Inspector for Music Edu
cation, Dr. C .L. Walther Boer, while the NCS Board 
submitted a written request to the Executive Com
mittee of the State Examinations for Music. When 
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the desired results were not obtained, and after the 
application by SjefVan Balkom, future carillonneur 
of 's-Hertogenbosch, to take a State Examination in 
Carillon was not granted, the NCS Board indig
nantly appointed a committee of experts to examine 
potential carilJon diploma candidates. SjefVan Bal
kom passed the examination with flying colors on 
September 1, 1952 with Walther Boer himself in the 
audience. Next, Utrecht carillonneur Chris Bos 
applied to the NCS-Board to take the examination, 
passing succes~fully on September 2, 1954, thereby 
obtaining an NCS Diploma. Shortly thereafter, on 
October 15, 1954, the first examination given by the 
Netherlands Carillon School was passed successfully 
by Jos Serre. 

In the meantime, Walther Boer had been succeeded 
as State Inspector by Dr. J. Daniskas. Thanks to 
him, a new category was added to the State Exami
nations for Music in 1955: the examination for 
obtaining a State Diploma, A or B, in carillon. This 
was available only to candidates holding a State
recognized diploma for another instrument. Hereaf
ter, the same requirements applied for the examina
tions of both the Netherlands Carillon School and 
the State. 

The activities referred to above under c and d, that 
were carried out regularly during the entire period 
from 1945 through 1990, have been covered in detail 
in chapters III and V. In summary, we here sketch 
the following main points: 

Activities directly or importantly contributing to the 
raising of the artistic level of carillon playing are 
notably the following: ( 1) the annual carillon play
ing competitions held in cities with concert instru
ments in optimal working order, in which carillon
neurs may participate in amateur and professional 
categories; (2) the annual series of summer evening 
recitals organized by various local carillon societies 
and committees, through which guest carillonneurs 
become acquainted with instruments other than 
their own and are propelled to put together enthral
ling programs; (3) the study days regularly 
organized by the NCS dealing with various subjects 
of interest to carillonneurs, such as: 'What Shall the 
Carillon Play?' , carillon developments in other 
lands, whereby in 1974, 1975 and 1976 were covered 
respectively North America, France and 'The . 
Southern Netherlands from the 15th to the 19th Cen
tmy' and in 1983, 'The Computer and the Automa
tic Carillon' ; (4) discussions on interpretation fol
lowing performances of the same carillon works by 
various carillonneurs; (5) excursions to inspect and 
play various carillons, as in 195 7, when the first 
carillonneurs' vacation trip began with an interna
tional competition at Hilvarenbeek, followed by sev
eral day trip:, to instruments in the Dutch Provinces 
of North Brabant and Zealand and (6) carillon reci 
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tals in other countries, as during the unforgettable 
EXPO held at Brussels in 1958, when daily recitals 
were given at the Vatican and Netherlands Pavilions 
by carillonneurs alternating weekly from April 
through October. 

As activities giving carillonneurs the opportunity to 
do all which can lead to developing optimal carillon 
playing, we mention in the first place the organiza
tion of carillon composition competitions and the 
commissioning of composers to write for the instru
ment. More on this is found in chapter VI. In pro
viding regularly the opportunity for carillonneurs to 
present varied programs consisting largely of pieces 
specially composed for carillon on instruments in 
good working order, and in motivating them to do all 
that is desirable for the successful practice of their 
profession, it is extremely important: 

- that carillon music be published regularly, both 
original compositions and arrangements of existing 
music; 

- that the carillonneur periodically be thoroughly 
informed about all developments affecting the caril
lon art; 

- that the carillonneur's legal standing,job descrip
tion and payment be properly regulated; and 

- that the carillonneur be authorized, when neces
sary with expert assistance, to supervise the mainte
nance of the.instrument and to arrange for necessary 
repairs. 

In the period from 1945 to 1960, the act1v1ties 
already mentioned, promoting carillon restorations 
and new carillons, as well as the activities mentioned 
above already demanded so much time and energy 
that the items under a through d, above, though just 
as important, did not always receive the attention 
they deserved. Since 1960, however, the necessary 
action has been taken systematically, witnessed by 
all that appears in chapters III and V. 

Situation in 1990 

In 1990, The Netherlands possesses more harmoni
ous carillons and qualified carillonneurs than ever 
before. The 338 carillons with baton, type keyboards 
and solely automatic carillons worthy of mention 
appear in lists I, II and III in the Appendix and the 
list of five carillons on p. 34. The NCS membership 
list dated January 1, 1990 contains the names of 146 
carillonneurs in The Netherlands. The country has a 
flourishing carillon culture supporting many 
activities. The ample amount of information pre
sented about the developments between 1945 and 
1990 alleviates the need to contrast the situations in 

those years. We do focus attention, however, on the 
recent developments under a through e, below, which 
illustrate that the situation in 1990 is significantly 
advanced compared to that of approximately ten 
years earlier: 

a. The great importance of the carillon culture and 
campanology is now fully acknowledged by cultural 
and scientific circles, specifically universities, and by 
the government. This has been manifested partially 
by the conferring of an Honorary Doctorate of Letters 
on Andre Lehr by the State University of Utrecht on 
June 11 , 1986, the occasion ofits 350th Dies Nata/is, for 
his great achievements as bellfounder, campanolo
gist and historian , as evidenced by the results of his 
professional activities as bellfounder, his many books 
and other publications, his undertakings as president 
of the NCS's Historical Commission, his roles as co
founder and curator of the National Carillon 
Museum, co-founder of the Athanasius Kircher 
Foundation and guest lecturer at the Netherlands 
Carillon School at Amersfoort and the Royal Carillon 
School 'JefDenyn' at Mechelen. Prior to this, he had 
been knighted in the Order of Orange-Nassau in 
1982, received the medal of honor of the Association 
for Netherlandic Music History in 1986 and was 
awarded the first Brabant Museum Medal in 1987, 
established in that year by the Association ofBrabant 
Museums. Besides the State University of Utrecht, 
the University of Twente demonstrated its high 
regard for the cultural importance of the carillon art 
by bestowing the UT Culture Prize of 1987 on Karel 
Borghuis as a token of appreciation for meritorious 
service to the Campus Carillon Circle. Future prizes 
will undoubtedly be awarded for outstanding 
achievement in the domain of the carillon art. The 
Franc;ois and Pieter Hemony Foundation was estab
lished in 1990 to 'promote the carillon art and to 
perform all that can accomplish this , in the fullest 
sense of the word'. The Foundation will attempt to 
fulfill this goal by raising funds with which to award 
prizes and stipends. 

b . During the past decade, the rich experiences 
gained through the restoration of old carillons and 
the interesting results of historic research have been 
fully applied to various important carillon restora
tions and installation of new instruments in other 
European countries. This is covered in more detail 
in chapter XI, but several examples can be given 
here . Having earlier restored the Hemony carillons 
at Antwerp and Ghent, in 1981 Eijsbouts moved 
the famous carillon in St. Rombolds Tower at 
Mechelen to a lower level, replacing it with a new 
instrument consisting of 49 bells with absolute 
strike tones F0 , G0 , A0 - chromatically through g4, 
connected to the keyboard as Bh0, c1

, d1, chromati
cally through c5• 

In the same year, the Petit & Fritsen Bellfoundry of 
Aarle-Rixtel built a heavy carillon (48 bells on c1

) for 
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the Vor Frelsers Kirke at Copenhagen. In 1986, the 
heavy four-octave carillon cast by Willem Witlockx in 
1730 for the south tower of the Royal Palace at Mafra, 
Portugal, was restored and extended from 47 to 53 
bells by Eijsbouts. The heaviest bell has strike tone FO 
and is attached to the pedal G0

• The instrument, as 
attached to the keyboard, consists of the extra bass 
notes G0 , A0 , Bh0, B0, continuing chromatically 
through c5

• Further, in 1988 Eijsbouts furnished a 
carillon based on the results of historical research 
performed on the site of the Monasterium San 
Lorenzo De El Escorial, approximately 45 km north
east of Madrid. The instrument is a reconstruction of 
the one cast by Melchior de Haze in 1673 but exten
sively damaged by fire in 1821 . Modelled on the 
remaining four large De Haze bells with absolute 
strike tones d 1, e1

, f1 and a 1, a new carillon of 4 7 bells 
was cast and tuned to the mediant. 

2.9 The carillon by Eijsbouts in the St. Romboutstoren in Mechelen. 

c. Several years ago a bell profile was developed in the 
Eijsbouts foundry in which the third partial can accu
rately be tuned to a major third with respect to the 
fundamental. Since 1985, those interested can play on 
a transportable carillon in As ten consisting of 4 7 bells 
tuned in this way, having the nominal tones c2 - c6 but 
transposing a whole step down. Since October 25, 
1986 the Belgian city of Deinze possesses such a 
'major third' carillon. 

d. Carillonneurs are collaborating on artistic ven
tures with fellow musicians more frequently, whereby 
the latter accept the carillon as a full-fledged musical 
instrument. In this way, the carillon is becoming 
more and more integrated in the musical culture. 
Such collaboration has taken place during the annual 
Carillon Festival of the Campus Carillon Circle in 
Drienerloo; at the premiere in Tilburg on September 
25, 1983 of three compositions for carillon and sym
phonic band by the Brabant composer Jan Van Dijk; 
with the combination of big band and carillon on the 
occasion of the international carillon competition at 
Hengelo in 1988 and especially during the annual 
carillon festivities organized in Breda, in which com
bined performances are given by carillonneurs on the 

instrument in Our Lady's Tower and/or travelling 
carillons and other musicians or musical groups. 

e. The entire terrain of the carillon art is the scene of 
increased acti'4ity initiated by carillonneurs, inten
sified collabora~ion between the NCS and the Nether
lands Carillon School, between carillonneurs ·mutu
ally and within the realm of the World Carillon Feder
ation. Considerably more carillonneurs now regu
larly contribute articles to Klok en Klepel covering a 
diversity oftopi~s, often concerning carillons abroad, 
the NCS and the Netherlands Carillon School 
organize joint excursions and study meetings and a 
growing number of foreign carillonneurs display 
interest in the Dutch carillon culture. Onjanuary 1, 
1990, the NCS counted 39 members from 10 foreign 
countries and we hope that this number will soon 
grow even higher. 

Based in part on the recent developments listed 
above, our expectations for the immediate future are' 
optimistic. We particularly anticipate tha_t many 
countries will be enhanced by the installation of 
Dutch carillons that clearly demonstrate the progress 
made in the period from 1945 to 1990 in the casting 
and tuning of sonorous bells. We also hope that the 
good international relations between carillonneurs 
and friends of the instrument will continue to multi
ply. May this last aspiration be fulfilled in the coming 
years by the realization of the Carillon Foundation of 
the Hague's goal to place a large carillon in the tower 
of that city's Peace Palace. This instrument will be the 
consummation of an international effort to acquire 
bells contributed by as many countries as possible. 
Headquartered in the Peace Palace, the United 
Nations International Court of Justice has enjoyed a 
substantial increase in stature during the past 
decades. Bearing this in mind, the demonstrated 
development of the carillon art in the years 1945-1990 
could fittingly be crowned by the installation of a 
large carillon in the Peace Palace Tower. What could 
better illustrate the good international relations 
maintained by countries whose names would be 
inscribed in these bells? This carillon would be a 
symbol in bronze ofinternational concord and unity. 

Notes 

I Den Haag, 1979 
2 Den Haag, 1981 
3 Utrecht, 1981;dezes auteurszijn:C.A.BaartdelaFaille, T.Chr. 

Bos,]. van der Ende, Th. Haakma Wagenaar,] .J. L. Haspels en 
A.Lehr. 

4 Zutphen, 1982 
5 Rotterdam, 1985 
6 Eindhoven, 1987 



Appendix 

In lists I , II and III are found: 

The carillons existing in 1942 that survived the war and 
still hang in the same towers, with the most important 
information regarding their origins and restorations/ex
tensions; 

II The numbers of new carillons built during the nine five
year periods since 1945 and; 

III Specifications of the instruments in list II that have baton
type keyboards . 

In each list, the year of installation given is either the original one, 
regardless of subsequent smaller extensions, or the one in which a 
significant addition eclipsed the original instrument. List I also 
shows the number of bells added to each instrument after 1942. 
Each list also divides the instruments into four weight categories, 
indicated as follows : 

H= 

M= 

S= 

L= 

Heavy carillon: 47 or more bells (4 octaves) with two 
exceptions•, with bourdon whose strike tone is e1 or lower, 
connected to the keyboard as c1

; 

Medium carillon: 47 or more bell~ (five exceptions•• with 
bourdon .whose strike tone is r , 1~ 1

, g1, g* 1
, a 1 or bb 1; 

Small carillon: 42 bells or less (one exception, list I, 
no. 19); 
Large, light carillon: 44 or more bells , with bourdon 
whose strike tone is c2 or higher. 

In the last column oflist I, the Dutch bellfounders who restored or 
extended carillons are indicated: E = Royal Eijsbouts of Asten, 
VB= A.H. Van Bergen ofHeiligerlee and P&F = Royal Petit & 
Fritsen of Aarle-Rixtel. 

Notes 

• The two exceptions are the very heavy 35-bell carillon at 
Kampen (list I, no. 19), whose bourdon has strike tone G0, 

and the 42-bell carillon at Hoorn (list III A, period!). 
•• The five exceptions are the 43-bell carillons of the St. Nicholas 

Church at Utrecht and the Maastricht City Hall Tower (list I, 
nos. 9 and 27), the 43-bell carillon at Hilvarenbeek (list IIIA, 
period I) and the 45-bell carillons at Oisterwijk and Valkens
waard (list III B, periods I and 3) . 

List II distinguishes primarily between the carillons equipped 
with baton-type keyboards (usually automatic, as well) and those 
that are solely automatic. The latter group is of much less import
ance to the carillon art. The numerous chimes consisting offewer 
than 17 bells are not mentioned; they are not relevant enough to 
the carillon art. 

The carillons with baton-type keyboards are split into two groups: 
(I) those cast to replace carillons destroyed or confiscated during 
WWII; 
(2) entirely new carillons installed in towers that previously (at 
least in the 20th century) had never contained a carillon. Excep
tion: the heavy carillon in period 6 installed in 1975 in the south 
tower of St. Gervase (Servaas) Church at Maastricht. This 
replaced the 40-bell carillon by AndreasJosefVan den Gheyn lost 
in the fire that destroyed this church's middle tower on September 
9, 1955. The tower has never been rebuilt. With regard to time, 

• -

new carillons installed in one period and extended in another are 
placed in the period of their original installation. With regard to 
weight/range, they are placed according to their present state. 

LISTI 
When examining this list, please bear in mind the following: 

a . The order in which the carillons appear is that in which they 
were installed in the towers. This order does not completely coin
cide with the years in which the bells were cast, particularly with 
the carillons numbered 23, 27 and 39. No fewer than 22 of the bells 
in no. 23, the Amsterdam Mint Tower, had already been cast by 
Pieter and Frarn;:ois Hemony at Zutphen in 1651. These bells 
formed the carillon of the Amsterdam Stock Exchange (Beurs) 
Tower from 1655 to 1668, the year in which that building was 
remodeled. In 1668, this oldest Hemony carillon in Amsterdam 
was installed in the tower of the Regulier's Port, now called the 
Mint Tower, and extended to 29 bells by Pieter Hemony. Most of 
the Hemony bells forming the carillon of the Maastricht City Hall 
Tower (no. 27) had been cast in 1663/64 and delivered only after 
Pieter Hemony had been contracted on November 26, 1668. Since 
the tower was not completed until 1684, the carillon was hung 
meanwhile in a temporary wooden tower. Concerning the ages of 
Hemony carillons, we further mention the following: the bells in 
the carillon of the south tower of the St. Nicholas Church at 
Utrecht, (no. 9) were cast in 1649/50/51 and are older than those 
in the carillon at Zaltbommel (no. 8); the Hemony bells forming 
part of the carillon at Kampen (no. 19) were cast in the years from 
1659-62; most of the bells in the carillon of the Martini Tower at 
Groningen (no. 20) were cast in 1662/63; the carillon for architect 
Jacob Van Kampen's Amsterdam City Hall, presently the Royal 
Palace (no. 22) , were completed in 1664 but could only be instal
led in the cupola of this impressive building after its completion in 
1665; and the bells in the carillon at Weesp (no. 24) had already 
been cast in 1671 by Pieter Hemony. Of the carillon installed in 
the Rijksmuseum at Amsterdam in 1900 (no. 39), 19 bells had 
been purchased by the State in 1857. Cast by Peter Van den 
Gheyn I in 1553/54 and 1556, and by Peter Van den Gheyn II in 
1583, 1587 and 1598, these bells had comprised the carillon of 
Arnemuiden from 1582 to 1857. Peter van den Gheyn I had 
already cast the bells for the Edam carillon (no. I) in 1561, and 
Peter VI and Matthias Van den Gheyn used 17 bells they had 
retuned for the carillon in St. Stevens Tower at Nijmegen (no. 33) . 
The originals were from 1734 by the inferior bellfounder, Jean 
Baptiste Levache, a rogue with little regard for precision. The 
small carillon cast by John Taylor & Co. and installed in the 
tower of Castle Nijenrode in 1940 (no. 48) consists of 3 of the 6 
bells that were supplied as striking bells for this tower in 1915, 
plus 13 bells (a diatonic series) ordered in 1928 by C.E. Boissevain 
for his estate, 't Wit;:and, at Blaricum. In spite of its limited range, 
this series was playable from a baton-type keyboard. 

b. All carillons in list I are equipped with baton-type keyboards 
except those at St. Maartensdijk (no. 3) , the Rijksmuseum at 
Amsterdam (no. 39) and the Sea Heroes' Monument at Den Hel
der (no. 47) . The carillon of the Rijksmuseum has always been 
solely automatic; those at St. Maartensdijk and Den Helder were 
originally provided with baton-type keyboards . Unfortunately, 
these were removed in 1981 and ca. 1963, respectively, rendering 
the instruments solely automatic. The carillons numbered 8, 23, 
31 and 32 no longer had keyboards in 1942; they had been 
removed during the carillon art 's years of decline. However, dur
ing restorations these carillons were again provided with baton
type keyboards, as indicated by the note " +keyboard" . 
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c. Concerning the Hemony carillons, list I mentions both the 
numbers ofHemony bells in those carillons prior to 1680, the year 
of Pieter Hemony's death, and the numbers of bells in those caril
lons in 1942. This is to illustrate that (i) until the death ofFranc;ois 
in 1667, the brothers had limited themselves when it came to 
casting small bells and (ii) the desire arose thereafter to enlarge 
these carillons. For the larger ones, the earliest extensions brought 
them to 3 octaves; certain later cases to 3-1 /2 to 4 octaves. Gener
ally, Franc;ois and Pieter cast no bells before 1664 having higher 
absolute strike tones than b4

• This meant that for the carillons 
withbourdonsofc1,nos.10, 12, 13, 14, 16and20,thekeyboards 
extended in the treble no further than to a3

· As a point of interest 
concerning the larger carillons produced in the Hemony period, 
we mention that Pieter, during the last 10 years of his life, was 
called upon by carillonneurs and city fathers to enlarge with a 
complete third octave some of the carillons his brother, Franc;ois, 
had produced during 1657-1664. To the carillons ofHaarlem (no. 
16), Groningen (no. 20) and Delft (no. 14) were added in 1670, 
1671 and 1678, respectively, the bells with nominal strike tones 
bb3, b3 and c4. For the Gouda carillon, Peter even cast bells 
extending to the absolute pitch !4. The City of Amsterdam pro
crastinated too long, however, and when ordering additional bells 
for the carillons in the South Tower (no. 10) and the West Tower 
(no. 12), in both cases had to take satisfaction with less pleasing 
bells having nominal pitches bb3, b3 and c4. Claude Fremy cast 
these for the West Tower in 1699; Claes Noorden and Jan Albert 
de Grave for the South Tower in 1699/1700. Likewise, the carillon 
of Our Lady's Tower at Amersfoort was only extended quite some 
time after Pieter Hemony's death: Jan Albert de Grave cast the 
bells bb3, b3 and c4 for it in 1725. 

d. As mentioned in chapter V, many restoration/extension pro
jects performed on carillons since 1950 included the removal from 
the instrument of some of the original founder's bells. For the sake 
of list l's legibility, we have chosen to exclude this information. 

List II, III A, III B 
The following will serve to answer questions arising from exami
nation of lists II and III and to specify further the information 
they contain: 

a. Both lists indicate as carillons with baton-type keyboards those 
instruments that possessed these at the time of original installa
tion in the tower. Sadly, two of these 130 carillons, those installed 
in period I at Hoorn and Oisterwijk, had their keyboards 
removed in periods 4 and 8, respectively. In each case this was due 
to complete lack of understanding of the essence of the carillon art. 
The remaining 128 carillons have retained their baton-type key
boards. 

b. It was stated that 24 carillons disappeared during the war. 
However, lists II and III mention only 21 carillons supplied bet
ween 1946-1970 to replace instruments lost in the war. The reader 
could wonder whether three of those carillons were ever replaced. 
The answer follows. The small Hemony carillon of the Rotterdam 
Stock Exchange Tower was indeed destroyed and never replaced. 
On the other hand, two other carillons were replaced but are 
mentioned under a different category in list II , namely, that con
taining solely automatic carillons with 23 or more bells. These 
carillons are that ofMeersen (period I, 23 bells, Van Bergen) and 
ofBennebroek (period 3, 24 bells, Van Bergen). 

c. The heavy carillons ofMiddelburg, Bergen op Zoom, Arnhem 
and Does burg and the small carillon of Heusden were all cast to 
replace instruments lost to wartime aggression between 1940 and 
1945. The others, mentioned in list III A, were produced as 

lacements of carillons that were completely or nearly completely 
confiscated and removed. Most of those in the latter category were 
installed in the same towers from which the original instruments 
had been removed, but four were installed in different towers. 
These were the instruments at Eindhoven, installed in the spe
cially-built tower of the new City Hall; Tilburg, in the tower of the 
Roman Catholic q hurch-on-the-Heike; Rhenen, in the Cunera 
Tower (in which tpe old carillon, contrary to plans, had never 
been installed); and at Vught, in the voluminous tower of St. 
Lambert's Church\ · 

d . In cases where a
1 
city has only one carillon with a baton-type 

keyboard, list III rnentions merely the city's name. For cities 
having two or more carillons with baton-type keyboards , the 
name of each tower \s given, or of the place where the carillon has 
been erected. The "hople base" of transportable carillons is indi
cated. Where the names of two bellfounders are mentioned, the 
first supplied the original instrument and the second renovated 
and/or extended it . Many carillons contain swinging or hourbells 
that were already present in the towers when the carillons were 
installed. In such cases, the names of the founders of these bells 
are not included. The following particulars are included, how
ever: 

- The carillon of St. Barbara's Church at Culemborg contains 6 
original bells cast in 1654/55 by Franc;ois and Pieter Hemony. 
These were originally part of a carillon present in that tower until 
1870. Their absolute strike tones are e 1, f' , g1, g#1, c#2 and eb3 , 

(nominal notes a minor third lower) . 

- The carillon of the rebuilt Martini Tower at Doesburg contains 
8 small bells that survived the tower and original carillon's des
truction. These were cast in 1654/55 by Franc;ois and Pieter 
Hemony at Zutphen and have absolute strike tones eb2

, !"'2, g2
, 

bb2, b2, c3, d3 and eb3 (nominal notes a half-tone lower) . 

Since Hemony bells are contained in these carillons, they have 
been tuned to mean tone temperament. 

- The carillon of Sluis replaces a chime of five bells that were 
irreparably damaged during the bombing of 11 October 1944, 
which destroyed the City Hall. 

- Although 28 bells were confiscated in 1943 from the carillon at 
Breda, 11 bells from Gillett & Johnston and 6 large bells of other 
founders were saved; these 17 are part of the present carillon. 

The pitches of the bells in the carillons in lists I, II and III are 
accurately indicated in the list of carillons in The Netherlands in 
1990 in Chapter XIII. That list reveals that most instruments 
consist of sets of bells connected to the keyboard as c1

, d1, e1, 
continuing chromatically through the smallest bell, respectively 
c2

, d2
, e2

, •.. However, some carillons possess one or more lower
pitched bells. Of particular use for the carillon art are those con
nected to the keyboard as Bbo and eb 1

, respectively bbl and eb2
. 

These two bells are present in 15 of the instruments in lists I , III A 
and III B: the heavy carillons in the St. Laurens Tower at Rotter
dam, St. Martini Tower at Groningen, Dom Tower at Utrecht, 
St .Jacobs Tower at The Hague and St.Jans Tower at Den Bosch 
(list I , nos . 17, 20, 21, 29 and 41) , the heavy carillons at Middel
burg Abbey, Rotterdam City Hall, Enschede City Tower, Breda 
Tower of our Lady and the medium carillon at Tilburg (list III 
A), the heavy carillons at Dordrecht and Eindhoven (St. 
Catharina Tower) , the medium carillon at Oudewater, the small 
carillon at Oosterhout and the large, light carillon in the Belgian 
Monument at Amersfoort. 
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LIST I 
Overview of carillons extant prior to 1942 and currently present in the same towers 1) 

S = small, H = heavy, M = medium 

Number of bells Important restora-

Nr. Bellfounder(s) Location and tower Year ofin- in in tions and/or 
stallation 1942 1990 extensions 

I Peter v.d. Gheyn I Edam, Speeltoren 1568 19 S 37 1970 P&F 

2 Peter v.d. Gheyn III Monnickendam, Speeltoren 1596 17 S 17 1985 E 

3 Peter v.d. Gheyn III St. Maartensdijk, N .H . Kerk 1615 16 S 17 1954 E and 1981 P&F 

4 M. Burgerhuys Tholen, Stadhuistoren 1627 by 19 S 37 1957 E and 1987 P&F 
Hemony 

5 F. and P. Hemony Deventer, St. Lebui:nuskerk 1647 34 37 H47 1952 P&F 

6 F. and P. Hemony Enkhuizen, Zuidertoren 1649 35 43 S 48 1959 E and 1971 P&F 

7 F. and P. Hemony '-Hertogenbosch, Stadhuis 1649 15 23 S 28 1952 E 

8 F. and P. Hemony Zaltbommel, Gasthuistoren 1654 20 28 S 35 1958 E + keyboard 

9 F. and P. Hemony Utrecht, Nicolai:kerk 1657 23 35 M43 1957 P&F and 1988 E 

10 F. Hemony Amsterdam, Zuidertoren 1657 32 35 H47 1959 vB 

II F. Hemony Amsterdam, Oude Kerkstoren 1658 35 38 H47 1965 E 

12 F. Hemony Amsterdam, Westertoren 1658 32 35 H47 1959 E 

13 F. Hemony Amersfoort, O .L.V.-toren 1659 30 33 H47 1953 E and 1973 E 

14 F. Hemony Delft, Nieuwe Kerkstoren 1660 35 38 H 48 1950 E and.1964 E 

15 F. Hemony Brielle, St. Catharinatoren 1660 23 23 H 47 1973 E 

16 F. Hemony Haarlem, St. Bavotoren 1662 35 35 H47 1969 E 

17 F. Hemony Rotterdam, St. Laurenstoren 1662 35 44 H49 1962 E 

18 F. Hemony Middelstum, St. Hyppolitustoren 1662 23 23 H 30 1949 E 

19 F. Hemony Kampen, Nieuwe Toren 1664 35 42 H 35 -
20 F. Hemony Groningen, Martinitoren 1664 35 42 H51 1951 E 

21 F. and P. Hemony Utrecht, Domtoren 1664 35 44 H 50 1952 E and 1975 E 

22 F. and P. Hemony Amsterdam, Paleiskoepel 1665 35 37 H 47 1966 E 

23 F. and P. Hemony Amsterdam, Munttoren 1668 29 29 S 29 1959 P&F + keyboard 

24 P. Hemony Weesp, St. Laurenstoren 1676 28 29 S 36 1963 E 
25 P. Hemony Gouda, St. Janstoren 1676 37 37 M50 1966 E 

26 P. Hemony Enkhuizen, Dromedaris 1677 24 24 S 39 1951 vB and 1982 E 

27 F. and P. Hemony Maastricht, Stadhuistoren 1684 28 37 M43 1962 E 

28 Claude Fremy Leeuwarden, Stadhuiskoepel 1686 34 S 39 1972 E 

29 Melchior de Haze Den Haag, St. Jacobstoren 1687 37 H51 1956 E 

30 Melchior de Haze Alkmaar, Waagtoren 1688 - 35 H47 1968 E 

31 Melchior de Haze Alkmaar, St. Laurenstoren 1789 32 S 35 1963 E + keyboard 

32 Peter v.d. Gheyn VI Veere, Stadhuistoren 1735 35 M47 1949 P&F + keyboard, 
1972 E 

33 Peter VI & M. v.d. Gheyn Nijmegen, St. Stevenstoren 1738 36 H 48 1953 vB and 1979 E 

34 Andreas]. v.d. Gheyn Schoonhoven, Stadhuistoren 1775 38 M50 1963 E 

35 Andreas]. v.d. Gheyn Nijkerk, Grote Kerkstoren 1777 37 H 47 1961 E 

36 Andreas]. v.d. Gheyn Schiedam, St. J anstoren 1787 38 S 39 1975 E 

37 Andreas]. v.d. Gheyn Goes, Maria Magdalenatoren 1789 40 M47 1969 E 
and others 

38 Alexi us J ullien Helmond, St. Lambertustoren 1838 30 M47 1953 E 

39 Peter and Peter Amsterdam, Rijksmuseum 1900 24 S 24 1962 P&F 

v.d. Gheyn I & II 
40 John Taylor & Co Appingedam, St. Nicolaastoren 1911 25 S 39 1959 vB and 1972 P&F 

41 Gillett & Johnston 's-Hertogenbosch, St. Janstoren 1925 45 H 48 1955 E 

42 John Taylor & Co Zierikzee, Stadhuistoren 1927 23 S 36 1963 E 

43 John Taylor & Co Hattem, St. Andreastoren 1927 25 S 38 1985 P&F 

44 Gillett & Johnston Barneveld, St. Odulphustoren 1928 24 H 49 1962 E and 1976 E 

45 J ohn Taylor & Co Zwolle, O .L.V.-toren 1930 42 H 47 1978 P&F and 1985 E 

46 Gillett & Johnston Oldenzaal, St. Plechelmustoren 1930 42 H48 1949 E and 1965 E 

47 A.H. van Bergen Den Helder, Zeeheldenmonument 1935 30 S 30 -
48 John Taylor & Co. Breukelen, Kasteel Nijenrode 1940 16 S 16 -
49 A.H. van Bergen Hoogeveen, Stadhuistoren 1941 27 S 39 1986 E 

1) In addition to the 49 carillons mentioned in the above list I , there are still 5 other carillons mentioned in the list included in chapter XIII 
which is taken from 'Carillons in The Netherlands in 1945' - these are the carillons of Breda, Gorinchem, Maastricht-St. Servaastoren, 
Oudewater and Zierikzee. With the exception of the carillon of Breda, for which we refer the reader top. 27, the carillons are no longer 
present in the same towers as in 1945 (which is not the case of the carillons mentioned in list I ). T he carillon by Andreas J osef van den 
Gheyn in the central tower of the St. Servaaskerk in Maastricht was destroyed by fire together with the tower in 1955. 
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LIST II 
Numbers of new carillons installed since 1946 

Carillons with a baton-type keyboard I Solely Automatic 
Carillons 

To replace Completely new Total 
lost carillons cari llons number with 23 with 17 Total 

or more to number 

Period H M s H M s L bells 23 bells 

I 1946 to 1950 6 2 I - 3 2 - 14 2 I 3 
2 1951 to 1955 4 - - I 2 3 2 12 I I - I 
3 1956 to 1960 3 - I 3 2 9 - 18 7 4 I I 
4 1961 to 1965 2 - - 9 4 12 - 27 6 6 12 
5 1966 to 1970 - 2 - 5 4 5 2 18 10 10 20 
6 1971 to 1975 - - - 2 I 9 I 13 6 II 17 
7 1976 to 1980 - - - I 5 7 4 17 14 27 41 
8 1981 to 1985 - - - - 2 3 2 7 4 26 30 
9 1986 to 1990 - - - I - I 2 4 8 II 19 

Total for all 
nine periods 15 4 2 22 23 51 13 130 58 96 154 

LIST III 
Specification of the carillons in List II having baton-type keyboards 

A Carillons cast to replace lost ones 

Nr Period H M s 

I 1946/1950 - Middelburg (vB and E) - Hilvarenbeek (vB and P&F) - Winschoten (vB) 
- Rotterdam-Stadhuis (P&F) - Hoorn (vB) 
- Enschede-Stadstoren (vB and E) 
- Almelo (P& F) 
- Zutphen (vB and E) 
- Sneek (vB and E}, in 1970 

extended from M to H 

2 1951/1955 - Bergen op Zoom (E) 
- Breda, O .L.V.-toren (E) 
- Vlissingen, St. J acobstoren (P&F) 
- Leiden (vB and E) 

3 1956/1960 - Rhenen (vB) - Heusden (P&F) 
- Lochem (E}, in 1976 

extended from M to H 
- Vught (P&F}, in 1987 

extended from S to H 

4 1961/1965 - Arnhem (P&F) 
- Doesburg (E) 

5 1966/1970 - Eindhoven-Stadhuis (E) 
- Tilburg (E) 



B Completely New Carillons 

Nr Period H M s L 

I 1946/1950 - Meppel (vB and E) - Waalre (P&F) 
,- Vlaardingen (E) - Kamerik (P&F) 
- Oisterwijk (E) 

2 1951/1955 - Culemborg (E) - Drunen-St.- Lam- - Joure (P&F) - Bolsward(E) , in 
bertustoren (E) - Zeist (E) 1967 extended 

- Drunen-Lips (E) - Utrecht-Gerardus from S to L 
Majellakerk (P&F) - Dokkum (vB and P&F) 

in 1983 extended 
from S to L 

3 1956/1960 - Emmeloord (E) - Beverwijk (E) - Boxmeer (P&F) 
- Hilversum (E) - Valkenswaard (E) - Cuyck (P&F) 
- Venlo (E) - Hulst (P&F) 

- Katwijk (E) 
- H,s,el<, origin~l Sl,i, (E) 
- K (vB) but - Veendam (vB and E) 

replaced in - Ijsselstein (E) 
1973 by M (E) - Assen (P&F) 

4 1961 / 1965 - Alphen a.d . Rijn (P&F) - Enschede-Drie- - Amsterdam-Sloter-
- Hengelo (P&F) nerlo (E) meer (vB) 
- Doetinchem (E) - Vlissingen-Stad- - Axel (P&F) 
- Wageningen (E) huis (E) - Heerhugowaard (P&F) 
- Heerlen (E) - Woerden (E) - Bergambacht (E) 
- Tie! (E) 1974 extended - Aarle-Rixtel, portable 
- Velsen (E) from S to M carillon (P&F) 
- Dordrecht (E) - Geldrop (P&F), in - Etten en Leur (E) 
- Gorinchem (P&F) 1976 extended - Naaldwijk (P&F) 

from S to M - Oosterhout (E) 
- Rijnsburg (E) 
- Voorschoten (E) 
- Zwijndrecht (P&F) 
- Vianen (E) 

5 1966/1970 - Rijswijk (E) - Huissen (P&F) - Bergen NH (P&F) - Amersfoort 
- Eindhoven-Philips - Laren (E) - Haastrecht (E) Belgianmonument (E) 

(E), now St. Catha- - Oudewater (E) - Nijveraal (E) - Rotterdam 
rinatoren - Roosendaal (P&F) - Oostrerbeek (E) Erasmus-university 

- Drachten-Merelhof - Asten, transportable (P&F) 
(vB) , now Bell- carillon (E) 
foundry Museum at 
Heiligerlee 

- Asten-Maria Presen-
tatiekerk (E), in 
1983 extended 
from M to Z 

- Boxtel (P&F) 

6 197 1/1975 - Maassluis (P&F) - Son (P&F) - Amsterdam VU (E) - Bussum (P&F) 
- Maastricht-St. Ser- - Asten-Nationaal Bei-

vaaskerk (E) aardmuseum 
- Drachten-Thalen-

park (E) 
- Brunssum (P&F) 
- Harderwijk (E) 
- Helenaveen (E) 
- Raalte (P&F) 
- Rijssen (E) .. . 

- Scheveningen (E) 

7 1976/1980 - Oirschot (E) - Almere-H aven (E) - Breda-Heuvelbrink (E) - Aarle-Rixtel 
- Halsteren (E) - De Lier (P&F) bell-foundry 
- Ridderkerk (E) - Goedereede (E) (P&F) 
- Schijndel (E) - Groenlo (E) - Apeldoorn (E) 
- Zoetermeer (E) - Maarssen (E) - Elburg (E) 

- St. Maartensdijk (P&F) - Roermond (E) 

r 
- Wateringen (E) 

8 198 1 /1985 
} 

- Almere-Stad (E) - Voorburg (E) - Asten, travelling I - Zeewolde (E) - Heerenveen (vB and E) carillon with major 
- Spakenburg (E) third -partials (E) 

- Nieuwegein (E) 

9 1985/1990 - Ede (P&F) - Dronten (E) - Spijkenisse (E) 
- Rotterdam-

Delfshaven (P&F) 



3/ Institutions 
1 The Nether lands Carillon Society 

De N ederlandse Klokkenspel V ereniging 

Loek Boogert 

Only when the Dutch gradually awoke to reality after the many weeks of euphoria following the liberation in May 1945 had 
subsided, did they began to take stock of the state of ruin their country was in. The press and radio 'The resurrection of Holland' 
informed the people about extent of the catastrophe which not everyone could have been noticed in their own immediate vicinity: the 
deportations and executions, the destruction of towns and villages, the.floods and the plundering that occurred. The atmosphere of 
celebration gave way to one of determination and words such as 'repair and reconstruction' were on everyone's lips. A popular folk 
songfrom this period has the text 'we will build again stone by stone', and of a Holland 'even more wondeiful than before' which 
will rise again. 

It will have already become clear in the previous 
chapters that the Netherlands Carillon Society 
(NCS) also realised that much of what had been 
achieved in the years before the war would have to be 
rebuilt. A new beginning was made under the direc
tion of Dr. Casparie who had recently turned 71. He 
had held the position of chairman for nearly twenty 
years. Strictly speaking, the society did not exist at 
the time of the liberation. 

3.1 }ef Denijn and Dr. Casparie (r) who held the position ofNCS 
chairman for 22years. 

As has already been mentioned, 1 the activities of the 
Department of National Information and Arts 
formed by the German occupiers concentrated on 
reforming Holland into a national-socialist country 
along the lines of what the Germans called 
'Gleichschaltung' (equal treatment). The NCS 
board did not wish to join the Music guild of the 
Chamber of Culture so the work had to be aban
doned. After the general members meeting of 
December 1941, the remaining 68 members were 
given a final yearly report in the spring of 1942. Just 
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as hundreds of other societies were similarly being 
disbanded, all documents were confiscated and the 
secretary, Mr. Gorter, was powerless to do anything 
to prevent the archives from vanishing into the 
mountain of paperwork which accumulated at the 
'Commission for non-commercia:l societies and 
foundations. ' 2 Virtually nothing was recovered after 
the liberation. 

Fortunately, the Dutch government announced a 
decision which re-instated the rights of all societies 
annulled during the occupation. Also pre-war 
statutes and regulations remained in force 
unchanged. In retrospect, this meant that the Sec
ond World War only amounted to a short period of 
inactivity in the history of the NCS. It remained 
unchanged as a corpus of interested individuals, 
towns and other carillon owners, regional carillon 
circles, bell-founders and of course the amateur and 
professional carillonneurs. Although bell-founders, 
who had their own interests to consider, occasionally 
came into conflict with other over the years, it is 
remarkable that these various groups had never had 
disagreements between themselves that resulted in a 
different constitution of the membership. The con
tinuation of the NCS in the direction determined 
before the war is a distinct characteristic of its his
tory between 1945 and 1990. 

Administration 

The reason for maintaining an established course 
lies in the fact that the founders of the NCS obviously 
had lucid insight into the demands of the future. An 
important factor is also the considerably long time 
that committee members held their posts3

• It was 
principally the chairman, the secretary and the 
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treasurer who found themselves being consistently 
re-elected to their posts by fellow members. Evi
de~tly the administration correctly interpreted the 
enthusiasm of the members and constituted a true 
reflection of the membership list. 
Up until 1961, the majority of the administration 
members were not carillonneurs. They had earned 
their distinction in other fields. The jurist Loosjes 
was a well-known publicist, Garms was a musicolog
ist, Van Westrheene was a classical specialist and 
music journalist, Swillens consecrated most of his 
life to a monograph about the painter Saenredam, 
Casparie was a neurologist-psychiatrist. This trend 
also continued after the war. Van der Elst was a 
physicist, Gorter, a sociologist, Warnaars, a insur
ance agent and Romke de Waard was an enthusias
tic carillonneur but actually made his career as a 
magistrate of the bench. Although renowned caril
lonneurs such as Meyll and Creman were on the 
administration for a long time, it was only in 1966 
that a professional carillonneur in the person of 
Chris Bos joined the administration as chairman. 
This wide spectrum of differing professions in the 
society remains to this day. Whoever investigates the 
administration's activities over a period of forty-five 
years will be immediately impressed by the variety of 
work. First, this includes advising and providing all 
manners of information at many levels and in vari
ous forms resulting in increasing membership as 
much as possible. Second, meetings, courses, trips 
etc, have to be organised, and also constantly taking 
care of the various interests and requirements of the 
members. No ·less important is maintaining the qual
ity of carillon playing and the quality of carillons 
which again implies considerable contact with vari
ous institutions and bodies. New developments in 
the field of carillon culture demand taking stand
points which must then be made known. Finally, 
there is the necessity of organizing a sound financial 
basis for all activities. 
In order to be able to operate efficiently in all these 
areas, work groups have been formed over the years 
iri which members other than administration mem
bers took part. This led to the Editorial Commission, 
the Advertising Commission (formerly called 'Com
mission for General Preparations) the Commission 
for the Promotion of Professional Carillonneurs 
Interests (B4), the Music Commission, the Histori
cal Commission and the Regional Commission. As 
many members as possible are constantly involved 
actively in this manner in the society's work. This 
has often imposed great demands on the time and 
efforts of those volunteers who had posts in the 
administration and commissions. Despite dif
ferences in characters and ideas and occasional 
heated discussions during meetings the society 
always functioned externally as a unit: the vitality of 
ideas that unites the members has !always been 
stronger than the mutual differences. 

lriformation and Publicity 

Every Dutch person is familiar with the sound of the 
carillon. Not even anyone who lives in the isolated 
Wad den islands lives more than forty kilometers 
away from a carillon. If we use the same distance in a 
radius with Utrecht as the centre, since it is the 
centre of The Netherlands, we can count more than 
forty carillons within this radius. This includes only 
instruments played by carillonneurs, there are 
dozens more automatic carillons. It would appear 
strange that information and publicity is necessary 
in such a situation but, precisely because carillon 
music is so normal, many people do not realise how 
extraordinary Dutch carillon culture is. One often 
only hears this from emigrants who mention how 
much they miss this peculiar sound abroad. 
Situated high up in a tower and usually invisible 
hangs an instrument that not only automatically 
plays at regular intervals but is also played by a 
musician. Most people do not know how a carillon
neur goes about his work or anything about its tech
nical aspects. The old saying 'unknown, unloved', 
has been borne in mind and the NCS has paid much 
attention to informing people about carillons from 
its inception. 
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3.2 Gerrit Noordzij designed a postage stamp in 1981 which was 

inspired by the Tiet carillon. 

Klok en Klepel 

'Ooze Torenmuziek' (Our Tower music) appeared 
as early as 1924, the first copy of the society periodi
cal which has subsequently been published under 
various names. 4 The society chose the name 'Klok en 
Klepel' (Bell and Clapper) in the Hemony com
memoration year of 1959 and wrote that the objec
tives of the new periodical were 'to provide as much 
information as possible about 'campanology' (in the 
broadest sense of the word) for our readers, regularly 
inform of new developments in the field of carillons 
and stimulate interest in the carillon outside of soci
ety'. The last objective will mean having to increase 
the number of members and to get 'still more recog
nition and support from the government'. In 1964 
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the present outlay of the journal was chosen and has 
been published bi-annually since 1978. 
If one glances through the 43 issues which have since 
come from the press, the original objectives appear 
indeed to have been achieved. Dozens of authors 
deal with all manners of topics and the quality of the 
contributions means that Klok en Klepel is often 
quoted. A circulation of more than five hundred 
copies finds its way to members, interested individu
als, universities, libraries and archives all over the 
world. 

There is more 

However important a periodical may be, the masses 
will never be reached by this alone. This is why the 
NCS chose many other paths during the last decades 
which range from publishing informative folders to 

3.3 NCS Information stall in the Sluis Townhall during the 
Carillon Day on the 4th of June 1990. 

giving lectures and organizing compet1t10ns and 
other festivities. The NCS regularly organizes an 
information stall at exhibitions and public festivities 
intended for tourists. 
Of importance here was the completion in 1949 of 
the first 'travelling carillon' which was built espe
cially for this purpose. 5 There are now three of these 
travelling carillons and the idea has become so popu
lar that they must be reserved months in advance. 
The gradual rise in interest in carillon culture is also 
evident in the growing attention from the media. 
Even long before the war, the Christmas and Easter 
concerts given by Vincent at the Royal Palace in 
Amsterdam were broadcast on the radio. After the 
war, concerts did not remain an incidental occurr
ence: due to the efforts ofYpe Howeler, bells could 
be heard in living rooms during the 1960s. After his 
death, there was nobody to promote carillon music 
in at the Dutch Broadcasting Corporation Centre in 
Hilversum until 1982 when Paul Tieman rekindled 
the interest of programme planners again.6 The 
Dutch Broadcasting Corporation recorded many 
improvisations of Dutch carillonneurs that have 

since broadcast every week. Many regional and local 
radio stations advertise concerts and broadcast 
interviews with carillonneurs. Soon after the intro
duction of television, carillons proved to be suited to 
this medium. The inauguration of new carillons 
meant covera e on television, and since that time, 
the Dutch ca~illon school and the work in a bell 
foundry were the topic of a television broadcast. The 
European year of music was opened in 1985 by His 
Royal Highness Prince Claus at the carillon of the 
Royal Palace in Amsterdam after which recordings 
by B. Winsemiui,, A. Abbenes and Chr. Bos were 
shown. A special broadcast was made when the lat
ter retired. The newspapers announce programmes 
of summer concerts more frequently and reviews of 
concerts also appear now and then. In staff and 
tradesmens' bulletins articles appear regularly 
about carillons and carillonneurs. A booklet was 
published by the Post Office Savings Bank as early 
as the 1950s' for children with the title 'Towers that 
sing and windmills that grind' explaining these two 
typical aspects of The Netherlands. In 1980 Heleen 
van der Wee! wrote an informative article destined 
for documentation centres of primary schools which 
was reprinted for large circulation by the National 
Carillon Museum and the NCS . 

• In addition to the many studies which appear in 
society and church newspapers are more scientific 
works and many of these have been published with 
partial or total support from the NCS. A choice from 
the incredible productivity is included in chapter 
XII. 

A recent innovation is the 'Info-map', a loose-page 
folder with information relevant to all carillon own
ers that was sent to city councils free of charge in 
1989. Supplementary pages are sent from time to 
time to keep people up-to-date on new develop
ments. 
The book 'The Singing Towers of Holland' (De 
Zingende Torens van Nederland) that was pub
lished together with a complete list of carillons in the 

3. 4 The cover of volume one of the new 1990 edition of 'Singing 
Towers. ' 



-
Northern Netherlands in a loose-page folder from 
1966-1976 sold out quite some time ago. 

It has been republished on the occasion of the 
WCF congress in Zutphen in a completely new ver
sion. 

Also in 1990, a compact disc was released with 
recordings of four Dutch carillonneurs playing four
teen carillons in their own style. These varies from 
historic to new, and from small and large carillons by 
as many different founders as possible. For this first 
edition, a repertoire has been chosen which should 
appeal to as broad a public as possible. 

City and Country 

Although the Dutch are not generally chauvinistic, 
love and pride for the carillon is usually directed at 
the bells in their home town. There are many found
ations and societies or committees all over the coun
try that support, stimulate and also free carillon
neurs from many organizational duties. The Utrecht 
and Nijkerk Carillon Society date from as far back as 
1928. Nowadays, the inauguration of a new carillon 
is almost always followed by the setting up of a 'Cir
cle of Friends'. Twenty-six of these local organisa
tions, some with hundreds of contributors, are mem
bers of the NCS. This number is likely to increase as 
the founders of the NCS had indeed hoped for a 
national society with thriving local groups. 

Such a structure has never been created but the 
administration considers that it is still very impor
tant to be in touch with what happens on a local level 
to co-ordinate and support this wherever necessary. 
It was therefore suggested in 1985 that a regional 
commission be set up under the auspices of the 
Promotional commission. Eight regional represen
tatives were engaged as contacts, encouraging 
activities in villages and cities and acting as a voice 
for the administration. It is expected that this decen
tralization will intensify the contact with local caril
lon circles. This is not only important for thriving 
carillon culture but it could also lead to a larger 
membership for the NCS. 

Members 

The membershiplist of the NCS is unique. Where 
else in the world can one find a society in which 
government bodies and individuals, musicians as 
well as non-musicians, producers and clients and 
organisations who all possess equal rights are 
brought together? The advantages are. obvious: all 
those who are in any way interested in (carillon cul
ture are brought directly in contact with each other. 
Many people from different walks oflife meet under 

the NCS flag which was designed in 1965 by the 
treasurer, Mr Blaauw. 

3.5 The NCS flag on the Sluis Townhall tower during the Carillon 
Day in 1990. (Joto: Willem Meyboom) 

This flag is used at the annual congress, carillon 
competitions, outings and courses which will include 
the official from the cultural affairs department of a 
city council, the baker who enjoys the weekly caril
lon concert, the carillon school teacher, the house
wife who is a member of the 'Circle of Friends ', the 
student who takes carillon lessons at his university 
for the sheer pleasure, the bell-founder and, of 
course, the carillonneur. 

This broad spectrum of society is nothing unusual as 
we can find a great diversity of people even among 
qualified carillonneurs. Many of them first studied 
organ and the combination of organist-carillonneur 
is quite common, as it was in the past. In addition to 
this, some carillonneurs also teach school music, 
give private lessons, or are also conductors. Some, 
however, come from outside the music world and 
have completed carillon study in their free time and 
have been appointed as carillonneur but still work at 
their original profession as a tutor, theologian, 
teacher, engineer or doctor. 

One must bear in mind here that it is difficult to earn 
a living only as a carillonneur in the Netherlands. 
For many years the pay was shamefully low and the 
NCS has striven for better salaries from the moment 
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it was founded. After the war the commission B4 
mentioned above was formed to represent the inter
ests of the professional carillonneur. A survey was 
held at that time and it only then became apparent 
how harrowing the situation was. 
Therefore from 1961 salary levels were sent to caril
lon owners. In 1987 the society decided (the commis
sion no longer existed) to deal with the matter of 
salaries more professionally. A description of duties 
was drawn up in cooperation with the Foundation of 
Dutch City Councils, assessed by the Council Func
tion Assessment System. An important conclusion 
was that a carillonneur who plays five times per week 
is considered to have a full schedule and should be 
paid in relation to this. The administration was very 
satisfied when the salary and rights of the carillon
neur were included in the 1989 Info-map which 
satisfy today's demands. 
Neither the FDCC nor the NCS however, have the 
possibility of enforcing compliance with these 
requirements and only a few towns have five carillon 
concerts per week. Whoever wishes to play only 
carillon will have to work in several places in order to 
earn an adequate living. There are extreme situa
tions where some people have to play in five or more 
different places and they have rush from one tower to 
the next each day. Although this is understandable 
for that person in question, this is nevertheless a 
disturbing development in light of the fact that the 
growing number of young carillonneurs have very 
little chance of securing a position because of this. 
This also results in seriously hindering endeavors to 
give the carillonneur the possibility of being more 
active in events that take place where he is appointed 
and permitting him to be more than a musician in an 
ivory tower. 

Concern for the level of playing 

The diversity of carillonneurs' backgrounds makes it 
important to scrutinize the level of carillon playing. 
The NCS therefore strives to appoint qualified caril
lonneurs to permanent positions. If a position 
becomes vacant somewhere, the society tries to get 
the employer to use the procedure 'Recruitment and 
selection of carillonneurs', which, among other 
things, includes a trial performance for a jury of 
experts. This form of assistance was already brought 
to the attention of the city councils in 1932. 

A second possibility is to improve the musical 
achievements and competence of the carillonneur by 
organizing competitions7

. The pre-war tradition 
regarding this has also been maintained. Qualified 
carillonneurs and amateurs mostly in cooperation 
with councils and local carillon societies, are usually 
invited to show their talent in performing a set work 
and a work of free-choice and, in addition, to com
pare their skill at improvising in a separate category. 

The International Carillon Competition which is 
held as part of the Holland Festival has been very 
important. This competition was first held from 
1959 to 1973 in Hilversum and thereafter in Tie! 
unt_il_ 197~. T~~ inclusion _of a trophy at these co'.71-
pet1t10ns m wl)1ch competitors had to play an entire 
concert was s0 successful that the NCS decided in 
1963 to include a challenge trophy for the best 
improvisations. This trophy, a bell in a wooden bell 
frame, is still awarded under the name of the 'Dr. 
Van der Elst-bell' . The 'Golden Carillon ofHengelo' 
which exists since 1964 is a miniature of the Hengelo 
Town Hall and is the prize for the improvisation 
competition for qualified carillonneurs. 

3.6 Romkede Waard (J) , chairmanoftheNCS, awards the.first 
'Golden Carillon of Hengelo' to Arie Abbenes in 1964. 

The frequent regularity of the competitions and the 
possibility of comparing one's achievements to those 
of others has given visible results. Since competitions 
do not appeal to everybody, ' interpretation courses' 
have been developed. Due to an initiative taken by 
the Rotterdam Carillon Commission in 1965, five 
carillonneurs played the Little Suite by Sjefvan Bal
kom, Ciacona and Fugue by Albert de Klerk and the 
Carillon-sonatina II by Wouter Paap on the Sint 
Laurens carillon in Rotterdam. After the concert an 
animated forum discussion was held between com
posers, performers and auditors. Such gatherings 
now happen frequently since this event. 
The refresher-courses which are so popular at pre
sent have already been given for dozens of years. 
Participants have the opportunity of broadening 
their knowledge during trips at home and abroad by 
becoming familiar with other instruments.8 

These efforts can only have results if a good reper
toire of carillon music exists. The NCS began pub!-



ishing music as early as the 1920s and then con
tinued after the war. Compositions from other 
editors are also appearing in print, sometimes as a 
result of composition competitions. This will be 
further dealt with in detail in chapter 5. 
Without underestimating the importance of the 
activities mentioned above, it is obvious to everyone, 
before and after 1945, that the first condition for 
reaching the desired level lies in a well-founded 
elementary education. 

The NCS and carillon studies 

In spite ofall the efforts during the entire existence of 
the society, it was not yet possible to organise study 
in carillon such as that in Mechelen9 and it was simi
larly exasperating not to have the possibility of 
obtaining a diploma in the Netherlands. For many 
years the NCS took steps to organise a state exami
nation for carillon. When this did not eventuate, 
despite all efforts and a request by Sjefvan Balkom 
merely to sit for such an examination was rejected, 
the administration decided to appoint an jury of 
experts itself which resulted in Van Balkom receiv
ing the first carillon diploma issued in The Nether
lands in 1952. The second diploma issued by the 
administration was obtained by Chris Bos in 1954. 
In the meantime, another surprising development 
has since occurred. In 1948, the Amersfoort Carillon 
Society was founded with one of its aims being the 
establishing a carillon school in Amersfoort10

. The 
NCS fervently supported these plans but the discus
sions with the Ministry regarding the necessary state 
subsidy did not run so smoothly. The initiative was 
eventually entirely taken over by the Amersfoort 
City Council so that the Amersfoort Carillon Society 
was not even aware of the official opening on the 24th 
of October 1953 and decided to terminate its func
tions 11

• The NCS was also not included and this lead 
to angry discussions within the administration. As 
the carillon school had not as of then been 
authorized to hold examinations, the NCS main
tained the right to look elsewhere for the possibility 
of setting up a course of study and to continue its 
pursuit for the establishment of a state examination 
for carillon. The administration's policy was ignored 
when the carillon school awarded its own diploma in 
1954. The chairman Dr. Van der Elst was severely 
criticized by several of his fellow-administration 
members for taking part in the jury and thereby 
actually sanctioning the examination. 

The problems appeared to be solved when the possi
bility of passing the examination in the form of an A 
or B state diploma as carillonneur finally became a 
reality in 1955 and the same requirements for exami
nations were set at the Netherlands Calrillon School. 
At the same time, the new chairman of the NCS, 
Romke de Waard was included in the administra-

tion of the carillon school which had been changed 
into a foundation. Unfortunately, this administra
tion membership did not result in the desired objec
tive which was close cooperation between school and 
society. The NCS administration was not able to 
exercise any influence on the policies of the carillon 
school's director but was certainly tackled by the 
members about those policies. It was only after the 
appointment of a new director in 1983 that many 
unpleasant things disappeared and since then there 
is intense and productive cooperation. Community 
courses are held , courses at the carillon school are 
open for members of the society, and carillon music 
is jointly published. 

The amateur 

Like every instrument, the carillon also has its 
enthusiasts who take up study for pleasure. Some 
amateurs have private lessons from the local caril
lonneur but there are, however, other possibilities. 
On the occasion of the opening of the University of 
Twente in 1964, 30 city councils gave donations to 
pay for a carillon which was placed in a specially 
constructed tower on the campus. 

1989 

·s zondags 
15.00 -16.00 uur 

3. 7 An enthusiastic circle of amateur carillonneurs has been formed 
for the Campus Carillon at the University of Twente. This 
group organises a series of summer recitals each year. 

Students and staff made up the 'Campus Carillon 
Circle' and since then play on this instrument after 
having studied with Karel Borghuis. Each year a 
'Carillon Feast' is organised which attracts many 
visitors. A second campus carillon was installed at 
the Erasmus University in Rotterdam in 1968. Stu
dents can study there with Mar Bruinzeel. 

At the conservatory in Tilburg a 'study differentia-
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tion carillon' existed for some time under the direc
tion of Arie Abbenes. In 1983 the Music school in 
Hilvarenbeek and neighbouring region began and 
included a carillon course for amateurs with Rien 
Roggeveen being the first teacher and Carlo van Ulft 
since 1986. Since 1987, it is possible to take carillon 
lessons at the Regional Music School in Amersfoort. 
Teacher Henry Groen has the good fortune of being 
able to permit his students to use the facilities which 
the Netherlands Carillon School offers, such as the 
carillon of the Belgian monument, the practice key
boards and the library. 
It is evident that the NCS is very interested in these 
amateur musicians - many of them stand in regularly 
for professional carillonneurs - and so a special class 
is always organised for them by the society in the 
carillon competitions. These amateurs then confirm 
once again that many sincere amateurs can achieve 
an astonishing level. 

Campanological Institute 

The question of setting up a 'Campanological Insti
tute' was interrelated with the founding of the Caril
lon School. There had been constant pleas to set this 
up as early as the 1920s but a lack of finances pre
vented this. 12 

In the beginning of the 1960s discussions were begun 
with the Amersfoort City Council which was 
enthusiastic about setting up such an institute there. 
The NCS was to care for the 'material' the growth of 
the institute. Unfortunately, disagreements again 
arose and, for a while,.it appeared that the Alkmaar 
city council which wanted to allocate the Waag
gebouw (cheese weigh-house) or the Schutters
doelen (shooting-range) would have the honour of 
getting the carillon centre. The matter dragged on 
until 1967 when it seemed that a solution had been 
found: the Koppelpoort in Amersfoort was available 
and the society acts could be drawn up, however, a 
year later the carillon school informed the council 
that it preferred not to be bound to any agreement 
and would take its own initiatives. All the plans were 
dropped and an independent campanology institute 
as conceived by the NCS was never founded. The 
carillon school has, however, collected a variety of 
material and built up an extensive library. Unfortu
nately, the collection accumulated since the 1920s by 
the NCS has not been included in this library. This 
material was transferred to the Institute of Musicol
ogy in Utrecht as early as 1973. The Carillon School 
remains steadfast in its endeavor to be the focal point 
of Dutch carillon culture and this is evident from the 
fact that the society decided to function under the 
name of Carillon Centre Society of the Netherlands 
after the integration in higher education which 
resulted in the Carillon School being joined with the 
Utrecht School of the Arts. This is clearly revealed in 
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the intention ofnot only maintaining the central pos
ition of the building on the Grote Spui but also to 
extend it. 

Museums 

In the meantime, the local carillon committee in 
Asten took the initiative of founding a bell museum 
in 1968. 13 This was, indeed, achieved quite rapidly 
and the first location was in the attic of the council 
chambers and later in an elegant building which 
belonged to the museum itself. The collection that 
was set up there approximated the former ideal of 
the campanological institute and included the lib
rary and the archives collected over many years. 14 

However, the 'physics laboratory' has not been real
ised. The curator, Andre Lehr has set up the 
National Carillon Museum in such a way that it 
attracts a large public. And so, every year thousands 
of adults and children from home and abroad visit 
the museum and enter the fascinating world_ of bells, 
clocks and carillons. 

The bell-foundry museum in Heiligerlee displays 
quite a different character. 15 After the closure of the 
Van Bergen foundry in 1980, a foundation was set up 
to conserve this 'Monument oflndustry and Techni
que'. Van Bergen, incidentally, has the honour of 
being the first bell-founder in Holland to have used 
the internal tuning of bells ( 1932) since Jan Albert de 
Grave's death and having developed the first electro
magnetic perforated roll mechanism ( 1940). The 
restoration, completed in 1987, took seven years and 
the founding room with the enormous equipment 
which was used for tuning can be admired in addi
tion to a small display of bells and objects used in 
founding. In the garden is a carillon that was cast in 
the 1960s by Van Bergen. This provides some depic
tion of nearly two centuries of work by this bell
foundry. 

Advice and Inspection 

Improving the quality of carillon playing and cam
panological studies are inextricably linked with the 
quality of the carillon as a musical instrument. One 
of the first activities of the NCS, and perhaps even 
the reason for its foundation, was giving advice 
about the composition and installation of carillons. 
In the 1920s and 1930s advice was given by a com
mission specially set up for this purpose with mem
bers from the administration. lfone takes the NCS's 
origins into account, it is not surprising that all of 
this advice followed the line of a carillon according to 
the 'Mechelen model' . However, as has been previ
ously mentioned, a more traditional movement 
existed in the Netherlands. 16 The representatives 
held positions primarily in the Dutch Organ and 



-
Centraal in he! waterrijke Gron,nger 
Oldambl hgt hel ptaatsje Heiligertee. 
bekend uit de -landse 
gesch~nisboeken door de 
gelijknamige stag in 1568. 
Op 23 mei van dat jaar -d het 
Spaanse leger bij Heiligerlee in een 
bloedlg gevecht de -ste nederlaag 
toegebcacht die na tachtig jaar OO<log 
ZOU leiden IOI de vrije Republiek der 
Nederlanden. 
Ter nagedachtenis aan he! snewelen 
van graaf Adolf van Nassau in deze 
roemruchte stag - in Heiligerlee 
een monument opgericht. 

Sinds 1987 bezil Heiligerlee een 
n- monument. ditmaal echter ter 
he<innering aan een meer 
vredelie.end bedrijf. 
Op 4 september van dal jaar 
he<opende een VOOffl1ifig 
bedrijtapand hear poorten ender een 
nt8UW8 naam: 

het Kloklulngielefium 

-nden warden gemaakl door het 
fabcikantengeslachl Van Bergen. 
Oil wereldberoemd bedri~. dat haar 
poorten in 1980 skxit. maakle niel 
alleen luldklokken, carillons. 
beiaarden en scheepsbeflen voor 
Nederland, maar leverde haar 
hoogwaatdige produklen Jot in de 
Verenigde Staten, Japan en &azilie. 

Naast he! klokkengieten had he! 
bedrijf een naam hoog te houden met 
he! vervaardigen van bcandspurten. 

Het gebouw waarin het 
Klokkengieterijmuseum is gevestigd 
mag sinds de renovatie en door haar 
nieuwe funktie met recht een 
Monument van Bedrijf en T echniek 
heten. 
Het biedl een natwrgetrouw beeld 
van een eeuwenoude industriele 
bedrijvigheid waarvan de produklen 

nog ~ een belangrijke pJaats in 
de maatschappij innemen. 
De beZoeker krijgt een helder inzicht 
in de gehele onlslaanswijze van een 
klok: vanaf het smetten van het koper 
in een der oudsle nog bestaande 
smeltovens IOI en met zljn samenspel 
met andere klokken in het grote 
cari!Hon ifl de tuin van het museum. 

TOI voor kor1 beYond zich in het do<p · ,.__::; ..:.:_: 
een ktoklcengieleri wear sinds 1863 •· · ' "'""' 
votgens de beste ~ ' 
- klokken voor ll8lerlei 

·- _:·kengieterijmuseum 
3.8 In 1987 the former Van Bergen foundry was renovated into a bell-foundry museum. 

Bell Advisory Commitee (NKO) which, initially as 
subcommission of the Dutch Antiquities society, was 
founded according to an idea of A. Brom in 191 7. This 
institution's function was also to give advice and both 
bodies existed side by side, both with experts but 
nevertheless with different visions, somewhat as if 
they were at daggers drawn. It was mainly the ques
tion of whether a carillon should be installed with a 
Broek-system or tumbler system which resulted in 
conflicting opinions. This implied choosing either a 
Dutch or Flemish manner of playing which was the 
leading view at the time. As early as the 1930s, the two 
points of view gradually became allied and relations 
improved. When the NCS became interested in his
torical aspects of old carillons which Jed to the setting
up in 1961 of the 'Historical Commission', the NKO 
gradually became insignificant and finally ceased 
functioning in 1967. 17 

As part of the plans to rebuild the country after the 
Second World War, the Dutch government decided 
to refund the replacement of stolen bells. In order to 
survey the quality of bells a 'State Advisory Commis
sion for Old and New swinging Bells and Carillons' 
was set up in 1946 with Dr. Van der Elst as chairman. 
For the catholic churches, this function was given to 
the Catholic Bell and Organ Advisory Society which 
had already been founded in 1944.18 The 'State Com
mission' ceased to function after war damage had 
been repaired. In 1989, the Catholic Bell and Organ 
Advisory Society requested the NCS to act as advisor 
for this organization in any situation involving bells. 
This resulted in the Advisory and Inspection Com
mission of the NCS now being the only organisation 
which works on a non-profit basis offering guidance 
on restoration and new bells and carillons in the 
Netherlands. 

Even prior to this, it had turned out that it was not 
possible for the administration members to accompl
ish these related tasks any earlier as they had done in 
pre-war years. For these reasons a more efficient set
up was necessary and the solution was placing several 
qualified members in the Advisory and Inspection 
Commission and supplementing this with other 
experts who were prepared to do this important and 
time-consuming work on a voluntary basis. 
This situation was a great strain on the stamina and 
loyalty of the commission members. Their stamina 
was taxed because the competition between bell
founders was increasingly tougher with the consequ
ence that any foundry which did not get a contract 
was rapidly inclined to accuse the commission mem
bers ofa lack of objectivity. Obviously, a bell-founder 
will not be very happy if a bell is rejected or if the 
installation of a carillon is not made according to 
specifications. This led to the NCS even being sued on 
one occasion. Naturally, such a matter has to be 
disclosed during a member's meeting and in 1965 the 
problem-beset administration even brought up the 
subject of whether to again try and found an indepen
dent State Commission. A 'Good services commis
sion' recommended such a solution overlooking the 
fact that one of the fundamental aims of the society 
would then be abandoned. The administration 
unanimously thus concluded that it did not wish to 
discard the Advisory Commission. Loyalty was also 
taxed as bribery and attempts to predispose inspec
tors in favour of other founders occurred. Further
more, the possibility exists of using one's expert 
knowledge and the rewards it provides as a personal 
source ofincome instead of putting this to good use in 
the treasury of the NCS. If there are also differences of 
opinion within the commission ( opinions about ideal 
bells and ideal carillons have constantly undergone 
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drastic changes in the last seventy years), the tempta
tion to give private advice on a commercial basis 
outside of the Advisory commission will be very great. 
It is also possible that a member may decide to resign 
from the commission. The NCS has always strongly 
condemned such a manner of conduct especially 
when a 'private advisor' gained his knowledge, exper
tise and contacts within and at the expense of the 
society. 
The only way to avoid this that the NCS can suggest is 
emphasising the combined expertise, the financial 
independence and the objectivity of the Advisory and 
Inspection commission. The fact that most of the 
large carillons in the Netherlands were made or 
restored under the auspices of the NCS proves that 
these favourable aspects are acknowledged in this 
country. 

More than just bells 

The frequently used 'Explanatory dictionary of 
Dutch' by Koenen/Endepols gives the following 
definition for a carillon keyboard: primitive keyboard 
of carillon, made from sticks.' 19 This description may 
be inspired by the respectable age of the carillon 
keyboard but the definition does no justice to the fact 
that, after many discussions and experiments, this 
manner of playing the carillon was eventually inten
tionally chosen because neither pneumatic nor elec
tric action can match mechanical playing action. 

Replacing the batons with keys which more or less 
resemble piano keys in combination with another 
linkage system was indeed extensively discussed at 
the Second Carillon Congress held in 1925 in 
's-Hertogenbosch. The topic was brought up by P.A. 
van W estrheene and the carillonneur of Enkhuizen, 
R.G. Crevecoeur but nevertheless rejected by Jef 
Denijn. 20 The master from Mechel en's argument was 
that these attempts were not based on any artistic 
ideals or to obtain more nuances in playing but simply 
to facilitate playing. Andre Lehr has already con
firmed that this discussion was a consequence of an 
altered vision of carillon playing and the carillon as a 
belfry instrument. 21 

The majority of carillonneurs who did want improve
ments but not the disappearance of the traditional 
keyboard evidently shared Denijn's opinion. The fact 
that these keyboards often varied considerably in size 
definitely posed problems for many carillonneurs 
who gave guest recitals on unfamiliar carillons. In an 
attempt by the NCS to standardize keyboards it was 
recommended in 1929 that: ' In general, the Meche
len-type keyboard measurements should be followed 
and the Mechelen-type pedalboard is also desirable 
although there are no objections to the so-called 
Dutch (organ) pedalboard (hinge-points of the keys 
at the back).' 
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It is odd that the measurements which were subse
quently given reveal discrepancies with the illustra
tions in the 1925 report. 22 Meanwhile, it had become 
clear that the USA had gone its own way as far as 
keyboards werb concerned. 
The matter wa~ again brought up immediately after 
the Second W~rld War. As early as 1946, the NCS 
launched a sun,1ey asking all carillonneurs to' encoµr
age as uniform a design of the carillon keyboard as 
possible.' The position of the pedal board in relation 
to the keyboard revealed considerable inconsisten
cies. 

A new attempt to achieve more unity was made in 
1949 at the request of the State Advisory Commis
sion23. Although several administration members of 
the NCS disputed the competence of this commission 
it was nevertheless decided to attend the meeting in 
Utrecht. An agreement was indeed reached on the 
23rd of] uly on a standard keyboard 'made of oak' for 
both large and small carillons. The names of the State 
Advisory Commission for Swinging Bells and Caril
lons, the Netherlands Carillon Society, the Dutch 
Bell and Organ Advisory Commission, the Catholic 
Bell and Organ Society and ' the Netherlands Caril
lon Makers ' shone from underneath the construction 
plans drawn up by L. v.d. Aa from the firm ofEijsb
outs with a notice saying that the rights had been 
transferred to the NCS. However, the standard mea
surements were not closely adhered to. The carillon
neur's individual convictions, the location in the 
tower and financial shortcomings of the client 
resulted in variations. All sorts of different considera
tions resulted in many carillon consoles with their 
own peculiar features .Some of these considerations 
were the shape of the keys, a metal frame instead of 
oak, the height of the keyboard, whether or not certain 
bass bells were included, and an extension of the 
descant with an extra c and don three-octave caril
lons. 
In 1955 there was another meeting between the State 
Advisory Society and bell-founders. It was obviously 
necessary to again reach agreements on the correct 
position of the pedalboard keys in relation to the 
manual keys, simply c under c1 with large carillons 
and c1 under c1 with small carillons. 
The hope that an international standard would be 
reached, voiced by JefDenijn as early as 1925, was 
again expressed during the World Carillon Congress 
in Douai in 1974. For the first time forty carillonneurs . 
were measured at this congress in order to draw up 
reliable keyboard measurements. The World Caril
lon Federation (WCF) decided the following year to 
set up a Keyboard Commission (KC).24 Although it 
seemed impossible to achieve world-wide standardi
zation because of the large inconsistencies of Ameri
can keyboards, progress was nevertheless made in 
Europe. During the restoration of the Grote Kerk 
carillon in Br.eda, the NCS Advisory commission took 
the opportunity ofhaving a keyboard made according 



to new principles.25 This resulted in a 'splendid and 
silent carillon' keyboard being completed in 1977 in 
which all bells had manual keys and the pedals 
were accordingly all 'pull-downs'. Whep the Bel
gian Carillonneurs' Guild decided to introduce sub
stantial changes to the 'Denijn keyboard' in 1981, 
the differences with the Dutch keyboard had 
become so small that it was still possible to reach an 
agreement. In 1983 the 'North European standaard 
for carillon keyboards ' was able to be signed in 
Leuven by representatives of the WCF, the Belgian 
Carillonneurs Guild and the NCS. 

3.9 The four-octave keyboard accordi11g to the European standard 
in the tower of Schijndel. 

Denmark soon also signed the agreement. 26 

Nonetheless, no end to the matter seems to be in 
sight. Certain carillonneurs have reduced the key 
dip over the last few years and plans for a new caril
lon in Hilvarenbeek are based on a radial pedal
board. Aspiring for perfection will always mean 
that modifications and changes will be necessary. 

It is probable that carillonneurs also had a practice 
keyboard shortly after the introduction of the 
baton-keyboard into towers about 1600. Initially, 
small bells were used to produce sound, records of 
metal bars such as in metallophones are mentioned 
only in the late eighteenth century.27 However, 
many carillonneurs studied on a mute keyboard 
because it was cheaper, or using one's inner hearing 
was preferable to the shrill sound of metal bars. A 
practice keyboard was cheaper if the carillonneur 
built it himself perhaps with the help of a trades
man who worked in the field. Springs were usually 
used for reproducing the weight in the keys but 

even elastic has once been used in the twentieth 
century. 

It is evident that a carillonneur who builds his own 
keyboard will try to reproduce the keyboard in his 
tower as closely as possible and so practice key
boards can provide clues about the construction of 
old carillons and the appearance of carillon key
boards that no longer exist. It is therefore a pity 
that here and there only a few old examples have 
been conserved - mainly in carillon museums. 28 

The renaissance of carillons in the twentieth cen
tury has resulted in a demand for good practice key
boards. The NCS attempted to interest firms and as 
early as 1923 the organ builder Dekker in Goes 
made an practice instrument which was exhibited 
in s'Hertogenbosch and praised 'principally for the 
pure tuning and agreeable sound' 28

• Carillon mak
ers also put up a good show as Addicks (1932), Van 
Bergen ( 1938) as well as Eijsbouts made specimens 
and several of these have been conserved. 

After the Second World War Eijsbouts and Petit & 
Fritsen produced various practice keyboards but 
due to the high cost, the 'kitset' option remained 
more popular. Peter Bakker was the most success
ful. He was the carillonneur of Nijkerk and flilver
sum and teacher at the Netherlands Carillon 
School. He succeeded in developing a practice caril
lon which, with regard to range and sound was cer
tainly not amiss in the music room of a house for 
example. 

3.10 The practice keyboard designed by Peter Bakker. 
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The new possibilities with synthesizers and samplers 
offer the alternative of replacing expensive metal 
bars with 'real or 'almost real' bell-sound and it can 
be transposed, different tuning systems can be reg
ulated and it is even possible to set up an existing 
mute keyboard so that it sounds. All this is also poss
ible without disturbing other members of a house
hold with hours of endless study! It is no wonder that 
a great deal of experimentation is being done in this 
field. This raises expectations that the ideal practice 
keyboard is not too far off in the future. 

World-wide 

The NCS's involvement with the Keyboard Com
mission of the World Carillon Federation was no 
coincidence. Is it not so that the society was indeed 
founded as the 'General Carillon Society' and was it 
not Dutch and Flemish people who watched over the 
cradle? The list of speakers for emphatically-named 
'Second International Carillon Congress' at 's Her
togenbosch in 1925 surely revealed that there was a 
healthy interest in developments elsewhere. At this 
congress, G. van Doorslaer, Prosper Verheyden, 
William Gordon Rice and William Wooding Starner 
spoke about carillons in Belgium, France, the New 
World and Great Britain. At the end of the closing 
meeting it was decided there by a general vote to 
found an International Society, 'The Carillon Con
gress'. 30 A third International Congress did not take 
place as the Wall Street Crash in 1929 had caused a 
world-wide economic crisis but mutual contact was 
kept, certainly with the Southern Netherlands 
despite the fact that the General Carillon Society 
changed into the NCS. 
Before 1952, it was, incidentally, only possible for 
Dutch carillonneurs to obtain a diploma in Meche
len. Many people travelled from North to South and 
vice-versa to give guest recitals but people also kept 
themselves up to date on what was happening else
where in the world. It was mentioned with distinct 

3.11 The first travelling carillon. 
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pride in 'Onze Toren Muziek' that many composi
tions by Dutch carillonneur-composers had been 
performed in Ottawa.31 New carillons abroad and 
also the 'Hartford Gathering' (the first carillon con
gress in North America) were mentioned in par-
ticular. 1 

I 

' After the Second World War contacts became more 
extensive. As early as 1946, the 'Two Victory Rhap
sodies' by Percival Price became available to Dutch 
carillonneurs, founders resumed the exportation of 
carillons and the first travelling carillon was taken 
through Belgium and France on the way to 
Lausanne in Switzerland. 

The Treasurer Teygeler was appointed in New York 
and he will not remain the only Dutch person to be 
given an appointment abroad.32 During the 1970s 
carillons in Germany, France, America, Belgium, 
and Denmark were the topic in lectures and articles 
in Klok en Klepel. 
After an international congress was held in 1972, in 
connection with the Mechelen Carillon School Gol
den Jubilee, which was organised by the Rotterdam 
Carillon Commission, it was decided two years later 
in Douai to found the World Carillon Federation. An 
important climax for the time being in this interna
tional cooperation which passes all boundaries was 
on the 8th of August 1978 in Amersfoort where the 
definitive statutes were drawn up. Unfortunately, 
Ype Howeler, who was an ardent protagonist of a 
WCF, did not see the realisation of this 53 year-old 
ideal as he died seven months earlier. 

Since the foundation of the WCF the NCS par
ticipates actively in the administration. The WCF 
bulletins are published in Klok en Klepel, personal 
friendships have resulted from cooperative work and 
it is more widely understood that carillon culture is 
becoming recognized in other countries. The fact 
that the NCS was organizing another world congress 
in 1990 reveals that the society is deeply interested in 
these developments and is proof of the deep involve
ment of the Dutch carillon world in the events of 
world carillon culture. 

The NCS in 1990 

Whoever thinks that the NCS would look back in 
self-satisfaction over what has been achieved in the 
last seventy years underestimates the vigor of the 
carillon world. Questions which seemed to have 
been answered again become topical, although in a 
modified form. 
The questions that existed before the war about 
'broek or tumblers', a 'Dutch or Mechelen-type key
board' and other matters not already mentioned had 
worthy pro_tagonists after 1945. Debaters who 
defended their views during lively discussions that 



were no less impassioned. Firstly, there are various 
convictions when the subject of restoration and 
repair of a carillon is brought up. Replacing the 
mechanical drum with a perforated roll was viewed 
as suspiciously in the 1950s as the replacement of the 
very same perforated roll today with a computerized 
system. This opposition resulted from the fact that 
this new technique was initially less reliable. Many 
people fear that 'an eprom with 99 tunes' will replace 
actual playing by carillonneurs, or the much 
despised 'piano keyboard' will creep in due to the 
possibilities of 'programming' with the computer. 
This could mean that the real carillonneur may be 
considered as being dispensable by the carillon 
owner. It is expected that the NCS will make an 
announcement in the near future concerning the 
completely new phenomena - the major-third bell, as 
it similarly had to choose a standpoint 30 years ago 
on mean tone tuning or equal temperament. Further
more, economizing by city councils that wish toter
minate carillonneurs' functions in order to reduce 
deficits is an alarming matter. The rights of carillon
neurs must still be constantly protected but, as men
tioned above, there are conflicting interests. 
The primary objective of the NCS for all of this must 
be to continually ensure that 'interest and love for 
bells and carillon-playing as a form of artistic expres
sion is encouraged.' If the culture of the carillon 
which is willingly called 'the most democratic of 
music instruments', is not supported by many diffe
rent groups of the population then the necessary 
means for survival will be lacking. If one considers 
how one can interpret the latent appreciation of the 
Dutch for the carillon in terms of widespread public 
support, the discussion about what a carillonneur 
should play is still a current issue. 
Should old music - folk songs which have perhaps 
been forgotten - arrangements of classical master
works, popular hits, more of the compositions spe
cially composed for carillon which are constantly 
increasing in availability peal forth from the towers, 
or should there be a combination of all of these? 
Personal taste, or perhaps the desire to musically 
educate the public or satisfying the wishes of the 
listener in the street are factors which play a role in 
the considerations that can lead to a choice being 
made between artistry and servile artistic skill. 
The NCS administration tries to give guidance to the 
many facets of the society in light of all these prob
lems and questions. The tasks that they have set 
themselves have become so substantial that it was 
decided in 1983 to set up an office to facilitate the 
treasurer's and secretary's work. Nevertheless, 
administration membership demands considerable 
energy and time. 
A society that always succeeds in finding people who 
are prepared to offer their knowledge 1and energy 
without pursuing personal interest mky consider 
itself to be extremely fortunate - The NCS is such a 
society. 
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Supplement I 

Daily Administration General Carillon Society/ Netherlands Carillon Society 
I 

Notes Supplement I 

chairman 

A. Loosjes 
1918-1926 

J.H . Garms 
1926-1927 

J. Casparie 
1927-1949 

W .vander Elst 
1949-1955 

R . deWaard 
1955-1965 

Chr.Bos 
1966-1967 

A.W . van Dijkhuizen 
1967-1968 

G.B.PTieman 
1968-1972 

Y.Hiiweler 
1972-1978 

Sj . van Balkom 
1978-1979 2 

J.J.J.M. Maassen 
1979-1984 

B. Winsemius 
1984-1986 

G . Oldenbeuving 
1986-present day 

I 2nd secretary from 1949 

secretary 

P.A. van Westrheene 
1918-1929 

P.T.A Swillens 
1930-1938 

Jae. N .D. Hoogslag 
1938-? 

D.S. Gorter 
1945-1960 

H.B.E. Warnaars 
J96J-J962 I 

J. van Alphen 
1962-1964 

A.W.M. van Heel 
1965-1981 

J. van der Zwart 
1981-1986 

L.W. Boogert 
1986-present day 

2 vice chairman, fulfilled this function because of illness of the chairman. 
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1 
treasul er 

Joh.W. Meyll 
1918-1933 

H.Waller 
1934(?)- 1938 

K.Bouman 
1938-194?. (t) 

H .C.J. Teygeler 
1945-1955 

P.S. Blaauw 
1955-1965 

A. vanOoik 
1965-1972 

B. Winsemius 
1972-1975 

J. de Lange 
1975-1983 

W .J. van der Linden 
1983-1985 

R.J . Weggemans 
1985-1988 

E.J . deLaat 
1988-present day 



Supplement II 

Carillon competitions organised.by or in co-operation with 
the Netherlands Carillon Society 

year 

1927 

1931 

1933 

1934 

location 

Utrecht 
's-Hertogenbosch 

Rotterdam 
Breda 

Oldenzaal 
Enschede I 

Amsterdam 2 

Zwolle 3 

Maastricht 5 

Bergen op Zoom 

1947 Nijkerk 

1949 

1950 

1950 

1951 

1952 

1953 

1955 

1956 

Rotterdam 6 

Sneek 

Delft7 

Rotterdam 

Delft 

Utrecht 8 

Rotterdam 

Hilvarenbeek 

1959 Hilversum 9 

1963 

1964 

1965 

Wageningen 10 

Hengelo 11 

Tiel 12 

1966 Gorkum 

1968 Eindhoven 13 

1968 

1969 

1970 

1971 

1972 

Dordrecht 

Arnhem 

Leiden 

Tilburg 

Dordrecht 

compulsory music 

J.W. Kersbergen 
JefvanHoof 

Willem Pijper 
JefvanHoof 

Jos. Reckers 
StafNees 

W. deVries 
JefvanHoof 

Geo Clement 
StafNees 

Geo Clement 
Paul Gilson 

J.W. Kersbergen 
StafNees 

M . van den Gheyn 

Ferd. Timmermans 

Sjefvan Balkom 

StafNees 

BJ. Franssen 

F. Timmermans 

StafNees 

A. vanOoik 

J.S. Bach 
Jenke Kaldenberg 

W. deVries 
RienRitter 

Matth. van den Gheyn 
J.S. Bach 

B. Tideman-Wijers 
G. de Marez-Oyens 

Rondino 
Prelude and Menuet 

Passepied 
Menuet + improvisation 

Feestmarsch 
Theme & Variations+ improvisation 

Prelude 
Intermezzo+ improvisation 

Suite Archa'ique 
Study (ind minor4

) 

Perce-Neige 
Sonatine 

Rondino 
Toccata, hymn and fugue on 
'Daer staat een clooster in Oostenrijc' 

Preludenr. 3 + improvisation 

4 Folk-songs 

Impromptu 

Prelude+ improvisation 

Study (ind minor) 

Prelude and Fugue in G + 
improvisation 

Fantasy and Fugue on 'O Heer die 
daar des Hemels tente spreydt' + 
improvisation 

Prelude 

No compulsory piece 

No compulsory piece 

No compulsory piece 

Var. on 'Merck toch hoe sterck' 

Part ofa cantate (arr.} 
Pen tekeningen 

Prelude 
Prelude and choral 

Allegro 
Sarabande and Gigue with double 
from lute suite inc minor 

Interludium 
Ciacona 
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year location compulsory music 

1973 Alkmaar P. Bustijn Suite 
(arr. H.v.d. Wee!) 
J.P. Sweelinck Est-ce-Mars 
(arr. Y. Howeler) 

{ 
1974 Goes J .A. Maassen Gavo~te from Sonata. 

AJ.deGroot Free var. on 'Merck toch hoe sterck' 
I, 

1975 Amsterdam 14 De Gruijtters March nr. 33 and 
W.Vogel Adagio from Sonatine 
D.Rayck Andante and 
W.Franken 'Pas de deux' from 'Mascerade' 

1976 Brielle H.King 3rd and 4,h mvt. from: Klokmuziek 
WouterPaap 'Gelijk als de witte zwanen zingen' 

1977 Emmeloord W.Creman Menuet from : Theme and variations 
Jacques Maassen Inscripties 

1978 Hengelo 15 J.H. Fiocco Rondeau l'angloise 
L. 'tHart Dorische Suite I st mvt. 
GI. Wattkins Prelude for Bells 

Utrecht A.deKlerk Fantasia TeDeum 

1979 Geldrop AddiedeJong Study on thirds and Rondeaulette 
Karel Borghuis 
Gerard Boedijn Vallende herfstbladeren 

1980 Lochem De Gruij tters Andante (70) and 
Allegro (71) 

J efRottiers Ballade 

1981 Nijkerk K. van Eersel 'Daar was een sneeuwwit vogeltje' 
Jacq. Maassen Should auld acquaintance 

1982 's-Hertogenbosch Toon v. Balkom Caprice 
Sjefv. Balkom Intro. and var. on 

'Heer Jesus heeft een hofken ' 

' 
1983 Almelo 16 G.F.Handel Fantasia 

(arr. K. Borghuis) 

' 
Tideman-Wijers· Kleine Suite 

~ 1984 Eindhoven 17 Louis Toebosch Triptiek 
~ 

1985 Rotterdam 18 JS.Bach Menuet BWV 114 
(arr. A. de Jong) 
G.F.Handel Allemande from: Suite ind 
(arr.B. Winsemius) 
D. Scarlatti Sonata in g (allegro) 
(arr. A.de Jong) 

1986 Veere K . van Eersel Fantasia Super: 

Middelburg 19 
'Prijs t God ons all er Heer' 

Piet Broerse Theme con var. and 
Daan Manneke Penta tone vogels boven de stad 

1987 Eindhoven D. Buxtehude Toccata and fugue in F major 
(arr. A. Abbenes) 
Rene Pieper AirII 

1988 Hengelo WouterPaap Suite for carillon 
Roel Smit Var. on Greensleeves 

1989 Nijmegen W.Franken Vlaggenspel 
StafNees Toccata, hymn and fugue on 

'Daer staat een clooster in Oostenrijc' 

1990 Almelo 20 StafNees Fantasia II 
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Notes Supplement II 

I Oldenzaal: beginners, Enschede: advanced performers. 
2 International competition. Royal Palace carillon, cat. A: beginners; Oude Kerk, cat. B: advanced performers 
3 The improvisation section constitutes a separate competition since 1935. The division between beginners and advanced performers has 

been maintained since this date. Separate competition sections such as' Arrangements for carillon' and 'Original carillon compositions' 
have not been included here for the sake of simplicity. 

4 The composer made several changes in relation to the compass of the Zwolle carillon. 
5 The terms cat. A and cat. B have been used inconsistently over the years. We always mention first the compulsory work for 'beginners, 

amateurs, performers without diplomas' and then for the 'advanced performers, masterclass, prize winners of previous competitions, 
professional carillonneurs, performers with diplomas'. 

6 Here, improvisation is again also compulsory for all participants. 
7 A new innovation is an improvisation on a theme obtained by drawing lots . 
8 International 
9 Nineteen competitions were held up until 1977 as part of the Holland Festival. The participants who are selected by invitation only 
. perform an entire concert. The competition has been held in Tie! since 1974. 

10 This was the first occasion that the Dr. Vander Elst-Bell was awarded. 
If The Dr. van der Elst bell was offered for the special category of'Popular music' . As a challenge cup for the 'serious music' category the 

'Golden Carillon ofHengelo' was offered for the first time. 
12 An original work for carillon and an arrangement are required for the free choice. 
13 Philips carillon; International 
14 Westerkerk 
15 Only amateurs. In addition to Fiocco, a choice of either 't Hart or Wattkins was to be performed. The competition for advanced 

performers is held in Utrecht . 
16 Only for performers without diplomas plus improvisation competitions for all categories 
17 Only professional competitions plus improvisation for all categories 
18 Only performers without diplomas 
19 Veere: performers without diplomas.; Middelburg: performers with diplomas 
20 Only performers without diplomas plus improvisation in all categories. 
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2 The Netherlands Carillon School 
I 

' 1 
de Nederlandse Beiaard School \ 

Henk Enkelaar 

' .. . In hetjaar 1953 werden een clavicimbel en een klokkenspel geplaatst in het 'Lateyntje', ook wel Dieventoren genaamd. Deze toren 
was, v66r de uitbreiding van de stad, zowel stadsgevangenis als poortgebouw. 
Vanaf ditjaarwordt de toren Beiaardschool genoemd; omstreeks dezelfde tijd is ook een instruktie gemaakt ten behoeve van docenten en 
studenten ... '1) 

This is approximately how the town chronicler, Adriaan van Bemmel, would have described the history of Amersfoort over the last few 
decades if he could still put pen to paper in order to record it. 
It so happens that in the y ear mentioned above, which is now around 48 years ago, that old part of Amersfoort was rudely awakened 
from its slumber between old walls 

It was hardly a coincidence that it was in Amersfoort 
where the initiative for the founding of The Nether
land's own Carillon School was born. The original 
idea came from the Amersfoort Carillon Society 
which was founded in September 1949. The chair
man at that time, the architect G. Adriaans, wrote to 
the Committee of The Netherlands Carillon Society, 
stating that Amersfoort was a pre-eminently approp
riate location for a carillon school. It is centrally 
located in the Netherlands and easy to travel to. In 
addition to this is the unique place for the carillon 
school's location, namely in an old tower room, so 
that the students are already actually in a tower set
ting. 
The Netherlands Carillon Society warmly supported 
this initiative, with the condition that the carillon in 
the Onze Lieve Vrouwetoren would first be restored. 
That meant not only extending with a fourth octave 
but also the addition of the bass bells which were still 
missing, nominal r" 1and g# 1

• The Amersfoort City 
Council satisfied these demands: the carillon was 
extended to its present-day compass of47 bells while 
the mechanism was completely renewed. 

Now that the conditions for the restoration had been 
satisfied, it was possible to begin plans for the carillon 
school. 
What inspired the Mayor, Mr. Molendijk, when he 
took the lead in setting up The Netherlands Carillon 
School at the beginning of the 1950s'? He reveals that 
himself in great detail in the commemorative book 
which was produced for the School's silver jubilee in 
1978. Amersfoort, as a 700-year old town, could look 
back on the ancient carillon tradition which had been 
there first. The 1952 carillon consisted of 33 bells of 
which 30 were founded about 1660. Yet there was 
already a carillon in Amersfoort before the Hemony 
carillon as, in the resolution of the City of the 2nd of 
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November 1657, the carillon committee decided to 
have a carillon founded which was to be 
' ... zo zuiver van loon en samenklank, dater geen ander in deze 
Nederlanden zal worden gevonden,2. The chronicler of 
Amersfoort, Adriaan van Bemmel, wrote that, in his 
days ( c. 1770) concerts were given three times a week 
' ... en gedyrende de maand mei op alle avonden' 3• 

The widespread interest for the carillon was revived 
in the 1950s' . Many carillons were constructed at that 
time, not only in the church towers of towns and 
villages but also in town halls and other monumental 
buildings. Older bells which had suffered heavy cor
rosion had their deadening layer removed and, hav
ing been rejuvenated, were replaced in the towers. 
The bell-foundries had their work cut out for them. 
The Amersfoort carillon was in need of revision. After 
three centuries, this was after all, only reasonable. 
The task was assigned to Eijsbout's bell- foundry in 
As ten who carried out outstanding work. The instru
ment was not only thoroughly cleaned but also 
extended with 14 bells and was returned to the city on 
the 24th of October 1953 after an absence of one and a 
half years. 
The fact that the carillon was experienced as a priva
tion by the townspeople is evident from the many 
telephone calls made to the town hall with such ques
tions as 'when are the bells coming back. It's so dead 
in town, especially on market days .' People intuis 
tively sensed that the carillon constituted an indis
pensable element in the typification of Amersfoort as 
a medieval town. 
When Mr. Molendijk retired as Mayor of Amers
foort, the Carillon School Committee presented him 
with a bell and had the following inscription engraved 
on it:' An old Dutch town without a carillon is like air 
without birds'. 
It was pleasing that so many carillons were founded in 



3.12 On the occasion of his departure as Mayor of Amersfoort, Mr 
and Mrs Molendijk were presented with a bell that had been 
specially cast. The bell, which was presented by Henk 
Enkelaar who was The Netherlands Carillon School secretary 
at that time, bore an inscription which read as follows: On the 
occasion of the retirement of Mr. Molendijk as Mayor of 
Amersfoort, the former secretary of The Netherlands Carillon 
School, Henk Enkelaar, offers this specially cast bell to him. 

the 1950s'. More pressing and necessary was the fact 
that qualified and professionally competent carillon
neurs should sit at the keyboard so that the rife pro
liferation of amateurism would gradually disappear. 

Satisfied, the Mayor confirmed that, in 1978, more 
than 70 qualified carillonneurs, which the school 
had already produced, had raised the art of the caril
lon to the high level which had previously been 
unknown. Regional and national government were 
favourable towards those taking the initiatives, but it 
was no simple matter in the 'year of economizing' of 
1953 to be classified amongst subsidized organisa
tions. The familiar phrase 'no new subsidies' 
restricted the recognition of a Carillon School which 
was to be founded . However, the helping hand ofan 
official from the Department of Education produced 
results . He advised the committee to function during 
t~e first few years as an auxiliary department of the 
Amersfoort Music School. This institution, which 
already existed, would then receive a higher subsidy. 
As future founders , Molendijk and his fellow com
mittee members found this to be splendid, with the 
exception of the Amersfoort Carillon Society. They 
feared that the individual character of a carillon 
school would not be able to develop under the 
umbrella of the Music School and for that reason 
they withdrew. Now that the initiative of founding a 
carillon school was taken over by the Amersfoort 
City Council, the Amersfoort Carillon Society found 
itself robbed of its principal goal and thus decided to 
discontinue functioning. The carillon school-project 
would never have become feasible if Amersfoort's 
mayor had not devoted himself with all his 
enthusiasm and personal ambition to tlie task. In the 
same energetic manner, he helped carry the first 
foundation stones for the Carillon School when the 

restoration of the Amersfoort Carillon had been 
completed. After countless visits to the Ministry in 
The Hague, 2000 guilders was promised for 1953. 
The City Council also undertook to provide an 
amount of2000 guilders. All in all, the financial situ
ation remained precarious and this anxious situation 
regarding finances would continue until 1968 when, 
with the introduction of the Secondary Education 
Act, the Carillon School would be financed by the 
Government from then on as an institution of higher 
education. Up until that year, the school had been 
largely maintained by the Amersfoort City Council. 

The Carillon School was officially opened in 1953. 
Leen 't Hart's appointment as director of the Caril
lon School should be seen as an fortunate choice. 
Although he was a product from the Mechelen 
School ofJefDenijn and StafNees, he had developed 
into a carillonneur with his own personal style and 
views about playing. He passed this style on to his 
first students of whom there were seven in 1953 - this 
was one of the tasks that he set himself in Amers
foort . The introduction ofa more or less 'Dutch style' 
confronted ' t Hart with the fact that he also needed 
to have his very own music available. This meant 
composing and arranging everything himself. Dur
ing the initial years however, 't Hart received plenty 
of help from his students, some of these were Henk 
Herzog, Piet Zwart, Karel Borghuis, Gijs Brinks, 
Jan van Alphen andJos Serre (who later emigrated). 
Jos Serre was also the first student who successfully 
passed the graduation examination on the 15th of 
October 1954. This was made possible by the new 
Government inspector for Music Education, dr. J. 
Daniskas, and because of his efforts a new category 
was finally included in 1955 in the State Examina
tions for Music: the examination for obtaining a 
state diploma A or B as carillonneur. This examina
tion could, however, only be taken by candidates 
who already possessed a diploma in another main 
subject that had been approved by the Government. 
The same requirements were applicable for the 
examination at the Netherlands Carillon School as 
those for the state examination. 

In the December 1989 issue of 'Klok en klepel', 
Henry Groen gave the following portrait of his 
former teacher: ' 't Hart did not radiate the image of 
a director in any manner whatsoever. As a teacher, 
he did not place himself above his students but on 
their level. This atmosphere meant that the students 
did not compete with each other.' 
Leen 't Hart wrote various books on the carillon 
among which are the 'Handboek voor de Beiaardier' 
(Guide for the carillonneur), and the methods 
'Beiaard spelen' (Playing the carillon) and 'Impro
viseren aan de beiaard' (Improvising at the caril
lon). In addition to the position of Carillon School 
Director, he was also town carillonneur of Delft 
( 1943), Leiden ( 1952), Amersfoort ( 1953) and Rot-
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3.13 Leen 't Hart teaches carillon student Jacques Maassen on the 
newly installed carillon of the Belgian Monument at 
Amersfoort, October 1967. 

terdam ( 1956). He made many concert tours over 
the whole world. In 1968 't Hart had a coronary 
attack which consequently required that he moder
ated his commitments, this became even more neces
sary after he underwent a major heart operation in 
1981 . In 1984 he resigned as director of the Carillon 
school during the festive activities in the St.Joriskerk 
and was succeeded by Jacques Maassen from Breda. 

From the beginning, the Carillon School had close 
links with the Amersfoort City Council, not in the 
least because it was statutorily determined that the 
mayor or his deputy should also be chairman of the 
school. Up until and including Mayor Anne Ver
meer's term of office, as much as possible was done to 
maintain these close links. However, this 'civic 
alliance' also received practical benefits through the 
accuracy and expertise of Mr. Van Dijk who, for 
many years, was 'lent' by the Town hall to do the 
administrative work. 

Several Milestones 

Described below are events which occurred after the 
founding of the school in 1953: 
1959 - On the occasion of the national Hemony
commemoration, an exhibition about the Hemony 
brothers was held at the Zonnehof in the 700 year
old town of Amersfoort. The so-called EXPO caril
lon, familiar from the world exhibition held the same 
year in Brussels, was also exhibited in this museum 
courtyard. Many people became interested in the 
carillon after having visited this exhibition. 
1967 - The EXPO carillon was installed in the mid
dle section of the Belgian Monument whose height 
had been increased which, from then on, meant that 
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the School had its own carillon at its disposal (47 
bells with a bourdon-bell C 2

) 

1968 - The School became a Higher Education 
institution wi hin the structure of the so-called Sec
ondary Educf tion Act and was thus subsidized by 
the Governmf nt. 
1978 - The S.;:hool moved from the Plompetoren or 
Dieventoren to the sumptuous building on the Grote 
Spui which is the property of the Amersfoort Town 
Restoration Compa,ny. In the same year, the 5th 
International Carillon Congress was held in Amers
foort as it was The Netherlands Carillon School's 
Silver Jubilee. 
1984 - The School took gracious leave of its director, 
Leen 't Hart, in the St Joriskerk. The departure of 
Peter Bakker followed later in the year. For sixteen 
years, he played a very significant role, mostly work
ing behind the scenes, in determining the school's 
qualitative level. 

Important changes began in 1984. Jacques Maas
sen's appointment as new director and new. teachers 
being drawn to the school resulted in instruction 
gradually being otherwise organised. New subjects 
appeared, a separate preparatory study was intro
duced (non-diploma courses), a cursory structure 
for professionally-oriented subjects appeared, a 
yearly summer-academy was organized, excursions 
undertaken as part of the study and a series of reci
tals by students (on the job training) were set up. An 
amateur's course for carillon-playing was also begun 
in co-operation with the Amersfoort regional Music 
School. In short, a fresh breeze wafted in. During 
this period, the Belgian Monument carillon was 
restored and extended to 49 bells to become a fully
fledged concert instrument. Also the relations bet
ween The Netherlands Carillon School (furter: NC
School) and The Netherlands Carillon Society can 
be described as very satisfactory. This was consoli
dated through, among other things, the compilation 
of music publications of the NCS and the NC School. 

The present day professional staff consists of Arie 
Abbenes, Ernst Bonis, Todd Fair, Bernard Win
semius and Jaap Zwart jr. Regular guest lecturer is 
Dr. Andre Lehr. 

The Carillon School was not, like many others, 
spared from the Ministry of Education's economiz
ing drives in higher professional education. All 
schools ofhigher professional education that had less 
than six hundred students were forced to merge. If 
they refused, the flow of money was stopped. The 
NC School therefore began searching for suitable 
partners to merge with and, indeed, found them: 
The Conservatory of Utrecht, The Netherlands 
Institute ofChurchmusic, The Academy of Drama
tic Art, and the Academy of Visual Arts. Together, 
these institutes form the so-called HKU, 'Hoge
school voor de Kunsten', (School of the Arts) in 



Utrecht, an institute with a role of nearly 3000 stu
dents . The NC School naturally belongs to the 
faculty of music. The rather long merger cost a great 
deal of effort, creativity, patience and energy of the 
NC School board of directors, most of all for the new 
director, Jacques Maassen, who meanwhile, had to 
naturally keep the school running. Along with a 
great deal of support from his teachers, he succeeded 
in doing this quite well. 
Will the merger have the consequence that the Caril
lon School leaves Amersfoort? Many people posed 
this question because, for example, the admirable 
building in the Grote Spui was possibly too much of 
a financial liability for the HKU. In a newspaper 
interview, Jacques Maassen affirmed the contrary; 
'We do not want to leave Amersfoort. Here, we have 
the Onze Lieve Vrouwetoren and the Belgian 
Monument. It would be rather difficult to take these 
with us to Utrecht. Fortunately, the HKU agrees 
with this.' 
The question of the School's moving suddenly again 
appeared in the news when Bob van Wely, a student 
of both the Carillon School and the Technical Uni
versity in Eindhoven, presented'his graduation pro
ject: namely the Carillon School be situated in an 
interior of the O.L. Vrouwetoren specially reno
vated for that purpose. A highly interesting and dar
ing piece of architecture for which, however, it is 
rather dubious whether or not it can be achieved. 
An important decision, which was also in the 
framework of the campaign 'NC School must stay in 
Amersfoort', was establishing the Netherlands 
Carillon Centre Foundation. It was primarily from 
here where, more so than in the past, a policy was 
directed that was aimed at strengthening the posi
tion of the NC School in the Netherlands with 
Amersfoort as its location. 
The above-mentioned merger has resulted in obvi
ous advantages. The NC School has been included 
in a larger administrative unit but has remained 
entirely independent as regards content. The 
schc;,ol's appeal has increased now that combining 
subjects is possible (e.g. with organ, harpsichord, 
churchm_usic). At the beginning of the academic 
year 1989-90, there were 33 students enrolled at the 
NC School, of whom 9 were from abroad; Belgium, 
France, Spain, West-Germany, England, U.S.A. 
and Australia. 

The choice of subjects at the NC School is now very 
large. All students receive the weekly lessons of caril
lon playing and harmony at the carillon, regardless 
of whether they do carillon as a preparatory study or 
a main subject. In addition, the professionally
oriented subjects are held at fixed times. 
The complete course of chosen subjects at the 
NC School is as follows: Carillon playint, improvi
sation, song arrangement in sight-readipg, arrang
ing, campanology, arranging and repinning of auto
matic drums, programming and literature. Har-

mony at the carillon, practical supplementary sub
ject piano/organ, teaching practice and work as stu
dent-teachers , historical development of the main 
subject and methodology of the subject itself. All 
other remaining subjects are studied within other 
departments of the music faculty . 
All this is based on the principle that a carillonneur 
should, by definition and as soloist, give a large 
number of concerts each year. His repertoire must 
therefore be wide-ranging and the performers level 
must be high. He must master all styles of music and 
all styles of playing and be able to plan a programme 
with good taste and feeling. In addition, the carillon
neur must be able to make transcriptions for the 
multitude of automatic playing mechanisms and 
arrange the pins of the automatic drum. The course 
thus also focusses on the entire musical and technical 
development of carillonneurs, both performing and 
teaching. 

In the period from 1953-1990, The Netherlands 
Carillon School was attended by 265 students from 
16 countries. The figures in brackets give the 
number of students with diplomas. 

Australia 3 (I) 
Belgium 5 (I) 
Canada 3 
Denmark 11 
England 
France 1 
Germany 11 (2) 
Israel I 
Japan 2 
Italy I (I) 
Mexico I 
Netherlands 187 (99) 
Spain 3 
USA 27 ( 13) 
Sweden 4 (I) 
Switzerland 4 

265 (118) 

Whoever looks to the future withJacques Maassen is 
presented with several wishes which are at the top of 
the list : 

a The consolidation of international carillon con
nections by offering a diversity of courses, work
shops and seminars. 

b The expansion of the campanological depart
ment into a research centre for the history of the 
carillon and its music (library and recordings) 

c Establishing a centre for automatic music. 

The essential for the latter has already been set up 
with the purchase of computer facilities with which 
NC School students can acquire practical experience 
by making automatic music for carillons. The music 
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of the computer-operated carillons in Dantzig 
(Poland), Shiga Qapan), Medjugorje (Yugoslavia) 
and that of the Escorial in Madrid were made in this 
manner at the School. This leads us to just say that 
the NC School is not waiting for 1992. The frontiers 
have already been open for a long time. 

Notes 

I ' .. .... In the year 1953, a harpsichord and a carillon were 
brought to the 'Lateyntye' , known also as 'Dieventoren' 
(Thieves ' tower) which was once a city prison and fortification 
building befor' the town was extended. From this year the tower 
has been callef Carillon School; about the same time, a course 
of study was qeated for the teachers and students. 

2 So pure and o~such a harmonious tone and resonance that no 
better carillon in these Netherlands shall be found . 

3 .... 'and every evening during the month of May' 
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3 The National Carillon Museum, Asten 
I 

Het Nationaal Beiaardmuseum 

Andre Lehr 

About forty years ago, in an otherwise respectable town somewhere in the Netherlands, several magnificent 17th-century Hemony 
bells were given to a founder as old bronze. This was at a time when there was not yet such great interest in historical works of art 
and craft that did not belong in the category of what was generally recognised as art. Neither there was a strict policy for monuments 
that made it impossible to estrange such works of arts. Although a law existed for the conservation of monuments,far too often there 
was a lack of surveillance ensuring its enforcement and if sanctions already existed, they were also not enforced. All this certainly 
applied to bells! 
I t is, for that reason, not surprising that there was not in the least any concern for historically valuable clappers, hammers, 
keyboards, automatic drums and other parts of carillon playing-mechanisms. During restorations these parts almost always ended 
up on the scrap-heap without many protests. 

Previous History 

These parts are of the utmost importance for histori
cal reasons ifwe are to understand old carillon play
ing mechanisms and subsequently determine how 
carillons were played centuries ago. Recent studies 
have revealed only too clearly how difficult recon
struction is without the old playing mechanisms. 
Nevertheless , this indifference to craftsmanship 
from the past was to gradually change. As carillon
building in the Netherlands was again able to 

3.14 The museum carillon in old Dutch style (beginning of the 18th 
century). 
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develop after 1945, along with the respect and 
appreciation for what bell-founders and carillon 
builders had produced in the past, the idea of establi
shing a carillon museum somewhere in the Nether
lands gradually took shape. It rapidly developed to 
become an ambitious idea. In addition to the idea of 
a museum where bells would be conserved, restored 
and displayed was the idea ofan institute for practi
cal and fundamental scientific research on the 
accumulated material. A carillon museum which is 
combined with an institute where all aspects of cam
panology can be studied. 

The opening anecdote about the selling of precious 
Hemony bells by a government body is not meant to 
suggest that historical bells again disappeared on a 
large scale in the recent past. It is certain that the 
inadequate surveillance by the government resulted 
in old swinging-bells dating as far back as the middle 
ages could easily end up in the melting pot without 
any risk whatsoever up until the late 1960s, and cer
tainly in the case that these bells were cracked. Not 
everything vanished however, many museums had 
added bells to their collections long before the war. 
Among these were not only the Rijksmuseum in 
Amsterdam but several smaller regional and city 
museums. It seemed unavoidable that these bells 
could only be displayed in a manner which did not 
permit them to be rung. Th~ result of this was that 
visitors could only guess how such a bell was actually 
rung and which mechanism in the tower was used, 
and, if that bell was not cracked, how it actually 
sounded. The regional museums focussed particu
larly on the local history through the inscriptions 
and founders of those bells and also aspects of art 
history through ornamentation, etc. It appeared 
that a bell's original function had long been for
gotten. 



It originally appeared that the carillon museum, as a 
Campanological Institute, would be combined with 
the Netherlands Carillon School which had just been 
founded in Amersfoort. It seemed to be. a logical 
combination: school, museum and scientific insti
tute. Unfortunately, there were conflicting interests 
which prevented the founding of this institute in 
Amersfoort. Further plans, without the school, had 
to be carried out elsewhere and towns such as Alk
maar and Schoonhoven, among others, seemed ini
tially to be suitable candidates. It was no simple 
matter as not only the locality but also a collection 
and necessary expert knowledge would have to be 
available, not to mention the necessary funds for 
setting up and developing everything. 

The tide was to turn for good when the carillon in 
Asten was inaugurated in 1966. During the inaugu
ration ceremony the chairman of the Netherlands 
Carillon Society, the Honourable Romke de Waard, 
fervently pleaded that Asten should become Asten 
Carillon Centre. A represented A for the Asten bell
foundry of Royal Eijsbouts, C was for the newly
installed carillon (the Dutch abbreviation was 
A.B.C., the B being the abbreviation for Beiaard, 
the Dutch word for carillon) and the second C was 
for the Campanology ·Institute which was yet to be 
founded. Only after all this had come to pass would 
this triplet be fully-fledged! 

After the direction of the Netherlands Carillon 
School in Amersfoort had definitively abandoned 
the idea of founding a museum, the circumstances in 
Asten seemed to be genuinely ideal. In 1968 the 
Asten Carillon Centre was founded which was later 
renamed as the National Carillon Museum, its pre
sent-day name. It should be mentioned here that 
although the museum and the Royal Eijsbouts 
foundry are both located in Asten, and a personal 
association exists between both because of the pre
sent director-curator who is the author of this article, 
the National Carillon Museum Foundation is 
nevertheless entirely independent from Eijsbouts . 
This does not imply that they do not have warm 
respect for each other! 

Shortly after the founding of the centre, the Asten 
City Council made the Town Hall attic available for 
exhibitions. Thanks to the voluntary help of people 
from Eijsbouts in setting up everything and the 
author's campanological and historical guidance as 
future curator-director, the long-awaited museum 
had finally become a fact. The official opening hap
pened on the 10th of May 1969 when the newly
appointed Mayor,J.S. Rutten rang the museum bell 
thereby proclaiming the genesis of the National 
Carillon Museum along with its interesting collec-
tion. I 

I 

The Carillon Museum's initial years 

The availability of a collection was one of the many 
reasons that a carillon museum was not founded 
elsewhere. However, the situation in As ten was more 
favourable. Over the years, an interesting series of 
historically important bells had been accumulated 
at Royal Eijsbouts together with the accompanying 
playing-mechanisms such as keyboards and even 
automatic drums . These articles had been saved 
directly from the scrap heap. Furthermore, the new 
curator's collection of archaeologic and ethno
graphic bells was able to be included. In any terms, 
this was a very sound beginning. 
However, a closer look at the situation regarding 
space in the museum revealed a somewhat less 
favourable situation. Although the Asten City Coun
cil had generously made their attic available, this did 
not mean the museum could be open every day. Peo
ple walking over the wooden floor of the attic created 
serious noise problems and the staircase was too 
small for the large number of daily visitors. This 
resulted in the museum only being open on Satur
days . Naturally, this resulted in very few people vis
iting the museum and also that funds for develop
ment remained minimal. On top of all this was the 
fact that the limited space gave little scope for 
extending the collection. Clearly, this could only 
mean that the museum was to remain in a rather 
dormant state, but it was not to remain so for long! 

3.15 The oldest bell of the Netherlands {circa 1150) . 

At the beginning of the 1970s a second museum was 
founded in Asten, this was a natural history museum 
that also needed space and was aided by the City 
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Council. The City Council stated that they were pre
pared to offer space and also contribute modestly to 
development costs for two museums in Asten with 
the condition that both would occupy one building 
allocated by the City Council. This is indeed what 
happened, and in a splendid way! After a farmhouse 
had been considerably rebuilt and extended and 
both museums had been set up there, they had the 
honour of being opened by Prince Bernhard on the 
13th of June 197 5. This was the beginning of a new 
era. The National Carillon Museum had consider
ably more space than before and could remain open 
the whole week. 

Visitors began to come in large numbers and this has 
not ceased since the museum opened. It is possible to 
visit both museums with the same admission ticket 
and since 1975 no less than 60,000 people have vis
ited the museum each year. 

Undoubtedly, one of the reasons that so many vis
itors come is the manner in which the collection is 
presented to the public. Instead of bells being rigidly 
displayed, and therefore inaudible, they have been 
presented in as natural a situation as possible. One 
can see a playable carillon, a swinging bell, ticking 
tower clocks, an automatic drum in working order, 
etc. Furthermore, the visitor is encouraged to ring 
the bells himself or even play a simple tune on the 
carillon, etc. 

Obviously, there is a clear structure and method 
behind all this which is part of the National Carillon 
Museum's permanent objectives. 

They are as follows: 
1 Conserving and restoring old or recent swinging 

bells, carillons, automatic carillons, etc. from The 
Netherlands, Flanders and from all over the world 
which have come into the museum's possession. 
Subsequently exhibiting these bells, tower clock
works, etc. to permit the visitor to see and hear 
how these developed and how they function in a 
tower. The latter will be demonstrated through 
temporary exhibitions of this and related fields . 

2 Organizing and publishing scientific research into 
bells, carillons and chiming mechanisms, etc, in 
particular, the upkeep, extending and publishing 
of national catalogues of valuable Dutch bells. 
The catalogue is based on the inventory of Dutch 
bells made in 1942 when the Germans demanded 
no less than 75% of bells for their war industry. 
During this period countless plaster casts were 
made of the ornamentation and heraldic symbols, 
etc.on these bells. These plaster casts now also 
belong to the museum. 

3 Organizing concerts and lectures in the museum 
and special concerts on the carillon in the tower of 
the Grote Kerk of Asten. It was especially during 
the museum's initial years that these activities 
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were frequent events and Arie Abbenes, the caril
lonneur of Asten, gave concerts on the museum 
carillon. 

4 The exhibition and upkeep of the monumental 
astronomic /clockwork in the Maria chapel of the 
Grote Kerk 

5 The upkeep, and furnishing of the observatory and 
planetarium to an eligible foundation. This ulti
mate consequence of time measurement in the 
museum wi11 not be further discussed in this arti
cle. Several 1other aspects of these objectives will 
be discussed· l<;tter in this article. 

Global description of the collection 

One of the museum's principles is to avoid an one
sided representation of Dutch bell culture and the 
chauvinism which accompanies such a situation. 
Although one can be justly enthusiastic about this 
culture, particularly when it concerns carillons, it 
can, of course, in no way mean that people in other 
countries are not less enthusiastic about bells 
although they may deal with them in another man
ner. The most famous example is that of the carillons 
from the Chinese Shang and Chou dynasties ( c. 
1520-221 B.C.), although present-day African cul
tures are familiar with the most diverse forms of the 
bell. Let us now take a brief tour through the diffe
rent sections of the museum. 

West-European bell culture, again in particular, 
The Netherlands and Flanders, is, of course, the 
museum's central theme. It is furthermore revealed, 
and can also actually be proved, how swinging-bells 
were rung during the middle ages and how the caril
lon later came into existence complete with baton
keyboard and automatic drum. An early 18th-cen
tury carillon given to the museum by the govern
ment on permanent loan is used to demonstrate this. 
Every half-hour one can see how the 17th-century 
automatic drum, which is part of the carillon, 
operates and produces a melody on the bells. 

The mechanical drum is a highly-complex mechan
ism. Less complex but just as fascinating is the 
tower-clockwork. Several examples can also be 
found in the museum which are in working order so 
the visitor can see how they work at his leisure. This 
also applies to the model of the various escapement 
mechanisms that were used in clocks over the cenc 
turies, ranging from the medieval foliot to all varia
tions of the pendulum. 

Bells are, of course, not only rung with the aid of a 
mechanism. The carillon mentioned above therefore 
also has a traditional keyboard used by carillonneurs 
when giving concerts in the museum, for example, 
on Sunday ~fternoons when there are many visitors. 
Furthermore, together with the aid of a small caril-



3.16 The drum or barrel for the automatic playing of a carillon 
(beginning of the 17th century). 

Ion, this so-called keyboard is important to such an 
extent because it permits visitors to experience for 
themselves what it is like to play a carillon. Of 
course, there are examples of practice keyboards and 
the most interesting of these is undoubtedly that of 
the Flemish carillonneur and composer Boudewijn 
Schepers (t 1781). 
In addition to the carillon on which melodies can be 
played, one can also admire swinging and striking 
bells, among them the oldest bell in the Netherlands 
which dates from the 12th century. Several of these 
originate from the Rijksmuseum in Amsterdam. A 
number of bells can be rung while most others are 
struck during guided tours through the museum. 
Among these is a bell made in 1644 by Franc;:ois and 
Pieter Hemony that came from the carillon of the 
Wijnhuistoren in Zutphen which was virtually com
pletely destroyed by fire in 1920. This was the 

3. 17 Indonesian temple bell (circa AD 800). 
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Hemony's first carillon and marked the beginning of 
an entirely new period in the art of making carillons. 

All this would not be complete without an extensive 
description of how a bell is made. Photographs, a 
film and a scale model are combined to represent the 
different stages in the moulding and founding pro
cess of a bell. 

As far as large bells are concerned, those from India 
and its surrounding countries seem to resemble the 
European bell more closely than bells from other 
cultures. Several splendid examples can be found in 
the museum. The smaller handbells from this region 
are from quite another realm. These bells are used 
by priests in India and Tibet and several fine examp
les can be found in the museum. 
Many bells from the fascinating Khmer culture 
(11th-12th century A D in Cambodia) in Southeast 
Asia are on display as well as from the Hindu empire 
in Java (Indonesia) dating from the same period. 
Many priest's bells with a variety of Hindu symbols 
and larger temple bells are exhibited. 

To the North is China, a much older culture from 
which several charming bells from around the 10th 
century B.C . are on display. One can even see a 
chime of nine bells of the same time. A more recent 
bell from this group belonged to the collection of a 
certain Prince Kung who was a distant relation of 
the last Chinese Emperor. It is, perhaps, interesting 
to know that this and other similar bells may have 
belonged to the oldest carillons in the world. 

Bells for secular use are also to be found in the 
museum. Animal bells, for example, can be found all 
over the world and the first small bronze clapper
bells were cast in China in the 14th century B.C . and 
during the 12th century B.C. in the Near East. 
Horses, in particular, were expensive animals used 
in warfare and these bells were used to protect them. 
We also find little bells in pre-Columbian American 
cultures although archeological discoveries have 
been scarcer there than in other parts of the world. 
This is probably due to bells there being made of 
natural materials such as wood and shells of various 
fruits, etc. 

Negro cultures still employ the same approach 
today. Besides that so many different forms of bells 
can be found in Africa than anywhere else. In par
ticular, magnificently cast small bells can be found 
in Nigeria and also fine examples carved out of wood 
and similar materials. Iron bells also exist, especially 
the iron double-bell which has an unmistakable 
musical function. 

This , and much more, can be seen at the National 
Carillon Museum. The photographs in this article 
will hopefully confirm this. However, the reader may 
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ask how all this is financed. If we confine ourselves 
only to the purchase and restoration of objects, the 
available finances for the collection are compara
tively satisfactory. In addition to income from entry 
fees and the museum shop, there are also several 
foundations in the Netherlands that willingly sub
sidize purchases of unusual merit, in particular, the 
Prince Bernhard fund and the Rembrandt founda
tion. Fortunately however, the province of North 
Brabant to which Asten belongs has also played its 
part. One should also realize that several objects 
have been given to the museum on permanent loan. 
Among these are medieval and more recent swinging 
and striking-bells from Royal Eijsbouts, the 
Rijksmuseum, the government, and smaller city 
councils and churches which were prepared to relin
quish their historic material for exhibiting. Neither 
did the Asten City Council fail to support the 
museum when a magnificent collection of bells from 
outside Europe was bought and was given to the 
museum to exhibit. We gratefully pay our homage to 
those who support the museum in this way. 

3.18 Roman horse bells ( circa AD 100) . 

Relations with other institutes 

The National Carillon Museum does not exist in 
splendid isolation. Contact is continually main
tained with the Netherlands Carillon School in 
Amersfoort as well as the Netherlands Carillon Soci
ety. For example, a study-day about automatic caril
lons and computers was held on the 12th of 
November 1983. This was jointly organised with the 
Utrecht 'National Museum for Chiming Clocks and 
Barrel Organs' and was a success from beginning to 
end. Although both museums' collections are sig- · 
nificantly different, they both have automatically
playing music instruments as a common theme. This 
collective interest led to the founding in 1982 of the 
'Athanasius Kircher-Foundation for research into 
automatically-playing music instruments and cam
panology'. The aim of this foundation is to organise 
scientific work for the benefit of both museums. This 
resulted in a thesis by Jan-Jaap Haspels in 1987, the 
director-curator of the Utrecht museum, and a 
number of publications in the form of brochures by 
the author as representative of the museum in Asten 
(see the list at the end of the article) . The present 
book is also one of the foundation's initiatives. 
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The National Carillon Museum has excellent rela
tions with the Nagasaki Holland Village near 
Nagasaki Oapan). A Dutch day-recreation village 
has been established there which is an example of the 
Dutch mercl}ant-village Decima which flourished 
up until the bid-nineteenth century but no longer 
exists. This J illage, which was set-up through pri
vate 1mt1at1ve, has a reconstruction of the Hoorn 
Town Hall, the Zaandam Schans, windmills, to 
mention only a few typically Dutch peculiarities. A 
Dutch town is being built in the immediate proxim
ity of this village. This town will provide tourists 
attractions that will easily fill more than one day. 

The most prominent building will be a reconstruc
tion of the Palace Huis ten Bosch in The Hague. The 
town will therefore be named after this famous 
palace. Naturally, several museums will be located 
in Huis ten Bosch, including a copy of the National 
Carillon Museum and for which the Asten museum 
has willingly offered assistance. For example, the 
museum is working on assembling a collection simi
lar to that in Asten to send to Nagasaki . Plans are to 
open Huis ten Bosch to the public in the spring of 
1992. 

Hopes for the future 

Every museum has hopes which are inevitably deter
mined by a lack of space and finance. The National 
Carillon Museum is no different in this respect. 
Nevertheless, the desire for more space is legitimate 
because, to give just one example, the museum's 
largest object, the astronomical clockwork is located 
not in the museum, but in a chapel of the Grote Kerk 
in Asten. The museum certainly appreciates this 
hospitality but it would be better if the clockwork, 
which is certainly of great value, was part of the 
collection. The clockwork is approximately 8 meters 
high and is from the workshops of Royal Eijsbouts 
and also the museum. It consists of three parts which 
is the tradition. The lowest part is the actual 
astronomical clockwork, this has a dial in the form of 
a astrolabe which not only tells time but also the 
position of the sun and moon in the sky and also 
indicates if a solar or lunar eclipse will occur. The 
middle section has mechanical figures, a sort of auto
mated play. Every hour one can see the three wise 
men bow to Maria and the child in a gesture of hon
our and offer gifts. The upper part is a carillon that 
accompanies the three wise mens' journey with 
music. 

The extending of museum space is an urgent matter 
especially because the collection is gradually 
increasing and this has resulted in many objects 
being placed too close together. In the long run, this 
may seriou~ly affect the educative function of the 
museum. 



A museum needs direction and guidance. In the first 
instance, assistants are necessary and thanks to the 
social unemployment relieflaw and the governmen
tal subsidies linked to this, the museum can engage 
assistants for guided tours and other general duties 
for relativeiy low costs and, although these assistants 
may not be able to function so well in a normal full
time position any more, they are excellent workers 
who are necessary as other development subsidies 
are unfortunately too low. 

Based on quite different norms, and thanks to a sub
sidy from the Ministry ofWelfare, Housing and Cul
ture, the museum has been able to engage a scientific 
assistant for the last three years. Wim Truyen has 
been charged with the responsibility of compiling a 
catalogue. Nevertheless, many administrative prob
lems of the National Carillon Museum Foundation 
are far from being solved, even in the distant future. 
The curator-director's function is still done by the 
author of this article on a voluntary basis , hardly a 
guarantee for the museum's future. This is further 
complicated by the fact that the museum is visited by 
at least 60,000 people each year, certainly no insig
nificant number in any terms, and certainly not 

3.19 Scale model of the carillon of the Dom Tower at Utrecht. 

because the possibility exists that groups of visitors 
can be guided around the museum. It will not sur
prise anyone that all of these groups need good plan
ning. 

Several practical comments 

The museum is opened on Tuesday through to Fri
day from 9.30 a.m. to 5 p.m. and on Saturday 
through to Monday from 1 p.m. to 5 p.m. 
Guided tours can be arranged providing that this is 
requested in advance. Furthermore, it is possible to 
see a film about bell-founding. Brochures about the 
museum are available in Dutch, English and Ger
man and other literature about bells can be bought 
in the museumshop. The address and the telephone 
number are; Ostaderstraat 23, 5721 WC Asten, tel. 
04936-91865; fax 04936-97079. Directions for the 
museum are clearly signposted in Asten. 

Publications of the National Carillon Museum 
and the Kircher-Foundation 

Carillon arrangements by Arie Abbenes 

- Fughetta and choral: 
'Nun komm' der Heiden Reiland' 

- Sona tine in C major 
- Sixth Set of Lessons 
- J esu meine Freude 
- Fantasia ( 1546) 
- Canci6n del Emperador ( 1538) 
- Diferencias sobre: 

Guardamelasvacas' (1538) 
- 16th century lute music 
- Sonata in C major 
- Two sonatas, F major 

andfminor 

J.S. Bach 
J. Haydn 
Richard Jones 
Johann L. Krebs 
Alonso Mudarra 
Luys de Narvaez 

Luys de Narvaez 
Besardo and others 
Georg Ph. Telemann 

Georg Ph. Telemann 

Carillon arrangements by Wim Franken 

- Prelude, fugue and variations 

Original carillon work 

- Marsen (Marches) 

- Forwhom 
- Carillon dances 

Cesar Franck 

Boudewijn Schepers 
(preface by J. Maassen) 
Glenn Smith 
Kalvert Nelson 

Literature by the author of this article 

- Leerboek der campanologie. Een muzikaal-technische 
verhandeling over luidklokken en beiaarden ( 1976). 

- Een klankanalyse van de l 6de eeuwse Van Wou-klokken in de 
Domtoren te Utrecht (1980). 

- Fulgura frango. Ik breek de bliksem. Een middeleeuws 
klokopschrift ( 1983) . 

- Wordt de beiaardier door de computer bedreigd? ( 1984). 
- De tweeklokkenspelenop het National paleis te Mafra (1984). 
- Klokken en klokkenspelen in het oude China tijdens de Shang-

en Chou-Dynastie (1985) . 
- Klinkende klokken in het Nationaal Beiaardmuseum ( 1985) 

Also in English. 
- The designing of swinging bells and carillon bells in the past 

and present ( 1987) . 
- Asoundofbells in theNationa!Carillon Museum (1987). 
- The monumental clockwork of 

Nagasaki Holland Village ( 1990). 

73 



41 Restoration of historic carillons 
A discussion on music and history 

Andre Lehr 

In 1953, a very gentlemanly discussion took place between Dr.Jan Kalj (1873-1954), the nestor of ancient monument care in The 
Netherlands, and Ferdinand Timmermans (1891-1967), City Carillonneur of Rotterdam, etc., and prominent advisor to the 
Netherlands Council on Bells and Organs. 1 The subject of dispute was Kalj's article in which he alleged that carillonneurs 
confined their interests to perfected music and were insensitive to what Kalj termed the 'piquant pulsations' of antique carillons. 
According to him, this reprehensible attitude had resulted in the modernization, one by one, of all the historic carillons. He was 
firmly convinced that lack of insight had permanently damaged a unique characteristic of this typically Dutch cultural legary. 

Timmermans ' response was a missed opportunity. 
He offered no defense for why musicians aspire only 
to the best music possible. Nor did he question whe
ther that which Kalf found so charming about old 
carillons was indeed authentic. Instead of seeking 
answers to these and other decidedly relevant ques
tions, he soothed Kalfs anxiety by assuring him that 
'all that modernization' was not at all objectionable 
and that he, Kalf, had simply been misinformed! 

By now the reader will be aware that Kalfand Tim
mermans were debating how a historic carillon 
should be restored. Based on the 1950 Temporary 
Law on the Care of Ancient Monuments, the later 
Law on Monuments passed by Queen Juliana on 22 
June 1961 and the version slightly revised on 23 De
cember 1988 by Queen Beatrix, monuments are de
fined as 'all things meant to endure at least fifty years 
whose general importance is due to their beauty, 
scientific significance or cultural/historical value.' 
This infers that at least the carillons produced from 
the 16th through 19th centuries are considered mo
numents . More recent carillons older than fifty 
years, such as the English ones from the 1920's, are 
not regarded as monuments, however. While they 
fulfill the age requirement, their general importance 
evidently still falls short of the mark. 

The same law further specifies that without a permit 
from the minister, it is forbidden 'to destroy, move or 
change a protected monument in any way.' This 
would imply the unlawfulness of restoring a monu
ment without permission. In practice, a permit must 
be applied for from the State Dept. of Monument 
Care that operates under ministerial jurisdiction. 
But what is restoration, in essence? Undoubtedly the 
simplest definition would be ' returning an object to 
its original state.' Elementary as it seems, we will 
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nonetheless encounter numerous obstacles 'and pit
falls when dealing with this question. 

The above disclosure is definitely of great conse
quence in a country that has had an uninterrupted 
carillon tradition since the 16th century and in 
which many historic carillons are still heard daily. 
Not immune to wear and tear, these musical instru
ments must have maintenance carried out from time 
to time. While this has always been true, it never 
really led to many problems before. The most obvi
ous solution was to renovate a worn out mechanism 
or keyboard in accordance with the latest views, 
when possible. Did these renovations not leave the 
essence of the instrument intact? It was believed that 
the essence of the instrument was formed by the 
bells, themselves. These were often the work of the 
Hemony brothers, Fran~ois (ca. 1609-1667) and 
Pieter (1619-1680). The beauty of their bells was 
unequalled and therefore inviolable. This position 
was unchallenged. 

Naturally, even Hemony carillons possess the occa
sional tonal impurity or imperfect bell. Measures to 
correct this were taken only by exception prior to 
1940, for example when a bell would crack. The 
mere idea of replacing such a bell was countered by 
the reality that no Dutch bellfounder was genuinely 
qualified. Not until 1932 did Van Bergen produce a, 
reasonably well-tuned carillon, followed by Petit & 
Fritsen in 1939. Eijsbouts complemented the trio of 
post-war founders in 1949 with its transportable ca
rillon. Due to the lack of expertise of the pre-war 
Dutch founders, replacement bells and extension se
ries were occasionally purchased from the English 
founders, Taylor and Gillett & Johnston. However, 
for the goal <;1t hand, their typically Anglo-Saxon bell 
timbre was equally unsuitable. The dominant pre-



war conviction in The Netherlands was that the his
torical founders, in particular the Hemonys, were 
stili unsurpassed! 2 

Post-war situation 

The generally-held thesis asserted in the preceding 
paragraph regarding carillons from the 16th through 
19th centuries needs further specification. To start, 
the 19th century should be dismissed. Certainly the 
occasional carillon appeared, but the abominable 
quality of each resulted in their being melted down 
long ago. The time preceding the Hemonys ' advent 
in 1642 will be passed over, as well, for the simple 
reason that the carillons produced before that year 
are so poorly-tuned that only two options are availa
ble. They can either be stored in a museum or hung 
in a tower, where they should not be considered true 
musical instruments, but more as relics from the 
past. For that matter, there are only a few examples 

· extant, as can be seen in chapter 13. The same chap
ter also unites the information about the condition of 
the remaining carillons in 1945. Some were good 
enough to be reinstalled in their towers; others, on 
the contrary, would inevitably require repair or even 
restoration within a few years. As the table further 
reveals, this concerns the following bell-founders, in 
chronological order: 

Fran~ois Hemony (c. 1609-1667) 
at Zutphen, Amsterdam, 

Pieter Hemony (1619-1680) 
at Zutphen, Ghent (Belgium) and Amsterdam, 

Claude Fremy (1646-1699) 
at Amsterdam, 

Melchior De Haze (1632-1697) 
at Antwerp (Belgium), 

Alexius Julien ( + 1734) 
at Lier (Belgium) etc., 

Jean Baptiste Levache ( 1708-1742) 
at Liege (Belgium), 

Pe'ter Van den Gheyn (c. 1698-?) 
at Louvain (Belgium), 

Matthias Van den Gheyn (1721-1785) 
at Louvain, 

AndreasJozefVan den Gheyn (1727-1793) 
at Louvain. 

Not all of these founders should be considered 
equally important. Measured by the ,quality of work 
produced, the Hemonys and Andreas Van den 

' Gheyn are the unchallenged masters; Levache, in 
contrast, was by far the greatest blunderer. Levache, 
Julien, Peter Van den Gheyn and his nephew, Mat
thias, who later composed for the instrument, pro
duced but one carillon each. They are ,herefore less 
important when it comes to matters of restoration. 
Melchior De Haze ranks in the middle. His carillons, 
although excellently tuned, generally lack the rich 

sonority of those by the Hemonys and Andreas Jozef 
Van den Gheyn. For that matter, even their instru
ments display differences when comparing the treble 
ranges. The highest octaves of Andreas Jozef Van 
den Gheyn's carillons are decidedly more sonorous 
and brilliant than those of the Hemonys . 

Turning to the activities devoted to restoring historic 
carillons in The Netherlands since 1945, this stretch 
of time can basically be divided into the following 
periods: 

1945-1953: The first impulse toward scrupulous res
torations was felt when it was established in 1950 
that the Hemonys and other historical founders had 
tuned their instruments in the mean tone tempera
ment. In the same period, the attitude developed 
that each founder's bells had a unique timbre that 
demanded respect during restorations. 

1953-1960: In these years, the conviction took form, 
although not with all parties concerned, that a caril
lon's original sonority and tonal purity could be ad
versely affected by exposure to air pollution. 

1960-1972: A great number of restorations were car
ried out during this period, whereby a common ten
dency was to replace old treble bells with new, 
stronger ones and at the same time to increase the 
original number of bells by one octave. 

1972-present: This has been a period marked by re
flection on the techniques applied in the preceding 
years. New views on the subject of carillon restora
tion are gaining ground, views that also do justice to 
the carillon as an archaeological object. This period 
also gives rise to the realization that the playing me
chanism is of eminent importance for a carillon's 
character, and therefore deserves attention during 
restoration. A consensus on this is not yet within 
reach, however. 

Before paying closer attention to the above time peri
ods, it will be useful to shed more light on several 
facets of the sweeping changes in the post-war situa
tion . Particularly, we mention the inordinate num
ber of swinging bells and carillons that had to be cast 
after the liberation. This was due to the fact that 
approximately half the bells in The Netherlands 
were destroyed by wartime aggression or seized by 
the Germans in 1942/43. During a period of scarcely 
ten years, thousands and thousands of new bells had 
to be cast. Not only was the number unimaginably 
great, a comparable scenario had never before exis
ted in the history of the bellfounding art in The Ne
therlands. This was a veritable tour de force for bell
founders and advisors. The next section shall there
fore be devoted to this subject. Thereafter, the four 
restoration periods named will be covered in more 
detail. 
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Campanology vs. corifiscation of bells 

In 1942, the German occupying forces claimed 75% 
of all Dutch bells, both swinging and carillon bells, 
for the German war industry. 3 This practice was 
nothing new; since the Middle Ages, an unwritten 
law in Europe gave the victor the right to the bells of 
the defeated. If this was impractical, the equivalent 
amount in money could be collected instead. Each 
European nation had put this into practice at one 
time or another, whether it be the English, French, 
Dutch or others. However, the practice had never 
been applied so systematically in as large a part of 
Europe as during the last war. Very methodically, 
the Germans requisitioned three quarters of all bells 
in both their own country and in the other territories 
they occupied in Europe. 

Thanks to the activities of people such as Dr. W. Van 
der Elst (1880-1960), who would become president 
of the Netherlands Carillon Society in 1949, only the 
least valuable bells were removed to Germany. And 
thanks to sabotage operations by many directly con
cerned and to allied bombings of the refineries in 
Hamburg, ultimately only 56% instead of 75% of 
the Dutch bell inventory was appropriated. How
ever, adding to this the bells that were destroyed by 
wartime aggression, one must concede that approxi
mately 60% of Dutch bells ultimately did not survive 
the war. 

4.1 Serious corrosion on the interior of a bell from the Nieuwe Kerk 
on the Spui in The Hague. The bell was cast in 1656 by 
Coenraet Wegewaert. 

After the war, some five thousand bells had to be 
replaced, most of which were swinging bells. The 
Dutch government immediately decreed that foreign 
currency would no longer be available for acquiring 
English bells. The reason for this was clear. The few 
foreign notes were more urgently needed for life's 
first necessities than for bells and carillons in a land 
so devastated and reduced to poverty. But there was 
another reason, as well. 

At war's end, thousands of tons of the plundered and 
crushed European bells were found at the German 
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depositories. These were to furnish excellent raw 
material for the new bells to be cast, and some of 
them were sent to The Netherlands. When the gov
ernment approached the Dutch founders about 
using this bronze, they agreed, on the condition that 
the importatio~ of foreign bells would be prohibited. 
And so it came_ to pass; since 1945 no more English 
bells have been' imported into The Netherlands. 

There had been a particular inclination toward the 
beloved English carillons before the war. Eijsbouts 
had imported and installed thirteen by Taylor and 
Gillett &Johnston while the rest had been placed by 
Addicks of Amsterdam. As the substantial pre-war 
importation of German swinging bells from firms 
like Petit & Edelbrock ofGescher had also been hal
ted, the three Dutch founders now had to do all the 
work themselves. This turned out to be no mean 
task! The churches and other institutions whose 
bells had been commandeered by the Germans were 
eligible for stipends from funds allocated for war da-· 
mage. The condition applied, however, that these 
newly cast products meet high standards. In order to 
monitor this, the bells were tested by a governmental 
agency called the State Commission for Advice on 
Old and New Swinging Bells, Hourbells and Caril
lons. Another examining body was the Catholic 
Council on Bells and Organs. The seal ofapproval of 
one of these organizations offered the only warranty 
that a church or city council could collect the funds 
promised. 

It will be clear that this discriminating approach to 
newly-cast bells not only stimulated, but forced the 
three Dutch founders, Van Bergen, Eijsbouts and 
Petit & Fritsen, to do everything possible to produce 
high quality bells. Their response to this stimulus 
was to make a peak effort. This was rewarded when 
they succeeded in matching the quality of their an
cient forebears. In upgrading the quality of their 
bells, they were supported by campanologists such 
as the previously-mentioned Van der Elst, Dr. E.W. 
van Heuven (1919-1976), whose research on bell 
acoustics earned him a doctorate in 1949; Brother 
Getulius Qan Arts, 1880-1973), who was held in high 
esteem since pre-war days; and many professional 
musicians who were deeply devoted to bells and ca
rillons. 

All of the aforesaid would have great bearing on the . 
post-war carillon art in The Netherlands and mutatis 
mutandis for the technical and musical possibilities 
that were revealed through the renovation of historic 
carillons, as well. 



In Search of the rudiments of restoration (1945-
1955) 

Mean tone temperament 

Prior to 1950, anyone attempting to describe the tu
ning of old carillons would likely say little more than 
that it was not identical to modern tuning. Some 
referred to the scale of just intonation, but no one 
could detail exactly what that was. They certainly 
were in the dark as to how the Hemonys supposedly 
applied this in their carillons. It was impossible to 
find a bellfounder in or outside The Netherlands 
who could furnish bells, singly or in sets, tuned to 
this 'magical' scale of just intonation. One of the 
essentials for restoring antique carillons was mis
sing.4 

The lack of knowledge surrounding the authentic 
tuning of antique carillons lay partially in the fact 
that no bellfounder or researcher had ever measured 
the tones of a carillon accurately. Had they even 
attempted this, all they had at their disposal was a 
rather complicated measuring system consisting of 
tuning forks. It was only after the war, starting with 
Eijsbouts, that tuning forks gradually made way for 
the electronic tone generator, which is much simpler 
to use. It must be added, however, that tone genera
tors are not per se more accurate than the traditional 
tuning forks , except with bells of very high pitch. 

Another factor is that before the war, the interest in 
the tuning of early musical instruments was all but 
non-existent. This changed only after 1945. In 1949, 
during a congress of the International Society for 
Contemporary Music (ISCM) at The Hague, a de
monstration was given on two harpsichords. One 
was tuned to equal temperament; the other to the 
sixteenth century mean tone temperament. Sets of 
variations and the Chromatic Fantasy by Sweelinck 
were performed alternately on the two instruments. 
The balanced sound of the mean tone temperament 
drew much praise from many departments. Around 
the same time, Prof. Dr. A.D. Fokker was a great 
champion of the 3 l-tone-tuning of the famous 17th
century Dutch scholar, Christiaan Huygens. The 
latter had built an organ tuned to this that now can 
be found in Haarlem's Teylers Museum. One can 
also find a small organ in the Brussels Conservatory 
with 53 notes per octave, the l 7th-century tempera
ment of Mercator that never was put into further 
practice. 

In 1950, when the author, aware of the above, mea
sured the Hemony carillons of Kampen, Middel
stum and Delft using the electronic tone generator 
just acquired by Eijsbouts, he natura~ly compared 
the results with the old temperaments.lHe was able 
to conclude quickly that the Hemonys, 1nd later also 
the other historical founders , had used the mean 

tone temperament. 5 But how can one best describe 
this temperament? 

Playing the diminished seventh chord, c-eb-gb/f*-a
c, on a well-tuned modern carillon produces few if 
any beats because the internal minor third of each 
bell coincides with the prime of the next bell. Not so 
on a well-tuned old carillon! It is quickly evident that 
the enharmonic relationship between gb and f* , that 
worked so well in the example, is impossible with a 
carillon in mean tone temperament. The same dimi
nished seventh chord would sound quite disturbing 
on a Hemony carillon, as the interval eb-f* is actually 
an augmented second. This means that f* is not the 
same as gb. When the octave is limited to twelve keys, 
the choice must be made between f* and gh, and that 
this choice fell on f* will come as no surprise. But it 
means at the same time that the minor third, eb-gb, is 
unavailable, as are the minor thirds f-ab and bb-db. 
The mean tone temperament has only the following 
notes: 

c - c# - d - eb - e - f - f* - g - g# - a - bb - b . 

It is evident that the semitones, and therefore every 
other interval, are not consistently the same size. For 
example, the distance from c-c# is 75 .5 cents, while 
the distance from c#-d isl l 7.5 cents, where one cent 
is defined as l/ 1200th ofan octave. The cause lies in 
the fact that with the rise of the mean tone tempera
ment in the 16th century, it was decided not to sacri
fice the pure major third of 386 cents, but to let it 
prevail over the perfect fifth of702 cents. Translated 
into musical terms, one wanted to hear the major 
third completely free ofbeats. The results are easy to 
comprehend. 

The tonal series c1-e3 contains four fifths that toge
ther equal the sum of two octaves and a major third. 
This means that for the mean tone temperament, 
where two octaves and a pure, beat-free major third 
contain by definition 2 x 1200 + 386 = 2786 cents, 
each fifth measures 2786/4 = 696.5 cents. A series of 
twelve fifths ends on ab#, therefore unequal to seven 
octaves, that end on a c. Twelve fifths measure 12 x 
696.5 = 8358 cents, while the equivalent of seven 
octaves is 8400 cents. A b# in mean tone tempera
ment is therefore 42 cents lower than c. 

Based on the above, it is easy to calculate every tone 
in the mean tone temperament. Choosing the circle 
of fifths from eb to g#, rearranging the tones in chro
matic order and expressing within one octave, the 
following intervals in cents with respect to the first c 
gives the following, whereby the third line indicates 
the equivalent in equal temperament: 

c c* d eb f f* g g* a bb b 

0 75.5 193 310.5 386 503.5 579 696.5 772 889.5 1007 1082.5 cents 

0 100 200 300 4-00 500 600 700 800 900 1000 1100 cents 
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4.2 The carillon of the Royal Palace at Amsterdam in 1916. Corrosion on Franr;ois Hemony's bells from 1664 is clearly evident . 

Returning to the mean-tone carillons of the 17th 
and 18th centuries, the amazing fact arises that 
scarcely a musician noticed that the minor thirds, 
eb-gh, f-ab and bb-db were missing, let alone that this 
method formed the basis of the of the tempera
ment's nature. 
Nowadays this method of calculation is an excellent 
way of determining whether a mean-tone carillon is 
correctly connected to the keyboard; several have 
been hooked up incorrectly. Based on the Mechelen 
tradition that calls for an extra Bbo in the pedal, no 
one less than J ef Denyn changed some of the old 
carillons from c-d-e-f, etc. to Bb-c-d-eh, etc. He did 
this, for example, with the carillon at Hasselt, Bel
gium, most of whose bells had been cast in 1753 by 
Andreas Jozef Van den Gheyn. By lowering each 
keyboard tone a whole step, Denyn unwittingly ob
tained the following tonal series: 

c - db - d - eb - e - f - rH - g - ab - a - bb - b. 

This transposition resulted in the original eb becom
ing a db instead of a c# and the bb becoming an ab 
instead ofa g# . Knowledge of the old temperaments 
is essential for allowing historic carillons to sound 
correctly! While the authentic mean tone tempera
ment contains the major scales on D and A, the 
Denyn variant does not . It does allow one to play in 
the less often used keys of Ab and Eb, however. No 
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one realized any of this, however, nor did they con
sciously hear it. Any tonal blemishes they did hear 
were ascribed to the natural limitations of the scale 
of just intonation, but no one could give further de
tails. 

The knowledge of the mean tone temperament did 
not become widespread, either, as shown by the ex
tension in 1950 to the Hemony carillon at Deventer 
with several bass bells. This carillon, too, was in
correctly re-attached to the keyboard and is to this 
day. 

Enlarging Historic Carillons 

The rediscovery of the use of the mean tone tempe
rament in carillons resulted from measuring the 
Hemony carillons at Delft, Kampen and Middel
stum. However, these measurements were not car~ 
ried out solely because of scientific curiosity. The 
intention was to add an extra octave of treble bells 
to each. Delft was subsequently enlarged from three 
to four octaves; Middelstum from two to three. It is 
important to mention here that the larger Hemony 
carillons, that generally had bourdons of B0 (=c
organ tone) of 2700 kg or c# 1 (=c-cornet tone) of 
1890 kg. general had a three-octave range. The 
smaller carillons, based on b 1 of 342 kg. or c#2 of 
245 kg. were two:.octave instruments. 



The enlargement of a historic carillon raised more 
questions than merely the temperament. Up to that 
time, each founder, regardless of the period or land 
he had lived in, had done no more than adding his 
own bells to those of other founders. Two historic 
examples of this are Melchior De Haze's enlarge
ments of carillons in Utrecht and Den Bosch. Even 
in our century the English founders had no problem 
with this, as witnessed by Taylor's extension in 1933 
of the Hemony carillon in the St. Nicholas Tower at 
Utrecht. The custom of the time was not to adapt 
replacement or added ~ells to those already present. 

This poor matching was by no means limited to the 
form of the new bell, but all too often to its measure
ments, as well. When AndreasJozefVan den Gheyn 
added several treble bells to the Hemony carillon of 
1662 in the Martini Tower at Groningen, he made 
them larger and heavier than those preceding them 
in the scale. Such action prevents a gradual change 
in timbre throughout the set. Hemony bells already 
sound different than Van den Gheyn's, and careless
ness with the measurements only made· matters 
worse. The result ofall this was that the difference in 
sound and tone between original and added bells 
was always clearly audible. 

For the first time, a different method was applied for 
the enlargement of the Middelstum carillon in 1949. 
It seemed only natural to match not only the tempe
rament of the new bells to that of the old, mean-tone 
bells, but the timbre as well. This meant that not 
only the profiles and bronze of the new bells had to 
match, but their measurements had to reflect a gra
dual transition from the old to the new.Unfortunate
ly and for reasons unclear, this rational technique 
introduced by Eijsbouts, has never been applied by 
another founder. Nonetheless, the musical results 
were convincing enough to apply this method with 
other restorations . Eijsbouts did so with old carillons 
of which only several bells remained, as with the 
Hemony bells of Culemborg (1952), Doesburg 
( 1965) and Brielle ( 1971 /74) . They also applied it in 
1988 when reconstructing the carillon of Melchior 
De Haze at the famed monastery at El Escorial near 
Madrid, an instrument that burnt in the 19th cen
tury . 

In this period one did little more than enlarge histo
ric carillons, although under somewhat better cir-

. cumstances than in earlier times. If-a carillon's ac
tion needed replacement, as was the 'case with in
struments removed, for whatever reason, from to
wers during the war (Doesburg, Middelstum, 
Utrecht-St. Nicholas, Rotterdam, Zaltbommel), not 
a word was uttered about the possibility ofrestoring 
the action to its original style. Circular Six of the 
State Commission for Advice on Bells aiid Carillons, 
a body of great authority, treated these restoration 
problems very lightly. The guidelines were limited 

virtually to the preservation of the open lantern to
wer's silhouette. On the other hand, if the bells had 
hung in one or more of the openings, the preferred 
choice was to move them inside and suspend them in 
the bellchamber, preferably in rows with a tumbler 
action, as propagated before the war by J ef Denyn, 
who championed the renewed carillon art ofMeche
len. 

As to the bells, themselves? 'The scale of just intona
tion of the Hemony bells is to remain unaltered. 
Only bells that deviate too much from the total tu
ning through advanced oxidation are to be re
placed.' The possibility of retuning was mentioned 
nowhere. At that moment in the history of restora
tion there wasn't yet a cloud in the campanological 
sky. For that matter, what could one have desired 
more than the cherished fourth octave, adapted to 
the temperament and timbre of the existing bells and 
played via a Denyn-type action? This desire led to 
treble bells being added to the carillons at Middel
stum (1949), Delft (1950), Den Bosch-City Hall 
(1951), Utrecht-Dom (1951), Amsterdam-Oude 
Kerk (1952) and Amersfoort ( 1953), without drastic 
changes made to the existing bells. Zaltbommel fol
lowed in 195 7. Here must be added that the Hemony 
carillon at Deventer also received its fourth octave in 
1950, but not with well-matched bells . 

In 1952, things went amiss with the enlargement of 
the Hemony carillon of the Oude kerk in Amster
dam. When all was said and done, the new fourth 
octave was definitely not in tune with the smaller 
Hemony bells and the extension was termed a fail
ure. It was time to let the cat out of the bag: Hemony 
bells were not always as well tuned as one might like 
to think. Or had they perhaps gone out of tune over 
the years? Should an extension be based on the im
purities? Or should one pay little attention to this 
and focus on the well-tuned bells in the instrument 
when tuning the new ones? Who was to say if the 
less-well-tuned Hemony bells would not one day be 
removed from the carillon? Indeed, Eijsbouts pre
sumed just that and a spirited dispute arose. 

Carillons and Air Pollution ( 1953-1960) 

Hemony carillons gone out of tune 

When the Netherlands Carillon School opened its 
doors in 1953 at Amersfoort, it was evident to all 
concerned that the carillon in that city's Tower of 
Our Lady would have to meet high standards. Stu
dents and recitalists could not be expected to play on 
a poor instrument. Therefore, the city council deci
ded to restore the 1659 Hemony carillon and Eijs
bouts was contracted to perform the work.6 

When the bells were cleaned at the foundry , a nota
ble discovery was made. The bells turned out to be 
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too low, which got worse the higher one went in the 
set. The effect was that all intervals were on the small 
side, especially in the treble range. This was best 
heard when octaves were played, which, in the high
est bells, were circa ten cents too small. Besides being 
out of tune, before cleaning the trebles sounded un
sonorous and short of tone. 

Was Frarn;ois Hemony in reality not the wizard eve
ryone had always thought? The truth of the matter 
was soon revealed: the consistent tonal impurity and 
dull sonority in the bells was due to air pollution. 
Before embarking on this far reaching aspect of the 
Dutch carillon art, we mention that Mayor Hermen 
Molendijk of Amersfoort gave permission to perform 
slight retuning of the Hemony bells most affected. 
Fifteen mostly smaller bells were then subjected to 
this then so objectionable practice. But was this not 
forbidden by the guidelines mentioned earlier of the 
State Commission, based on the 1950 'Temporary 
Monument Law?' And was it not Kalf, the great 
champion of monument care in The Netherlands 
mentioned in the first paragraph, who wrote in 1953: 

'But the dilemma is that the bellfounders [ ... ] can't 
keep their hands off the old [bells] and thereby strip 
them of their historical value. Retuning on the lathe 
should be a punishable offense, just as every other 
willful mutilation of art objects.' His message was 
loud and clear. Mayor Molendijk, and Eijsbouts 
with him, invoked the wrath of many antiquarians 
and carillon experts, in particular Willem Creman, 
city carillonneur of Zwolle and Amsterdam and ad
visor for the Netherlands Carillon Society. At its 
meeting on 23 July 1955, he entertained a motion 
whose chief element was to forbid retuning the bells 
ofFranc;:ois and Pieter Hemony and of Andreas Jozef 
Van den Gheyn. 'Besides the chance of failing and 
thereby irreparably damaging these bells,' he said 
that retuning them would rob them of their value as 
historical documents. To Creman, these bells were 
to be left as they were. If their sound was genuinely 
unacceptable, they were to be placed in museums 
and replaced by new bells. A piquant detail is that 
Creman did not apply this ban ('that was to be 
strictly enforced') to bells and carillons of any other 
founders. As far as he was concerned, Melchior De 
Haze's bells, for example, could indeed be retuned. 

Creman's motion was not carried. While there cer
tainly were carillonneurs and antiquarians who 
shared his opinion that historically valuable bells 
were not to be retuned, others preferred a less dog
matic approach to the matter. The Hon. Romke De 
Waard, who that year succeeded Dr. Van der Elst, 
stressed during the discussion that the standpoint 
regarding restoration, particularly concerning the 
retuning of old bells, was strongly determined by the 
point of departure, chosen consciously or not, of the 
restoration. It was just as obvious to the antiquarian 
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that the bells should be left untouched as it was to the 
musician that they should sound as good as possible, 
even if that required retuning. The heated discussion 
remained un ettled and was often aggravated by 
self-acknowl9dged laymen, who nevertheless as
sumed firm sfandpoints in areas where professional 
knowledge w~s indispensable. 
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4.3 A view from the New Tower at Kampen in 1939. This tower 
houses a carillon by Franrois Hemony, most of whose bells date 
from 1659. The instrument is amazingly well preserved. 

Bell corrosion 

It is curious that in the mid-1950's, scarcely a word 
was said about corrosion of old bells. Perhaps this 
was because the Amersfoort carillon had been rela
tively free of corrosion. The opposite was true in 
Amsterdam, however! 7 

Amsterdam's particular interest in carillons was due 
in part to the unsuccessful enlargement of the Oude 
Kerk carillon in 1952. The time had come to inspect 
all of the city's carillons more thoroughly, and Eijs
bouts was asked to perform a tonal analysis of each 
one. Although this produced some initial turbu
lence, it was quickly evident that all exhibited signs 
of advanced damage by air pollution. Many did not 
share this opinion, however. To some, it was natural 
that in the course of time some out-of-tuneness could 
occur, but, and we quote from the minutes of the 
meeting mentioned above, 'Mr. Creman comments 
[ ... ] that he is convinced that the defects in the He
mony bells are due not only to the influences of na
ture and time, but that the Hemonys actually made 
very serious errors for which they, the 



pioneers of bell tuning, should not be held in con
tempt.' 

It had eluded Creman and many others· that the 
tonal deviations then present in Hemony carillons 
were not random, but clearly systematic in nature. 
They did not restrict themselves to particular bells 
but were common to all. Indeed, as mentioned with 
the Amersfoort carillon, the historic carillons of that 
time displayed a decided drop in pitch together with 
an increasing dullness of tone, which became pro
gressively worse the higher one went in the instru
ment's range. Moreover, this drop in pitch and lack 
of sonority differed from one carillon to the next, 
which tends to rule out the tuning error theory. Tu
ning errors are normally of a more arbitrary nature. 
But Creman the musician categorically denied this 
reasoning; to him and others it was inconceivable. 
Let us now look more closely at the damage caused 
to carillons by air pollution. 

In the era when nearly all homes were heated by coal 
furnaces, the concentration of sulfur dioxide (S02i 

was sometimes excessively high, especially in cities, 
an example of which is the proverbial London 'Fog.' 
There were also less evident effects. If sulfur dioxide 
develops in a moist atmosphere (so abundant in The 
Netherlands), it produces what is popularly termed 
'sulfuric acid.' This combines chemically with the 
copper present in bronze; the thin layer of patina 
found on bronze statues can also be found on bells. 
This is not objectionable, as the layer of corrosion 
actually protects the bronze from further corrosion. 
However, each time a bell is struck, the recurrent 
and acute vibrations rid it of some of its its patina 
again and again. The result is that bell corrosion 
cannot be stopped (fig 4.1). 

Patina forms at the cost of the bell wall's thickness. 
In other words, the corrosion leads to a thinner wall 
and therefore a lower frequency. A corroded bell's 
pitch is lower than its original pitch. Unfortunately, 
the bell's partials, the hum tone and its overtones, do 
not react proportionately to the wall's thinning: one 
partial will drop more than another. The result is 
that the bell becomes slightly out-of-tune internally. 
Much more disastrous is the effect on the external 
tuning, the tuning of the bells with respect to one 
another. 

The reason for the external tonal impurity of a corro
ded carillon can be explained as follows. If on the one 
hand all the bells in a carillon have thinned by the 
same number of millimeters, regardless of their size, 
and given on the other hand that the higher a bell's 
strike tone the thinner its wall will be, the,conclusion 
is that the smaller the bell, the greater li ts relative 
corrosion will be. Expressed differently, )the higher 
the bell 's placement in the carillon's range, the thin
ner its wall becomes and the greater its pitch will fall 

with respect to the other bells . The drop in frequency 
is nearly directly proportional to the relative wall 
thickness. 

Besides the internal and, more importantly, the ex
ternal out-of-tuneness of a carillon, corrosion adver
sely affects bell sound in a third way, as well. In spite 
of the fact that it occasionally falls off here and there, 
the continuously growing patina layer noticeably 
damps the bell 's sound. A bell can completely lose its 
sonority in this way! 

The above illustrates what was encountered in 
Amersfoort and several years later to a greater extent 
in Amsterdam. The latter was not unexpected, as the 
air in densely-populated Amsterdam (fig 4.2) will 
have contained much more sulfur dioxide than in 
cities like Amersfoort and Kampen (fig 4.3), for 
example. Undoubtedly the height of the tower will 
have played a role, as well. The carillon of the hun
dred-meter Utrecht Dom Tower fared much better 
than the one in the considerably lower cupola of 
Amsterdam's Royal Palace. Although the latter's ca
rillon was only restored in the early 1960's, we have 
selected it to illustrate in graphs and figures what 
was explained above in words (fig 4.4). 

In this graph, the strike tone of each bell appears on 
the horizontal axis and the deviation of each partial 
cents with respect to its correct value in mean tone 
temperament appears on the vertical axis. The re
sults speak for themselves! It can be seen clearly that 
as the strike tone ascends, the partials relatively and 
progressively descend. This was even more noticea
ble after the bells had been cleaned, thereby freed of 
their patina layer. Although they were no longer 
damped and regained their original sonority, their 
pitches had fallen still further. 

For the sake of completeness, we point out that since 
the mid-1960's natural gas has completely replaced 
coal as a fuel , at least for heating homes, and the 
exceptionally high concentrations of sulfur dioxide 
have vanished from the city air, putting a virtual halt 
to the corrosion of carillons. This would also imply 
that the Dutch salt air does not corrode carillons, at 
least not in a way that could lead to undesirable 
musical consequences. 

In the post-war years the sulfur dioxide was still 
every bit as present in the urban atmosphere. Actu
ally one could speak of a cumulative process of a 
century of coal heating, as coal had been used that 
long more than incidentally for this purpose. But 
many could or would not see what that had to do 
with the tonal purity of a carillon. The effects were 
nevertheless easy to recognize: dull-sounding caril
lons whose pitches descended into the treble range 
could only be explained by the above. There were 
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4.4 The Hemony carillon of 1664 of the Royal Palace at 
Amsterdam. The carillon was measured in the tower on 20 
September 1962 and again, after cleaning, in the foundry on 28 
November 1963. The partial tones are given in order with 
large circle (hum tone) , medium circle (prime), multiplication 
sign (minor third),plus sign (fifth), small circle (octave). 

definitely those who attempted to find other physical 
explanations without bowing to the dogmatic pro
clamation of their contemporary, Creman. One 
theory as to the cause of the out-of-tuneness was that 
it arose from a gradual, centuries-long change in the 
bronze's structure. This theory and others never 
made it to first base, however. Only the corrosion 
theory gained general acceptance, although this 
would take until circa 1960. The campanological con
sequences for restoration techniques, on the other 
hand, were definitely not generally accepted . 

Acceptance of the corrosion theory 

It would appear that the initial refusal or hesitation 
to endorse the corrosion theory was based on emo
tions. Indeed, doing so meant renouncing the uni
versally accepted thesis that the bell, cast of durable 
bronze, was an indestructible musical instrument. 
There was also the fear that accepting this theory 
obliged one to accept as well that corroded bells re
quired cleaning and retuning. A corroded carillon no 
longer sounds as the founder intended and regaining 
that sound is precisely the objective of a restoration! 
The two steps involved were cleaning to restore the 
original sonority and retuning, albeit to a lower 
pitch, to restore the internal and external purity of 
tone. While it sounds so obvious, we shall use the 
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schematized recording from figure 4.5 to discover if 
it really is so simple. 

In this figure it is easily seen that the more bells that 
are retained( the lower the bass bells must be re
tuned. Naturally there is a limit to this; lowering a 
bell's pitch requires thinning its wall which, if taken 
too far, can rob the bell of its beautiful timbre. For 
bells of normal proportions, however, no risk is in
volved if the pitch is lowered 75 cents, or three-quar
ters ofa semitone. This nearly always lies within the 
range made necessary by corrosion. 

Perhaps the end of the 1950's was premature. We 
can state, however, that in 1959, the Hemony Com
memoration Year, the three Amsterdam carillons in 
the Westertoren, the Zuidertoren and the Mint To
wer were restored, whereby the retained bells were 
cleaned but not retuned.8 That was strictly forbid
den! Notwithstanding, the third octave of especially 
the Westertoren had dropped so drastically in tone 
that even the most fervent foe of retuning_ could not 
shut his ears to this fact. It was decided because of 
this to remove the most affected bells, the highest 
octave-and-a-half (strike tones f'I through c#4

) of 
the original three-octave carillon. 

These were replaced by Eijsbouts, who at the same 
time added a fourth octave. This naturally did not 
solve all the tuning problems; in the remaining oc
tave-and-a-half of bass bells a slight drop in tone 

. was still audible. Over that interval, however, this 
was just barely adequate and no retuning was per
formed. The W estertoren method had hereby been 
born. It was to be applied often in the ensuing de
cade, though with slight adaptations. What was the 
secret of its success? 

A decade of restoration projects ( 1960-1972) 

The Westertoren method 

One of the reasons why the restoration method deve
loped for the Westertoren (fig. 4.6) was to become so 
fashionable was undoubtedly because the carrying 
power and timbre of the third octave of Hemony 
carillons was then not held in such high esteem. This 
contrasted to the trebles of Andreas Jozef Van den 
Gheyn. It was even worse when a fourth octave was 
to be added. Modern carillons contained brilliant 
trebles praised by all. The reason for this difference 
was not merely the different bell designs, but their 
measurements. The table below clarifies this . 

profile 

Hemony c4 and extension c5 

modern heavy profile c4 and c5 

24cm 
28cm 

c4 

12kg 
20kg 

17 cm 
22cm 

cs 

8kg 
14kg 

Evident from this chart is that a c4 bell by the 



Hemonys is considerably lighter than one with the 
modern, heavy profile that was then in such great 
demand. For an extension with a fourth octave the 
relative differences remain in the same order of mag
nitude; extending the Hemony diameters consis
tently results in the large differences in weight be
tween Hemony and heavy profile bells being main
tained. 

Could there have been a lack of open-hearted dis
cussion? Possibly those who did not object to the 
retuning of historic bells did not openly support it 
either, in the knowledge that doing so would mean 
sacrificing the brilliant new trebles they so loved. It 
is certainly not unlikely that for this reason, people 
did not want to press the issue of retuning. What 
was more, this way they could hide behind the fact 
that although the highest Hemony bells had been 
removed from the carillon, they were certainly still 
present in the tower. The Westertoren bells no lon
ger used have been re-hung in the tower openings 
and the twenty bells that were 'retired' in Delft in 
1963, of which sixteen were Hemonys, were stored 
elsewhere in the tower. Sometimes a smaller instru
ment was assembled for another tower, as was the 
case m Haarlem in 1972. We shall return to this 
later. 

Proceeding in this way obviously decimated the his
toric instrument, but it was reasoned that a future 
generation could reunite the bells, if desired . More
over, some thought that in the future a technique 
might be developed whereby corrosion-thinned bells 
could have their original thicknesses, and therefore 
pitches, restored. Although Van Bergen had experi
mented in this direction without success in the 
l 960's, who was to say the future wouldn't offer bet
ter perspectives? 
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4.5 An imaginary carillon damaged by air pollution. The 
horizontal dotted lines show that the more one retunes 
downward, the more bells can be retained. If the basis is not 
lowered (A) , all bells remain too low. If the basis is made the 
same as that of the smallest bell (BJ , the pure tuking of the 
carillon can be restored. A compromise is represer ted by C. The 
basis is slightly lowered, whereby the treble range remains too 
low and therefore must be replaced. 
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It must be stated that the Westertoren method was 
the most-often applied method of restoring carillons 
in the l 960's, albeit with one important modification 
that all but neutralized its defense. When it came to 
restoring other carillons in a similar manner, it was 
decided not only to remove the highest octave or 
even more, but to go ahead and retune the remaining 
bells. With this one of the Amsterdam arguments 
was completely undermined. As stated then, only 
when no bells are retuned or removed from the to
wer, despite that fact that some are taken out of use, 
will a future generation be able to restore the instru
ment to its pre-Westertoren method state. Retuning 
the larger, retained bells left little validity to this 
argument. 

The antiquarians who by law had to approve re
quests to retune, and who together with the State 
Dept. of Monument Care had always so vehemently 
opposed it, had gradually retreated from the scene. 

It was evident more and more that the risk element 
in tuning historic bells was not nearly as great as its 
opponents had suggested. What was more, retuning 
permitted one to retain more old bells in the carillon 
than when no tuning was performed. This stand
point was clearly based on the argument that the 
instrument should contain as many original bells as 
possible. This paints a totally different picture than 
the standpoint described in the last paragraph, 
which calls for retaining all the original bells in their 
original, unretuned state, even though it means re
moving some of them from use. 

The chart below correlates the restorations of the 
sixties. Besides the year of restoration, it indicates 
how many old and new bells the present instrument 
contains and the location of the bells removed from 
use. Please refer to the main table for further infor
mation regarding the carillons. 

Year City and Tower 

1959 Amsterdam, Westertoren 

1960 Rotterdam, St. Laurens 

1962 Maastricht,CityHall 

1962 Weesp, St. Laurens 

1963 Delft , Nieuwe Kerk 

1964 Amsterdam, Palace 

1965 Amsterdam, Oude Kerk 

1966 Gouda, St.Jans 

1967 Alkmaar, 
Weigh House 

1968 Haarlem, St. Bavo 

1975 Schiedam, St.Jans 

old - new Location of 
unused bells 

14- 33 in the tower 

28-21 towerof 
Delfshaven 

17 - 26 various locations 

20 - 16 in the tower 

18- 30 in the tower 

9 - 38 in the cupola 

14 - 33 in the tower 

16 - 33 in the tower 

9 - 38 Grote Kerk and 
KapelTower 

10 - 3 7 Bakenesser Tower 

14-25 PublicWorks 

In this chart, all are Hemony carillons except for 
Alkmaar's Weigh House, cast by Melchior De Haze 
and Schiedam's St. Jans, from the foundry of 
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AndreasJozefVan den Gheyn. The restorations were 
performed by Eijsbouts; the Advisory Commission of 
the Netherlands Carillon Society generally had deter
mined which historic bells could and could not be 
used. The list raises the question whether these in
struments may still be called historic carillons. Does 
the same not apply to buildings destroyed in the war, 
such as St. Laurens Church in Rotterdam, for exam
ple, that afterward was rebuilt in the original style? 
Not to mention the authenticity of city centers rebuilt 
after the war, such as Gdansk's! 

Objections to the Westestertoren method 

Although in the l 960's most carillonneurs supported 
this restoration technique, a resistance to it began to 
grow. There were two reasons for this: 

In the first place, there were those who began to 
question more and more if the rigorous changes were 
really justified. They were more in favor of retuning 
and therefore retaining more bells, even if their tim
bres were not as good as some of the others. They also 
proposed a less stringent norm for retuning so that it 
could be performed less drastically. This did mean 
that it was necessary to lower the pitch even more, as 
seen in figure 4.5. But was that really so objectiona
ble? Not at all to this idea's supporters, who accepted 
only one firm restriction: a limit must be imposed 
when lowering a bell 's pitch. As mentioned earlier, a 
safe margin for retuning is 75 cents lower, maximum. 
Only when this is adhered to need one not worry 
about negatively influencing the timbre. The objec
tion to lowering the pitch to this extent faded more 
and more, even though it concerned Hemony bass 
bells that were beautiful to start with. 

In the second place, the timbre inherent in carillons 
with bells cast to the heavy profile began to lose in 
popularity. This was especially true concerning the 
use of this profile when restoring historic carillons. 
This development was unquestionably brought on by 
the then blossoming interest in early musical instru
ments and recognition that they were worthy entities 
unto themselves. 

During preparations in the mid-sixties for the restora
tion of the Hemony carillon of 1661/62 in St. Bavo 
Church at Haarlem, both of these aspects came fully 
into play. As the carillon was considerably corroded 
by air pollution, the suggestion arose to retune (i.e. 
lower the basis) more than normal and to relax the 
strict tuning norms somewhat. This time, however, 
the suggestion did not emanate from the bellfounder 
but from several highly respected musicians. In spite 
of their arguments that a slightly or even strongly 
beating bell tone did not harm the timbre, or that the 
minor impurities together with the beats combined to 
impart the sound with a more human element, nei
ther the advisors nor the bellfounder concerned were 
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persuaded to adopt their standpoint. This was partly 
or even completely due to the fact that these musi
cians considered beating and slight out-of-tuneness 
to be typical qf the sound of historic bells. But this 
assumption wt s not based on a single historic docu
ment or other1source. It was patently untrue. 

The musicians' arguments were indeed in vain, as the 
St. Bavo carillon was ultimately restored according to 
the tried-and-true Westertoren method, with the aim 
of creating a perfect concert instrument. The diffe
rence this time was that the unused bells were not to 
be hung mute in the tower or stored, but would be 
used to create a two-octave carillon for the tower of the 
Bakenesser Church, which had previously housed a 
nearly identical Hemony carillon. This had been sold 
for scrap by the city council in 1795, which serves to 
illustrate the depth to which interest had fallen for this 
endemic bell music. 

With this the tale is not told, however. The partie's 
involved agreed on yet another scheme. The St. Bavo 
carillon would be a first-rate instrument with origi
nal, well-tuned Hemony bells and Eijsbouts replicas, 
and with the best playing action available (and pre
ferred). This cleared the way for using the Bakenesser 
instrument to realize the theories concerning recon
struction of antique carillons. That meant using not 
only historic bells, but an original playing action, as 
well. Given the many discussions on old organ ac
tions, the notion was gradually taking form that caril
lon timbre was not solely attributable to the bells but 
to the action, as well, consisting of the baton-type 
keyboard and the connections from baton to clapper. 
With this an entirenewelementwasintroducedin the 

. arena of restoration, one that would encounter many 
obstacles and pitfalls . 

Before embarking on this new element, we shall bid 
farewell to the Westertoren method of restoration. 
The St. Bavo carillon was practically the last to un
dergo this in 1968. The reason for this was not only 
that new ideas were winning from the old. The Haar
lem instrument also happened to be one of the very 
last corroded instruments in need ofrestoration. Only 
one more rigorous project would be undertaken with 
the AndreasJozefVan den Gheyn carillon from 1786 
in the towerofSt.Jan at Schiedam (fig. 4. 7). The 1975 
analysis revealed that it was extremely corroded; the 
highest bells had dropped fully 7 5 cents in pitch. Even 
lowering the basis more than normal and using the 
most flexible of tuning norms could not save this 
carillon. All the bells in the two highest octaves (strike 
tones c#3 through c#5

) were put into safe storage. The 
Eijsbouts bells that replaced them, while based on 
their sound and tuning, were lighter in relation to 
previous projects. Apart from that, it was no wonder 
that the Schiedam carillon's corrosion had been so 
severe, considering its location in the then extremely 
polluted region around the mouth of the Rhine! 



4.6 The Westertoren at Amsterdam, that houses a carillon by 
Franfois Hemonyfrom 1659. 

The comment regarding the thinner replacement 
bells for Schiedam is not meant to give the impres
sion that this had never been done before. The prin
ciple had been applied with the De Haze carillon in 
Alkmaar's Weigh House Tower in 1967. The reason 
in this case is interesting. Restoration architect C.W. 
Rooyaards had an influential role in the restoration 
of the two De Haze carillons at Alkmaar. He persis
tently lobbied to retain the original De Haze timbre. 
It is interesting to note that more than twenty years 
later the same profile would be used for the recon
struction of the De Haze carillon at the Escorial near 
Madrid. 

The playing action is also important! 

It is quite noteworthy that the subject of historic 
playing actions, first raised in the mid-1960's, was 
only discussed seriously in 1972, when the Hemony 
carillon was reconstructed for Haarlem's Bakenesser 
Tower. Even stranger is that the stimulus came not 
from carillonneurs but from other musicians. Draw
ing from their experience with restoring organs, for 
example, they correctly reasoned that the essence of 
these instruments was certainly not limited to their 
pipes alone. Why, then, should this be so with the 
bells of a carillon? 

Not until the 1970's did the idea gradually arise that 
a historic carillon is not simply a carillotl with histo
ric bells and a modern ·playing action. Expressed 
more succinctly, the more modern the playing me-

chanism, the more modern historic bells sound. This 
axiom is by no means limited to the tonal influence of 
old iron clappers, for instance. We refer here to the 
influence the action has on playing technique and 
consequently to the repertoire the carillonneur is 
compelled to choose. We are not referring here to the 
automatic playing drum! That is a completely diffe
rent facet of the historic carillon. 

The reason that carillonneurs have never shown 
much interest in antique playing actions could be 
that they do not aspire to play on carillons with his
toric actions. They are evidently apprehensive of 
crude baton-to-clapper connections and anything 
that will hinder their playing. We shall return to this 
delicate matter later. First we shall summarize the 
elements that determine the tonal character and 
playability of the carillon: 

l. Firstly, the bell itself, whereby the factors determi
ning sound and tone are the profile, the composition 
of the bronze, the quality of the pouring, etc. 

2. Secondly, the clapper is important, particularly its 
weight, the material of which it is made and its 
shape. For example, a heavy, soft clapper produces a 
more prominent hum tone than a light, hard clap
per. 

3. The distance between the bell and the clapper 
plays an important role. The closer the clapper is to 
the bell wall, the softer ( on average) it will strike, and 
the rounder the tone will be. 

4. Now we come to the action, itself, i.e. the system 
by which the clapper is moved to the bell from the 
keyboard. Important are the force the carillonneur 
must exert and the control he has while playing, i.e. 
the degree to which the clappers move extraneously. 

5. The keyboard measurements are also important. 
Is the pedalboard of the old Dutch type or the Fle
mish? Longer keys reduce the necessary playing 
force, but can also decrease effectiveness. 

6. Finally, we mention the tower's acoustics and to a 
lesser extent, the listening area. This point will not 
be discussed further in this essay. 

It is unfortunate that so much more is known about 
the bells than the early playing actions. Corroded as 
they may be, the bells were at least present in the 
towers for inspection. But there is little direct, histo
rical data available on the mechanisms. While vari
ous museums display early keyboards and some of 
the early clappers and hammers are still present in 
towers, there is no documentation tellingjust how all 
these elements were pieced together. This can only 
be derived from information passed-down, or from 
indirect and a few direct sources. 
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Nonetheless, it was determined that the reconstruc
tion of the Bakenesser carillon should include the 
following elements: 

1. Carillon bells by Franc;ois Hemony, 
2. Wrought iron clappers and hammers, 
3. A baton-type keyboard with old Dutch (organ) 

pedals, 
4. The old Dutch breech system for connecting the 

batons to the clappers, 
5. An automatic playing drum and tower clock and, 
6. A tumbler system for connecting the playing drum 

to the hammers. 

Indeed, this type of carillon was inaugurated in 1972. 
It has subsequently drawn very little attention, howe
ver. Carillonneurs are apparently not interested in 
how their instrument sounded centuries ago nor do 
they make the slightest attempt to reproduce authen
tic tower music in our day. Can it be that they are 
interested solely in carillons playable via modern 
actions? The revival movement with other instru
ments presumably does not apply to the carillon. 

A pragmatic balance; and what of the playing 
action? 1972-present 

Carillon restorations in this period 

For the sake of objectivity, we must relate that the 
shift that occurred after 1972 with regard to c_arillon 
restoration was not solely due to changed attitudes on 
the matter. The carillons in need ofrestoration after 
that year were much less corroded. Further, those 
concerned had become more flexible when it came to 
enforcing tuning norms. Both of these factors allowed 
for nearly all the original bells to be retained in the 
instruments. In this light, the beautiful Hemony ca
rillons were restored in the Dom Tower at Utrecht 
(1974) and the Martini Tower at Groningen (1984). 
The following table lists chronologically the instru
ments that were restored in this period. More com
plete information is contained in chapter 13. 

Year City and Tower Mostimportantfounder(s) 
and year 

1972 Leeuwarden, City Hall 1686ClaudeFremy 

1972 Veere,CityHall I 734PeterVandenGheyn 

1973 Amersfoort , 1859 Fran,;ois Hemony 
Our Lady's Tower 

1974 Utrecht, DomTower 1664Fran,;ois& 
Pieter Hemony 

1977 Kampen, NewTower 1659Fran,;oisHemony 

1979 Nijmegen,St.StevensTower 1734/6J.Levache/P.&M. 
VandenGheyn 

1982 Enkhuizen, Dromedary 1671 Pieter Hemony 

1984 Groningen, Martini Tower 1663 Fran,;ois Hemony 

This method was actually not entirely new. The in
struments of Andreas Jozef Van den Gheyn, in con-
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trast to Hemony's, had posed no problems whatso
ever with respect to the third octave. His instruments 
were also installed in less densely populated areas 
than Amsterdam and Rotterdam. The two Van den 
Gheyn instru_ments in question are in the small towns 
ofSchoonho~en and Nijkerk. These were restored in 
1963 and 1960/61, respectively, whereby nearly all 
the original bells were retained. 
This list contains still more . Cast in 1686 by Claude 
Fremy, the hapless student of the Hemonys, the 
Leeuwarden c;arillon was poorly retuned before the 
war by Van Bergen . When Eijsbouts was contracted 
to restore it in 1972, yet another tonal correction was 
therefore necessary. This included a further lowering 
of the basic pitch. Notwithstanding, the instrument 
now sounds excellent, in spite of the fact that the 
lowering of the diapason was performed to the abso
lute maximum. 
To close, we mention the beautiful Groningen caril
lon that by being last in line escaped disaster. In the 
sixties a plan had been drawn up to replace the two 
highest octaves with new, powerful bells plus a fourth 
octave, i.e. the Westestertoren method. The surplus 
bells were to be used to make an automatic carillon for 
the Academy Tower of the University ofGroningen. 
By the time this restoration could finally be carried 
out the views on restoration had luckily changed. 

Playing action of ancient carillons 

Returning to this sensitive subject, we gingerly at
tempt to comment on the how early carillons were 
outfitted.9 The most important elements have been 
summarized in connection with the reconstruction of 
the Bakenesser carillon at Haarlem, but further de
tails will be useful here. But first one should ask just 
what a musician expects from a restored carillon. In 
connection with this, we can pose two questions: 
- Which playing technique will be used: the old 
Dutch manner, now abandoned, in which the sepa
rate bell attacks dominate, or the Flemish style, that is 
more flowing with closely-knit tones and sustained 
tremolando in the foreground? 
- Shall the music to be played on the restored carillon 
consist chiefly of pieces from the time when the instru
ment developed, assuming this music is available? Or 
will the choice fall on a modern or completely general 
repertoire? 

If these questions are placed in the context of contem
porary musical practice, it would seem certain that 
one would choose the modern playing technique 
based on the Flemish manner of playing, even for the 
historic carillon. Further, one would play early mu
sic, but would by no means limit it to that. Lastly, the 
grandest gesture to history is taking into account the 
requirements posed by the mean tone temperament. 
Enough said. 

Musical practice is quite a different matter with other 



4.7 The 1786carillon byAndreas}ozefVan den Gheyn in one of the 
tower openings of the St.Jan Tower at Schiedam. During the 
restoration of 1975, it was discovered that this carillon was 
extremely corroded. 

instruments. Recitals in authentic styles are com
monplace and The Netherlands even has the widely 
acclaimed Orchestra of the 18th Century that em
ploys original instruments or at least faitl}ful copies 
to bring new life to music of that period. Evidently 
this new approach to early music adds an extra di
mension to the musical experience. Why not some
thing similar with the carillon? 
Are we to assume that the historic carillon, with a 
few favorable exceptions, may have had beautiful 
bells but otherwise was a very primitive musical in
strument that would only emerge from that phase of 
its development with the advent ofJefDenyn in the 
first decades of this century? Assuming this does 
great injustice to the early history of the carillon. 

That the technical possibilities of the present day 
instrument are vastly superior to those of bygone 
times certainly does not rule out that the past had its 
own specific style of carillon playing. It was un-
doubtedly different and also generally simpler, but 
does that mean it was inferior? In this context we cite 
the Swedish musician who once remarked that the 
Dutch carillon style of playing so many bells toge
ther or in rapid succession robs the single bell of its 
eloquence. Is there a lesson to be learned, historical 
and otherwise, from the fact that in countries where 
the carillon is scarcely known only simple musical 
settings are appreciated and understood? Is a simple 
setting necessarily of less artistic merit? 

In a previous study 10 the author attempted to affirm 
that Denyn's influence was indeed of crucial impor
tance. It was he who transformed the carillon, at the 
end of the last century, from a simple percussion 
instrument to one capable of producing countless 
nuances. A clear analogy exists between the transi
tion from harpsichord to pianoforte and the transi
tion from the old carillon to one which could pro
duce, in Denyn's words, a sustained, singing tone. 
This is not the place to develop this theme, however. 
We wish only to serve as a chronicler and not as a 
critic of the contemporary carillon art. The only con
clusion appropriate here is that condemning the Ba
kenesser metpod is directly related to the wish to 
play in the contemporary style, whatever that may 
be, but not at all to the issue of whether this method 
may be considered authentic. 

Automatic drum music 

The numerous articles on carillons nearly always 
ignore the fact that since its inception the instrument 
has also been played automatically. Each quarter is 
marked by a melody. At the full and half hours this 
lasts one, two or even three minutes; at the quarters 
just for a moment. Until recently this continued day 
and night. To foreign visitors, this is first and fore
most what the carillon is all about. The well-known 
18th century music critic, Charles Burney, found it 
very annoying during his trip through The Nether
lands. But was it not Franz Liszt who heard the 
automatic playing of the Hemony carillon at Zalt
bommel during his boat trip on the Waal River, and 
was so charmed by it that he ventured ashore to pay 
a visit to the local carillonneur? To the Dutchman 
this music is pleasantly commonplace. To the Dutch 
carillonneur it now and then seems like a substitute 
for the real thing. But to foreign visitors it is often the 
most characteristic aspect of the Dutch carillon. 

Kalf also followed this line of reasoning in his famous 
article in 1953. 11 He had no objection to adding bells 
to historic carillons as long as the number connected 
to the drum remained the same. To quote him liter
ally: "I have no objection to increasingthe number of 
bells, provided the playing drum remains connected 
only to the bells of the original carillon, so that the 
old repertoire can be heard in the old manner." The 
old repertoire in the old manner! No musician seems 
amenable to that idea. 

The somewhat lukewarm regard for automatic caril
lon music in The Netherlands is also illustrated by 
the fact that very little information is available about 
these playing drums. In the past each instrument 
was equipped with one and presently a reasonable 
number still are. This lack of information may result 
in the figures in the the following table being slightly 
inaccurate: 
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Drums from the centuries 

still present in 1945 

still present in 1990 

still in use in 1990 

16th-19th 

40 

38 

28 

20th 

32 

28 

15 

Among the 17th-century playing drums are particu
larly splendid works of craftsmanship by J uriaan 
Sprake! and his nephew Willem, or their contempo
rary, Jan Call. The modern variants are also cer
tainly commendable, most of which were made by 
Addicks or Eijsbouts. 

As shown in the table above, more than twenty 
drums have been taken out of use during the past 
forty-five years. These have been replaced by types 
that are easier to operate: the electromagnetic me
chanisms that are driven by perforated band systems 
or computers. Many of the now dormant drums can 
still be found in the towers; removing these colossal 
cylinders is no mean task, and there they are out of 
the way, as well. Many that have been removed have 
found a safe haven in the National Carillon Museum 
at Asten. 

The drums still in use did not survive the onslaught 
unscarred. Even before the war the weight-drive as
semblies of many drums had been replaced by elec
tric motors. This continued after 1945 and now 
there is barely a drum left in its original mechanical 
state. This is ofno consequence to the listener in the 
street; the bells sound no different through these 
changes. 

More and more people began to request the silencing 
of the drums during the night, thereby abandoning a 
centuries-old tradition. The introduction of the elec
tric-motor-drive assembly made this possible. Ne
vertheless, there are still several playing drums in 
The Netherlands, such as the one in the Utrecht 
Dom Tower, that allow the carillon to continue play
ing, unwearying, throughout the night. This can be a 
nuisance to visitors unused to these nocturnal sere
nades, who find them more disturbing than plea
sant. But they have never felt what the child living in 
the shadow of the tower feels as he snugly rolls over 
in bed at that familiar, reassuring tune. The author 
experienced this during his youth in Kampen to the 
sounds of the Hemony bells in that city's New To
wer. 

The drum has its limitations, of course. Many turn 
irregularly and sound it, too. This has led to impro
vements, such as replacing the historic fixed pegs 
with adjustable ones. This was done in the beginning 
of this century in the Dom Tower at Utrecht and in 
1956 at The Hague, but these remained exceptions. 
The preferred solution was the modern variant of the 
playing drum, the far more accurate electromagnetic 
playing hammers driven first by perforated band 
systems and now by computers. However, this has 
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changed the sound of the carillon. With the drum, 
the bells are struck by freely falling hammers. The 
electromagnetic hammer is driven sharply toward 
the bell, which results in an audibly different timbre. 
After several decades a reaction to this was inevita
ble. The call or the return of the old playing drums 
with their of~en staggering sounds is getting louder 
and louder. Was it not Kalfwho charged forty years 
ago that carillonneurs had no appreciation for that 
antique sound? 

Reflections on forty-five years of carillon 
restorations 

Until now the discussion has nearly always focussed 
on how the bells, themselves, should be restored. 
Historic playing actions and keyboards have scarce
ly been mentioned. The rejection of the Bakenesser 
method and ignoring of that carillon prove this . May 
those in the carillon world actually speak of restora
tion? Are they genuinely interested in the carillon as 
it was in bygone times? Wouldn't they much rather 
have a well-playable instrument, allowing it to re
tain its historic elements as long as they do not stand 
in the way of contemporary playing styles and tech
niques? 

The problem can be stated in more general terms by 
asking one's self if what is understood as genuine 
restoration really deserves to be called by that name. 
Suppose that we not only knew precisely a carillon's 
original state, but were able to restore it to that state. 
Even then, that carillon would not be what it once 
had been, because the audience has changed and 
hears other music played on it, or at least played 
differently than it would have been when composed. 
Today's listening environment bears no comparison 
to yesterday's. The same carillon music punctuated 
by a creaking carriage would be perceived quite dif
ferently when heard to the screeching ofajet fighter . 

Taking these thoughts a step further, we would only 
be able to listen to the restored carillon in terms ofits 
comparison with contemporary carillons. It would 
be an added element to our frame of existence, be
cause with that restored carillon, we presume to 
bring back the past. That comparison was complete
ly nonexistent for the 17th-18th century listener; to 
him, that for-us-so-painstakingly-restored carillon 
was simply part of his era. 

Listening to sounds from the past, removed from 
their context but with music from the period forms a 
contrast with listening to a contemporary carillon in 
a contemporary context with contemporary music. 
Thus we create a past that can only exist thanks to 
the present. It would be wrong to assume that this was 
the past of.our forefathers. Restoration according to 
the true meaning of the word is therefore fictitious. 



Such a conclusion will not bring about a musical 
drama! One must realize, however, that that which 
is termed restoration actually does not deserve that 
label. 

This brings us to the cardinal problem ofrestoration. 
By virtue of the fact that we of necessity must invoke 
an element of the past, we actually add to or alter the 
historic object in the process. This can occur both in 
a material, tangible as well as an intellectual sense 
when we interpret an object in terms of the time in 
which we live. Therefore, any restoration inevitably 
reflects the spirit of the time in which it is per
formed.12 The truth of this statement will be evident 
after reading the book Controversial Restoration {Om
streden Herstel) .13 The monumental buildings it covers 
are presented to the reader in a colorful procession. 
The innumerable photos gradually make it clear 
that restoration, like written history, is in essence the 
interpretation of the past via audible sounds and 

visible images. In that way, and in no other, can we 
attest to our emotional attachment with the past. For 
the past is not a measurable entity separate from us, 
but exists only because we contemplate it. And for 
this reason, a restored object receives its form from 
both measurable entities and the interpreted past. 
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51 Music and playing 
Dutch carillon composers, compositions {and editions 

I 
I 

Jacques Maassen 

Although the carillon has existed in its present form for more than four centuries the repertoire of original works for the carillon is 
quite limited, at least if we restrict ourselves to the period prior to 1900. 
This is an inevitable consequence of the profession: prior to the 20th century, a carillonneur could only be heard during so-called 
market peiformances. His repertoire was intended for a large public and this meant that arrangements and improvisations on well
known melodies were included in peiformances and, in some cases, perhaps one original piece. 

17th and 18th-Century Carillon Music 

In 1655 a collection of works by GoosenJemens van 
Vreeswijck, the carillonneur ofNijmegen, was pub
lished by the printer Jan Colomb in Deventer: 

Den Tweeden Booven-Sank Van de Nieuw-Meegsche 
Fluyten Lourier Crans. 

Although this is obviously music for flute (the publi
cation is intended for the second treble voice) the 
title page states that it is possible to perform the 
anthology on bells 1

: 

Gevlochten ende gecomponeerd vol soete melodieifn van 
Psalmen, Allemanden, Pavanen, Couranten, Galliarden, 
Balletten, Airs, /ntraden, etc. 
Seer konstich gebroocken ende door-sneden op verscheyde 
maniere om met 1 of 2 Fluyten gedurich te speelen tot den 
einde toe, off 2 Schermeyen, off op de klocken ende op 
andere /nstrumenten te gebruycken, het zij in wat manier 
ghij wilt. 

We can assume that this concerns the oldest printed 
Dutch music for the carillon. The description on the 
title page resembles, incidentally, that which is used 
in 't Uitnemend Kabinet, a collection of instrumental 
ensemble music that was printed in two volumes in 
Amsterdam (in 1646 and 1649 respectively). It may 
also be possible to establish a relation with] acob van 
Eyck and his Der Fluyten Lust-hof ( 1649/1654). Both 
Van Eyck and Van Vreeswijck were carillonneurs 
and flautists! However, although we know quite a lot 
about Van Eyck, all that is known about Van Vrees
wijck is that he arrived in Amsterdam in 1669 and 
wrote various works about alchemy! Despite the fact 
that his music is mentioned in the 19th century, 
there is unfortunately not one copy of his work cur
rently extant. 

The compositions for carillon by Jacobus Potholt 
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(carillonneur of the Amsterdam Town Hall from 
1743 to 1782) also disappeared after the 19th cen
tury. These works are mentioned in the Revue 
Musicale of 1834 by the Belgian musicologist Fetis2: 

'j'avoue qu'elles m'ont cause autant d'etonnement que de 
plaisir. Toutes des pieces sont ecrites a trois parties. 
L 'harmonie en est tres pure, remplie d'imitations, de ca
nons, de fugues dont la difficulte serait grande sur un 
clavier ordinaire, et qu 'on serait tente de cmire inexecutab
les sur celui d'un carillon. On y trouve de jolies melodies 
variees par des traits rapides qui exigent une prodigieuse 
agilite des poignets et des pieds.' 

Performing carillon arrangements of all kinds of 
instrumental music occupied an important place in a 
carillonneur's performances in The Netherlands of 
the 18th century and this is primarily revealed in the 
'Beyaertboek van Joannes de Gruytters', a collection of 
pieces which were noted in 1746 by this town caril
lonneur of Antwerp for his own use. 
There are 194 works and approximately two-thirds 
of these are anonymous. The remaining works are by 
internationally renowned composers (Corelli, 
·couperin, de Fesch, Fiocco, Handel, Locatelli, Lully 
and Vivaldi) and a number of less-renowned con
temporary national composers of whom several were 
also carillonneurs. 
Because of the broad scope of these compositions, 
this part constitutes the essential part of the entire 
book. Thus, they occupy as much space as all the 
anonymous works which have been included: nine 
songs and all manners of movements from suites and 
sonatas. The largest number, 81 , are the menuets , 
short works comprising one or two staves and often 
rather simple. On the other hand, with regard to 
character, the 31 marches are more successful. 

Even with the discovery of De Gruytter's carillon 



5.1 All music in the BH"ghuis repertoire is 
written on one stave. The notes which 
are to played on the manual are written 
on the stave. The pedal notes are 
indicated with letters under the stave. 

book in 1922 in the Antwerp archives, carillonneurs 
have had to be satisfied with a small selection from 
this collection, but continually in the form of 
arrangements with the unavoidable stamp of the 
arranger. Therefore, it is of great significance that a 
facsimile edition was published in 1969 by the Eijsb
outs Bell-foundry in Asten, with a preface by Andre 
Lehr and Arie Abbenes. 
In addition to the recently discovered collection 
'Beyaert' of 1728 (is this not perhaps automatic 
carillon music?) , the carillon books by Andre Du
pont ( 1780/85; of very poor quality) and, of course, 
the carillon works by Mathias van den Gheyn 
(which, incidentally, the authenticity of these works 
as original carillon music has never been estab
lished), De Gruytter's carillon book constitutes, up 
until today, the most important source of our know
ledge of the 18th-century carillon repertoire3• 

The Berghuis repertoire 

As the Northern-Netherlands equivalent of De 
Gruytter's collection, and perhaps surpassing it in 
quality, are the carillon books of father and son Johan
nes and Frederik Berghuis which must be mentioned 
here. Until now only a very limited selection of the 
contents of these books has been published which 
gives a very poor impression of the value of these 
works 4. 

These town carillonneurs of Delft, who were 
employed respectively from 1741 to 1801 and from 
1775 to 1835, left behind 44 music books in their 
estate. Fourteen of these books include carillon 
music contammg principally, arrangements 
(approx. 1400) of compositions by more than 100 
composers which are set out on apprnximately 800 
sheets. 
The fact that these books were intended for the caril
lon is effectively illustrated by the range of these 
pieces: they closely correspond with the disposition 
of the carillon in Delft as it was during their period of 
employment there . 
According to accounts by contemporaries, Johannes 
Berghuis and his son Frederik were carillonneurs of 
reknown. These accounts are certainly confirmed by 

the nature of the music that can be found in the 
music books which they wrote. Six of these are by 
Johannes and the remainder were compiled by Fre
derik. A number ofarrangements by Johannes Berg
huis are of a very high quality and have obviously 
been arranged with the carillon definately in mind. 
Some works are even virtuoso in character. 

These music books are located in the City Council 
archives in Delft. In 1986, the musicologist Peter 
Bremer of Utrecht researched the contents of these 
music books using the inventory drawn up in 1984 
by L.J. Meilink-Hoedemaker. From his publication 
one can conclude that the Berghuis repertoire repre
sents an anthology of extreme importance for the 
carillon world . A publication ofa number of works is 
currently being considered. In addition, the collec
tion of carillon books by the town carillonneur of 
Delft Johan Kethel ( engaged from 1855 to 1908) is 
still wholly unobtainable5• 

In view of the fact that no other original music or 
arrangements for carillon were produced in the 19th 
century, the works named above form, by and large, 
an overview of the musical aspects of three centuries 
of North-Netherlandish carillon music. The view 
that the absence of other music was due to the fact 
that carillonneurs essentially relied on improvisa
tion during their performances is , incidentally, con
tradicted by Bremer. During these centuries the 
practice of performing all kinds of transcriptions of 
other music also occurs in the field of organ music. It 
just so happens that most carillonneurs were also 
organists. Of course, the carillon was an instrument 
with a very limited following until the 20th century: 
all in all, one is dealing with about 80 instruments . 
Furthermore, it was an instrument in which, in cer
tain cases, the bells were indeed very good but the 
poor quality of the playing mechanisms certainly 
could not be compared to the superior quality of the 
organs. It is now impossible to make any sort of 
assessment with regard to how responsible the 19th 
century was for this situation. In any case, a lack of 
interest must have contributed to the neglect of 
maintaining the instruments which consequently 
resulted in a laborious type of playing. 
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The present day 

The 20th century has incorporated many changes: 
carillon enthusiasts are becoming more organised, 
the Dutch bell-foundries are gradually (since 1945) 
building up a world-wide reputation, the technical 
state-of-affairs of the instrument is a constant subject 
of discussion, special concerts are organised, profes
sional training is being established, the repertoire 
and its enlargement are serious topics in meetings 
and, last but not least, composers and musicians 
who do not play the carillon are also beginning to 
compose for the carillon . 
Obviously, all this was not achieved in a few years, 
especially ifwe consider that the Second World War 
was responsible for nullifying in a material sense an 
important part of that which had been achieved 
before 1940! See also-chapters I and II. 
In order to obtain a clear understanding of Dutch 
carillon music in the period between 1945 and the 
present-day it is important to first take a look at the 
causes and nature of developments in the years prior 
to that. We can limit the first period up to 1953 as 
this was the year that the Netherlands Carillon 
School was established, a time when the most severe 
economic damage had been corrected and matters of 
purely cultural interest could, once again, be taken 
into consideration. 

However, before actually discussing va!'ious aspects 
of 20th-century Dutch carillon music, a few words 
should be devoted to the notation of carillon music. 
To illustrate, a fragment from a work by Badings will 
be used. It is based on an old Dutch folksong which 
has a similar character to a present-day song for 
children . 

Various playing techniques can be distinguished 
within a predominantly modal idiom (g-lydian). 

The upper stave (the manual, therefore played with 
the hands) has chords with three voices: one of the 
hands will therefore constantly have to play two 
(diatonic) keys. The pedal part (lower stafI) is writ
ten in such a Way that the left and right feet alternate 
with each ot~er. This part constitutes the basis of the 
work. Although there are a considerable number of 
notes one canhot say that the bass bells dominate the 
sound by the frequent use of the same notes (e.g. the 
ostinato mOtive in the first system). 
The tempo is .such that all keys can be struck with 
control; the clapper need only lie a small distance 
from the bell-wall for the last stroke of the hand or 
foot which results in a subtle and expressive tone. 
Although the melody is written rather high it will not 
be drowned out by the bass and middle voices at this 
tempo and because of the manner in which the piece 
is composed. This is assuming that the keyboard and 
playing mechanism are in good repair. 
Dotted notes and ties are, in fact , unnecessary 
because once a bell has been struck nothing can be 
done to affect the duration of sound, they are how
ever necessary for phrasing and clarity. 

The pioneer era 

With regard to the Dutch contribution to the 
development of a repertoire of original carillon 
music, it should be mentioned that J.A.H. 
Wagenaar (town carillonneur of Utrecht from 1879 
to 1894) wrote several works in Utrecht during the 
last decades of the 19th century. His well-known 
Rondino (also known as Allegro-Rondo; written in 
1897) and the Kermisfantasie (Carnival Fantasy) 
which have never been published and are conse
quently virtually unknown, are probably the first 
carillon works from the 'new era' . How much the 
history of carillon music in The Netherlands and 

JI: .A~IA 5. 2 Henk Badings: from 2nd movement of 
Sonata no. I (1949) 

_H•4Y• to,,s..,ro /: , .. 
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Belgium ran a parallel course during these years is 
incidentally illustrated by the fact that the first 
works also appeared in Belgium at this time. Con
sider, for _ example, the compositions of Gustaaf van 
Hoey (Sonate, 1897) and AdolfandJefDenijn. 

If the activities of Wagenaar are still considered to be 
of local importance, those of Jacob Vincent are of 
another matter. This carillonneur from Amsterdam 
who played the Hemony carillon of the Royal Palace 
from 1900 to 1952 attracted great publicity with his 
playing and, because of this, also indisputably 
brought the carillon to the attention of the nation. 
The scrapbooks that he kept during these years 
which contains newspaper clippings are now in the 
archives of the Netherlands Carillon School. They 
reveal to us a musician who was very self-confident 
and who, with some degree of vanity, took great 
pains to promote his instrument. He knew in his own 
obstinate manner how to manipulate the press when 
the question arose of how a carillon should be 
designed. In particular, he aired views which were 
opposed to those of Jef Denijn on this matter, 
although Denijn's views were incidentally shared by 
a considerable number of Dutch carillonneurs6

• 

A missed opportunity? 

Incidentally, it is remarkable that virtually nothing 
is said in these hundreds of press articles about the 
repertoire that Vincent performed. It would seem 
that it was not interesting or important enough to be 
published. Other sources, however, inform us that 
he principally improvised on tunes alternating with 
arrangements (probably arranged by himself). 
Original carillon works were not part of this reper
toire. As the years passed, Vincent became more and 
more distinguished from his colleagues. They played 
original works but, unfortunately, did not have the 
same degree of success with the press. 
One must conclude that Vincent's importance was 
primarily due to the fact that he had a great deal of 
influence with the press and this permitted him to 
inform a very large public in a general way. U nfortu
nately, he did not take the opportunity of introduc
ing a varied and more Dutch repertoire to that 
public7

• 

The first publications 

'Show me the literature of the carillon and I shall believe that 
it has artistic value', declares an appeal in 1916 in the 
newspaper 'De Amsterdammer'. This statement 
was indirectly provoked by Jef Denijn's visits that 
year to a number of Dutch carillons. lfhe ensuing 
highly-impassioned discussions about t~e design of 
these carillons must have undoubtellly seemed 
strange to outsiders since much discussion indeed 

took place about manners of playing but not a word 
was said about repertoire. 
The author of the sentence quoted above had some 
success because after it had been described in the 
bulletin 'Het Muziekcollege' what the typical 
characteristics of the carillon were, a large number of 
composers and composing carillonneurs responded. 
In this way the cultural and historical importance of 
having Dutch carillon music was endorsed by com
posers such as Hendrik Andriessen (Liedje), Alphons 
Diepenbrock (Zeegeklanken), Willem Pijper (Pas
sepied) , Julius Rontgen sr. (Suite) and Gerard von 
Brucken Fock (De Nieuwe Dag). This was already in 
1916! 

As the titles of the pieces reveal, the genres dance 
and song are, according to the composers, the most 
appropriate for the carillon, and preferably in a form 
which is easy for a larger public to follow, in other 
words a folktune or rondo (ground). These forms 
are, after all, based on the principle of simple repeti
tion and alternation. 
Such a view is, of course, not so unusual ifwe con
sider the folkloric character which clung to the caril
lon like a permanent label at that time. On the one 
hand, it is a stamp that emphasizes the function that 
the carillon fulfills in the social life of the Lowlands; 
on the other hand, it must be acknowledged that this 
approach does not always correspond with the aims 
which lead to carillon music of a truly high level that 
also has a contemporary character. 
This is the dilemma which the composer (whether he 
is a carillonneur or not) immediately sees himself 
faced with: do I compose for everybody in a more or 
less comprehensible idiom, or, if not, in a more con
temporary style with the appropriate form and prop
ortions which, from the beginning, will probably 
limit the number of performances to a few special 
concerts? 
In the case of Pijper, Diepenbrock and Rontgen the 
choice was obviously comprehensibility. With 
regard to style and proportions, the works men
tioned are only a reflection of what they wrote for 
other instruments. Perhaps the supposition is cor
rect that these works are only performed because 
they coincidentally concern renowned composers. 
Also the fact that none of them would later bother 
with the carillon points to t_he fact that carillon music 
still had a long way to go before it would be taken 
seriously with regard to its compositions. Neverthe
less, despite their somewhat dated style these little 
works with their classical, down-to-earth approach 
can be considered to constitute the basis of the Dutch 
carillon idiom. 

Julius Rontgen sr ( 1855-1932) his Klokkenspelsuite, op. 70 
was published by the Netherlands Carillon Society 
already prior to 1925 and reprinted by the Netherlands 
Carillon School in 1966. A movement of this work 'Het 
Sneeker klokkespel' (a folk tune from the beginning of the 
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18th century- possibly inspired by the carillon of that time 
which was built by Borchard in Sneek) was arranged for 
piano by Rontgen and published by Augener Ltd . of Lon
don under the title of The Chimes of Sneek. 
Rontgen is also the composer of 12 symphonies, several 
operas, various solo concerti and a large amount of 
chamber music. He was associated with the Amsterdam 
conservatory from 1894 to 1924 and was the director there 
during the last 6 years . 

Dr. Alphons Diepenbrock (1862-1921) composed works 
for choir and orchestra ( a .o. Missa Te Deum, Marsyas, De 
Vogels, Electra) songs ( to texts by Verlaine, Baudelaire, 
Gide, Hugo, Brentano, Goethe, Perk, Verweij) and a 
number of instrumental compositions. Zeegeklanken, which 
was composed during the war in 1916 is actually a rendi
tion of the Dutch, French and Belgian national anthems; it 
was at this period that he also composed songs such as Les 
poilus de !'Argonne, Landstormlied, Beiaard, Debout 
noble et fiere Belgique, Incantation and Le vin de la 
Revanche. Diepenbrock is regarded as one of the most 
important Dutch composers after J.P. Sweelinck. 

Willem Pijper (1894-1947) composed chamber music, 3 
symphonies, several solo concerti and operas in which he 
de\'eloped his own manner of employing polyrhythmic 
and tonality via the technique of composing in 'germ
cells '. Together with Matthijs Vermeulen, Henk Badings, 
Ton de Leeuw and Louis Andriessen, he can be counted 
among the most important Dutch composers of this cen
tury. Highly talented, he excelled in the field of literature 
and pedagogy, and he was a prominent figure in the Dutch 
music world for many years as director of the Rotterdam 
conservatory (from 1932 until his death). 
When his Passepied was printed in 1928, it was described in 
'Onze Torenmuziek' as 'a work which dates from before his fast 
modernistic evolution but which already clearly shows his great and 
peculiar talent '. 

Several carillonneurs also tried their hand at the pre
carious task of composing: Frans Hasselaar 
(Amsterdam) , Joh. W. Meyll (Nijkerk), Willem de 
Vries (Nijmegen) and Hendrik P. Steenhuis 
(Groningen). Their works are mostly compositions 
which the General Carillon Society made use of 
when it embarked on its third objective: publishing 
carillon music. 
The society (it became the Netherlands Carillon 
Society after 1928) occupied itself with collecting 
manuscripts of original carillon pieces right from the 
very beginning. Over the years, several pieces from 
this collection were published by the society itself. 
Usually, one work was published simultaneously; in 
two instances, an anthology was published (1934 
and 1954). 
The thirteen works published individually before 
1934 should especially be mentioned. They were 
printed in large format and always produced by the 
book printer Karel F. Misset in Arnhem with a pre
face by the secretary at that time, P.A. van Westh
reene, with a list of the society's publications and 
varying in price from 30 to 75 cents and always with 
the comment 'carillon music is easy to play on the 
piano'. For the sake of completeness, these works 
were composed by Gerard von Brucken Fock, 
Catharina van Rennes, Julius Rontgen, R. Roobol, 
Frans Hasselaar (carillonneur of the Zuiderkerksto-

94 

ren in Amsterdam) , Joh. W. Meyll, Hendrik P. 
Steenhuis, Willem de Vries, Emile Wambach (Fan
tasia dating from 1916),Jan W. Kersbergen (whose 
father was carillonneur in Delft at that time),Jos de 
Klerk (DansjJ, 'n Proeve voor Klokmuziek, also dat
ing from 191 ~), Willem Pijper and Barend de Bruyn 
( carillonneuri of Enschede) . 

The.first anthology 

In 1934, the society attempted to gain international 
recognition and, in the same year, the N.C.S. pub
lished an anthology on the occasion of the Interna
tional Carillon Competition for composition and 
interpretation organised in Amsterdam. This 
anthology had an edition of 250 copies and had 
accompanying texts in Dutch, French and English8

. 

With the exception of the composition dating from 
1916 by Diepenbrock, it also includes works by 
Wouter Paap, Staf Nees, Geo Clement (both from 
Belgium) and Gladys Watkins (New Zealand) . In 
the Suite Archai'que by Clement we find the remark 
that the work was awarded first prize in the composi
tion competition. 
Several reviews of this anthology were mentioned 
with great pride in De Beiaard ( 12th Yearbook of the 
N.C.S., 1935) as they appeared in several Dutch 
daily newspapers and professional periodicals, and 
in the New York Herald: 

'We don't know any publication on this ·range of music, 
which is better taken care of, has a richer tenor and nobler 
plan than this one, edited by the Dutch Society for Caril
lon-Playing. Artistic sense and sound taste speak from 
each page. This choice collection of compositions for caril
lon must avail greatly'. 

The Suite by Wouter Paap (1908-1981) deserves 
particular attention here. This work can, in fact, be 
regarded as the first more contemporary twentieth
century carillon work: although cast in a more tradi
tional mould it contains 'accessible and appealing 
melodies and natural, tonal harmonies, but some 
degree of evolution cannot be ruled out from the core 
of this work.' Paap employs various harmonies and 
ostinato passages which were not possible in the 19th 
century. His suite proves that 'there is a place for newer 
possibilities of sounds by the carillon within the framework of 
a simple liedform without violating the character of this 
incomparable instrument'. This is quoted from the pre
face of this collection. 

The work, incidentally, was written several years 
earlier; the town carillonneur of Utrecht J.A.H. 
Wagenaar gave the premiere on the Cathedral 
Tower on the 23rd of September 1931. It is remark
able that Paap's style is more modern in his first 
carillon composition than in the 8 works which were 
to follow between 1952 and 19799

• 

How much Paap was able to enthrall with the caril-



5.3 From: Follia, 2nd movement from the 
.suite (1932) by Wouter Paap. 

lon can be illustrated by the fact that he took several 
carillon lessons duririg the 1930s' in order to grasp 
the idiom better; during this period he was also a 
member of the Board of the Netherlands Society for 
some years. Nevertheless, it is more through his 
activities as publicist than through his compositions 
that he has made an important contribution to the 
Dutch carillon world. In particular, his articles and 
statements can be found in the periodical 'Mens & 
Melodie' which he founded in 1946. He also enjoyed 
much respect as an examiner at carillon examina
tions and jury member at competitions. In 1976 
Paap was elected as an honorary member of the 
Netherlands Carillon Society. 

After the Second World War, the N.C.S. resumed 
publishing, but the design was not so elegant any
more. Various formats appeared simultaneously 
with the emphasis on a small and foldable format as 
well as several collotypes 10

. Similarly, as in earlier 
publications, we find carillonneur-composers (Tim
mermans, de Groot, Roelofs, etc.) alongside their 
colleagues who do not play the carillon such as 
Boedijn, Beekman and Bonset. Often, works that 
people still have in their possession are published. It 
w~s thus in 1954 that works were published which 
were awarded prizes in the composition competition 
in Zwolle (1935): Toccatajubilante by Bonset (first 
prize) was published separately; four other prize
winning works (Beekmann, Bruyn, Roelofs and 
Timmermans) are combined in one anthology. 
These are the carillon works most recently published 
by the N.C .S. Photocopy or collotype seems to be a 
more effective and cheaper method, certainly in view 
of the edition which is becoming smaller in number. 

Looking back from this year to the 1920s, we find 
that approximately thirty carillon works have been 
published through the efforts of the N.C.S. However, 
the actual number of original compositions is many 
times greater than this figure; As early as 1925, in the 
catalogue of the 2nd International Carillon Con
gress ('s Hertogenbosch) no less that 83 carillon 

works are mentioned which were written by Dutch 
composers. At the same time, the number of new 
arrangements for carillon is steadily increasing! 

Other developments 

The reader may, up to now, have gotten the impres
sion that the Netherlands Carillon Society is princi
pally concerned with the development of a carillon 
repertoire that is peculiarly Dutch. Nonetheless, the 
most important objective was 'good carillons and 
carillonneurs imbued with love for their instrument' . 
It is therefore only logical that, in aspiring towards 
competent carillonneurs, various attempts were 
made to establish a course in carillon study which 
would be specifically Dutch. After initial attempts to 
introduce such a course of study at the Royal Con
servatory in The Hague failed because of financial 
reasons , the director of the Amsterdam Conservat
ory, Sem Dresden, was approached in 1929 and, 
according to an announcement in 'Onze Toren
muziek' of June 1929, he was prepared to write a 
carillon composition and establish a carillon course 
'if the Sociey would subsidize this course'. The lack 
of resources also lead to this attempt being aban
doned and Timmermans, the town carillonneur of 
Rotterdam, subsequently beginning his own course. 
The Rotterdam Carillon Course was often used as a 
preparatory study before going to Mechelen. This 
situation was to last until 1953 before a fully-fledged 
Dutch carillon course became a reality. 
Without doing injustice to the society's other 
activities, it must be noted that, in general, it is 
mainly the involvement with the installation of caril
lons that concerns carillonneurs. We are referring 
here to the occasionally vehement dispute which 
took place up until about 1930 with regard to the 
various ways which the key can be connected to the 
clapper 11

• 

In this dilemma we findjefDenijn on one side. He 
advocated the tumbler system which had been 
employed for centuries in the construction of the 
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automatic playing-mechanism and which also was 
used for manual playing. The advantage of this sys
tem is a din;ct connection between the manual key 
and the clapper (in contrast to the older breech
system with its wires which often oscillate) that gives 
the carillonneur faster and more solid contact with 
the clapper. For example, the tumbler system per
mits the rapid repetition of notes, the so-called 
technique of playing tremolo. 
And here we have the actual origin of the conflict. 
Denijn's music, and Flemish music in general, is 
characterised by very frequent use of the tremolo. In 
itself it is not so extraordinary while this music is 
romantic in character and therefore concentrates on 
the melody. When this melody is played with tre
molo, it will be even more noticeable and conse
quently enhance the romantic character of the 
music. The tones of the melody are, as it were, pro
longed by the tremolo. This occurs particularly 
when a carillon is hung in an enclosed belfry ( e.g. at 
a height of50 to 60 metres) as the tremolo can contri
bute to producing a more compact homogeneous 
carillon-sound. 
Nonetheless, it is the tremolo that is rejected by 
Denijn's opponents. One hears Wagenaar and Vin
cent say 'A tower is surely no sugar-sifter', and they 
remain faithful to the broek-system. In this context, 
it must be mentioned that the tumbler system 
requires that the bells be hung in rows. In The 
Netherlands, which has many open belfries where 
the bells hang in a circle, the broek-system seemed to 
be the appropriate manner of construction for these 
reasons. 

The dispute was solved around 1930; the tumbler 
has been employed wherever possible since this 
time. The most important musical effect of this tech
nical discussion is the increasing awareness with 
regard to a repertoire specifically intended for the 
carillon. With the exception of the Dutch national 
character, the typical open belfry is also the reason 
here for a musical approach which is more classi
cally/polyphonically oriented. In contrast to Bel
gium, where the tremolo is so ingrained in any style 
that one plays, the Dutch manner of playing is much 
less suited to accommodate this effect. The Dutch 
carillonneur is cautioned about tremolos in the fol
lowing advice in an article by Wouter Paap in 'Onze 
Torenmuziek' from 1933: 'it must be used judiciously in 
playing and must be determined with care and musical respon
sibility'. 
In as far as it is possible to gather, there was, in any 
case, an enervating discussion that year: the prog
ramme for the carillon competition of 1933 men
tions, in particular, a lecture given by Willem Cre
man about 'tremolo'. Given his education at Meche
len, Creman would not have completely seen eye to 
eye with Paap 12

. 

The musical dissimilarities mentioned here also, in a 
certain sense, made themselves felt in the organisa-
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tion of the carillon competitions which the Nether
lands Carillon Society has taken care of since 1927. 
The organising of these competitions had various 
advantages. 
Firstly, competitions can concentrate on instru
ments which,;according to the standards which pre
vailed at that time were, constructed in an exem
plary manner! Furthermore, the element of compet
ing can have a favourable influence on the level of 
carillon-playing. Naturally, within this aggregate, 
the aspect of •publicity for carillon building is not 
entirely unimportant. 
Finally, new compositions can become better known 
by presenting them as compulsory works in competi
tions. And so Kersbergen's Rondino became a 
required work for Utrecht set by the jury at the first 
National Carillon Competition in Utrecht which 
was held on the 29th of August 1927 and three days 
later in 's-Hertogenbosch. For this occasion the work 
appeared as publication no. 10 of the Society. Obvi
ously, this work is better adapted to the broeksystetn 
in Utrecht than the tumbler system that exists in 
Den Bosch. Incidentally, original new carilion works 
by ].A.H. Wagenaar I and II, Jos Reckers, Willem 
Creman and Ferdinand Timmermans can also be 
found in the programmes ofU trecht and Den Bosch. 

A division such as Utrecht/Den Bosch in 1927 is also 
employed in the 1931 and 1933 competitions (resp. 
Rotterdam/Breda and Oldenzaal/Enschede), 
although this division in the latter year is no longer 
made on the basis of the existing type of construc
tion. In Rotterdam, the Passepied by Pijper is com
pulsory and in Breda, the Menuet by J ef van Hoof. In 
1933, the Feestmarsch by Reckers, a composer from 
Utrecht, is a set work for the beginners category; the 
advanced candidates prepare a work by Nees. At the 

· same time in that year a competition is held in which 
carillonneurs can each submit a (new) work. 
There is also a composition section at the competi
tions in Zwolle (1935), Maastricht (1937), and 
Bergen op Zoom (1939). New for Zwolle is also a 
competition in arrangement. 
The improvisation section exists only in Breda, 
Zwolle, Maastricht and Bergen op Zoom. There are 
certain years when extra concerts or lectures are 
given in addition to the competitions 13

• 

Several carillonneurs 

From its inception, the periodical 'Onze Toren
muziek' devoted regular attention to the carillon
neur's repertoire and order of it during his perfor
mances and concerts. The lecture titled 'Wat zal de 
beiaard spelen' , (What will the carillon play) given 
by Jef Denijn in Mechelen in 1922 still plays an 
important role in this matter. This is not only 
because Denijn's thorough inventory and concepts 
are quoted and - adapted to the Dutch situation -
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followed, but also because his ideas sometimes give 
rise to contradictions. The situation in The Nether
lands happens to be different to that in Belgium 
where the carillon ( certainly in those days)· is almost 
always promulgated as a folkloric instrument par 
excellence. Although the carillon's folkloric charac
ter is endorsed in all Dutch publications, at the same 
time there are ruffiings of another sort of repertoire: 
less popular arrangements (Chopin, Grieg, Verdi, 
Toselli of Braga) and more Dutch tunes and original 
carillon compositions of national origin. Sincerity 
necessitates noting that this view is also disputed: 
'the folktune should be regarded as the essence of the carillon 
repertoire '14

. 

It will naturally never be entirely clear how, in real 
terms, this controversy is dealt with. Only when 
publicized programmes exist, will there be any 
understanding of the choice of repertoire and the 
carillonneur's views! It is barely possible to make 
any astute judgement concerning the choice ofreper
toire because no printed programmes are published 
for the weekly market concerts which must, after all, 
be regarded as the most important function for the 
Dutch carillonneur. We should therefore base any 
judgement on the programmes as these are 
announced when this concerns exceptional perfor
mances: the concerts. 
However, before we deal with these it is instructive 
to briefly take a glimpse at a list of arrangements for 
carillon from the period 1923 - 1946. The list 
belongs to J ac. A. Maassen, town carillonneur of 
Breda from 1923 to 1946 and includes works which 
are not yet registered with the author's rights 
organisation BUMA. His repertoire was, in fact, 
actually larger. Thus he composed the following 
works: Nocturne, Preludium en Fuga, Sonate in F 
(1929), Serenade for carillon and brass quartet, 
Suite of Old Dances, Suite (1933), Impromptu, 
Fantasia en Fuga, Scherzo in F ( 1927). These works 
were composed, with one or two exceptions, after 
the installation of the Gillett and Johnston carillon 
in Breda in 1929 15

• 

The first c~ncerts 

The phenomenon 'carillon concert', also known as 
summer evening recital, began in The Netherlands 
in the early 20th century. This recital is different to 
the market recital in several aspects: usually a guest 
carillonneur is invited, the programme is published 
and a special allowance is provided for this. The 
attendance of the press for this is notable: concerts 
are sometimes reviewed in addition to being 
announced. From 1909 there were already occasion
ally exceptional concerts in Nijkerk and Amsterdam. 
Utrecht followed in 191 O; Den Bosch and Rotterdam 
in 1915. From the 1920s there were series of summer 
evening recitals in Arnhem, Breda and Gouda. As 

the number of fully-fledged instruments increased, 
the number of concert series consequently also grew. 
The economic recession in the 1930s did not, how
ever, only bring the construction of carillons to a 
halt, it also had a negative effect on these exceptional 
recitals. 

Rather than giving an extensive analysis of the con
cert programmes from this period, we restrict our
selves to a few examples. Prior to this, the difference 
must nonetheless be mentioned that exists, on the 
one hand, between professional musicians/carillon
neurs who studied their profession with their pre
decessors and, on the other hand, the carillonneurs 
who studied at Mechelen. We omit here the carillon
neurs who, although they may name themselves 
town carillonneurs, nevertheless belong to the categ
ory of amateur-musicians and for whom carillon
playing is perhaps no more than a modest secondary 
activity. 
Representatives of the carillonneurs who learnt their 
profession from their predecessors are Johan A. H. 
Wagenaar I and II (Utrecht),Jacob de Zwaan (Den 
Haag) ,Jac. A. Maassen (Breda) and Jacob Vincent 
(Amsterdam). The latter, nevertheless, estranged 
himselfbecause ofhis attitude during the discussions 
concerning carillon construction to such an extent 
that he hardly gave concerts in other towns. Perhaps 
the quality of his playing, and his programmes 
which heavily featured folktunes, also played a role 
here. 

Johann Wagenaar II 

Wagenaar II (town carillonneur of Utrecht from 
1894 to 1937; he succeeded his father and was subse
quently succeeded by his son in particular, 
employed an unamenable repertoire choice which 
focussed on The Netherlands. This is especially 
noticeable in the programme selections of his songs, 
since, where others placed songs by southern com
posers such as Destoop, Hullebroek and Van Duyse 
on the programme (Denijn's influence), Wagenaar 
selected practically only compositions by Catharina 
van Rennes, Hendrika van Tusschenbroek, Bernard 
Zweers, Johannes Verhulst, Peter van Anrooy, 
Joannes Viotta and Johan van Riemsdijk. The pre
dominant representation here of composers from 
Utrecht is even more emphasized by the inclusion of 
compositions by Wagenaar's 17th-century predeces
sor Van Eyck, while works by Jos. Reckers and Wou
ter Paap are also included in the programme. Add to 
this compositions and arrangements of works by ty
pical Northern-Netherlands composers such as 
Julius Rontgen, Johan Wagenaar (no relation) , 
Hans Brandts Buys and Dina Appeldoorn, as well as 
arrangements by Couperin, Corelli, Leclair and 
Martini, and it will be clear that Wagenaar's pro
grammes are a concoction of classical works and 
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Northern romantic (contemporary) which barely 
give any attention to the romantic arrangements 
which are so popular in Belgian programmes 16 . 

The playing technique that Wagenaar possessed 
(which he learnt from his father) would stir amaze
ment today. He played namely with a flat hand and 

N. A. B. 
v/h BUMA NOG NIET GEDECLAREZRDE ,YER~N VA,l 

DEN H:EZR J .A, L'.r.A.ASSE!,. 

Adagio 
Adagio (Haydn) 
Adagio en menuet (Haydn) 
Air russe (bew.) 
Allegro 
Allegro maestoso 
Amerikaansche negerliedjes (bew.) 
Andante (Fr. Ki.el) 
Andante en menuet (W,A, :Mozart) 
A!ndantino (Martini) 
Aria's (Bellini) 
Aria (Donizetti) 
Aria's (i ,A, Mozart) 
Aria (Rossini) 
Ave Maria (Fr, Schubert) 
Ave verum 
's Avonds 
Avondster-lied (Wagner) 
La bague (Fr, Chopin) 
Le barbier de Sevilla (Rossini) 
Barcarolle (Auber) 
Behiltt dich Gott (Nessler) 
Berceuse (Schumann) 
Bourree (Hlilldel) 
Carmen (Fant.; Bizet) 
Cava tine (Raff) 
Chanson triste (Tschaikowski) 
Duet uit Carmen (Bizet) 
Einzugs Marsch (R, Wagner) 
Elegie (N, Gade) 
.Der Freischtitz (Fant.; ·,ieber) 
FrUhlingslied (Mendelssohn) 
Gavotte 
Gique (Couperin) 
Habanera uit Carmen (Bizet) 
Die Himmel rUhmen (v.Beethoven) 
Ich liebe dich (v. Beethoven) 
In een zomernacht 
Jerusalem (~endelssohn) 
Kerstlied (4st. mannenkoor) 
Die kleine Nachtmusik (Mozart) 
K,J, V .-lied 
Kronings mars ch (L'.eyerbeer) 
Largo saraba nde (Handel) 
Lied (welk?; Baumgartner) 
Lie;t'd aan de avondster (Wagner) 
Liederen (welke?) 
Liederen ~welke?; Beethoven) 
Liederen welke?; Brahms) 
Liederen welke?; Fr, Chopin) 

" " Lortzing 
" " L~we 
" 11 11,A, Mozart 

Liederen (welke?; Fr. Schubert) 
11 

" Schumann 
" " Smits 
" " Valerius 
" " Viotta 
" " Wagner 
" " Weber 

Lieder ohne :forte (Mendelssohn) 
Mazurka (Tschaikowski) 
Melodie (Rubinstein) 
Menuet (v. Beethoven) 
Menuet uit de Arlesienne suite (Bizet) 
Menuet (Boccherini) 
Menuet (Haydn) 
Menuetten (W,A, Mozart) 
Mer~~_ toch hoe sterck (Valerius) 

5.4 Jae. A. Maassen: list of arrangements 1923-1946 
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Minuit chretien (Adam) 
De nacht (Schubert) 
Nina (G,B, Pergolese) 
Nocturne (Fr. O~opin) 
Old folks at home (S,C, Forster) 
Oud Duitsche liederen (bew.) 
Oude Fransche liederen (bew.) 
Oude kerstliaderen (bew.) 
Het oude lied 
Oud-Nederlandsche liederen (bew.) 
Oud-Vlaamsche liederen (bew.) 
Cude volksliederen (bew.) 
Oud-Russisch lied (bew.) 
Panis Angelicus 
Pilgerchor (R. Wagner) 
Pizzicati (L. Delibes) 
Pizzicato (iV .A. Mozart) 
Plaisir d'amour (Martini) 
Praeludium (v. Ghein) 
Rondo 
Russische dans (Tschaikowski) 
Sarabande (Luly) 
Schlummerlied (Schumann) 
Serenade (J, Haydn) 
Siciliane (Pergolese) 
Sonatine { 
Standchen (Fr. Schubert) 
Sterrenlied (R, Wagner) 
Stukken (J, Haydn) 
Suite in C majeur (4 deelen) 
Tambourin (Couperin) 
La tambourin (Rameau) 
Toccatina in F 
Traumerei (Schumann) 
Trio 
Ungarische Rondo (Haydn) 
Vaandellied 
Valse lente uit "Sylvia" (L. Delibes) 
Vlaggelied (W. Smits) 
Volksliedje (Valerius) 
Wals (Joh. Brahms) 
Wala (Tschaikowsky) 
Walzer (Fr. Schubert) 
Wiegenlied (Joh. Brahms) 
Wien Ne~rlands bloed (J.W. Wilma) 
Wilhelmus (bew.) 
Wilt heden nu treden (Valerius) 
Woudklanken (Fr. __ Abt) 
Wij leven vrij (J.W. Wilms) 
Wij zijn de jon~e garde {tekst F.B.J, 
De zilvervloot (Viotta) 
Zuid-Afrikaansche liederen (bew.) 
Chanson {vrouwenkoor) 
La dame blanche 
Die winter is verganghen (Valerius) 
De herdertjes (bew,) 
Hoe leit dit kindeke {bew.) 
Jezus en St. Jannekea {bew.) 
La-Bas (vrouwenkoor en strijkorkest) 
De lente is weer gekomen {mannenkoor) 
Merck toch hoe sterck {Valerius) 
Nu zijt wellecome {bew.) 
O, blomme (koor) 
De profundis {mannenkoor) 
Si lea fleurs savaient 
Stille nacht {bew.) 

Frencke 



stretched-out fingers. We may once more quote 
Wouter Paap, 'his playing was least of all bland or vague. 
On the contrary: it had a fixed rhythmic profile. He was 
capable of giving form to the peculiar running sound of the 
bells; his musical technique was free of unnecessary embell
ishments and typically 'Dutch' in its sincerity and sim
plicity '17

. 

The emphasis on national song culture is perhaps 
still the most obvious, for the greater part of prog
rammes, by the presence of songs from 'Valerius 
Gedenckklank'. This concerns a collection of songs 
printed in 1648 which were collected and partly writ
ten by the notary Adriaan Valerius ofVeere during 
the 80-year war between the United Provinces and 
Spain (1568-1648). 
As the hostilities mostly took place in The Northern 
Netherlands and because the song texts mainly deal 
with an event from this war, Valerius Gedenckklank has 
become a national Dutch song book 'par excellence'. 
The use of this book on Dutch carillons goes back to 
the 1920s, the time that the carillonneur became 
aware of the importance of national elements in 
carillon culture. We encounter in the first years of 
the 1920s virtually only improvisations on Valerius' 
song and as it became more and more usual to also 
play compositions, a reasonable amount were based 
on these national melodies. This practice was to 
remain standard until far into the late 1970s18. 

Ferdinand Timmermans and Willem Creman 

The era presently in question was more vigorously 
influenced by several musicians than the above
mentioned carillonneurs who departed for Mechelen 
for their final training as carillonneurs : Ferdinand 
Timmermans (1891-1967; Rotterdam), Toon van 
Balkom (1886-1958; 's-Hertogenbosch) and Willem 
Creman (1895-1970, Zwolle). 
They were not, for that matter, the only Dutch peo
ple who obtained a diploma at Mechelen. In addi
tion to them were, up until 1940, successively: Roelof 
Gort (Almelo, 1926), Toon van Balkom ('s-Her
togenbosch, 1927) Johan Meyll (Nijkerk, 1931), 
P.A. van Langen (Alkmaar, 1932), Cees Roelofs 
(Amsterdam, 1933), Reinout Heering (Leiden, 
1934), Peter Maassen (Breda, 1935), Adriaan de 
Groot (1938) and J ac. Vermaak (Haarlem, 1940). 

Van Balkom and Creman had, for-- that matter, 
played the carillon many years ago after1 first having 
lessons from respectively, Vincent and, after initial 
training with another carillonneur from Amster
dam, Frans Hasselaar (Oude Kerkstoren) . The fact 
that they did this not without merit bears witness to 
the prizes that Creman won during the c~rillon com
petitions in 1924 and 1927. Creman, V}an Balkom 
and Timmermans would later becomd important 
figures for the carillon world, either as advisor for 

carillon construction, g1vmg carillon lessons, 
through their publications or as board members of 
the N.C .S. 
Is it coincidence though, that each of them played at 
least one carillon which had been furnisheo by the 
English bell-founders during this period? We are 
referring here to the Rotterdam Townhall, St.Jan's 
in 's-Hertogenbosch and the Great Tower of Zwolle: 
carillons that were tuned in equal temperament and 
which therefore offered more possibilities harmoni
cally than the old carillons in mean-tone tuning (a 
tuning system which had not yet been rediscovered 
at that moment! ). 

Let us turn to Timmermans and Creman, and in 
particular because they still stood at the boundary of 
The Northern and Southern Netherlands. Or 
perhaps expressed in another manner: they provided 
the impulse for the creation of a carillon repertoire 
which was specifically Dutch through their playing, 
compositions and programme choice. For on the one 
hand, they are particularly suffused with the Flem
ish tradition and its folkloric character and, on the 
other hand, their work nevertheless shows a degree 
of detachment with regard to this same romanticism, 
and is the individual conception concerning the 
instrument's functioning clearly placed at the fore
front in the manner in which the repertoire for a 
(concert) performance is formulated. 
If we restrict ourselves to their accomplishments in 
the area of composition, then it must in the first 
instance come to our attention that Creman's works 
date from the period when he was studying at 
Mechelen, as well as the years which directly fol
lowed: 

Theme with variations 
Improvisation on 'Daar juicht een toon' ( 1929) 
Tempo di menuetto 
Impromptu on the Valerius melody 

'Wie <lat sich selfs verheft temet' 
Ballade 
Romance (5 July 1930) 
Sonatina 
Variations on an ostinato bass Qanuary 1934) 

The works are all written in a romantic idiom but 
they include Cremans' predilection for classical 
lucidity. This becomes clear by his choice of forms; 
also in his Ballade, Impromptu and Romance, 
romantic genres indeed which tend, par excellence, 
to freedom of style, the composer employs the repeat 
principle of song form. 
Creman must have nevertheless realised that there 
was no future for him iii composing carillon works. 
Perhaps also the handicap of his blindness was the 
reason for this, but, with the exception of the Fan
tasia published in 1956, he did not compose any 
other works. His book Elementary Exercises for the 
Art of Carillon Playing which was also published in 
the same year does however contain several small 
works written by him but these were written primar
ily for pedagogical reasons 19• 
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Ferd. Timmermans also began composing, as did 
Creman, during his studies in Mechelen. With the 
exception of an inconsequential Dansje which was 
probably written for another instrument and later 
arranged for carillon, his first compositions must 
have been composed as a result of the lessons. One of 
the two Preludia from 1925 bears the date of27 July: 
this implies that it was written as an examination 
piece. After this and up until his retirement ( 195 7) 
from his function as town carillonneur of Rotterdam 
and Schiedam, the following works were written: 

Sonate (1927) 
Impromptu ( 1935; awarded a prize during the Zwolle 

composition competition) 
Hollandse Feestdag (Dutch festival-day) : vier 

boerendansen ( four peasant dances) ( 1935) 
Suite I ( 1943) 
Suite II (1949) 
Fantasie and Fugue on the Valerius tune 'O Heer die 

daar des Hemels ten ten Spreidt' ( 1955) 

In addition Timmermans composed several other 
small works20 . They were probably intended as prac
tice music for students whom he taught from 1920 in 
Rotterdam in his own carillon class. These carillon 
lessons were given under the auspices of the Rotter
dam music schools and took place on a practice key
board in the town hall2 1• 

With the exception of the Impromptu ('hommage a 
Chopin' , a musical bull's eye), Timmermans music 
is somewhat short-winded. In several c__ases , one can
not actually speak of original compositions but 
rather of song arrangements thus, for example, both 
the 2nd Suite and Hollandse Feestdag are based on exist
ing material. On the other hand, it can also be said 
that the harmonic simplicity of his compositions 
renders his music more accessible to the people. 
Although Timmermans is less gifted as a composer 
than Creman, it must nevertheless be acknowledged 
that Timmerman's works were more influential. 
From the beginning they were frequently performed, 
this was partly due to the fact that Timmermans had 
access to means of copying his music and students to 
play it. Conversely, Creman's music was only pub
lished from the 1960s and consequently, and 
unjustly, never reached some carillonneurs. 

Programme selections 

Both Creman and Timmermans gave many concerts 
during their careers. Creman went as far as to desig
nate his standard performances at Zwolle as con
certs. But, as previously stated, there are no prog
rammes which prove that he made this distinction 
clear. 
To reveal how he formulated a concert programme is 
best done with an example. We use the programme 
book such as that which was published in Breda 
during the summer of 1935 for the occasion of the 
brass-band and carillon concerts. 

100 

In this series, Creman paid his respects in the com
pany of the carillonneurs Staf Nees (Mechelen), 
Johan de Zwaan (Den Haag), Peter and Jae. A. 
Maassen (both Breda). In addition there are also 
several conderts given by brassbands; brass and 
carillon pla~ed together during the odd concert. _ 

B E I A A\ R D C ON C E RT 

OP VRIJDAy 16 AVG. DES AVONDS 

TE 9 UUR, pooR WILLEM CREMAN, 

STADSBEIAARDIER TE ZWOLLE. 

p r o a m m a 

I. Concerto . . . . . . . . . . . . . . . . A. Vivaldi. 
2. a. Brde voor hct Vaderland 

b. Stort tranen uyt schrcijt luydc 
c. Al uw boos' aanslagcn 
d. Korn nu met sang van 

sortc tonc:n 
3. Prclud ium G. kl. tcrts .... .. J('f Dcnijn. 
4. a. Zom('r ...... . .. . . . .. J. C. Andrae. 

b. Als de blocmcn droomen 
J. C. Anderson. 

c. Hrt lied van den smid, Fr. Andelhof. 
d. Naar buiten ... .. Cath . van Rcnncs. 

5. Variaties over 'n ostinate bas W. Creman. 
a. The ma. b. Variatie I; serioso. c, d, e,: 
Var, II, Ill, IV. Con moto. F. Var. V. 
Pastorale, G. Var. VI: tempo di gavotta; 
h. Var. Vil: tempo di mcnuctto. j. Var. 
VIII: Hollandsche Boerendans. K. Var. 
IX: Avondliedje. L. Var. X: Spinners
liedje. m. Var. XI: Lento. N. Finale, 
Fghetta. 

6. a. Jezus' bloemhof. (Oud Ncderl. lied) . 
b. Vesperzang. . . . . . . . . . . Bortniansky. 
c. Wiegenlied . . . . . . . . . Bernhard Flies. 

7. Nocturno voor Beiaard, Jacq. Maassen. 
8. Rondino . . . . . . . . . . J. W. Kcrstbergcn. 
9. Dansje .. . ..... .. ...... Jos. de Klcrk. 

5.5 Concert programme by Willem Creman, Friday August 16th, 
1935 in Breda. 

Creman's programme selections essentially follow 
the general views that were valid concerning pro
grammes: an alternation between tension and relaxa
tion, improvised or arranged folk tunes, original or 
arranged compositions. This classical structure was, 
however, given a very unusual supplement through 
the inclusion of not less than five original composi
tions and these were by Denijn, Maassen, 
Kersbergen, De Klerk and Creman himself. 
Works of Kersbergen and de Klerk have already 
been previously mentioned: they were among the 
first carillon works to be published by The Nether
lands Carillon Society. Their romantic counterparts 
are, in addition to Preludium by Denijn, above all 
Maassen's Nocturne , a large-scale and virtuoso work 
that is written entirely in the Flemish tradition. Cre
man's own work ensured the placing of an easily 
accessible but certain classical touch. 
If one adds a couple of song selections to the five 
original carillon works, of which, it is now naturally 
not clear. whether they were improvised or per
formed as an arrangement during the concerts, but 
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from which it is indeed clear that they are Dutch in 
character (Valerius and Van Renn es among others), 
then it will be patently obvious that this was quite an 
extraordinary programme for its time. Here is a 
Dutch carillonneur who performed a repertoire 
which warmly advocated development of the instru
ment and its own repertoire in The Netherlands it
self. 

From 1953: organisational influence 

No period in the history of the carillon is character
ised more by the concept of quantity than that after 
the Second World War: the increase in the number 
of carillons grew formidably and so did the number 
of carillonneurs and recitals . A logical consequence 
of this is naturally also the increasing necessity of 
music for both market and evening recitals. 
In the first instance, it is due to The Netherlands 
Carillon Society and the Netherlands Carillon 
School that the advancement of the repertoire 
indeed happened. Both made use of the possibilities 
that the Dutch government had to offer and also the 
modern copying techniques. A large number of pub
lished arrangements and mainly original works writ
ten for carillon are the result of all this. 

Support from the government 

The continually increasing support after 1945 of 
musical activities by the government is, in general, of 
great significance for the Dutch repertoire and for 
the carillon repertoire in particular. We should dis
tinguish here between the National Government and 
several organisations at provincial or local level. 
Through the medium of commissioned works, it is 
sometimes possible for the composer to be paid for 
his work(s): sometimes in the form ofa stipend for a 
limited time, but mostly he is requested to compose a 
work with a somewhat specific idea in mind for a 
(us~ally standard) honorarium. 
In addition to the State as the most important source 
of commissions (presently advised by commissions 
from the Fellowship of Composers), subsidizers as 
the Rotterdam Art Society ( established in 194 7), the 
Johan Wagenaar-Stichting, (Den Haag 1947) and 
the Amsterdam Art Advisory Bureau ( 1950) must be 
mentioned in particular. 
All this is fulfilled by the activities ofthe Donemus 
foundation, the Documentation Centre for Dutch 
Music which was founded in 1947. Among the tasks 
of this foundation are, among others, photographic 
copying of manuscripts, publishing selected music, 
promoting Dutch music through the medium of a 
periodical and a national grammophone tlecord/CD-
label22. I 
This system of possibilities offers the Outch com
poser opportunities to be professionally engaged. 

Whenever a work is actually written the author's 
organisation BUMA takes care of the financial set
tlement. 

The influence that this situation exercised on the 
development of the Dutch carillon music will be 
revealed below when a matter is discussed more 
extensively on that which was created in a city such 
as Rotterdam in the period 1949 - 1990. 

The Rotterdam Carillon Committee 

Rotterdam has no city to equal it as the symbol of the 
reconstruction after the Second World War. 
Severely ravaged by the bombardment of May 1940 
in which the heart of the city was practically razed to 
the ground, economic activity during the five war
years was paralysed as the harbour, the city's main 
artery could not be used. Also the two most impor
tant carillons suffered considerably because of the 
war: the Taylor carillon of the Town Hall ( 1920) was 
requisitioned in its entirety; the Hemony carillon in 
the St. Laurens tower was rendered unplayable until 
1962 as a result of the drastic restoration of the build
ing after the fire of 1940. 
How much the city attached significance to its thri
ving cultural life is confirmed by the fact that a new 
carillon was installed in the Town Hall tower as 
early as 1948. This carillon which had 49 bells based 
on G 0 was founded by Petit & Fritsen and rapidly 
became the centrepoint for many carillon activities, 
which were mainly due to the Rotterdam Carillon 
Committee (R.C.C.) , a department of the Rotter
dam Arts Society. 

The R.C.C., encouraged by the town carillonneurs 
Timmermans and 't Hart and directed for several 
years by the secretary Rob Cornelisse, commis
sioned many carillon works as well as organising 
composition and performance competitions, 
interpretation courses and even an International 
Congress. 
Perhaps a chronological summary of the most 
important activities can still provide the best illust
ration. Whenever a work by a composer was com
missioned, the work is always placed in brackets to 
indicate this2.3• 

1949 Second post-war N.C.S. competition. Commission 
for Timmermans (Suite II) and Badings (Sonata I). 

1950 When a composition competition is held no less than 
67 entries are received; however, no prize is awarded. 

1951 Fifth N.C.S. competition with Preludium by Sjefvan 
Balkom as compulsory work. 

1952 Commission for De Klerk (Hemony suite), Boedijn, 
Van Balkom and Paap (3 Calandsuites, named after 
the architect of the Nieuwe Waterweg, the link bet
ween Rotterdam's harbour and the North Sea). 

1952 Commission Johanna Bordewijk-Roepman (Trip
tiek). 

1953 Commission Henk Badings (Suite IV). 
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5.6 Ferd. Timmermans at the keyboard of the A.J . van den Gheyn 
carillon in Schiedam ( 1930s). 

1954 An excursion was organised for enthusiasts and caril
lonneurs to visit carillons in Rotterdam (with con
certs, of course). 

1954 Commission for Boedijn (Six Aquarium miniatures). 
1955 Seventh N.C.S. competition with commissioned 

work by Timmermans (Fantasy and Fugue) . 
1956 Thanks to a composition competition the following 

works appeared; Boedijn (Archeologic suite op. 147), 
Franssen (Suite Archaique) and Paap (Suite) . Frank
en (Prelude, Fantasy and Rondeau on 2 old Dutch 
melodies) won the !st prize. 

1959 Paap (3 Nocturnes) was awarded a prize in a com
position competition. 

1961 Commission Franken for writing a work for carillon 
and fanfare ( Torenmuziek 1, De Geuzen, the beggars). 

1965 For the Interpretation day courses commissions were 
given to Van Balkom (Kleine Suite), De Klerk (Ciacona 
and Fugue) and Wouter Paap (Sonatine II). The three 
works were performed by several carillonneurs after 
which the interpretation was discussed by a panel of 
composers and executants, in the presence of the 
carillonneurs and enthusiasts. 

1967 Interpretation day II, commissions for Dubois (Suite 
I), 't Hart (Triptiek) and A. de Jong (Fantasie). 

1969 Interpretation day III, commissions for Post ( Varia
tions on a Frisian folksong) and De Klerk (Petite Suite 
Fran(aise) . 

1969 Commission]. Andriessen (Aria al' Aria). 
1972 On the occasion of the World Congress 1972 a com

mission was given to Strategier (Klokmuziek ). 
1977 Interpretation day IV, commissions (already given 

in 1974) to Masseus (Silabe), Franken (Mascarade), 
and Van Amerongen (Triptiek). In cooperation with 
the N.C.S. Music Committee, two Rotterdam caril
lon books were published. 
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1979 Commissions for Franken (Nachtlied, for two carillon
neurs), Borghuis ( Cappriccio Kaleidoscoop) and 't Hart 
(Preludium and Fugue) . 

1985 For the occasion ofa N.C.S. competition, a&oll ·on 
of arrangements (A. de Jong) of baroque was music 
publishef 

1986 Publicat\on of a collection of arrangements with 
Songs by pershwin (G. de Waardt). 

1990 Publication of a collection of arrangements from 
compositions by Jan Robbers (caril!onneur of Rot
terdam, 1771-1830) and compositions by Addie de 
Jong. 

\ 

All in all, ari jmpressive list of compositions and 
rejuvenating activities. Among the compositions are 
works which we encounter years later that would 
become part of the standard (concert) repertoire of 
every carillonneur, in particular, the works by De 
Klerk, Franken, Paap and Boedijn. Franken's com
positions which require the collaboration ofa fanfare 
or another carillonneur give direction for composing 
new genres. 
With regard to the dissemination of these works from 
Rotterdam it can be stated that this was done by 
Timmermans himself up until 1954 by photocopies; 
later on, and in a few cases it concerns works dating 
from before 1954, the works were published via The 
Netherlands Carillon School or, increasingly, by 
Donemus. 
By choosing from one of the above examples for elab
oration it would be possible to create the impression 
that other towns lagged behind in giving commis
sions. The examples given below reveal the contrary: 
195 7 Utrecht, composition competition 
1967 Amsterdam, a collection with 10 etudes. 
1968 Eindhoven, works by Franken and Van Balkom for 

an interpretation course. 
1970 Eindhoven, composition competition with a prize for 

Franken. 
1975 Den Bosch, 'Toon van Balkom-composition 

competition' with prizes for Maassen and White 
(USA). 

1975 Amsterdam, works byde Klerk, Franken, and Van 
Balkom. 

1977 Amersfoort, works by Franken and ' t Hart. 
1977 Dordrecht, Preludio e Arioso by Henk Badings. This 

City Council also incidentally gave commissions to 
Kors Monster for several years . 

1978 Eindhoven, a work by Dijker. 
1985 Tilburg, composition competition with prizes for 

Mann eke and Van de Goor. 
1987 Nijkerk, B. Zwart andj. Maassen after a 

composition competition. 
1985 Tilburg, three works for carillon and wind 

instruments by Jan van Dijk. 
1988 Eindhoven, Air II by Pieper. 
1988 Utrecht, De Toren by L. Andriessen. 

The Netherlands Carillon Society (N C S) 

Firstly, it should be noted that the activities of the 
N.C.S. during the 1950s' and 1960s' were concen
trated on guidance for new carillons and restoration 
of existing one; this takes up a great deal of the time 
that the board members give to the society. In addi
tion to this are aspects such as maintaining the level 



of playing and repertoire, although these were 
gradually more encouraged from Amersfoort after 
the establishment of the Netherlands Carillon 
School in 1953. The organisation of competitions 
and the encouragement of carillon composers 
nonetheless remains an important task for the 
N.C.S. Above all, when the Carillon School began to 
gradually go its own way, the Society kept an eye on 
these activities . 

In was principally in the area of carillon competi
tions that the N.C.S. built up a grand tradition. We 
previously mentioned the competitions prior to 1940 
(a total of six) ; in 1947 this was resumed. From 1963 
the N.C.S. organised its own competition nearly 
every year so that the total for the years from 194 7 to 
1989 comes to 37. 
Although at certain times during these years there 
were doubts about the value of the competitive ele
ment it must nonetheless be noted that the competi
tions, which are indeed held in other cities not only 
contribute to the image of the N.C.S. to an signific
ant degree, but that they also play an important role 
internally: these competitions are ideal for mutual 
social contact and they are excellent opportunities 
for bringing the concept of quality under discussion. 
The regularity with which competitions were and 
are held is certainly not insignificant here24

. 

One of the mediums of maintaining lively artistic 
interest is the commission for a competition: a piece 
may have been_written recently or be a recently pub
lished older work. Although it was not always pos
sible (or desirable) to present a new work, in this 
manner the N.C.S. nevertheless attempted, for a 
number of years, to extend the repertoire through 
the medium of its competitions. Occasionally, com
missions had to be requested years in advance for 
this! 

Several examples of compulsory (new) works: 

1969 Arnhem, Pentekeningen by J enke Kaldenberg. The 
first prize in the composition competition for that 
year on the occasion of the 50th anniversary of the 
N.C.S. 

1970 Leiden, Prelude-Choral by Rien Ritter. 
1972 Dordrecht, Ciacona by Gerrit de Marez-Oyens; 

during the competition day Ritter performed the 
premiere of his composition Sheherazade ( composed 
on commission of the government). 

1974 Amsterdam, Westertoren, Pas de Deux (from 
Mascerade) by Wim Franken. Also, the presentation 
of a collection of works by De Kl erk and,V an Balkom 
took place on this day for the occasion of the 700th 
anniversary of Amsterdam with which they all have a 
musical relationship (resp. Sweelinck-fantasie, 
Klockedans and Sweelinck-citaten. 

1977 Emmeloord, lnscripties by Jacques Maassen . 
1978 Utrecht, Fantasia Te Deum by Albert de Klerk. 
1979 Gel drop, 'Vallende Herfstblaren' by Gerard Boedijn 

(composed in 1939, published in 1977). / 
1982 Den Bosch, Variations on 'Heer Jesus heejt een hojke' by 

Sjef van Balkom. 

1984 Eindhoven, Triptiek by Louis Toebosch. 
1986 Middelburg, 'Pentatone vogels ' by Daan Manneke 

(awarded a prize in Tilburgin 1985). 

The existence of Donemus has already been men
tioned above. When a music committee was set up in 
the 1960s by the N.C.S., contact was quickly estab
lished with this foundation. The result of this meant 
that an end came to publications by the N.C.S. and 
the beginning was made of a separate series of caril
lon music under the joint name of Donemus and 
N.C.S. In 1990 we encounter within this joint coop
eration approximately 140 compositions for one 
carillonneur, in addition to several works for two or 
more carillonneurs and works for the combination 
carillon/brass instruments. In 1976 there was, for 
that matter, a total of 101. In most instances one can 
speak of concert works. Approximately half of these 
are by professional non-carillonneur composers who 
had previously been included in the Donemus-list 
because of their other works. It is precisely these 
composers who, due to their sometimes unorthodox 
approach, make an important contribution to the 
evolution of carillon music. Works are often written 
after a grant has been requested from the carillon 
world; the cooperation with a carillonneur can pre
vent technical inaccuracies. 

The association N.C.S./Donemus has resulted in 
new publications for the carillon world and brought 
these to the attention of another public. For as 
remarkable as it sounds, the instrument (through 
the literal invisibility, of the player in any case) not 
only has to contend with the unfamiliarity of the 
greater public but sometimes also of colleague-musi
cians. 
The journal Sonorum Speculum (later Key Notes), pub
lished in English and German by Donemus regularly 
announced, in particular during the period 1958 -
1968, publications of new compositions, performan
ces and radio recordings documented with 
Donemus. 
Several carillon works registered with Donemus 
were also issued in the series of their own label of 
grammophone records25

. 

As it is unfeasible to name all composers who have 
compositions listed with Donemus, it will, in the first 
instance, suffice to mention all those have 3 or more 
works in this foundation: J urriaan Andriessen, Henk 
Badings, Johanna Bordewijk-Roepman, Karel 
Borghuis, Wim Franken, Leen 't Hart, Oscar van 
Heme!, Harold C. King, Albert de Klerk, Jacques 
Maassen, Rien Ritter, Ferd. Timmermans, Willem 
Vogel, Jose Weyers and Henri Zagwijn. 
How unjust this number-criterium is revealed by 
carillon compositions of Louis Andriessen ( 1), Kees 
van Baaren (1 ),Joost van de Goor ( 1 ), Gu us Janssen 
(1), Daan Manneke (2), Rene Pieper (2), Herman 
Strategier (2) , and Louis Toebosch (2). It is pre-
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cisely this group of (professional) composers which, 
through the fusion of contemporary elements of style 
with the carillon idiom, is of greatest importance for 
the development of Dutch carillon music. We shall 
later return to a number of works written by them at 
a special point. 

The Netherlands Carillon Society I-School 
Music Committee 

As the concert repertoire is principally published by 
Donemus, from 1970 the Music Committee takes the 
publishing into its own hands of those works that are 
less pretentious and, for that reason, more suitable 
for market performances. The Committee is under 
the direction of, respectively, Ype Howeler, Sjefvan 
Balkom, Wim Franken, and Jacques Maassen. It 
was Ype Howeler who, in his function of head of the 
Serious Music section of the radio-broadcasting 
organisation AVRO (and carillonneur of the Oude 
Kerkstoren in Amsterdam!), first established con
tact between the N.C .S. and Donemus. For many 
years Anton van Ooik (carillonneur ofWageningen 
and Zeist) was responsible for the calligraphy of the 
scores and sometimes also those ofDonemus. It was 
possible for people to subscribe to certain series. 
In addition to original works, the N.C.S. series con
tains primarily arrangements, often thematic or 
ordered according to the composer and published in 
small (photocopied) anthologies. The following of 
these, among others can be named: 
- In 1972 several arrangements were published from a 

manuscript of 1728 (later published as Beyaert 1728), 
- The 3 so-called Nijkerkse beiaardboeken, named after the 

town where a competition was held in 1977 (for the 
occasion of the 200 years of existence of the van den 
Gheyn carillon) for compositions based on folk songs. 

- The four collections of Beiaardetudes which were pre
sented to the 25-year-old carillon school in 1978 by the 
N.C .S. 

- The 3 Haarlemse Beiaardboeken, (arrangements from the 
baroque and classical period) which were presented 
during the N.C.S. study day 'about arranging' in 
Haarlem. 

- The 3 anthologies 'Vroeg Romantiek' which came into 
existence as a result of similarly-titled projects at the 
Netherlands Carillon School (1988). 

- The anthology Herdruk van NKV-uitgaven (reprints of 
N.C.S. publications from the period 1919 - 1954) 
(1988) . 

- The anthology of compositions and arrangements from 
the pen of John Courter (1989). 

Since 1984 these publications are also under the 
auspices of the Netherlands Carillon School. The 
series numbers more than 100 titles. 

The Holland Festival 

From 1959 to 1984 the N.C.S. was the yearly 
organisor of an international activity under the flag 
of the Holland Festival. For the first 16 years, this 
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meant an interpretation and improvisation competi
tion for five selected carillonneurs from various 
countries, which was initially held in Hilversum and 
subsequently held in Tiel for several years (see also 
supplement 2/of chapter III). Incidentally, special 
carillon concerts were also held on the opening even
ing of the Holland Festival in various towers often 
with a suitable, modern programme. 

In 1979 the competition-idea was abandoned (partly 
due to the fact \hat another location had to be moved 
to) in favour of an interpretation day in Breda after 
the model of the identically-titled study days in Rot
terdam. This was the beginning of several years with 
the Holland Festival-carillon concerts in which con
temporary works were central. From 1980 to 1982 
theme-concerts, in particular, were organised and 
were given by two specially invited carillonneurs 
who each played their programme in three cities. 
The N.C.S. were able to ensure that commissions 
for composition were given and thus we subsequent
ly saw contemporary programmes which were 
fashioned on works by: · 

1980, Concertfor47 bells by Daan Manneke, 
1981, Prelude, Air et Final by Louis Toebosch, 
1982, Thick and Thin by Guus Janssen. 

The idea of these theme-concerts with Dutch music 
was again abandoned from 1983. Since that time 
carillon concerts can be found in the Holland Festi
val of Utrecht for Early Music; the N.C.S. inciden
tally no longer exercises any influence in this. 

Several incidental publications due to the 
NCS 

Without going into great detail there are a number of 
other works that have been important for the develop
ment of Dutch carillon music which should be men
tioned since they would not have been written with
out the mediation of the N.C.S. We refer here in 
particular to those compositions which the N.C.S. 
has commissioned for the purposes ofits owns presen
tations during the Carillon World Congresses since 
1978, thus congresses in Amersfoort, L0gumkloster 
(Denmark), Ann Arbor (USA) and Zutphen. 
It may be obvious that, for a presentation at this sort 
of international forum, there should be constant 
striving towards those works which give a picture of 
the current trends in the Dutch carillon world. Thus, 
it is not peculiar that a work for brassband and 
travelling carillon (Wim Franken: Torenmuz iek II) 
was chosen in 1978. In a country where the trans
portable carillons from the bell-foundries are found 
in a different place nearly every day, and are played 
more than just coincidentally by the local carillon
neur in combination with other instruments, the 
extension of the repertoire for this genre speaks, after 
all, for itselfl 
The experience during the Amersfoort congress 



gained with the performance of the Felciano's 
'Islands of Sounds' for three carillons in 1978 inspired 
Franken to write a similar work. The result was 
Torenmu;::,iek IV, for three carillons (one of which is 
played by two carillonneurs), two travelling caril
lons, brass instruments, small drum and swinging 
bell. This work was presented in Denmark in 1982 
and later once again performed in The Netherlands 
(Eindhoven). 
The Dutch contribution during the Zutphen con
gress in 1990was based on a similar pattern, albeit in 
another musical idiom: Jan Welmers wrote his 
'Songs' (for 3 carillons plus swinging-bell) in the min
imal style which is appropriately suited to bells. The 
composer took into account the fact that a work with 
such combinations cannot often be performed; 
movements from Songs can be performed in as a solo 
or in other combinations. 

Finally, one more category, for 2 carillonneurs on 
one carillon: Wim Franken wrote 'Le cercle cileste' for 
the World Carillon Congress in 1986 in Ann Arbor 
(Mich. USA). Here he also employed the idea intro
duced in Torenmu;::,iek IV of the shifting sound layers. 
As in his Nachtlied ( 1979) , the first original work ever 
written for this combination, for Franken it was also 
a principle here that the carillonneur who almost 
always performs as a soloist should be able to have 
the pleasure of performing with others. 
And, in a country with so many carillonneurs who 
often live close by to each other, a concert a quatre 
mains is, after all, not difficult to organise! 

Created thanks to the Netherlands Carillon 
School 

When the Netherlands Carillon School was estab
lished in 1953 in Amersfoort the director Leen 't 
Hart immediately began a series of collotypes in 
order to relieve students of the usual copying of caril
lon music for hours at a time. He subsequently there
fore followed the example of his first carillon teacher, 
Ferdinand Timmermans, in more than one respect, 
as the rest of the carillon world, as well as the Amers
foort carillon students, would benefit from this ser
vice which was relatively cheap. 
Taking mean tone tuning into account, which one so 
often encounters in The Netherlands, 't Hart ini
tially made use of mostly arrangements which he 
became acquainted with during his studies in 
Mechelen. He transposed them so that tliey could be 
used on Dutch carillons: compared with Belgian 
carillons, Dutch carillons generally have no Bb 1 and 
eb1 in the bass octave. 
Although the series originally contained many origi
nal works written by 't Hart and his st1i1dents from 
the very beginning, arranging folktunes gradually 
took the upper hand. This lead to a great number of 
works primarily intended for market recitals. Ver-
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satility is thus the best label that the Netherlands 
Carillon School publication series can be given. The 
catalogue also lists per title the compass and degree 
of difficulty. With regard to a number of works, it is 
known that the publisher made adaptations accord
ing to his own insight without informing the per
former of this26• 

We shall deal further with music publications of the 
Netherlands Carillon School below. The signifi
cance of the Netherlands Carillon School in relation 
to Dutch carillon culture is also dealt with in various 
other chapters. 

Publications from 1953 to 1984 

A small analysis of the catalogue in 1984 testified to 
how extensive the series has become over a period of 
thirty years. This year was intentionally chosen 
because the series was withdrawn from the Carillon 
School and continued as an individual list of Leen ' t 
Hart. 
There are around 300 items which are extant. In 
itself, this does not say much as one or two works are 
part of one number ( original or as arrangement) and 
maybe a sizeable collection are part of another 
number with original works/arrangements by one or 
more composers. A quarter of these bear the name of 
' t Hart as being the only author; this section inciden
tally accounts for 40% of the pages in the catalogue. 
The series can be illustrated as follows27

: 

cat. A. 
cat. B. 
cat. C . 
cat. D. 

arrangements made by ' t Hart 
. arrangements by others 
compositions of others 
' t Hart's work 

ca.34 % 
ca. 6% 
ca. 36 % 
ca. 24% 

When one delves further into both of the last 
categories, it comes to one's immediate attention 
that the 'song with variations' genre is particularly 
well represented. There is not less than two thirds in 
't Hart's work which, in the most cases concerns 
songs that always consist of harmonisation of the 
theme followed by several variations28• In such cases 
we can speak of folktune arrangements rather than 
compositions. 
Looking at the series as a whole, the harmonisations 
come to about 24% 29• The following examples of 
compositions are more elaborately worked-out: 

W. Creman, 

L. 'tHart, 

C. Kee, 
A. deKlerk, 

P. Post, 

Impromptu on the Valerius hymn 
'Wie dat sich selfs verheft temet ' 
lnleiding, Lied en Fuga (Introduction Song 
and Fugue) on Wie dat zich zelfs verheft 
temet (Valerius) 
Variatiom on an old Dutch Love song 
Ciacona and Fugue on the Easter hymn 
'O Filii et Filiae' 
Variatiom on a Frisian folk tune. 

(Kee, de Klerk and Post are all composers/non
carillonneurs) . 
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Original compositions 

The assertion that the series aims at general ver
satility is also again confirmed by the original com
positions: this concerns one third including that of 
' t Hart. The largest part of this is based on recog
nisable forms such as passacaglia, suite and varia
tion form and often written in tonal idiom. It is this 
choice of form and idiom with which the works are, 
on the one hand, striking through their lucidity and 
clarity of sound and, on the other hand, through a 
certain short-windedness (which, incidentally, is 
often estimated by the traditionally-oriented public 
as being recognisable!) . 
By the latter it is also our intention to say that caril
lon compositions are mostly small-scale works:a 
musical idea is followed by a new idea or movement 
before any real 'development' occurs. One encoun
ters this , in particular with non-professional com
posers. 
And this is now the heart of our argument. It con
stantly seems to be that there is a large distance 
between the contemporary carillonneurs and com
posers. The carillonneur knows that he is dealing 
with an extremely varied public during his (mar
ket) recitals, he is familiar with the technical pos
sibilities of his instrument but is not trained as a 
professional composer. The opposite is more or less 
true of the composer: he can acquaint himself with 
certain idiomatic aspects and use these within his 
own style but will never completely modify his style 
according to the criteria of quality of the market 
public. Thus one encounters more than once that a 
qualitatively high-standing work is rejected in 
exchange for a simpler work, musically speaking, in 
which the possibilities of the instrument can be 
optimally combined with the recognisability so 
cherished by the traditionally-oriented public. 
This also results in many 'compositions by compos
ing carillonneurs' being focussed on the public, in 
addition to compositions from 'non-carillonneur 
composers', especially those who are traditionally
oriented are attracted to the carillon. It may be 
obvious that it is principally these two groups 
which are to be found in the catalogue mentioned 
above (1953-1984) of the Netherlands Carillon 
School e.g: 

- Sj . van Balkom, W Creman, B. Franssen , A. de jong, A 
van Ooik, F. Timmermans (composing carillonneurs). 

- G. Boedijn, A. de Klerk, W. Paap (non-carillonneurs). 

Of these, Wouter Paap, in particular, has always 
been much involved with the Carillon School 's for
tunes. For many years he was the external jury 
member for examinations; his first Sonatine is dedi
cated to The Netherlands Carillon School. He regu
larly published articles about the carillon world in 
the monthly music journal 'Mens & Melodie'. 

Finally, two other remarks regarding the publica
tion series as a whole. The series can be regarded as 
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being international as not only material from vari
ous countries is used in the folk song category but 
also composers from different countries can be 
found. This Illostly concerns works by (ex) students 
and composets/carillonneurs whom ' t Hart main
tained good relations with, or compositions that 
had not then been published in their country of ori
gin at the time when they were issued (Denijn , Van 
Hoey, Barnes, Van den Gheyn). 
We also encounter works which were originally 
issued in another series, e.g. the Netherlands Caril
lon Society (Impromptu by Timmermans, Studie in Ri 
by Nees, Klokkenspelsuite by Rontgen, Rondino by 
Kersbergen, Suite Archaique by Clement). 
In 1984 the relationship between this series with the 
Netherlands Carillon School ended due to ' t Hart's 
retirement. Leen 't Hart continues independently; 
since then, the Netherlands Carillon School par
ticipates in the publication series of the Netherlands 
Carillon Society ( see above) . 

Leen 't Hart 

It will have become clear to the reader by now that 
the series discussed here bears the personal stamp 
of the spiritual father and only publisher: Leen 't 
Hart. Not only is he present in nearly 70% of all the 
works as arranger or author, he also chose versati
lity as an important criteria which gives the series 
such a special position in the carillon world. 
This can be said for most of his compositions, even 
when they are not actually written for market reci
tals. 
Several of the style characteristics employed by him 
are: a preference for modal passages, leaps of a 
fourth in the manual, ostinato motives ( in the 
pedal or as accompaniment of a melody in the 
bass). He occasionally employs chord clusters but 
only as an interruption e.g. a pause. The emphasis 
lies mainly on transparency30. 

Without wishing to discuss 'works for occasions ' , it 
must nevertheless be realised that a number of his 
compositions were created as a result of certain 
activities of his own, e.g. 

- Toccatine, Adagio and Scherzo ( 1958, intended for a com
petition) and Triptiek (1966, commissioned work) for 
Rotterdam.; £ \I , 

- The Suites for Springfield (1-fta..), Laren (Neth .), 
L0gumkloster (Denmark; for the King Frederik IX 
carillon), Ann Arbor (Mich.} and Berkely (Cal.) for 
the purpose of special concerts. 

- The Four Intermezzi from 1968, for the occasion of his 25 
year jubilee, for the towers of Rotterdam, Leiden, 
Delft, and Amersfoort. 

The three books that 't Hart included in the series 
deserve especial mention. The Handboek voor de 
Beiaardier, (Guide for the Carillonneur) and the 
methods Carillon Playing and Improvise are the fruits 
of many y~ars of giving lessons. Although they are 
sometimes strongly reveal his personal stamp, 



Carillon Playing in particular is used well beyond the 
Dut.ch frontiers . 
This also applies to Campanology, published in 1972 
by the University of Michigan in Ann Arbor; a great 
deal of material recurs in the Guide. 

Other Publications 

Finally, there are several examples which should be 
mentioned of compositions published elsewhere that 
are due to the efforts of the Carillon School: 
- The collection which was published by Donemus for the 

composition competition held by the bell-foundry Eijs
bouts in 1964 (with a .a. the winning work: the Romantic 
suite by Wim Franken for a 2 or 3 octave-carillon). 

- The works of Franken and 't Hart published by 
Donemus that were commissioned by the City Council 
of Amersfoort and were written for the 25-year anniver
sary of the Carillon School in 1978. 

- The series of Carillon eludes which Johan Franco and 
Henk Badings wrote in 1987 for commissions by the 
Netherlands Carillon School. Unfortunately, this was 
the last opus for both composers. 

We refer the reader to uphere for publications in the 
final years. The fact that it mostly concerns collec
tions of arrangements, has, of course, to do with the 
educational importance that is attached to learning 
how to arrange. 

Several sundry publications 

It has already been revealed with the activities of the 
Rotterdam Carillon Committee described above, 
how active a city can be in encouraging carillon cul
ture. Rotterdam is certainly the foremost example of 
this but the list of active cities is decidedly larger! 
Certain cities ( one can better speak of their Carillon 
Committees) publish their own carillon music. 
Because we are dealing with a trend of the last 
twenty years, one should search for the reason. 
Perhaps thi:s reason is to be found in two collections 
of original carillon music published by well-known 
Dutch music editors. We are referring here to the 
collection of Dutch Folksongs arranged for carillon 
by Dick van Willigenburg, published in 1968 by 
Harmonia (incidentally through mediation by the 
N.C.S. the title bears N.C.S .-Harmonia), and we 
also particularly refer to the Carillon book that 
appeared for the occasion of the 300 year anniver
sary of Petit & Fritsen (1960) and was published by 
Les Editions Int. Basart NV. with , among others , 
the Sonatine by Franken. Both collections were in 
print and contain music of high quality. Van Wil
ligenburg composed a part of his folksongs as an 
rhapsody and employs original variation technique, 
certainly considering the time and the rest of the 
carillon repertoire . Franken's Sonatine was awarded 
first prize in the competition mentioned above and 
was praised by the jury because 'in addition to being 
original, it is also a good and enjoyable work'. 
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These works were frequently played for some time. 
But as the case often is with separate editions, they 
are eventually sold out and/or are less popular than 
those that are published in a series and gradually 
they become forgotten31

• Generally, this is also a 
problem which the publications discussed here all 
have to contend with. 

Perhaps the example of these two collections has 
been followed as, since 1971, a number oflocal caril
lon committees have come into the limelight with 
their own music editions. Naturally, these are pub
lished in the first place, to bring attention to the local 
budding carillon culture, but furthermore , in order 
not to prevent the carillon world from having access 
to the works created in this culture. Often it concerns 
collections, sometimes with a thematic character. 
In the case of the collection published in 1974 by 
Heleen van der W eel ( town carillonneur of Den 
Haag), it is quite clear: 'A tribute to so many caril
lonneurs who, through the centuries, fulfilled their 
duties in all simplicity and dedication.'. The eight 
compositions compiled here are also written for 
another instrument and sometimes even published. 
The composers who were renowned during their 
lives principally as organists while they also func
tioned as carillonneurs were: Steenwick (Arnhem 
and Kampen) , Van Noordt (Amsterdam) , Van 
Oevering (Leeuwarden) , Havingha (Alkmaar) , 
Focking (Amsterdam), Robberts (Rotterdam) , 
Brachthuizer (Amsterdam) and Worp (Groningen). 
From 197 5 to 1981 three more collections of carillon 
music appeared in Den Haag, all of which bore an 
obvious stamp: compositions by a.o. carillonneurs 
from Den Haag that were supplemented with all 
sorts of arrangements that can thank their existence 
to the local style of playing. 

We also encounter mainly arrangements in the col
lections which were circulated from other towns. In 
the first Utrecht carillon book (1971) one finds 
arrangements by Chris Bos in addition to several 
compositions from Utrecht. The two carillon books 
of 1988 are, on the other hand, entirely dedicated to, 
and according to, the themes 'French Baroque, and 
'melancholic music' . Both collections constitute the 
results of concerts given by the town carillonneur 
Arie Abbenes at the request of the organisors of the 
Utrecht Holland Festival for Early Music. And as it 
befits a festival, there was also much virtuoso music. 

Abbenes was, incidentally, also the driving force 
behind the publications that appeared for several 
years from the National Carillon Museum in Asten. 
In particular, arrangements by Scott Joplin's Rag
times have jazzed up many recitals since then. 

The publications of the Campus Carillon Circle of 
the University ofTwente occupy a special place. It 
concerns the only university with a campus (unique 
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in the Netherlands), a campus carillon (installed in 
1964), its own carillon organisation and carillon 
teacher (Karel Borghuis). Several years later the 
Erasmus University in Rotterdam would purchase 
its own carillon (1968) and, according to the exam
ple ofTwente, appoint its own carillon teacher; how
ever, a real carillon circle has never got off the 
ground. How encouraging the presence of a univer
sity carillon can be is proven by the fact that both 
carillon classes regularly take part in amateur com
petitions (often with good results!) . Several of them 
have even enrolled with the Netherlands Carillon 
School and can today consider themselves as being 
professional carillonneurs. 
From the beginning, the Campus Carillon Circle 
Twente has been delighted in having Karel Borghuis 
as teacher. In the organisation ofactivities around the 
campus carillon he has always had strong support 
from his students. Several students from the initial 
days still offer this help but now from their appoint
ments as professor in this flourishing university. 
Together with his fellow workers Borghuis has had 
the chance to organise a number of activities that 
were initially oflocal interest. We are referring here 
to the days that are returning regularly where stu
dents appear before a larger public during a concert 
in which they often work together with an orchestra 
or dance group. Four of these days were part of the 
presentation of a collection of carillon music ( 1974, 
1976, 1981 and 1987) , the so-called Twente Carillon 
Books. Although the books differ from each other in 
content, they are all nevertheless the reflection of the 
student's activities with their teacher. Considera
tions such as practical usefulness, the demand for 
music for a light carillon (four octaves), inclusion of 
original and arranged music from Twente, are still of 
importance for compilation. Besides this, attention 
is given to the level of technical difficulties by the 
inclusion of repertoire for beginning and advanced 
carillon students. 
This is how a broad spectrum of mainly arrange
ments came about, from compositions of the 
Renaissance to Joplin , Kabalewsky and Messiaen; 
original compositions have been included only in 
anthologies I and III. The entire Twente edition is 
best typified by the title 'Kli:ittergood' which anthol
ogy II has been given: 'crumbs ' from every period, of all 
musical grades and levels, of various levels of difficulty, of a 
restrained up to an exuberant character, for two-octave to 
four-octave carillons'. 

Several leading composers 

Looking back over 45 years of Dutch carillon com
positions it must be concluded that there are only 
several composers who composed for the carillon 
during several decades and can be constantly 
encountered in programmes with the works they 
have established. Although most of them have 
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already been named in the previous sections, they 
are again listed below in the order of their ages: 
Gerard Boedijn ( 1895-1984), Benoit Jean Franssen 
(1893-1978), Harold C. King (1895-1984) , Henk 
Badings (19Q7-1987), Wouter Paap (1908-1981), 
Albert de Kle;rk (1917), Willem Vogel (1920) , Leen 
't Hart (1920) and Wim Franken (1922). 
Franssen and King are perhaps the exception in this 
summary because they compose almost exclusively 
in a romantic idiom32. Their works are virtuoso and 
intended for concert carillons in modern tuning. 
King writes in ,an almost Mahleresque style; he 
belongs, together with Badings, Boedijn and de 
Klerk, to the group of composers who have never 
studied the carillon33 . The opposite applies to Paap 
and Vogel who took lessons for the purpose of com
posing for this instrument (resp. in Mechelen and 
Amersfoort). Actually, Franken must be included in 
this group: after composing several successful caril
lon works, he decided to pursue carillon lessons and 
eventually built up a career as practicing carillori
neur! ' t Hart belongs, as previously mentioned, to 
the group of composing carillonneurs. 
Both De Klerk and Vogel are church musicians/ 
organists. It is therefore not surprising that the 
majority of their works are organ works, songs and 
choir works. Also their carillon works are intended 
for present-day practice; they are exponents ofa con
temporary and, at the same time, classical idiom, 
expressing a lucid style within uncomplicated struc
tures34. Because of this they are frequently program
med for market recitals and concerts, something 
which, at this moment, cannot be said anymore of 
the works by Wouter Paap. Despite the fact that they 
were often played from 1950 to 1970, their import
ance in extending the carillon repertoire has 
remained limited. 

Special mention must be made of three composers 
for various reasons: Boedijn, Badings and Franken. 
Before going into more detail about their carillon 
works (which naturally greatly differ in style) we 
would like to mention several important conclusive 
aspects: 

- Their carillon works forms a part of the total of works 
composed; each is an all-round composer with activities 
in many genres. 

- A maximum effect in their compositions is obtained 
with a minimum of means, often in a mixture of old and 
new forms . 

- Through the interest in folkloric art and amateur music 
the song is frequently the base of their works. 

- Their music is rhythmically profiled, full of colour and 
alternations, and well suited to the instrument. 

The combination of these aspects in the works of 
Boedijn, Badings and Franken result in works appe
aling to the greater public while they nevertheless 
also contain elements of renewal. Similarly, it is 
music which is well-written for the carillonneur and 
therefore, in itself, interesting for the carillonneur. 



5.7 GerardBoedijn, "Harbour and City", 
part II from the CalandSuiteop. 127 
(J 952). Title and metre indicate 
'rolling waves'. 

Gerard Boedijn (1893-1972) 
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The great medieval specialist Prof. J. Huizinga once 
linked in one of his articles the word 'The Netherlands' to 
the sound of bells and trumpets'. Gerard Boedijn belongs 
to the Dutch composers in whose work this sound of bells 
and trumpets forms the basis of, and Huizinga' swords 
apply to him, ' that the Netherlander still highly esteems 
the ordinary things of daily life '. 

With this quotation, Wouter Paap finished an exten
sive article in the music periodical Mens & Melodie 
(Nov. 1953, pp. 347-353) which was written on the 
occasion of Gerard Boedijn's sixtieth birthday. In 
this article he gave an historical expose of the 
development of the brass and fanfare bands, one of 
the largest sectors in Dutch amateur music practice. 
Boedijn was a pioneer as well as an expert in the field 
of repertoire advancement for brass band and fan
fare orchestra. He wrote many works for these in 
which he, and again we quote Paap: 

'strove for a style-renewal which includes that, this form 
of folkloric art learns to follow the musical currents of 
today. ln the former, this does not amount to modernisme 
at any price. For example, the harmony which Boedijn 
used in his compositions are in the development stage of 
music already established, but for the brass band they 
were completely new ( . . . ) Gerard Boedijn has thrown 
open the windows with his compositions and let in fresh 
wind waft through the stuffy limited musical realm of the 
brass band'. 

When the new carillon ofHoorn, Boedijn's place of 
residence, was inaugurated, this would mean the 
beginning of a long friendship with Dick van Wil
ligenburg, town carillonneur of nearby Enkhuizen. 
Although Boedijn had previously written several 
carillon compositions, this friendship was the begin
ning of his actual carillon compositions. 
Despite the range of this work, the unfamiliarity of a 
considerable part ofit is remarkable as only half ofit 
has been published. The reason for thi~ is not clear, 
considering the level of several compositions still 
extant. It must be assumed that a number of works 
have been lost; we only know of their existence 
through Boedijn's own list of works \,\\hich he up-
dated35. r 

Since publication is also a measure of ~ignificance, 
we mention first the published works. Often remark
able here is the year of edition. 

- Impromptu 'Vallende Herfstblaren' ( 1938) 
Donemus (1976) 

- Gavotte (1939) N.C.S. (before 1942) prize awarded in 
1939 re-edition N.C .S/N.C.School 1988 

- Preludium and Allegro on 'Lobe den Herrn' ( 1939) 
N.C.School (1955) 

- PartitainRococostyleop. 129 (1952) Mechelen (1952) 
prize awarded in 1952 

- Calandsuiteop. 129 (1952) Donemus (1977) 
- Six Aquarium miniatures op. 137 (1954) N.C .School 

(1966) 
- Toren aan Zee (Tower by the sea) ( 1958) 

Donemus (1963) 
- Carillon suite op. 180 ( 1964) Mechelen ( 1964) prize 

awarded in 1964. 

The Kwartenarabesk ( fourths arabesque) ( 1940) and 
the Kleine Suite op. 97 ( 1944) must be added to this 
series. The Suite was published in 1957 by a small 
publisher which no longer exists and therefore 
remains virtually unknown in the carillon world. The 
Kwartenarabesk was circulated by Timmermans 
through his Rotterdam edition series but later taken 
over by other publishers. The work is also named 
Monogramarabesk because the work is dedicated to 
Adriaan de Groot, town carillonneur of Bergen op 
Zoom; the monogram ADG is elaborated in fourths. 
The fact that several works in composition competi
tions at Mechelen have been awarded prizes and 
immediately published there says something about 
the style of Boedijn: romantic, but not void of some 
modernisms. Because of the large differences bet
ween the dates of composition and publication in 
The Netherlands, it appears that the publication 
was more of a 'hommage' and that people did not 
really consider this to be an addition to the reper
toire. A fragment from one of his works perhaps 
proves the contrary! 

For the sake of completeness, we list works that were 
never published: Klompendans; Ringelreien (1936); 
Choral (figured) and Fughetto; Rondo on the 
Christmas song 'Gloria in Excelsis ' ; Tango (1940); 
Folkloric suite 'Oud Hoorn' (1941); Adeste, Song 
with variations, op.93 (1942); Carillon Walse 
(1943); Archeological suite op. 147 (1956) ; Six 
Aquatic pictures op. 183 (1965) which was awarded 
a prize in Mechelen the same year and of which the 
movement titles dubiously resemble very much 
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those of the previously mentioned Aquarium 
miniatures op. 137. 
lntroduzione Rhapsodique 'after Dutch folksongs', op. 156 
( 1958) for carillon and brass band, commissioned by 
the N.C.S ., deserves especial mention. Remarkably 
enough, it is the only work that Boedijn wrote for this 
setting of instruments which, needless to say, is such 
an obvious combination for a composer such as him. 
Unfortunately, the orchestral parts have disap
peared. 

Henk Badings (1907-1987) 

From accordion to archiphone, from song to sym
phony, there is virtually no instrument or genre that 
Henk Badings has not left his mark on. Operas?, he 
wrote six; ballet music?, ten works; works for choir?, 
approximately 400, etc. Naturally, the extensive 
range and diversity can not be the criteria for judg
ing his works but, next to the quality of his works, 
they are the reason that the composer Badings is 
performed throughout the entire world. Thus he can 
be classed as one of the few Dutch composers of this 
century who has real international allure . His com
positions have been printed by thirty publishers. 

Henk Badings has composed nine carillon works. 
Together, they comprise an impressive carillon 
repertoire: 2 sonatas, 5 suites, the virtuoso Preludio e 

5.8 Henk Badings, Largo J>::t60 cJ:~30) 
from Preludio e Arioso (1977) 

( non troppo p ) 

arioso, the 3 carillon etudes (his last opus) . In each of 
these works the peculiar language of the composer 
can be found, perfectly adapted to the nature and 
possibilities of the instrument. His music can be best 
described as! 'romantic-expressive in somewhat 
modified clasi ical forms. The melodic structure in 

I 
Bading's wor\ is characterised principally by broad 
gestures : longlprotracted lines, shaped from a pre
gnant rhythmic motive, often with a dotted figura
tion, an energetic introduction.' 36 . 

His carillon works are also clear examples of this. 
Preludio e Arios~, ,perhaps his most impressive work, 
proceeds as a long continuous melodic line; the 
arioso is the logical sequence of the closing bars of 
the Preludio. In both movements sustenance is 
achieved through interrupting this line by broken 
chords or fragments of melodies that seem, as it 
were, to come from another keyboard. 

His carillon compositions also reveal his capacity of 
being able to completely suffuse himself in the par
ticular nature or idiom of a new instrument. And, as 
previously ascertained with regard to Boedijn, Bad
ings also considers the carillon as an instrument for 
the people. This explains his preference for the suite
form in his carillon works. More so than other forms , 
the suite-form offers the possibility of incorporating 
motives from various dances which are familiar to 
the listener. His 4th Suite is made up entirely of Dutch 
dances and Suite 5 is composed 'after old Dutch 
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5.9 Henk Badings, Arpeggio Study 
{Nocturne), written in 1987 for the 
Netherlands Carillon School. 

motifs ' . It should be noted that his 2 Sonatas also have 
the essential hallmarks of a suite. Indications of the 
character of a piece such as Toccata, Aria or Tam
bourin also belong more to the genre of the suite. 
A very specific and personal stamp which can be 
found in many of his works but which is never forced 
is the use of the so-called eight-tone scale. 
Because the minor third occupies such an important 
place in both the sound of a bell and this scale, his 
works appear not only to suit carillons in modern 
tuning but also mean-tone tuning. However, with 
the restriction that when octonary is used in a har
monically absolute manner, undulations are the 
result. Octotonic melodies, on the other hand, seem 
'to be made for the carillon'. 

Talking about his carillon music in an interview with 
Henry Groen, as published in Klok & Klepel no. 36 
Qune 1986), he says: 

'The carillon is one of the sunniest loves that I have. When 
confronted with the instrument, I was spellbound by the 
sound of a bell . Seen from the aspect of physics, the timbre 
of a bell is very profuse. The blend and great variety of 
non-harmonic tones coupled with the trilling possibilities 
that a bell has make the sound very interesting'. 

This interest has resulted in works which we list 
below in their entirety because of their importance 
for 'the carillon world. We also list publishers and 
several relevant facts: 

Suite I 
Sonata I 
Suite II 

Suite III 

Suite IV 

1943 
1949 
1952 

1953 

1953 

ed. Donemus 
ed. Donemus 
ed. Mechelen prize awarded 
in composition competition 
1952 
ed. Mechelen prize awarded 
in composition competition 
1953 
ed. Donemus commissioned 
by the Rotterd;m Arts 
Foundation 

Sonata II 1954 ed. Donemus 
Preludio e arioso 1977 ed. Donemus commissioned 

SuiteV 
Three etudes 

by Dordrecht City Council 
1986 ed. Donemus I 
1987 ed. Donemus co111missioned 

by the Netherlands Carillon 
School ' 

Henk Badings died the day after the premiere of his 

.... ···~ . . '"'-·· .. 

last work during the Carillon Festival in Springfield 
(Illinois) in 1987. 

Wim Franken (1922) 

Although primarily known as a carillon composer, 
Franken has written a number of other works for 
various settings. He has composed works for 
orchestra, chamber music, a school opera and an 
oratorio, works for choir, songs, electronic music, 
film and ballet music. Several of his songs were 
awarded first prize in Amsterdam in 1962 for the '40 
years Concertgebouw chambermusic'. 
When he became fascinated by the carillon in 1952, 
aged 30, he composed Variations and Fughetta on an old 
French Christmas carol and gave everybody a taste of 
his work: inspired by polyphony, he consciously 
searches for richness of colour and simplicity. 
Rhythmic structures which initially appear to be 
rather complex actually, on closer examination, 
underline this simplicity. 

Franken always pays exceptional attention to the 
treatment of rhythm in his works, the melodic pas
sages in particular. It is, incidentally, extraordinary 
how well Franken knows how to use the instrument's 
idiom in his first work. How much his style made an 
immediate impression is revealed by the fact that 
several of the works listed below have been awarded 
prizes: Prelude, Fantasy and Rondo on 2 old Dutch songs 
and Sonatine won the first prizes in composition com
petitions held by the City of Rotterdam (in 1956) 
and Petit & Fritsen's Bell-foundry ( 1959). Arioso and 
Passacaglia (1959) and Holland (1957, a work for 
carillon, male choir and fanfare) also date from this 
period. This latter work may be regarded as a first 
cautious step in a particular direction which Fran
ken would later take when he would compose his 
large works for carillon(s) and brass instruments, his 
so-called Torenmuziek I to IV. 

But, he first enrolled as a student in The Netherlands 
Carillon School. After obtaining his diploma in 1963 
he was appointed to Town Carillonneur ofWeesp in 
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the same year. Two years later a similar appoint
ment followed for the Zuiderkerkstoren in Amster
dam; he was to fulfill both appointments until 1986. 
Both carillons would play an important role in his 
approach to the sound of the carillon. These two 
instruments are in mean-tone tuning and contain a 
number ofHemony bells (in the bass octaves). Both 
this tuning and the clarity of the bass octaves would 
always be emphasized in Franken's works. Thus 
appeared the following: 

6 Rhythmic studies ( 1963) 
3 Folksong arrangements ( 1963) 
Romantic suite ( 1964) first prize - composition 

competition N. C. School 
Der Rebbe tantst ( 1967) 
Rapsodie Frarn;aise ( 1967) 
3 Impressions after Frans Hals ( 1969) 
Polyrhythmic study ( 1969) 
Mascarade (1974) 
Klockedans (1975) 
Danse Nocturne (1977) 
Vlaggespel ( 1978) 
Sic Prelude bat ( 1981) 
Groninger Ra psodie ( 1989) 

His cantata Campanae ( 1962) also testifies to how 
the phenomenon of the bell inspires him. The latter 
work is for mixed choir, piano and orchestra and the 
texts are taken from inscriptions of old swinging
bells, chiming-bells and carillon bells. 

If his electronic compositions already show that 
Franken does not recoil from experimenting, the 
works of great importance for the carillon world 
which he wrote are those for the combination of 

brass, percussion and (transportable) carillon. If the 
manner in which the carillon was used in Holland was 
oot so spectacular, Franken created a genre with his 
Tower Music that brings the carillonneur out of his 
'isolation inkhe tower', and gives him the opportun
ity of appeah ng as a genuine soloist, while further
more, a supportive role of high-quality is assigned to 
the accompanying ensemble. Also because of the 
scale of thes1e works, one can justly speak here of 
concertos for carillon and orchestra: 

Torenmuziek I 
Torenmuziek II 
Torenmuziek III 
Torenmuziek IV 

De Geuzen (Beggars) ( 1961) 
Musica di Campanile ( 1965) 
(1978) 
In de wind ( 1982) for 3 carillons 
( 4 carillonneurs), fanfare and 
swinging bell 

Such a qualification can also be incidentally given to 
the Suite from the Pictures at an exhibition by Mussorg
sky, orchestrated by Franken in 1974 for (travelling) 
carillon and brass ensemble, whereas his film music 
for carillon and chamber orchestra ( 'portrait of Frans 
Hals', 1964) also belongs to this genre. 
These works of several movements must be men
tioned together with compositions for two carillon- · 
neurs: Nachtlied (1979) and Le Cercle Celeste (1986 
intended for the World Carillon Congress in Ann 
Arbor, Michigan). These works are two more sig
nificant contributions to the development of ~ef.t 
genre: Nachtlied is actually the first original work this 

/\ 
combination. Up until that moment only arrange-
ments had been used. \N°'fav\ 1; 'J), P<t ((:, 
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5.11 Wim Franken :from 
Torenmuziek IV 

8.,.. . . . . , ... ~!: - .;,. · . 

11Tj ...-,, -- ~ 
l it_', ~ ~ 

, .... 
;'p - ~. 

i;., ' · 

l. 
' .F 

. 
JI 

...... -

·-· .. -; ~ ,..-.. . . . ..... . ,.. 

. ..... •f ·-

- ·-

- -· -· ·- -t 

I 

I ==-- - -, 
JI[l 

,. ..... 
,. 

n 
llf· l -. -

'· 

r. 1 . 
-·t:~s. .L ~; ... .. h ... 

~ 

I~ 
Le Cercle Celeste is, for the time being, the last work in 
which Franken employs a manner of composing 
which he has developed since 1982, in particular in 
his works for large settings: the principle of the 
sound-layers that move through each other. One 
could hear this for the first time in Windstreken ( 1980/ 
82) for four instrumental ensembles and children's 
choir spread out over the entire auditorium. The 
fourth Torenmuziek 'In de Wind' was also composed 
around the same time and the work'8 with sound
layers were the solution of the composer.for the prac
tical consideration of the large distances between the 
carillons. Each of these sound-layers can, in themsel
ves, be considered to be tonal. Even just the use of 
similar titles naturally points to Franken's musical 
response to the concept of space. 
A resulting continuation of this mannei, of working 
can be found in the oratorio The Flood in Sound ( l 982/ 
84 for 2 orchestras, 2 choirs, 3 organs, recorder 
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ensemble, narrator, and tape recording) which takes 
an entire evening to perform. The tape recording of 
30 minutes duration contains only the sounds of bells 
that have been electronically treated. 
The work was intended for the St: Joriskerk in 
Amersfoort, a spacious gothic hall-church with a 
long reverberation period. The premiere was given 
there in l 984. As, the length of reverberation decay 
of a bell is a determining factor for a carillon compos
ition, similarly, the reverberation in the St.Joriskerk 
plays a role in The Flood as an essential part of the 
tone-colour. 

At this point, is it necessary to give a summarising 
review of Franken's carillon works? It seems to us 
that the frequency with which his works are per
formed during market and evening recitals speaks 
for itself. As the style of many of his works are tonal/ 
polyphonic they are suitable for general use, espe-
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cially when it concerns carillons where the bourdon 
is not heavier than cl. 
With the exception of one or two works, Franken's 
works were commissioned and published by 
Donemus. 
Finally, it must be stated that Franken never 
regarded his work as a composer as being separate 
from his other activities. He was a board-member of 
the Netherlands Carillon Society for more than ten 
years. He was responsible for many new ideas; as 
head of the Music Committee he was not only 
responsible for new publications but he also 
defended, to an important degree, the artistic quality 
of the Dutch carillon world in general whenever this 
was under discussion. Although he had a natural 
dislike for administrative matters, this must be seen 
in the light of his membership on the board of the 
Netherlands Carillon School Foundation; he rep
resented the N .C .S. in this board. 

What do Dutch carillonneurs play? 

The answer to the question proposed above becomes 
much clearer if something is first said about the 
nature of the recitals. Also, taking into account that 
we are still dealing with the distinction made bet
ween weekly market recitals on the one hand and 
special summer concerts on the other, it is necessary 
to refer the reader to what has been said in 3. To this 
we add information which we acquired through cor
respondence with the author's rights organisation 
BUMA, in addition to several articles from various 
periodicals. 37 

With regard to this , it should also be noted that the 
number of recitals in the last 45 years has increased 
dramatically, principally due to the increase in caril
lons. If we consider that, on average, one market 
recital per week is given on each carillon! Of course, 
there are carillons (mostly new ones) for which this 
does not apply but this number is more than com
pensated for by the carillons that are played several 
times each week. 

Repertoire for market recitals 

On the basis ofa survey made in 1987 among Dutch 
carillonneurs to which 50% responded, it can be 
stated that improvisation still occupies an important 
place. More than a third of the recitals are sup
plemented by all manners of improvisations, mainly 
on folksongs and, for the rest, spiritual songs, pop 
and jazz melodies, evergreens and amusement 
music. Arrangements of compositions from the baro
que and classical periods occupy a somewhat smal
ler place. The remainder consists of works from the 
romantic period and the 20th century. It should be 
noted here that arrangements are probably intended 
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whenever it concerns music from the romantic 
period but, also here, a (modest) number of original 
compositions can be included in this. All in all, a 
judicious conclusion is that 15% of each market reci
tal consists j f original compositions (whether or not 
these are D \ tch is not clear). 

The repertofre appears to have changed over the 
years among 75% of carillonneurs. This implies that 
most of them turn to new music publications from 
time to time.\ Finally, it is possible to conclude that 
people primarily regard the carillon as an instru
ment which gives a certain atmosphere to market 
recitals. 

With regard to this , it is interesting to take a glance 
to the study days such as those as organised by the 
Netherlands Carillon Society in Utrecht in 1953 and 
in 1965 in V elsen. Repertoire was the topic for both 
days. It was mainly Creman who opposed including 
music, film and radio hits in programmes. Sjefv'an 
Balkom and Romke de Waard had less difficulty 
with this: on the contrary, the carillonneurs could 
carry this music to higher level. The general opinion 
was that composing original works and improvising 
on well-known melodies must be advanced. Not a 
word concerning arranging! 
Matters were quite different at the study day 1984 in 
Haarlem: this was entirely devoted to arranging for 
the carillon, baroque music in particular. For some 
years prior to t:hat, mainly carillonneurs as Arie 
Abbenes and Bernard Winsemius began to include 
more and more arrangements of baroque works in 
their programmes . This was not only due to the fact 
that baroque music is well-suited for performance on 
mean-tone carillons but also to a growing awareness 
concerning the musical 'poverty' of original reper
toire (which, with the odd exception, actually began 
to take form at the beginning of the 20th century). 
The consequence of all of this is ever-growing inter
est for arranging music from all periods. Certain 
periods are systematically discussed through the 
medium of courses at the Netherlands Carillon 
School. Music by Buxtehude, salon music, music 
from the classical and early romantic periods were 
eventually dealt with. Several publications by the 
Music Committee of the N.C .S. and the N.C.School 
have already been devoted to this theme. 
Neither was improvisation forgotten as proved by 
the courses organised by the Netherlands Carillon 
Society in 1983 and the study plan for improvisation 
instituted since 1984 at the Netherlands Carillon 
School. The most important conclusion that can be 
drawn from this is that each carillonneur must be 
able to improvise in a musical and expert manner on 
folk song-like melodies; only free improvisation at a 
really high level requires special talent. It is to the 
credit of the Netherlands Carillon School that they 
have recognised this and put the necessary means 
aside for it. 



The concerts 

After the many problems that the carillon concert 
had to deal with that were caused by the·economic 
recession of the 1930s', the Second World War made 
it indeed even more difficult to maintain this 
phenomenon. In towns where bells had not been 
requisitioned, the market recitals were, as it were, 
kept going but concerts were no longer given. 
However, this category returned, and in no uncer
tain terms! When the number of carillons dramati
cally increased during the 1950s', the concert was 
restored to an honorable position. Initially, the con
certs were still called summer evening recitals and 
the number of towns with concert series in 1976 rose 
to approximately fifty. Now, in 1989, there are more 
than 400 concerts on around 70 different carillons 
which can be listed! 

Most concerts last for one hour and not only the time 
the concert begins and the name of the (guest) caril
lonneur are announced in the press but a printed 
programme is also available. It may be assumed that 
a higher fee is paid for the majority of these concerts, 
this is certainly the case with guest carillonneurs . 
Large series (about 10 concerts) with guest carillon
neurs are found in Amersfoort, Amsterdam (Oude 
Kerk), Breda, Delft, Dordrecht, Ede, Goes , Haar
lem, Nijkerk, Utrecht and Rotterdam. In the 1989 
concert calendar, a special announcement was made 
for concerts given in cooperation with others (fanfare 
or a group of brass instruments, brass band, town 
pipers, synthesizer) or where performances were 
given in alternation with other musical manifesta
tions ( choir, bell-ringers, show band). 
The number of concerts seems to be large but we 
must not forget that this is a yearly figure. If one 
compares this with an estimate of the number of 
market recitals on all Dutch carillons, then matters 
are quite different. The ratio is then: concert: market 
recital = I: 23.4 to the advantage of the latter cate
gory. A simple calculation shows that, if one original 
Dutch carillon work is played in half of these con
certs, nearly 500 of these compositions resound from 
our towers each year! 

However, this figure, in fact, must be much higher. 
At any rate, one can conclude as much after examin
ing information supplied by the author's rights 
organisation BUMA for 1988. 
At the end of each year every carillonneur has to 
submit an summary of all compositions and arrange
ments performed during that year. This list is a sum
mary of both market recitals and concerts. Of 
course, there is no insight into the accuracy of this . 
Each town has a subscription with BUMA which is 
based on the number of weekly performances. A part 
of the total revenue is allotted to the composers and 
arrangers who are registered with BUMA. 

. ··. ,--:; . . ..... ' ... 

The following compositions make up the Dutch 'top
ten' of the most frequently performed pieces in the 
carillon section (market recitals and concerts to
gether): 

A. deKlerk 
F. Timmermans 
C.Bos 
A. de Klerk 
W. Kersbergen 
W. Pijper 
W. Franken 
Joh . Wagenaar 
Steenhuis 
W. Franken 

Hemonysuite ( 1952) 
Impromptu (1935) 
Passacaglia ( 1961 ) 
Sweelinckfantasy ( 1975) 
Rondino (composed before 1927) 
Passepied ( 1916) 
Vlaggespel (1978) 
Utrechtsjolijt (1921 ) Uolijt =joy) 
Rondino (composed before 1927) 
Danse Nocturne ( 1978) 

It will surprise no one that De Klerk and Franken 
each feature twice in this list. Incidentally, Danse 
Nocturne is more like a concert work and is probably 
high on the list precisely because it is placed on the 
programmes of special recitals. 
It may also be mentioned, for example, that a com
position such as Rejlexies by Jacques Maassen has 
had 34 performances this year (at least BUMA has 
reimbursed the composer for this number). If we 
take into account that this composition is not even on 
the list of50 titles, we can assume that the number of 
performances of the above-mentioned works is much 
higher. 
The comments of fourteen years ago that the prog
rammes of certain concerts were informal and 
resembled a better variety of market recitals seems to 
us to be less applicable to the Dutch situation nowa
days. 

Combined playing 

We have already mentioned at various places com
positions in which carillons perform together with 
other instruments, ballet or choir. The benefit result
ing from familiarity with these works is recognised 
more and more, and this results in a great deal of 
concerts where the carillonneur appears as soloist 
together with other musicians. Although several 
works are also suitable for performing in the tower, 
these concerts are primarily made possible because 
of the travelling carillons ( there are four of them at 
the present time) by Eijsbouts and Petit & Fritsen. 
For the carillonneur, this is the ideal way of bringing 
his playing to the attention of the public: the manner 
in which the instrument works is made visible to the 
public and, through the performing element, caril
lon playing takes on another dimension which is less 
traditional in character. 
Concerts in combination with other musicians are 
often programmed as a beginning or end of the con
cert series; one also encounters them as 'special 
attractions' at public activities such as an excep
tional market, the opening of a building or other 
festive occasions. The examples given below show 
that a very large public is sometimes reached in the 
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event of a combination of carillon and professional 
orchestras: 

- 8 concerts given during the festivities for the 700th 
anniversary of Amsterdam in 1975. These concerts took 
place in many different locations and with a great 
number oflisteners ( the Dam, the Vondelpark, 
Rembrandtplein, Leidseplein, etc.); 

- the carillon 's role in the Taptoe-Breda ofl980 and 1986 
in which 30,000 people became familiar with this combi
nation during IO consecutive performances. 

It is not entirely clear where the beginnings of com
bined playing are to be found . There are instances as 
far back as the 1930s'. In 1937, Jos. de Klerk com
posed his cantata 'Zo zong de Gouden eeuw' for 
choir, brass-band and carillon on the occasion of the 
Frans Hals festivities in Haarlem. He undoubtedly 
had Benoit's 'Rubenscantate' in mind when writing 
this work. The Serenade for carillon and brass quar
tet by Jae. A. Maassen also dates from the same 
period; this carillonneur/composer incidentally also 
organised concerts with the participation of a singer 
in the tower. Older residents of Breda can still 
recount how this singer, who had a marvellous voice 
and a megaphone, called out from the tower, prior to 
the concert, asking them 'Can you hear me?'. Only 
after an affirmative answer from below had been 
given did the co-operative performance commence. 
This performance would certainly have sounded 
primitive to our ears. Every carillonneur knows how 
difficult it is to 'keep in time' while he is.at his instru
ment with other musicians who are located at diffe
rent parts of the tower. The possession of modern 
communication methods renders playing together 
somewhat simpler. Whenever the repertoire consists 
of music where the participants simply alternate 
with each other, and when the carillonneur has a 
transportable carillon which is in close proximity of 
the orchestra, then these aids are often not neces
sary. 

The travelling carillons, in particular, have given an 
extraordinary impetus to combined playing. In most 
cases by far, works from the orchestral repertoire are 
used where the carillonneur adds his own part (in 
consultation with the conductor). Usually, this 
involves weaving around a particular orchestral 
instrument's part, therefore based on the composi
tion's harmonies or the arrangement. Facility in 
arranging and improvising are very useful for this 
manner of performing! There are dozens of this type 
of concerts given each year in The Netherlands. 
However, when orchestras are prepared to find more 
time to invest in combined playing, then the original 
repertoire can be employed for this combination - a 
repertoire which has gradually come into existence 
and, fortunately, is being continually developed. Of 
course, the 41

" Tower Music by Wim Franken must be 
again mentioned here. They belong, however, in the 
company of works by, e.g. , Jurriaan -'tndriessen 
(Theme and variations), Sjefvan Balkom (Septet), 
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Gerard Boedijn (lntroduzione Rhapsodique), Karel 
Borghuis (Musica Canpanesca; Drie Miniaturen), 
Jan van Dijk (Concertino, Ballade, Scherzo), Jaap 
Geraedts (Atlantic Choral) , Leen 't Hart (Valerius
suite) , Addi~ de Jong (Folksong arrangements), 
Henk van Lijnschoten (Variations on 'Oranges and 
Lemons' ) and Herman Strategier (Suite). 

Finally, other forms of combined playing: 
- Works for choir and carillon were written by Sas Bunge, 

Wim Franken, and Jaap Geraedts. Also singing together 
with carillon su~h as that which frequently took place in 
several places in South Holland (christmas carols) from 
1958 to 1963 must be mentioned here. 

- Performing together with a combination of swinging
bells can be found in the works of Gert Oldenbeuving 
(In Honorem St. Walburgae) and Jan Welmers 
(Songs), while similar performances were given in 
Utrecht but then improvised. 

- With organ, ballet, dixieland orchestra, flute quartet 
(the original version of Daan Manneke's Concert was 
written for this combination!), electronics, solo-instru
ments such as saxophone, mandolin or synthesizer. Of 
course, here we are mostly dealing with concerts where 
arrangements are performed although several compos
ers did write original works (e.g.Joost van den Goor: 
Shuttle for carillon and Yamaha DX7 synthesizer) . 
When performing with a solo-instrument this instru
ment should have an amplification installation attached 
before beginning and provided with reverberation-effect 
in order to contend with the bells. 

Needless to say, the carillonneur is an indispensable 
element at all of these concerts. He is often the one 
who come up with ideas and leads the organisation. 
The result, however, of all this extra effort is greater 
interest by the public for the normal function of the 
instrument; the carillonneurs of Breda, Tilburg and 
the TH Twente, for example, can really tell a few 
things or two! 

Several brief surveys 

Let us now return to the concerts and their reper
toire. A brief survey that was done to determine the 
place occupied by Dutch composers in concert prog
rammes of several cities produced the following in
formation: 

Utrecht 

Amsterdam 
Emmeloord 
Tilburg 

(14 concerts of one hour's duration) 
35% of the total playing time, 
(36 concerts) 23 % , 
( 8 concerts) 18% , 
( 6 concerts) 25% 

On average, this corresponds with the 15 minutes 
that is also, as mentioned above, devoted to original 
compositions during market recitals - but with the 
comment that it only concerns music by Dutch com
posers here. 

Another survey was focussed on Sonorum 
Speculum, the newspaper that Donemus published 
from 1958-to 1968. There are announcements in this 
paper, among others, about works published by this 
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foundation, with place and performers. In total, there 
are more than one hundred performances of carillon 
works by Badings (35 times), Boedijn, Franken, de 
Klerk, Paap, and Pijper. This does not iBclude the 
recorded radio performances which, in that case, is 
also not an unreasonable number, namely 32. 

Loek Boogert delved much deeper into this in 1986. 
He examined 1,354 concert programmes published 
from 1935 to 1985 in The Netherlands and Belgium to 
find pieces that had ever been awarded prizes during 
composition competitions. A significant difference 
with the above-mentioned survey is that, in the case of 
cities with an extensive concert series, he took random 
samples. 
There were 29 works encountered written by the 
following Dutch composers that had been awarded 
prizes: Badings, Boedijn, Bonset, Borghuis, Broerse, 
Dijker, Franken, Franssen, Howeler, A. deJ ong, Kal
denberg, King, Maassen, Manneke, Menin, van 
Ooik, R. Smit, Tideman-Wijers and Vogel. 
The total of works awarded prizes in all programmes 
is about 4 to 5 % . The following works of this total 
which have been performed are, for example: 

5.12 During the Carillon spectacle in Breda (1985) 
a programme which filled an entire evening was 
presented where there was combined playing 
between brass (on the tower, on the church and 
on the ground), choir, ballet, dixieland 
orchestra, tower and travelling carillon. 

Henk Badings, Suite II 
Willem Vogel, Suite 
Jacques Maassen, Reflexies 

1952 
1958 
1975 

31 performances 
13 performances 
11 performances 

In themselves, these figures are low but when we 
consider that, from 1950-1985, more than five 
thousand concerts must have been given, and just in 
The Netherlands, then the frequency with which 
these works are performed can be seen in another 
light! If our impression is correct, then this survey has 
touched 'the top of the iceberg'. For the rest, Boogert 
makes several ancillary comments about one or two 
works which were not awarded prizes which he fre
quently encountered: Mascarade ( 1977) by Wim Fran
ken, the Petit & Fritsen suite ( 1961) by Willem Vogel 
and, indeed, we can now mention the Hemonysuite 
( 1952 ) by Albert de Klerk. 
Of course, these three surveys are not to be compared 
with each other. Nevertheless it must be noted here 
because, together, they tend to underline the ten
dency that the Dutch carillonneur has for original 
works of national origin in his programme choice. 
This conclusion, however cautious it is , can be further 
illustrated by giving an example of a programme that 
is entirely consecrated to Dutch composers. It con
cerns a so-called thematic programme, an example of 
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a practice which has become more frequent in the last 
few years and which is primarily the result of the 
search for more uniformity. This is, then, another 
reaction to the 'normal programmes' that, in order to 
provide as much variety as possible, often consist of a 
large number of works that are of various styles. 
It was thus possible also to listen to thematic concerts 
over the past few years but then concentrating essen
tially on arrangement, at Dordrecht (Reger, Bach, 
van den Gheyn, Chopin) and Utrecht, (always as 
part of the Holland Festival for Early Music). 

Belaardbespellng door 1tedsbelaardier Jaap ven der Ende 
Noord-Nederlandse belaardmuzlek ult deze eeuw. 

Open · toren · concert met vri je toegang tot de beia ard . 

1 Zeven variaties over " Heer Jezus heefl een holken" 

2 Suile Beyermuziek 
- Boum~e (a llegro) 
- Cavallna (andan te) 
- Gavotte (allegro) 
- Rigaudon (andan te) 
- Rondeau (a llegretto) 

3 Varial ies over het Oud -Nederlandse lleldesl led: 
.. Alie mijn gepeys doet mi so wee .. 

4 Hemo ny-Suite 
- Prelude (moderate) 
- Elude (allegreuo leggiero) 
- Siciliano (andante) 
- Tocca ta (all eg ro) 

5 Ricercare : 

Remke de Waard 

Wouler Paap 

Cor Kee 

Albert de Klerk 

"Gij waart goedg unst lg voor uw land, 0 Heer " (Ps 85) Jaap van der Ende 

6 Samengeslelde Suite Henk Bad ings 
- Prelud ium (andan te) 
- Aria (largo) 
- Toccata {allegro moderalo) 
- A ir (lento) 
- Passacag l ia (giocoso) 

7 Carillon , Koraal en Finale over Psalm 150 Jaap van der Ende 

5.13 The programme for the concert given by the town carillonneur, 
Jaap van der Ende, on 27th June 1985 in Dordrecht with the title 
'Northern-Netherlands carillon music of this century'. 

The repertoire on Gramophone records 

When one speaks of Dutch carillon repertoire, it is 
certainly necessary to take a glance at what has been 
put on gramophone records. 
It will not surprise anyone that arrangements of folk
songs are predominant in recordings on the many LPs 
and EPs made from 1950 onwards. Initially the 
records consisted of folksongs. We mention here as 
examples the LPs 'Mighty Bronze voices from the Low 
Countries ' (1954) with, among others, Toon van Bal
kom ('s-Hertogenbosch) and Leen 't Hart (Amers
foort), and - from the 1960s' - 'Carillon Sounds from 
Holland' (Romke de Waard plays the Westertoren in 
Amsterdam and Piet Broerse de 'Lange Jan' from 
Middelburg). 
Arrangements subsequently follow and notably on a 
number of so-called 45 r.p.m. records . Certain towns 
use these as publicity material for their own carillon 
or carillonneur: Amsterdam (Oude Kerk), Dor
drecht, Hengelo, Tie! and Twente (Campus caril
lon). In some cases, the carillon is presented on one 
side of the record and the organ from the same build
ing on the other. In the case of As ten (National Caril
lon Museum) and Utrecht, other representative 
examples are recorded (swinging-bells, automatic 
clockwork). 
The original contemporary repertoire can be heard 
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for the first time on an LP which appeared in 1966: 
Leen 't Hart plays a movement from his Springfield
suite. Works by Bos,Johan Wagenaar, Van Eyck and 
Badings were subsequently recorded on two record
ings in Utredht while Badings and Kors Monster 
were recordetj. in Dordrecht. Both Utrecht and Dor
drecht devote(a considerable amount of space for that 
which makes the national carillon culture so special: 
in Utrecht, various swinging-bells (up to and includ
ing the set of113 bells by Van Wou/Eijsbouts) and 
several improvisations by Chris Bos can be heard, a 
set of5 bells c~n,heard from Dordrecht and the local 
change-ringing group is represented by the Stedman 
triples (60 variations). 
In the beginning of the 1970s' the LP 'The Bells of 
Holland'was the first of its type which can be called a 
reflection of all the genres used by the carillonneur: 
original works, arrangements and improvisations. 
Radio recordings were used for this LP which the 
A VRO made over a period of many years having been 
encouraged to do this by Ype Howeler. 

If, howeyer, there is only a part set aside for the Dutch 
repertoire on this record, this would change drasti
cally in the 1980s' . The combination of Donemus/ 
Radio Netherlands World Service, in particular, con
tributed to this as it was these two organisations 
which brought out an LP in 1986 on which exclusively 
Dutch carillon works can be heard: four staff mem
bers from the Netherlands Carillon School play works 
by seven Dutch composers on four of their own 
towers . This is , incidentally, the second time that 
Donemus brought out carillon music on record. On 
the record of 1963, the carillon works are still com
bined with several organ works. 
Finally, a very extraordinary LP was produced in 
1986 at Oirschot. A large part consists of works for 
carillon (played by Arie Abbenes) and fanfare 
orchestra. In addition to the odd work for solo carillon 
(Pieper, Air I) and also an umber of arrangements for 
this combination, Franken's Ballade from the third 
Torenmuziek and a Scherzo by Jan van Dijk have 
been recorded. 

The first Dutch compact disc with carillon music was 
released in 1990 for the occasion of World Carillon 
Congress in Zutphen. Thanks to the efforts of the 
Netherlands Carillon Society a commercial label has 
been found which has made a considerable number of 
recordings. No less than twelve carillons are played 
by four carillonneurs. In choosing carillons, criteria 
such as diversity of bell-founders, regional distribu
tion, compass and weight of the carillon played an 
important role. The repertoire includes arrange
ments, transcriptions from popular genres and origi
nal carillon works. From the latter category, the fol
lowing are mentioned: 

Several movements ( 1741-1835) 
from the Delft carillon books 
Ferd. Timmermans Impromptu ( 1935) 



Adriaan de Groot 

Ferd . Timmermans 
Piet Post 

Free var. on the Valerius hymn 
'Merck toch hoe sterck' ( 1939) 
Rondo from Suite II ( 1949) 
Variations on :'Komt nu met 
zang', from Valerius suite ( 1971 ) 

When the public finds the CD to its taste, a second 
CD will be released which will concentrate on the 
original repertoire . 

In addition to these examples, several foreign 
recordings must also be mentioned which feature 
Dutch works , even though they only include a few 
works. Milford Myhre played a movement from 
Sonatina II by Sjefvan Balkom on the carillon of the 
Bok Tower in Florida, Janet Dundore, the Postlude 
from 't Hart's King Frederick IX-suite at 
Whitemarsh (Pa.) and Ghislaine Pouseele, the Aria 
Hexafonica from Suite II by Badings on the carillon 
of Haralbeeke (Belgium). A more substantial share 
for The Netherlands is on the LP which was issued as 
a souvenir at the 6th World Carillon Congress in 
Denmark (L0gumkloster, 1982): the fourth Toren
muziek for 3 carillons, brass instruments, percussion 
and swinging-bell by Wim Franken, also Ga med i 
lunden (on a melody by K.N. Anderson) by Jacques 
Maassen. The latter work won the Jacob Gade prize 
during this congress. 

While discussing aspects of Dutch carillon culture, 
we briefly again refer to the important role of Radio 
Netherlands World Service for disseminating the 
latter internationally. The transcription department 
of the World Service has since distributed several 
carillon recordings through the medium of 
gramophone recordings. However, because these 
recordings have not been made available in commer
cial circles, the public is not generally familiar with 
them. For the sake of completeness we therefore list 
them here: 

1982 arrangements of folksongs (Chris Bos, Utrecht), 
musical tunes (Todd Fair, Leiden), romantic com
positions (Bernard Winsemius, Almere) , operetta 
melodies (Arie Abbenes, Oirschot) ; 

1985 on the occasion of the European year of Music - Carlo 
van Ulft (Venlo), Peter Bremer (Oude Kerk, Am
sterdam) and Ru Stolk (Emmeloord) play arrange
ments of Scarlatti, Bach and H andel ;Jacques Maas
sen plays several Preludes by Van den Gheyn in 
Veere. 

The Valerius hymn 'Merck loch hoe sterck' can be 
heard all over the world when the Radio Nether
lands World Service begins its programmes. A tran
scription by Peter Bakker was used for this tune up 
until 1987, played on the carillon in Hilversum; since 
then, the version by Jacques Maassen at Breda has 
been used. 

Radio and television 

This summary can only be regarded a/ being com
plete when several major achievements in relation to 
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Radio and Television are included. And these did 
and do exist: we refer now to the many recordings 
made by the A VRO-radio of the Holland Festival 
competitions and those that Ype Howeler relayed 
through the air throughout the entire year, or to the 
recordings he made of the carillon of St. Maar
tensdijk in 1973 which was played by Chris Bos. At 
that time it was the oldest carillon in The Nether
lands. It has been replaced by a new instrument and 
the radio tape-recording is of an inestimable value as 
a historic document 38. 

Although interest by the media cooled down after 
Howeler's death in 1978 it can still be concluded 
that, during the last few years in particular, more 
time is being devoted on various Dutch television 
and radio stations to Dutch carillons. It may be evi
dent that this involves informing the public and 
highlighting different aspects from time to time. 
The carillon could be heard every week during 1981-
83 through the efforts of the Netherlands Carillon 
Society. Every Sunday morning radio broadcasts 
were begun with an improvisation on a song or 
psalm, followed by one or two contemporary Dutch 
carillon works. 13 carillonneurs took part; each 
played his own choice of works in another tower. 
Altogether, 26 compositions by 17 composers were 
recorded. Franken (5 times) , Badings and De Klerk 
(each 3 times) were represented more than others, 
which says enough about how much their works are 
appreciated. A sequel was the recording of all caril
lon works by Van den Gheyn according to the same 
principle of changing carillonneurs and towers. 
Although the- series was discontinued after 1983, 
miscellaneous pieces are broadcasted from time to 
time. 
Paul Tieman has been an important link with all of 
these recordings (including the World Service) . In 
his two-fold function of sound technician and caril
lonneur (at Nijenrode) he has taken more pains than 
anyone else to make carillon recordings that were 
devoid of any vicinity noise . 

Avant-Garde 

Every instrument benefits from interest by contem
porary composers. 
Without underrating the more traditionally
oriented composers, it can be stated that those com
posers in particular contribute to the future develop
ment of the repertoire for a certain instrument that 
write in a true contemporary style. Their work, how
ever, is appreciated by a very limited public. 
Taking into account that the carillon is an instru
ment for everyone, it would therefore seem that 
avant-garde music has no right to exist. Due to the 
increase in the number of special concerts, and a 
goal-oriented policy of the Netherlands Carillon 
Society (e.g. with regard to competitions) and se
veral other bodies, a number of works have been com-
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posed which can definitely qualify as being contem
porary. 

Going back in recent history, it is remarkable that 
the first work by a Dutch composer which can be 
mentioned in this respect owes its existence to a com
mission from abroad: Musica per campane (Kees van 
Baaren, 1964) was written by commission from the 
University of Chicago). As is usually the case with 
the composition of exceptional works, the reason was 
due to a particular person, in this case, the university 
carillonneur Daniel Robins. He met Van Baaren 
through his studies in The Netherlands. Van Baaren 
was the doyen of the so-called 'Haagse School' and 
defender of Dutch dodecaphonic composition. 
Robin's preference for contemporary music resulted 
in a composition assignment for the Laura Spelman 
Rockefeller Memorial Carillon (72 bells); the ver
sion for 4 7 bells followed in 1969 (intended for Dutch 
carillons). 
Later, several more dodecaphonic carillon works 
would follow (e.g. Jurriaan Andriessen, Gerrit de 
Marez Oyens, Jose Weyers). Also at the moment 
when dodecaphony was still the aspiration, these 
works were hardly ever encountered on prog
rammes. 

It was only during the era of minimal music that 
avant-garde composers really discovered the caril
lon. This, incidentally, is not so extraordinary, as 
what could be better suited to their style than the 
isorhythmic ringing of several church-bells? It 
would, perhaps, be interesting to research how far 
the effect of swinging-bells - ostinato patterns which 
are never similar and consequently of a highly-com
pelling character - has contributed to the inception 
of this movement! 

It is certain that composers such as Louis Andries
sen, Guus Janssen, Daan Manneke as well as Jan 
Welmers attribute (even occasionally from their 
youth) ringing bells as being a source of inspiration 
for their current affection for the carillon. Of course, 
each of them has his own unique manner of reflecting 
this inspiration. A distinct rhythmic outline which is 
occasionally alternated with cluster-like chords 
must, moreover, be called a concordance. 
The following can be included amongst the most 
significant avant-garde works of the last few years: 

Louis Andriessen 1939 
JoostvandeGoor 1956 

Guusjanssen 1951 

Daan Manneke 1939 

1985 
Jan Welmers 1940 

120 

The Tower ( 1988) 
Pendel, (Shuttle) for caril
lon and synthesizer ( 1986) 
In memorium Morton 
Feldman ( 1987) 
DikenDun 
(Thick and Thin, 1981) 
Concert for 4 7 bells ( 1980) 
abridged version ( 1986) 
Pieces are Falling 
Songs ( 1989) forone / three 
carillons and optional 
swingingbells . 

All compositions were written in close collaboration 
between composer and carillonneur; four works 
name Arie Abbenes. Most works were written as 
commissions, therefore subsidized. Each work is of 
considerable size. 
The genesis otjManneke's Pieces are Falling is illustra
tive of this c9operation. There are, namely, two 
small works that were included and which were writ
ten prior to this . After the composer had heard these 
works several times and had discussed them with the 
performers at 1, length, he re-worked them into a 
larger 3-movement work. 

Finale 

What better way is there to close a chapter on caril
lon music than with a recent composition in contem
porary idiom? The example we have chosen is from 
the beginning of The Tower by Louis Andriessen. 
This work, which lasts roughly 25 minutes, was writ
ten by commission of the Johan Wagenaar founda
tion, at the request of the 'Utrecht city of Medieval 
churches Foundation'. 
How large the contrast is with that little work which, 
in 1916, can be included among one of the first eight 
Dutch carillon compositions, the Passepied by Willem 
Pijper! And how would a programme sound in which 
music of Potholt or van Vreeswijck should be 
included, the composers with which we began our 
plea for original carillon music? We will probably 
never get to hear such a programme. The harvest 
reaped from the 20th century, on the other hand, 
hopefully appeases the pain caused by the lack of 
earlier works by compatriots and raises our expecta
tions for carillon music of the next millennium. 

De Toren 
(Titc T~) 

J. 72 -76 

Louis Anwieslen 
(b. 1939) 
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5.14 from . . 'The Tower', (Louis Andriessen) 



Notes 

'A floral wreathofflute music, fullofsweet melodies of psalms, 
allemandes, pa vanes, courantes, galliarden, balletten, airs, 
intradasetc. Very artful and varied in different ways, intended 
for I or2flutesor2shalmeys,oron bells and other instruments; 
or any other way you like'. 

2 'I must admit that I admirethemasmuchas they give me 
pleasure. All pieces are written in 3 parts. The harmony is very 
pure, filled with imitations, canons, and fugues which the 
degree of difficulty is already so great on a standard keyboard 
that one is inclined to believe that performing them on a carillon 
would be impossible. One can find beautiful melodies among 
them, varied by virtuoso runs that demand an extraordinary 
facility of the fists and feet. ' 

3 Maassen, De Gruytters ' Beiaardbook, in TVNM XXl-3 
(1970) 

4 The anthologypu blished by L 't Hart in 1970 and 197 5 under 
the title Delfts Beiaardboek I and II can definitely not be 
considered to be representative for the Berghuis repertoire. The 
compilations contain, namely, the simplest pieces from the 
entire collection. 

5 Bremer,DelftseTorenmuziek(Utrecht, 1986) 
6 Breechsystem or tumbler system? Discussion question for the 

Dutch carillonneurs ( extra edition of Onze Torenmuziek, 
NKV,1930). 

7 Onaseriesof78-recordsreleased by Philips, JO feature 
Vincent'splaying;JeIDenijnandStafNeesalsofeaturein 10. 
The recordings by Vincent (extremely simple) are 
arrangementsofold and new Dutch folksongs, played at a 
rather slow tempo. The melody is always recognisable. The 
harmonizations, on the other hand, provide the necessary 
challenge to the listener. 

8 Several works from this collection were reprinted in 1988 by the 
MusicCommissionoftheN.C.S. and the N.C.School Together 
with 11 other carillon compositions, they appeared under the 
title:HerdrukNKVuitgaven 1919-1954. 

9 Suite ( 1934), Luchtigesuite ( 1955), Sonatine, ( 1963) Suite 
( 1956), Calandsuite ( 1952), Sona tine II (before 1965), 
Sona tine I, 3 Nocturnes ( 1959), Klokkenfeestm uziek voor 
Toonkunst(l979) 

IO Several undated publications appear to be from before 1942. At 
any rate, they are mentioned in the yearly report as published 
by the Society in the spring of! 942. 

11 Breechsystemor tumbler system? Discussion question for 
Dutch carillonneurs; op. cit. 

12 Cremandevotesanentirechaptertothetremoloinhis 
Elementary Exercises For The Art Of Carillon Playing 
(publicationin 1953). 

13 OnzeTorenmuziek,nos. l (1924) to 12 ( 1935). 
14 SwillensinOnzetorenmuzieknr. 8 (1931 ); Hoogslaginde 

Beiaard ( 1935). 
15 He also wrote songs and works for choir. As carillonneur, he 

was strongly oriented towards Mechelen; The large numberof 
concerts by Denijn and Nees in Breda underline this 
preference: 

16 See the programmes such as those which were published by the 
l,JtrechtCarillon Society (founded 1928) for the period up to 
1946. 

17 Paap, Muziekleven in Utrecht tussende beide Wereldoorlogen 
(Utrecht, 1972). 

18 These songs were used very often during the 2nd World War; by 
referring to the Spanish armies, indirect criticism was given to 
the German occupiers. ( see also the first movement from Suite 
II by Ferd. Timmermans). Compositions on Valerius' hymns; 
often in the formofthemewith variations, were written by a.o. 
Borghuis,Creman,Franken,DeGroot, 'tHart,Herzog,A.de 
Jong, van Ooik, Post, Timmermans and Van Willigen burg. 

19 Thebookcontainsacollectionofstudiesaswrittenforhis 
students. ( a.o. Cees Roelofs, Cornelis Bute, Dick van 
Willigenburg). Publication was possible thanks to the financial 
support of the Carillon School in Mechelen, the Netherlands 
Carillon Society and the Dutch Government. 

20 The following also belong to this book: Gavotte and Musette, 
March in Gwith Trio, Dorische Studie, Lentedans, Menuet, 
Var. on 'Ein Madchenoder Weibchen', Meideun. See also the 
pu biication of several of these works by L. 't Hart, with a preface 
by L. Meilink-Hoedemaker. 

21 Execution and techniquewereworkedonduring thelessons. 
Advanced students could subsequently present themselves at 
the Town hall carillon during recitals. Timmermans trained a 
considerable number of students, a.o. Reinou t Heering 

(Leiden) ,Jacques Klok (Brielle), Rien Ritter and Leen 't Hart 
(Delft), Cor Don (Schiedam), Maria Blom (Gouda), Chris Bos 
(Utrecht), Cor Visser (Dordrecht) and Hein de Ligt (his last 
student, ca.1950-1952). Timmermans prepared those students 
that wanted todofurtherstudyin Mechelen, since it was, at 
least until 1952, not possible to obtain a diploma for carillon 
performance in The Netherlands. 

22. Samama,ZeventigJaar NederlandseMuziek, 1915-1985 
(Querido, 1986) 

23 Information is borrowed from various installments of 
announcements by the N .C .S., Klok en Klepel, Timmermans 
archives, disclosures by composers. 

24 The improvisation category became a permanent section from 
l 964on. In addition to the competition for professional 
carillonneurs, a similar competition for amateurs has been 
organised almost every year for twenty years. ( see also 
supplement II of chapter III). 

25 DA VS: Leen 't Hart plays works by Franken (Sonatina), Paap 
(Sonatine) and Pijper (Passepied) on the carillon of the 
Poldertoren in Emmeloord. 
Donemus-Record 00 I : Arie Abbenes (Domtoren, Utrecht), 
Todd Fair (Amsterdam, Oude Kerk) ,Jacques Maassen (Grote 
Toren, Breda) and Bernard Winsemius (St. Bavo, Haarlem) 
play works by resp. Franken (Danse Nocturne) and Manneke 
(Falling Pieces), 'tHart (Intermezzo II) and Maassen 
(Reflexies), Badings (Suite I), Pijper (Passepied) and De Kerk 
(Hemonysuite). 

26 Above all, the importanceofindicatingthe compass ofa work 
must not be underestimated. A reasonably significant number 
ofDu tch carillons do not have the compass of a concert carillon 
( 4octaves) but less. The character of the series is emphasized by 
clearly indicating this: usefulness, and also for as many 
carillons as possible. 

27 Three collections are included in category A; the three books 
and 2 brochures from category D figure as well. 

28 What is meant here is: Folksongs from The Netherlands (a.o. 
from Valerius), Germany, Denmark, Norway, Hungary, the 
Far East, America, the series ofSinterklaas (a feast day in the 
Netherlands- on December 5th), Advent, Christmas, passion 
and easter hymns. One undesirable effect of this publication, 
was, however, that many carillonneurs preferred to make use of 
the 'ready-made product' instead of daring to improvise. 
However, the introduction of the new subject 'harmony at the 
carillon keyboard' since 1984at the Netherlands Carillon 
School has attempted to give a new impulse to improvisation. 

29 For comparison: the genre of folksong arrangements is also 
encountered (approx. I 7 % ) in the se'ries published by 
Donemus. In nearly every instance, this nevertheless concerns 
compositions elaborated from song material but used within 
the possibilities ofhis own sty le. 

30 The reader is referred to the article by Groen in Klok & Klepel 
43 (Dec.1989),pp. 31-39. 

31 Almost completely forgotten are, for example, the Three 
Carillon Compositions (van Balkom, 't Hart, de Waard) 
published by the bell-foundry B. Eijsbouts in 1955 'in grateful 
remembranceofdr. W. vander Elst ,Campanologist,attheend 
ofhis productive Chairmanship of the Netherlands Carillon 
Society'. Only 'tHartlaterappears in (his own) Netherlands 
Carillon School catalogue. 

32 The majority of Franssen' s works were written after his carillon 
( a carillon by A.J. van den Gheyn from I 770, Servaaskerk 
Maastricht) was destroyed by fire in 1955. With regard to 
compass and tuning, these works would also not have been 
playable on this carillon: Preludiumenfuga ( 1946), 
Gondoliera ( 1954), Passacaglia, Choral and Fugue ( 1954), 
Variations on a theme of Paganini (1955 ); Variations on 'Die 
winterisverghangen' ( 1955); Sonate ( 1956); SuiteArchai:que 
( 1956); Epitaph (after 1959); Legende ( 1960); Scherzo ( 1963); 
Gavotte ( 1964); Sprookje. He seems to have written a 
'MaastrichterSuite' for carillon and brass. 

33 Six ofhis carillon works were published by DONEMUS: 
Klokmuziek ( 1958), Ringraziamentofestivo ( 1960); Little 
story ( 1961; Rondino ( 1968); Passage Fair ( 1975 ); The dance of 
King David ( 1975). Furthermore King composed chamber 
music, songs, organ and piano works. 

34 Vogel wrote: Themaostinato ( 1957); Suite (1958); Fantasy on 
'Alsdegroteklokkeluidt' (1958); Sona tine ( 1958); Theme with 
13 variations ( 1958); Petit & Fritsen-suite ( 1961); Melodische 
etude ( 1967); Song, variations, fugato and choral on 'Wij 
moeten Godezingen' (.1973); Variations on 'Storken sidderpa 
Bondens tag' ( 1982); Variations on 'Lied van mijn Land' 
(1987) . See also the PortraitofaComposer (author: Henry 

121 



Groen) in Klok & Klepel 42 Oune 1989) . 
De Klerk: Hemony-suite (1952); Ciacona and Fugue ( 1965); 
Polyphonic concert etude ( 1969); Sweelinck fantasy ( 1975); 
Fantasia 'Te Deum Laudamus' ( 1978) . 

35 With thanks to the Gerard Boedijn foundation in Hoorn. 
36 L. Samama on Badings in Zeventigjaar Ned. Muziek, op cit. 
37 A.o.: Paap, Wat zal de beiaard spelen (Mens & Melodie 1953, 
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nr. 5) Study day in Velsen (Klok & Klepel6,Nov.1965) ; 
Summer evening recitals (Klok & Klepel 17, March 1976); 
Boogert, Prize awarded ... performed? (Klok & Klepel 37, 

Dec. 1986); Groen, Wiens brood men eet, diens lied men speelt 
(Klok & Klepel 38June 1987); Concert agenda 1989 (Klok & 
Klepel 42,J une 1989); Yearly review BUMA 1988; Sonorum 
Speculum 1958-'968 (Donemus) 

38 For the controversy concerning the 'replacement' : see the 
articles in Kltjk & Klepel 26 (Oct. 1981) and 28 Oune 1982) 
by Jacques Maassen, on one side, (for the Netherlands 
Carillon Soci~ty) and Gerard de Waardt and Leen ' t Hart 
(advisor) on the other. 

I 
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6/Automata 
Automatic carillons and their music 

Jacques Maassen 

Whoever strolls through a Dutch town will regularly hear carillon music: somewhere not necessarily very far away, a melody is 
played which may even be well-known and obviously produced by bells. Perhaps the listener may ask himself if these bells belong to 
the town carillon and perhaps he will also be astonished that this carillon is played so often. If our listener continues to walk through 
the town he will then notice that he hears several melodies that are repeated with a certain regularity. He will notice that all repeats 
are absolutely identical and always at the same loudness (if one remains and listens at the same spot) and that the melodies are, 
above all, also very short in length and followed by an hourly or half-hourly chime. 

It is highly probable, though, that one may pose no 
questions whatsoever and simply experience the 
sound without actually listening and trace the sound 
to its origins; bells , after all, have been part and 
parcel of Dutch towns for centuries! 
'In Olanda ora cantat' (In Holland, time sings') , these 
words were uttered as far back as the 19th century by ? 
the Italian, Edmundo de Amicis during a visit to 
The Netherlands and he was referring to the auto
matic carillon music which could be heard from 
Dutch towers every quarter-hour day and night. 1 

The example described here is, in some aspects, typi
cal for the Dutch situation, certainly to an increasing 
degree from the 1950s. We are not dealing here with 
the playing ofone of the 175 carillons in The Nether
lands such as those given once or twice a week by a 
carillonneur but rather with the music of bells as 
produced by means of an automatic mechanism. 
This automatic mechanism might be part of a tower 
carillon which is, in the first instance, intended to be 
played on by a carillonneur, or by a small carillon 
that only has the function of producing music by 
means of an automatic mechanism. 
More than two hundred small carillons belong to the 
latter category, varying in size from a few bells (suffi
cient to produce a melody on) to several octaves. 
These small carillons can be found on gables or in 
individual buildings such as shopping centres, town 
halls, church towers , jewelers, bank buildings, com
panies etc. Most of these are from after 1950. 
Without doing injustice to the manually-played 
carillons and chimes these automatic carillons are 
significant in determining the archetypal 'sound' of 
The Netherlands. 
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Characteristics of automatic carillon music 

Automatic carillon music differs significantly from 
music such as that produced by a carillonneur play
ing a manually-operated carillon. The carillonneur, 
after all, imparts life to the notes by means of a 
refined combination of musical and technical pro
ficiencies like phrasing, articulation and dynamics, 
etcetera. This produces melodic lines and everything 
becomes recognizable. A carillonneur's playing is a 
single performance, always different, surprising and 
not something that can be repeated. 
Compared to the manually-played carillon, the 
automatically-played music lacks all these elements 
which are characteristic of a once-only artistic event. 
As automatically-played music is to be repeated 
many times per day, mostly for a period of several 
months, there are criteria which apply that are com
pletely different from this of the manually-played 
carillon. Once a phrasing has been decided on it will, 
after all, always sound in the same manner and could 
consequently become boring or incur disapproval. 
The same also applies for daring chords and melodic 
arabesques, etcetera. 
Furthermore, because automatically-played music 
always sounds at the same intensity of volume, the 
carillonneur will have to employ artifices in his 
arrangement which ensure that the piece is musi
cally recognizable. 
The difference in sound intensity between large and 
small bells also plays a major role here: the thickness 
of the basses in the arrangement will, for example, 
have to be different from that of the trebles. 
When making his arrangement, the carillonneur 
does have the advantage of having his music played 
which would be unplayable for a performing artist: 
the treatment of musical elements such as rhythm, 
tempo and independence of voices can, in automati-
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6.1 Diagrammatic drawing of a mechanical drum. The clockwise
rotating drum presses the left-hand part of the lever downward 
which lifts the hammer upwards. After passing over the drum 
pin, the hammer falls against the bell which is then again 
immediately lifted clear of the bell by the leaf-spring. 

cally-played music, sometimes lead to a similar 
result where reproducing his music is one of the im
possibilities. 
Altogether, this leads to the standpoint that manual 
and automatic playing must be regarded as two al.}t
onomous phenomena. Both are equal, independent 
and, in several respects incomparable. 2 

The musical possibilities that the carillonneur has at 
his disposal when making an arrangement are deter
mined, in the first instance, by the carillon for which 
he writes the arrangement: the instrument's tuning 
and the weight of the bass bells, the number of bells 
from the manually-played carillon which are con
nected to the automatic mechanism, the division of 
hammers, etcetera. 
Coupled with this are the above-mentioned general 
criteria with regard to automatically-played carillon 
music. 
Finally, the musical possibilities which are depen
dent on the type of automatic mechanism. 
We can distinguish the following three types: 
- The (historic) drum playing mechanisms: 

a revolving drum with pins that lift the bell 's ham
mers. 

- The electro-magnetic tape mechanisms 
(developed after 1945): a tape with perforations 
passes over a series of switches producing an elec
tric signal which makes the hammers move 
(electro-magnetically). ' 

- The computer playing-mechanisms (introduced 
on the market after 1980): the information which 
is required for operating the playing hammer is 
stored in a chip, also known as Eprom. 

I 

In the following paragraphs the dJ tinguishing 
aspects between the sorts of automatic mechanisms 
will be discussed in more detail using arrangements. 

Drum mechanisms and their music 

Even before the origin of the carillon keyboard 
(probably towards the late 15th century) automati
cally carillon music must have resounded above 
towns in The Netherlands. This music was produced 
by means ofa drum mechanism and its function was 
to give the time: the music preceded the hourly 
chime. 
Also in the centuries that followed when the manu
ally-played carillon became commonplace, this 
automatic hourly music was maintained. The drum 
mechanisms were extended to such a degree that 
sometimes no less than sixty hammers were able to 
be used. Normally, a drum had four melodies, so 
that each quarter-hour could be distinguished from 
the others. Depending on the diameter and duration 
of the drum's rotation, these four melodies can last 
up to three to four minutes. 

17th- and 18th-century mechanical drums work via 
the system of'fixed notes'. This means that the pins 
are changed in the drum (het versteken), the decid
ing factor is a four-four time signature. 
The distance between two holes in the drum is called 
namely a drum bar. By means of a various types of 
notes, bells can be made to sound at eight places 
within this bar. 

2 4 5 6 7 d 
I I I 

1 J 
2 -

.J 
~ 

3 

4 • 
5 • • 6 

7 
~ 

• 8 

~ ~ 
1-5 

~ ~ 
1-6 

~ • 1-7 

• • 1-8 

• • 2- 6 

• • 2- 7 

• ~ 
2- 8 

3-7 • ~ 

• • 3- 8 

• • 4-8 

6.2 Various types of notes for the drum with.fixed notes. 
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When the drum with 'adjustable pegs' was intro
duced from the beginning of the 20th century, some
what more rhythmic freedom became possible 
because the drum is now actually fully provided with 
holes. This means that each note-pin can be placed 
at any desired position in the drum. In principle, 
each time- signature, tempo and rhythmic sub-divi
sion has thus become possible. 

From a musical point of view, with regard to the 
rhythmic accuracy of the mechanical drum, one is 
dependent on the precision with which all the parts 
are adjusted. This can concern the pins themselves, 
with the regularity with which the drum revolves 
and the manner in which the playing hammers are 
adjusted. 
The carillonneur is, as has already been stated, 
responsible for the fixing of the pins and should be 
familiar with all the technical requirements of his 
drum and take these into account in his arrange
ment. As there have been few changes in these tech
nical requirements, his work is not, in fact, so diffe
rent to that of his 17th- or 18th century predecessor. 
For these reasons, in describing a drum mechanism, 
we can safely go back to an example that does not 
actually belong within the scope of this book, the 
19th century. 

Collection of drum notation details at Kampen, 
1805-1870 

As in most towns in previous centuries, the carillon
neur of Kampen recorded his drum arrangements 
and also kept them. The Kampen collection is, how
ever, of such a scale (more than 500 arrangements in 
a 65 year period) and the drum notations are of such 
a quality that one can safely speak of a very excep
tional collection. 3 

The so-called Kamper Versteekboek is the collection of 
all arrangements for the drum mechanism of the 
Nieuwe Toren in Kampen which were made by the 
town carillonneurs from 1805 to 1870 by Herman 
Jan Van der Dussen and afterwards by his successor, 
Wilhelm Reinier Hauff. 

The first drum notation by Van der Dussen took 
place on the 21st of September in 1805. 
Until his death in 1859 (the last drum notation dates 
from 1858) Van der Dussen made 114 drum nota
tions which therefore, with one or two exceptions, 
amount to two per year. 
In the period when Hauff carried out this work, the 
frequency is somewhat higher, twenty-five times in 
eleven years. Each drum notation consists of four 
arrangements . There are, of course, different in 
length: on the hour= 75 bars, at half past= 35 bars, 
quarter to and quarter past = 5 bars each. 
The collection contains arrangements, transcrip
tions of folksongs and a number of melodies whose 
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ongm cannot be discovered. The arrangements 
often reflect contemporary developments; four years 
after the premiere of 'Der Freischutz ' (1821) Von 
Weber already resounded from the carillon, Meyer
beer's 'Robe1t le Diable' (1831), a mere three years 
after its cre~tion, Bellini (Norma,1831) after ten 
years, Verdi {Choir of Slaves from Nabucco, 1842) 
after twelve years. The opera arrangements alone 
constitute a miscellany of opera culture during these 
years: Haydn, Mozart, Boldieu, Rossini, van Beeth
oven, Donizetti, Adam, Auber, Herold, von Flotow, 
Halevy, Offenbach and even Wagner were trans
cribed for the drum mechanism at Kampen. 

The carillon at Kampen 

In 1837, the year in which the drum notation that is 
discussed below in greater detail was made, the 
carillon consisted of35 bells. The heaviest three bells 
Abo= ca. 4450 kg. Bbo and c1) were cast in 1481 by 
Geert van Wou, the bell founder from Kampen who, 
in addition, cast the g 1 in 1483. The eb1 from 1627 
comes from the workshop of Kylianus Wegewaert. 
These five swinging-bells were retuned by Franc;:ois 
Hemony in 1662 and incorporated in the carillon 
that he furnished for !(ampen in 1659/1662. Thus a 
carillon was created with the remarkable sequence 
Abo_Bb0-c1-db 1-eb1-P-chromatic-bb3 (in meantone 
tuning) that was connected a major third higher to 
the keyboard in 1663 by Hemony. It is striking that 
the pedal notes rt' and g# are lacking in this keyboard 
sequence (three octaves plus c#3 and d3). 

The drum which belongs to this carillon is also by f. 
Hemony and set up by the town clock maker, Michel 
Hansen, according to the system of fixed notes. 
The drum is made of brass, has a diameter of about 2 
metres and is equipped for 54 levers. It is impossible 
to work out how the division of hammers (54 ham
mers for 35 bells) was at that time; Probably the 
lowest bass-and highest treble bells had only one 
hammer. 

Since the drum contained a total of 120 drum bars ( of 
4 crotchets or quarter-notes) and presently has a 
duration of about four minutes, we may assume a 
drum bar lasts about two seconds. This corresponds 
with the metronome number crotchet or quarternote 
=120. 

Drum re pinning in 1837 

For the half-past melody the town carillonneur Van 
der Dussen set a fragment from Rosa Waltz opus 76 
by Johann Strauss Sr. on the drum of the Nieuwe 
Toren at Kampen on May 4th 1837. 

Strauss' Rosa Waltz actually consists ofa set of five 
short waltzes which are preceded by a coda. Van der 
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Dussen used only the first waltz in his drum notation 
thereby eliminating the first repeat. The second part 
is indeed repeated but, as several variations were 
made, Van der Dussen wrote it out in full. 
In view of the number of bars (35) , the arrangement 
is intended to precede the half past chime. 
Due to the Kampen carillon 's disposition, the waltz 
is written a major third higher (in D). Since we are 
dealing here with a transposing instrument, the 
arrangement is .once again played in the key which 
Strauss originally intended. 

The system of fixed notes requires notation in four
four; Van der Dussen observes this. The way the 
bass notes are written makes the waltz rhythm 
(three-four time signature) easy to recognize. The 
typical waltz accompaniment in every bar (note
chord-chord) has , however, been replaced by single 
notes on the first and third beats of the bar whereby 
the potes of the chord are placed in a higher position, 
often in thirds or sixths below the melody. 
This results in a greater transparency of texture. 
Wherever Strauss wrote treble notes that exceed the 
carillon's compass, they are simply left out or some 
other solution is found. The first instance can be 
noticed in the first sixteen bars: doubling of octaves 
in the melody is simply not noted. In the second part 
of the waltz (manuscript, from bar 11) Strauss how
ever notes broken octaves in the melody; these are 
'replaced' in the drum notation by a more complex 
bass which consists of arpeggiated cords. The result 
is a more dramatic forte, perhaps conforming to the 
intentions that Strauss wanted to show with some
what different musical means. 

In bar 21 Van der Dussen has to deviate from the 
original text. He should have noted a flattened six
three chord but changed it into a dominant seventh 

chord. The original chord falls, as it so happens, out 
of the range of meantone tuning. It is incidentally 
remarkable that he definitely does not always 
observe the restrictions of this tuning system in other 
drum notations! It goes without saying that chang
ing a chord also has consequences for the preceding 
and following modulations. (see bass and melody). 
The notation in bar 22 proves that the highest note 
(d3

) has only one hammer. After Van der Dussen 
had mistakenly noted two high d 's, he realized his 
error and wrote the second d an octave higher thus 
maintaining the melodic line. 

Electro-magnetic tape mechanisms 

When the Van Bergen bell-foundry furnished a 
drum mechanism for the Kampen carillon in 1958, 
nobody could have known that this was to be the last 
automatic carillon of its type. The very same bell
foundry was, however, responsible for the definitive 
breakthrough of a new type of carillon in 1941. Dur
ing the same year Van Bergen furnished an electro
magnetic tape mechanism for the carillon in Hooge
veen. It replaced the old drum mechanism; this was 
not to be the last as more than approximately thirty 
drums would be taken out of use in the years that 
followed. 4 

The way an electro-magnetic type mechanism works 
is, in principle, quite simple. Somewhere in the 
tower, usually in the carillon compartment, there is a 
tape made of synthetic material (previously from 
paper). There are holes punched in this tape accord
ing to the musical arrangement. The hammers on 
the exterior of the carillon bells are equipped with a 
magnet. When one of the holes in the tape passes 
under an electric contact, this produces an electric 
current. This current activates the magnet which 
'shoots' the hammer against the bell. 
It must not be forgotten here that the sound of bells 
which are rung by an electro-magnetic tape mechan
ism can have a completely different sound to bells 
rung by a drum mechanism. In the case of the former 
above-mentioned system, the hammer hits the bell 
with great speed and consequently the tone has con
siderably more overtones (and less fundamental). 
The bell's timbre is consequently, brighter, more 
penetrating or as opponents say, more aggressive. 
It should be noted here that the speed of the hammer 
depends, of course, on its weight and adjustment. A 
carillonneur with some technical knack can adjust 
the hammers in his electro-magnetic tape mechan
ism in such a way that, at least as far as this aspect of 
the playing mechanism is concerned, the difference 
between a drum mechanism can hardly be heard. 
Unfortunately, it will later become clearer in this 
article that with most of the automatically-playing 
carillons, no carillonneur is involved. 

In the period from 1945 up to the introduction of the 
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computer playing-mechanism at the beginning of 
the 1980s, nearly all new carillons were equipped 
with such a playing mechanism. 
In the same period, more than 160 carillons that only 
play automatically were installed (see chapter 
XIII). 
A rather unpleasant adjunct to the system for caril
lonneurs is the possibility of connecting an electric 
piano keyboard. In such a keyboard, there are elec
tric contacts under the keys . 
When one presses the key down, the contacts acti
vate the magnet hammers or clappers. On the one 
hand, it is therefore possible that any organist or 
pianist can play the carillon, whether or not he 
understands the nature of music played on bells. On 
the other hand, it must not be forgotten that there is 
still absolutely no difference in dynamics. 
The Netherlands Carillon Society has always vigor
ously opposed this manner of 'playing' the carillon. 

Music for electro-magnetic tape mechanisms 

In principle, a notation for a tape mechanism is the 
same as a notation for a drum mechanism; the typi
cal nature of automatic carillon music nevertheless 
remains the basis for each notation with each caril
lonneur. Nonetheless, the electro-magnetic tape 
mechanism does have several advantages: 
- All tempi can be employed. 
- Rhythmic precision is greater which permits nota-

tion of all sorts of figures that were previously un
thinkable. 

- Tapes can be stored and be re-used whenever re
quired. 

- Tapes are made at home by the carillonneur. 
- The maximum duration of a tape is approxi-

mately 5 minutes; this time can be spread out over 
four melodies per hour, or eight every two hours. 

I~: ID:'! ~1-0j' I: r:· : ; : : :;;, 0ic..,$.,Jwo 
. I --

6. 4 Notation for tape mechanism from the overture 'William Tell ' 
by G. Rossini. 
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These musical advantages will become immediately 
obvious with an example of a notation for tape 
mechanism. We chose a fragment from an arrange
ment by Arie Abbenes which was made for the caril
lon in TilbJ rg in 1976. This is a four-octave trans
posing instr~ment ( the carillon is based on a 1) which 
has the three lowest octaves connected to the auto
matic mechanism. The carillon was furnished in 
1966 by Eijsbouts. 

The virtuoso ornamentation in this arrangement is 
striking, e.g. tr,iplet figures in bars 2 and 4, the pas
sage in bar 8. This not only show the technical pos
sibilities of the playing mechanism (note also the 
tempo!), its use here is a presage of the growing opin
ion that automatic music has a unique character and 
thus is not and cannot be a derivative of the music 
such as that produced by a carillonneur with his 
keyboard. 

Automatic carillon music via the computer 

In a computer playing mechanism, the musical 
information is stored in a chip. The processing of the 
musical details within the playing mechanism is 
worked out in the same way as an electro-magnetic 
tape mechanism. A chip has the advantage of such a 
large memory that it can contain musical informa
tion of up to an hour in length. This information ( the 
arrangement) can be programmed in a simple man
ner to sound at a particular moment such as during 
late night shopping, weekends or marriages. Thus, 
when the Mayor celebrates his birthday on the 10th 
of March and his colleagues wish to offer him a gift at 
l lh. a .m., it is possible to programme a fitting song 
(if this is stored in the chip) for that moment months 
in advance. When the clock strikes 11 O'clock on 
that date, the carillon will play the song. 

The chip has one important distinguishing feature 
from earlier playing mechanisms which arises in the 
field of musical programming: it is possible by exper
imenting to work towards the most satisfying result 
from the notated arrangement. By using the key
board, clavier, screen and sound amplification, con
trol and recall possibilities arise which make work
ing in a creative and traditional way possible. 
This has particular advantages with regard to 
tempo. One example is when notating a ritenuto or 
rubato had, up to now, to be done off the cuff, now 
one can easily replace a chosen tempo with another. 
This process can be repeated as often as desired until 
the correct result is obtained. 

The problem of the electric keyboard also occurs 
with this playing mechanism. This keyboard seems 
to render practice very easy. In reality, however, the 
carillonneur will never be able to accurately play the 
melodies and notes that the automatic mechanism 



demands.The automatic mechanism will mercilessly 
play (sometimes unintentionally) every rhythmic 
nuance or each chord which is not neatly played! 
Every musician knows that his playing is,-in fact, a 
chain of this type of nuances. 
Here, one must also label this manner of practice as a 
denial of the particular nature of automatic music. 
Ten fingers simply cannot compete with electronics. 
Without degenerating into virtuosity, it is now poss
ible, through a process of alteration and improve
ments, to achieve certain things (at home) when 
arranging for the tape mechanism which were still not 
quite possible because only one control (in the tower) 
was possible. We have then not even spoken about 
arrangements which are written with a very large 
range or those sort of figurations and ornaments that 
can never ever be played by a musician! 

In the first few years after the introduction of the 
computer-operated playing mechanism by the bell
foundries , it caused quite a controversy in the Dutch 
carillon world. This resulted in various articles being 
published in Klok en Klepel and several workshops 
being organized.5 

What is most significant here is that thinking regard
ing the nature of automatic carillon music has been 
given a positive stimulus. Training in drum-notating 
at The Netherlands Carillon School was very much 
oriented towards drum notation (which, in turn , was 
derived from manual playing) . 
Today, however, at the very same school, a computer 
workshop exists where anybody can programme his 
arrangement with hard- and software as he chooses. 
This takes place after training has shown the techni
cal and musical advantages and disadvantages of 
arranging for a playing mechanism. 
As carillon owners and carillonneurs have since 
become aware of these facilities , this has resulted in 
arrangements from this computer workshop finding 
their way to carillons in The Nether lands and abroad 
(Sp.ain, Japan and Poland). 

A few figures 

Information concerning numbers of automatic play
ing mechanisms in The Netherlands and, in particu
lar, their increase during the last few decades, can be 
obtained by comparing severallists. Both the first and 
second editions ( resp. 1970 and 1980) of Andre Lehr's 
standard work 'Van Paardebel tot Speelklok' contain 
a list of all carillons in The Netherlands. This list of 
carillons included in this publication was based on 
the 1980 list: This includes the latest information as of 
the 1st of January 1991. 1 

The following categories have been applied in all 
these lists: I 
- carillons which can be played both m~nually and 

automatically (abbreviated MA) 

- carillons which are only equipped with an automa
tic mechanism (A) 

- carillons which can only be played with a 
keyboard (M). 

The table below compares information from 1945 
with thoseofthestarting-point) 1970, I980and 1991. 

Classification of all Dutch carillons6 

ca. 1945 1970 1980 1990 

MA ca. 49 127 159 172 
A 59 109 163 
M 6 5 3 
Total numberof carillons 192 223 338 
described 

The first and most evident conclusion which can be 
drawn from this table is that the new category of 
carillons which made their appearance after 1945 
underwent an explosive growth in the years that fol
lowed. This is mainly due to the fact that the automa
tic carillon can increasingly be found as an indepen
dent instrument, in other words, nobody nowadays 
purchases a manually-playable mechanism. 
Before this time such a separation did not exist: every 
carillon had a keyboard and an automatic mechan
ism (a drum mechanism). The explanation for this 
lies in the carillon's history. Not only is the automati
cally-playing part of the carillon older than the man
ual carillon but.when, in the 16th-and 17th centuries, 
a large number of Dutch towns changed to the pur
chasing ofa carillon with a keyboard, the automatic 
mechanism remained expressly coupled to the man
ual carillon. This double-function will always 
remain; in the contract of employment of every caril
lonneur the weekly concerts and responsibility for the 
melodies of the automatic mechanism were and still 
are mentioned. 

There are various reasons which can be proposed for 
the large compass of the new category of automatic 
mechanisms. 
Disregarding the financial consideration (they are 
much cheaper than a drum mechanism), the electro
magnetic mechanism and its immediate successor 
have the advantage that they take up considerably 
less space than was previously necessary. Smaller 
towers can now contain a carillon. Furthermore, by 
purchasing only an automatic carillon, things are 
much cheaper as it is not necessary to pay a carillon
neur for the weekly concerts! 

Above all, ifwe take into consideration the fact that, 
since the 1950s, foundries have increasingly · con
tinued to found smaller and smaller carillon bells, it 
will become clear that towns, villages, institutions 
and even individuals who previously did not have the 
means for purchasing a carillon were now able to 
install such an instrument. 
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To which magnitude the category of automatic caril
lons was able to grow to can also be calculated from 
table 1: In 1990 the number of carillons that can only 
be automatically played (A = ca. 163) was nearly 
equal to that of carillons with keyboards (MA= ca. 
172) . As the instruments in this group also always 
have an automatic mechanism, the number of auto
matic mechanisms far exceeds that of the number of 
keyboards . This is especially due to the introduction 
of a sort of mini-carillon. 

The smallest type of automatic carillon. 

In the lists used for the table 1, the criterium of 18 
bells was used as the minimum number which a 
carillon should have in order to be called a carillon. 
The instrument then usually has a compass of one 
and a half octaves. In some cases, however, carillons 
are included in table 1 that have fewer bells than this 
but this concerns historic instruments such as 
Zierikzee, St. Maartensdijk, Monnickendam, Arne
muiden (only automatically playing but neverthe
less with 16th/17th-century bells) or at Breukelen 
(16 bells mainly by Taylor which can be both auto
matically or manually played. 
This criterium of 18 bells incidentally differs from 
the carillon definition as used by the Guild of Caril
lonneurs of North America (and influenced by the 
World Carillon Federation): 

'A carillon is a musical instrument composed of tuned bronze 
bells which is played from a baton keyboard. Only those 
instruments having at least 23 bells will be taken into 
consideration'. 

The description above does not take into account the 
historical view that the carillon can also be an auto
matically-playing instrument. This is understand
able when one considers the countless imitation 

6.5 A small automatic carillon. 
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carillons that are produced in the U.S.A. in particu
lar. These are electronic bell sounds that cause the 
art of the carillon to stagnate, especially in the reg
ions where people are not familiar with the genuine 
tower instrutnent. The definition above is the posi
tion that the pCNA has taken against these develop-
ments. \ 

Due to the difference in definition and because the 
category of carillons with more than 18 bells but less 
than 23 is a typical situation in The Netherlands in 
the second half of this century, this group should 
therefore be classified separately. More than 100 
carillons belong to this group which are often very 
light in weight and mostly installed in specially con
structed buildings . For the sake of clarity: the small 
carillons with less than 18 bells are not taken into 
consideration here although the number is probably 
just as large as the category with a somewhat larger 
compass. This group is also operated by means of a 
punch-tape mechanism or a computer. 

Conclusion 

As of 1990 there is a peculiar discrepancy which has 
arisen in the Dutch carillon world. On the one hand, 
a large number of automatic carillons and small 
carillons can be found (tangible evidence of the 
interest in carillon music) and, on the other hand, 
the carillonneurs complain about this. Gert Olden
beuving, the chairman of The Netherlands Carillon 
Society made a statement to that effect on the occa
sion of the 70th anniversary celebration of the NCS 
on the 18th ofJ une 1988 in Arnhem about the danger 
of 'the network of background music, the noise that 
is always there and never heard, the world of the 
confidants with 18 bronze bells at the jewelers, the 
bank and the shopping centre' 7

• 

From the present-day carillonneur's standpoint, this 
remark should certainly be taken seriously. Also the 
Dutch carillonneur has to deal with the public's 
unfamiliarity with his instrument, however strange 
this might seem in a country with the world's great
est concentration of carillons. Even if people are 
familiar with the instrument, it is usually only its 
automatic function because that is what people hear 
the most! 
At the same time, however, the very same carillon
neur realizes that the automatic bell-sound cannot 
be thought away and continues to rapidly increase in 
numbers. It is therefore of the greatest importance 
for the future of the Dutch carillon world that this 
sound, thanks to the efforts of The Netherlands 
Carillon Society and the Netherlands Carillon 
School, are being appreciated to a continually grea
ter degree as an independent musical phenomenon. 



Notes 

E. de Amicis, Olanda ( 1876); Nederland en zijn bewoners 
(Veen, Utrecht 1985). He heard folksongs , psalms and Italian 
and German opera melodies at Rotterdam and Leeuwarden. 

2 Computer playing mechanisms, standpoint of the NCS 
committee in: Klok en Klepel 33, Dec. 1984, pp. 3-8 including 
bibliography. 

3 The text below is based on the research done by John Courter in 
1988 as part of his studies at The Netherlands Carillon School. 
A publication of all its contents being prepared. 

4 Van Bergen's idea was, incidentally, not new. One example is 
that experiments using pneumatic techniques had been carried 
out, mainly in other countries, as early as the beginning of the 
twentieth century. See further also chapter VIII. 

5 In addition to the previously-mentioned publication, we 

mention only here: Andre Lehr, Wordt de beiaardierdoorde 
computer bedreigd? (Nat. Beiaardmuseum. 1984) . 

6 In other publications figures are given which can differ 
somewhat. This primarily concerns the criteria that are 
applied. In the table the criteria that are employed where 
necessary in the 1990 list are retroactively used in the 1970 and 
1980 lists. The differences are negligible and do not detract 
from the general tendencies. 

7 (Kloken Klepel41,June 1988, pp. 23-24. In another part of 
this issue (p. 27) , Arie Abbenes poses the question whether 
carillon culture might not be reserved with a pruning of the 
overabundant assortment of automatically-playing small 
carillons which nobody consciously listens to. 
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11 Acoustic research 
A discussion on physics and music 

Andre Lehr 

In the past, a certain discrepancy has always existed between crafts and science. All too often their exponents have lacked a common 
language. The frequent result of this was that knowledge and methods readily available to the craftsman were not only totally 
unknown to the scientific researcher, but he even 're-discovered' them. And then we are only referring to the most fortunate cases! In 
Germany during the previous century, for example, there were numerous researchers who, from their desks, devised all sorts of 
appealing theories on bells. This they managed in spite of the fact that they had never even set foot in a bell foundry! And their 
results offered ample evidence of this fact! 1 

At the end of the same century, a gradual change 
began to take place. The Englishman, Lord Ray
leigh ( l 842-1919), is a shining example of this. Take, 
for instance, his hypotheses regarding the so-called 
strike-tone of a bell, which is discussed further in 
another section. Not only did he construct his 
hypotheses after actually having listened to the bells, 
but he also owed a lot to the practice of English bell 
founders. 2 · 

A transition was also taking place in the Netherlands 
at about the same time. In 1909, the physicist, 
Abraham Vas Nunes (1879-1940), graduated with a 
dissertation on the sound of the bells of Frarn;ois 
Hemony (c. 1609-1667) dating from 1656 and 
located in Amsterdam's Zuidertoren.3 His professor 
was the Nobel prize winner himself, Prof. Dr. P. 
Zeeman (1865-1943). 

In this dissertation Vas Nunes demonstrated himself 
to be not only a scholarly recluse, but even more 
emphatically as an eminent listener of bells. With an 
admirable tenacity, he analysed the Hemony bells 
exclusively on the basis of hearing. Furthermore, he 
tested the frequencies of the overtones he found 
against the, albeit failing, methods commonly used 
at the time for calculating eigenfrequencies in bell
type bodies. 

The same trend can be found in the publications of 
Jan Arts (Brother Getulius, 1808-1973). His articles 
in the Journal of the Acoustical Society of America 
continue to pass the test of criticism with glowing 
colours.4 In addition to Vas Nunes and Arts, there 
were other researchers at the same time, such as the 
physics teacher, Dr. W . van der Elst (1880-1960).5 

He also proved himself to be an outstanding listener. 
It should be noted here that all of this scientific activ-
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ity naturally formed an excellent stimulus for Dutch 
bell founders who, prior 1940, were barely capable of 
making a carillon with tonal purity. 

The dissertation by E. W van Heuven 

On 21st December, 1949, when physical engineer, 
Engelbert Wiegman van Reuven, graduated from 
the University ofTechnology in Delft with his disser
tation entitled 'Acoustical Measurements on 
Church Bells and Carillons', the learned gentlemen 
were primarily interested in the tuning graphs he 
had published. These graphs could be used to tune a 
bell, a method which had always been kept secret 
and had been lost upon the death in 1793 of Andreas 
Jozef van den Gheyn in Louvain. It was first re
discovered at the end of the 19th century by Canon 
Simpson in England, and was then actually put into 
practice in bell founding. 6 It will come as no surprise 
that, shortly before Van Reuven's graduation, Cyril 
F. Johnston of the English bell foundry, Gillett & 
Johnston in Croydon, had made a suggestion to 
Tuur Eijsbouts of the Royal Eijsbouts, the Dutch 
bell foundry in Asten. He proposed to persuade Van 
Reuven not to publish these valuable graphs by 
offering him a financial incentive as compensation. 
Happily, it did not come to that. 

Van Reuven was prompted to write the dissertation 
by the fact that a ship carrying stolen church bells 
was sunk in the Dutch Ijsselmeer while on its way to 
Germany during the war. 7 The ship could not be 
raised until after 1945. At that time, the Dutch gov
ernment decided to have the bells subjected to a 
careful examination. Never had so many bells 
originating in so many different periods been 
gathered in one place. Such a study was also impor-

-



7.1 Drawing of the bell profile with which Van Heuven determined the tuning graphs in 1949. 
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tant because, on the one hand, no more bells could 
be imported from abroad. On the other hand, the 
new bells founded after the war to replace the 
thousands stolen by the Germans (Chapter 9) had to 
satisfy high standards. A thorough acoustic survey of 
historical bells was therefore very timely! Van 
Reuven was one of those appointed to carry it out 
and he was ultimately to use the results of this survey 
for his doctoral dissertation in 1949. 

The premises of Van Reuven's survey encompassed 
a wide scope. Broadly speaking, he dealt with the 
following subjects: 

I. A statistical research into the dimensions, 
weights etc. of historical swinging bells and caril
lons. 

2. Methods of measuring the overtones of a bell. 
3. The sound analysis of a number of carillons. 
4. The tuning of bells. 
5. The reverberating times of the hum-tones and 

several overtones in a bell. 
6. The sound radiation of a bell. 

Of course, it is not the purpose of this essay to cover 
all of these subjects in detail, particularly since, in 
fact, Chapters l to 3 of his disserstation did not 
reveal anything of special interest. In Chapter 3, we 
can even speak of a missed opportunity since Van 
Reuven omitted to investigate the tuning of the old 
carillons. Actually, he did not progress beyond the 
statement, 'Older carillons generally do not show a 
definite musical scale. ' This assertion was incorrect 
and was disproved a mere six months later when it 
was established that 17th and 18th century carillons 
were made in the mean tone tuning (Chapter 4).8 

In fact, the last three chapters were the most impor
tant in the dissertation of which, obviously enough, 
those concerned with the tuning of bells were the 
most remarkable. Figure 7 .1, shows the bell used by 
Van Reuven to determine the tuning graphs. It 
should also be noted here, and not without 
emphasis, that although Eijsbouts had made the 
same graphs for internal use shortly before, it was 
Van Reuven who was to publish them first. Prior to 
that, it had not occurred to anyone to present in 
graph form the change in tone as a function of a local 
change in the wall thickness! 

Figures 7 .2 and 7 .3 show the famous graphs, both for 
the inside and the outside of the bell. The horizontal 
axis shows the height above the ground surface in 
proportion to the greatest radius of the bell . The 
vertical axis shows the tone change as a percentage 
after a certain standard quantity of metal is removed 
locally.9 

Van Reuven went much further that is really neces
sary to tune a bell. He could have sufficed with 
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graphs for the inside of the bell as it is highly 
unusual, if not objectionable, to tune a bell by 
removing bronze from the outside. It is true that this 
method can be used to tune a bell equally well, but it 
can also ca~ e serious damage to the appearance. 
However, thf se graphs of the outside can still be 
used in designing bells . 

I 

The remaining two chapters of the dissertation 
introduced equally fundamental problems with 
regard to the acoustics of bells. But, as mentioned 
earlier, they were considerably less spectacular than 
the observations regarding bell tuning. Neverthe
less, chapter 5 covers a number of essential issues 
with regard to a bell 's damping and reverberating 
time. For example, Van Reuven established that, 
under normal atmospheric conditions, a bell's 
acoustical damping for the various overtones varies 
between 40 and 60% of the total damping. That is to 
say, that the damping of the material itself varies 
between 40 and 60%. 

He carried out the same research on bells cast in 
steel. Due to their much lower price these bells were 
often chosen to replace the expensive bronze bells. 
Unfortunately, steel bells sound dull and less sonor
ous. Van Reuven was able to demonstrate why. 
Steel may well have a'material damping that is three 
times as small as bell bronze, but its acoustical 
damping is many times higher than for bronze, 
somewhere in the region of3.5 times . This gives steel 
bells their dull sound. 

The same methodical approach was applied to the 
radiation of the bell's sound (fig. 7.4 and 7.5). From 
this he correctly concluded that when the bell mouth 
is directed towards the listener as it rings , less hum
tone is heard than when it is turned away. In this 
way, he was also able to account for the familiar bim
bam or ding-dong effect of a pealing bell. If the I
sound dominates, there is little hum-tone and the 
bell mouth is turned towards the listener, and vice 
versa. 

Although this and similar values revealed by the 
research obviously did not shake the foundations of 
campanology, it was, nevertheless, extremely useful 
information. Insight into the bell was increased 
thanks to the theoretical arguments provided by 
Van Reuven. All of this supports the view that Van 
Reuven should definitely be seen as the founder of 
modern scientific campanology in the Netherlands. 
The writer of this article also owes him a great deal. 
He was the godfather of the writer's first articles in 
Acustica, which was a newly-founded acoustic 
magazine in Europe at the time. 10 

Given this background, it is not surprising that Van 
Reuven was invited to participate in various official 
advisory committees. Unfortunately, he was only 
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7. 2 Van H euven 's tuning graphs for the inside 'of a bell. The 
place where the bell bronze is removed is shown horizontally (0 
is the lip of the bell). The resulting tone change is shown 
vertically. 

able to carry out this work for a short time, as he 
quickly succumbed to a wasting disease (MS) which 
prevented him from continuing. He passed away on 
5th August, 1976, at the age of 58. His scientific 
estate in the field of campanology has been preserved 
in the National Carillon Museum in Asten. 11 

Professor Schouten and the problem of the 
strike-tone 

In 1939, the idea was born in Eindhoven to place an 
electrical Westminster on the so-called Lighting 
Tower of the Philips factories. Steel springs were 
chosen as the sound source and they were struck 
with small automatically operated hammers. The 
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sound of the springs was amplified electro-magneti
cally and then broadcast over the surrounding area. 
Although they were not bells, each spring was given 
a name. They were known asJumbo,Jericho,Johan
nes and Judas. Judas lived up to its name with its 
barely distin~uishable pitch. This was not the case 
with the others, although their pitch did not occur as 
an overtone ih the sound spectrum of the springs. As 
a consequence, none of the partial _tones of the spring 
coincided with its pitch. 

At about the same time, the twenty-nine year old 
researcher, Dr. J.F. Schouten (1910-1980), was in 
the process of investigating the renowned problem of 
'the missing fundemental'. We shall not go into this 
in detail, but only mention the following. Even at 
that time, this was an old problem which had exer
cised famous acoustic experts, such as H. Fletcher 
(1884-1981) and G. von Besesky (1899-1972). It 
consists of the phenomenon that when one has a 
harmonic series of tones beginning with a higher 
harmonic than the hum-tone, for example, e2 - g2 -

bb2 - c3 - d3 etc., or in the frequency ratios 5:6:7:8:9: 10 
etc, the hearing still attributes to the series the pitch 
of the physically missing hum-tone c1 (ratio 1). Vari
ous theories were put forward to account for this 
remarkable phenomenon. Schouten's theory, which 
he himself called his residue theory, would prove to 
be the correct one.12 

This theory is based on the conclusion that of a har
monic sound, a sound with the harmonic series of 
overtones c1 

- c2 
- g2 - c3 - e3 etc., no more than about 

the lowest eight tones can be recognised individu
ally. All of the others, that is to say, the residue, are 
perceived by the ear as a total sound with a clearly 
recognisable pitch. This means that when only the 
overtones from c4, for example, are present in the 
above-mentioned harmonic series, this sound is still 
heard at c1

• 

The explanation for this phenomenon should be 
sought in the fact that when several harmonic tones 
sound together, a periodical repetition occurs in the 
form of the vibration mode. This repetition possesses 
a frequency based on this periodicity. It is the fre
quency experienced by the ear as the pitch of the 
group of harmonic tones in question (fig. 7 .6). 

Later, it emerged that the effect described here al
ready occurs in three and sometimes even two strong 
overtones harmonically related to each other, even 
when the musical ear can easily identify the tones 
separately. Furthermore, it appeared that in sounds 
with a non-harmonic structure which nevertheless 
occur in part of a harmonic series of overtones, the 
ensuing pitch does not necessarily coincide with a 
hum-tone, either present or missing. 

So this was the case with the Westminster springs. 



Schouten concluded from these springs that, with 
the exception ofJ udas, the following relative series of 
partials occurred; F#0 

- e1 - c2 - g2 - c3 - fS - a3 - c4. 
However, the pitch of the series was actually valued 
at a c1 and not at the F#0! But in the light of the 
above, the explanation was simple. The tones c2 - g2 -

c3 form a harmonic series which possess a common 
periodicity on tone c1

. And why didn't Judas have a 
definite pitch? The reason is obvious. There was no 
harmonic series to be found beneath the overtones of 
that spring! 

You would be mistaken if you thought that Schouten 
achieved any success with his particularly elegant 
explanation of a remarkable musical phenomenon. 
It was even less the case when he applied his residue 
theory in explanation of the strike-tone of the bell. 
However, it remained an intriguing bell problem for 
which, until then, no-one had come up with an 
explanation. Because it is indeed remarkable that 
the impure bell with the partials c# 1 

- b1 
- eb2 -f#2 

- c3
, 

to take a random example, sounds on a c2 and not on 
a c# 1 or b1

• Squire Jacob van Eyck (c. 1590-1657), 
the musician who had provided such excellent sup
port to the Hemonys, had already been aware ofit. 
Later, at the end of the 19th century, it would be re
confirmed by Lord Rayleigh.13 He had learned of the 
strike-tone phenomenon from the bellfounders. 
They followed a rule of thumb which says that the 
strike-tone ofa bell is always an octave interval lower 
than the fifth partial, regardless of its internal tonal 
structure. So, to take an almost impossible example, 
a bell with the partials B0 

- c#2 
- d2 - f'2 - b2, is per

ceived by the ear as a b 1
• 

Before the war, the American, Taber Jones, the Ger
mans, Meyer and Klaes and many others searched 
in vain for an explanation for this remarkable 
phenomenon, a phenomenon that occurs in hardly 
any other instrument. 14 In the meantime, it had been 
established that above the fifth partial c3, the strong 
sounding overtones fifth g3 and octave c4 occur with 
considerable purity in every bell, regardless of its 
structure. It seemed that the solution had to be 
sought in these tones, but existing theories, such as 
that of the difference tone, failed . 

Schouten applied his residue theory and with suc
cess! For it appeared that the vibration curve for the 
three partials c3 - g3 - c4 together possess a periodicity 
with a frequency that coincides with the c2 strike
tone, in spite of the fact that the doubl~ octave c4 is 
usually on the high side. Unfortunately however, his 
explanation for the strike-tone remained unknown. 
One reason for this was the war which reached the 
Netherlands in 1940 and made scientific exchanges 
with the United States and others virtu<fllly imposs
ible. But objections were also raised !against his 
explanation of the strike-tone. Van Reuven, for 
example, who in his dissertation of 1949 restricted 

his testing of Schouten's hypothesis to the double 
octave c4, an overtone of which he correctly con
cluded that it is usually quite high and that therefore 
a really satisfactory explanation for the strike-tone in 
that partial could not be found . He was obviously 
uninformed of the far more important twelfth g3 

which is usually pure. It is precisely this twelfth 
which is of crucial importance. Van Heuven thought 
that he would have to find another explanation. 
Although later it was totally disproved, he thought 
that he had found it in the supposition that the 

---f 
-·-·-2 
.. -··-3 

··········4 --·--s 
7. 4 Sound radiation of the bell in the vertical plane according to 

Van Heuven. (1 = hum tone, 2 = fundamental, 3 = minor 
third, 4 = fifth, 5 = nominal) . 

7.5 Sound radiation of the bell in the horizontal plane according to 
VanHeuven. 
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strike-tone is a partial tone that arises out of a brief 
contact between the bell and the clapper. 

But why are we going into such detail in this article 
when all of this took place before 1945? We have 
already given the reason. Schouten's theory ex
plaining the strike-tone only became well-known 
after the war, but even then recognition was not 
forthcoming. This was also the case in 1963 when 
Schouten gave a lecture to the Dutch Acoustical Soc
iety for which he prepared with a number of experi
ments. They were carried out at the Institute for 
Perception Research in Eindhoven for whose found
ation he was partly responsible. The Institute is a 
collaboration between the University of Technology 
in Eindhoven and Philips. His experiment consisted 
of the following. First, he adjusted three tone 
generators to the sequence c3, g3 and c4. Then he 
allowed them to pass an electrical filter in a way that 
permitted him to allow three tones to pass, but also 
two or even only one. The result of this test was 
indisputably clear! 

If only one octave c3 was allowed to pass through, no 
strike-tone was heard. If then octave c3 and twelfth g3 

were allowed through the filter together, the strike
tone could be perceived loudly and clearly. Finally, 
when the double octave c4 was added, there was 
hardly any change, even in spite of the fact that,just 
like in real bells, the double octave in this experiment 
was also too high. Schouten's conclusion was that 
the strike-tone phenomenon originated in the har
monic positions of the octave, the twelfth and the 
double octave, but that only the first two partials are 
of actual importance to the pitch (fig. 7.7). Further
more, because the octave-twelfth interval is usually a 
fairly accurate fifth , the precision of the octave rule 
does not need to be called into doubt. 

The experiments _described above were made poss
ible partly due to an increased insight into the over
tone structure of a bell. In advance of what will be 
said in one of the next sections on this matter, we can 
assert that, thanks to that improved knowledge, the 
strongest sounding partials in the bell sound can be 
isolated from the overwhelming quantity of overto
nes with greater certainty. Those strong partials 
appeared to belong to the so-called first group. Their 
general series sounds on the hum-tone c1

: 

cl - eb2 - c3 - g3 - c4 - f4 - a4 - c5 etc. 

However, in this series Schouten did not only note 
the harmonic series c3 - g3 - c4, but also another, 
namely f4 - a4 - c5. It is these partials which form a 
periodicity whose frequency lies on an f'2. This was 
an explanation for the dreaded strike-tone fourth or 
secondary strike-tone in large bells which was just as 
elegant as the explanation for the better known, 
primary strike-tone. 
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7. 6 If more tones are located in a particular frequency relationship 
towards each other, an overlapping periodicity can arise which 
Schouten called residue. Two examples ( A and B) are given in 
the drawing. 

Shortly before the outbreak of war, Arts was one of 
those who had pointed out this disturbing phenome
non in large bells in the Journal of the Acoustical 
Society. 15 At the time he established an octave rule 
for this strike-tone. This was the rule that this per
ception of the pitch always sounded one or two 
octaves lower than the f4 partial in our example. 
Schouten then pursued the analogy as far as his 
residue theory, which could also offer an explanation 
for this strike-tone with the periodicity of the partials 
f4 - a4 - c5 ( or transposed c - e - g) ! In the meantime, it 
was also clear why the secondary strike-tone can 
only occur in heavy bells. After all, the harmonics 
concerned are very high in the bell's tonal spectrum 
and apparently can only be heard well in heavy, and 
therefore deep sounding, bells. 

At this point in our story, it should be repeated that 
Schouten's hypothesis did not really catch on, even 
after the experiments in the sixties. Was that because 
the results of electronic laboratory tests could not 
easily be transferred to large, loud sounding bells in 
the towers? In fact, only the Austrian bell founder, 
Joseph Pfundner, defended the residue theory 
through thick and thin as an explanation of the 
strike-tone. Unfortunately, he was "plus royaliste 



que le roi"! His evidence in support of Schouten's 
hypothesis was simply based on a totally uncritical 
observation of all harmonics under the partials of a 
bell, regardless of how weak or strong they may be. 
In this manner, he was able to find an impressive 
series of harmonics in the bell. Whether they were all 
equally impressively heard is open to justifiable 
doubt. 

Above all, throughout all of this , the problem in con
nection with the impurity of the double octave 
remained unsolved. It is true that Schouten had 
established that the influence of this tuning on the 
pitch of the strike-tone was very slight, but the 
mechanisms behind this were not discovered. That 
is why in 1986, J.H. Eggen of the same institute 
resumed the investigation with a broader approach 
under the supervision of Prof. Dr. A.J.M. 
Houtsma. 16 What Schouten had done on a limited 
scale in 1963 could be repeated twenty years later, 
thanks to modern electronic techniques and compu
ters with synthesized bells in any overtone structure 
desired. 

In this new series of experiments, only the octave in 
the bell, the twelfth or the double octave were re
tuned. Combined shifts were also investigated. 
Thanks to modern apparatus , moves in tuning could 
be effected very gradually, and one could hear how 
the strike-tone moved along the sound spectrum as a 
result of this. One of the rules that was re-established 
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7. 7 Schou tens analysis of the partial tones and the graphic 
calculation of the primary and secondary strike tones. 

was that when the interval octave-twelfth is reduced, 
the pitch of the strike-tone rises. But it was also re
established that while the double octave strengthens 
the strike-tone phenomenon, it has very little influ
ence on its pitch. This is primarily determined by the 
octave and the twelfth. This re-confirmed 
Schouten's hypothesis regarding the strike-tone. In 
this context it is of little relevance, at least in the 
sense that the theoretical foundations of the residue 
theory have since been re-formulated. Furthermore, 
we prefer to speak of the periodicity theory. 

A General bellformula 

At the start of this century, virtually unknown to 
carillonneurs and musicians , a remarkable cam
panological war was waged. It revolved around the 
issue of whether the famous bellfounders Frarn;ois 
and Pieter Hemony used the principle of dynamic 
similarity in the design of their carillon bells. In his 
dissertation of 1909, Vas Nunes had shown conclu
sively that this was the case. By contrast,J .B.A. van 
der Hegge Zijnen asserted the opposite and seemed 
to have good arguments with which to do so! 17 

The principle of the dynamic similarity says that if 
all of a bell's dimensions are changed by a factor f, 
the frequencies of the partials will change by a factor 
of 1/f. Or, to give a concrete example, if a bell with a 
diameter of 770 mm, a strike-tone c2 (523.251 Hz) 
and weighing 285 kg is reduced with a factor of two 
( 1 /2) , the diameter of the new bell will be 385 mm 
and its frequency will increase to 2 x 523.251 Hz= 
1046.502 Hz, in other words to strike-tone c3• The 
weight can then be calculated easily, namely by the 
factor (\12) 3 x 285 = 35.6 kg. Within this principle of 
dynamic similarity, the rule applies that the weight 
changes by a factor of ( Yi-)3. 

Using the principle described, it is therefore possible 
to calculate one bell on the basis ofanother. Suppose 
that we wish to calculate an f'2. The interval c - fis a 
fourth. According to the equal-tempered tuning, the 
frequency relationship is 25/12 = 1.33484. This 
means that the f'2 bell will have a diameter of 770/ 
1.33484 = 576.8 mm and a weight of285/l .334843 = 
119.8 kg. Of course, the weight can also be calcu
lated from the third power of the reciprocal relation
ship between the diameters . 

Vas Nunes had shown that the principle had indeed 
been applied to the heaviest Hemony bells of the 
Zuidertoren of Amsterdam. What Vas Nunes did 
not do, and Van der Hegge Zijnen did do, was to 
carry out an examination of the application of that 
principle in bells in the middle register and the tre
ble, because the above-described rule did not appear 
to apply there. Let us take a random example where 
a Hemony c3 bell has a cross-section of 418 mm and a 
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weight of 48 kg. A c4 bell, one octave higher, should 
therefore have a cross-section of \/2 x 418 mm = 209 
mm and a weight of (\/2) 3 x 48 = 6 kg. In actual fact, 
the Hemonys chose the respective values of238 mm 
and 10 kg. It would appear that the Hemonys did not 
use the principle for their smaller bells. This also 
applied to the other historical and contemporary 
carillon founders . Apparently, the diameters chosen 
for treble and middle register bells are different to 
and larger than those prescribed by the dynamic 
principle of the dynamic similarity. The reason for 
this is straightforward . The example demonstrates 
that by not applying the principle, treble bells can be 
made that are relatively heavier and therefore more 
sonorous. 

If the principle of the dynamic similarity is not used 
and a diameter is chosen more or less at random for a 
bell with a particular strike-tone, it becomes less 
easy to calculate the bell's weight. The simple rule as 
outlined above no longer applies. However, during a 
statistical survey at the beginning of the fifties , the 
writer was able to ascertain that an elegant approxi
mation formula exists for this problem 18

, as follows: 
M = c.f.D4 

Here M is the weight in kg, f is the frequency of the 
hum-tone in Hertz and D is the diameter in metres. 
When choosing these dimensions, it appears that the 
constant c is an average ofabout 3 kg.s/m4. In reality 
this varies of course, depending on the profile type. 

It is easy to calculate from the values of the c3 bell 
that the constant for the Hemony profile concerned 
is 48/(523.251 x 0.4184

) = 3.00 kg.s/m4. This is pre
cisely the average mentioned earlier. With that 
value, we can then calculate that a c4 bell with a 
cross-section of 238 mm will weigh 3.00 x 1046.502 
x 0.2384 = 10.1 kg. If the Hemonys had given the 
bell a diameter of 260 mm, it would have weighed 
14.3 kg. 

It should be pointed out that this formula has been 
derived empirically and is therefore an approxima
tion. If it were to be derived following strict 
mathematical methods, a formula would be pro
duced so complex as to prohibit any application in 
practice. 

The Classification of overtones 

If a researcher really wishes to understand a physical 
phenomenon, he needs to have some insight into the 
structure of the phenomenon. This equally applies in 
the case of the bell for which, in the course of the 
century, more and more eigenfrequencies have been 
measured more and more accurately. But compil
ing a list of partials in order of frequency, and there
fore in order of pitch, is a very different matter from 
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forming an arrangement in which the other acoustic 
properties, such as sound level, also play a role. 

musial !WIie IMJle(<"11s) • I n m IV V VI vn 
hum note 1ao+42 2 1-2 

fundamealal 111+26 2 Il-2 

minor third llesl+57 3 1-3 

fifth d2+47 3 11-3 

nominal (.!+51 4 1-4 

major tenth b2+66 4 11-4 

2nd elevmth c3+60 3 III-3 

1st eleventh c3+85 2 III-2 

twelfth d3+53 5 1-5 

thirteenth e3+26 4 IIl-4 

fourteenth fis3+32 5 11-5 

double octave 13+111 6 I~ 

1ia3+35 2 IV-2 

aJ-16 3 IV-3 

a3+21 5 III-5 

a3+23 2 V-2 

b3-31 4 IV-4 

c4- I8 6 II~ 

c4+48 2 Vl-2 

double eleventh <4+72 7 1-7 

ci14+28 2 VIl-2 

d4-29 5 IV-5 

d4-16 6 III~ 

d4+14 3 V-3 

dis4+9 3 Vl-3 

o4+2 4 V-4 

o4+51 7 11-7 

double thirteenth o4+57 8 1-8 

f4-II 3 VII-3 

f4+11 6 IV~ 

fis4-5 7 III-7 

fis4+ 13 5 V-5 

'4-30 4 Vl-4 

triple octave '4+84 9 1-9 

Table 7.1 bell profile {not tuned) with a diameter of 100 cm and a 
bell weight of 568 kg without canons as used by 
Eijsbouts ( 1972) Jo the bourdon }*0 (7.200 kg) in the 
H emony -carillon of the Domtower at Utrecht. 
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7.8 The graph of the partials of table 7.1. 



That this is necessary can be shown in a single exam
ple .. In every bell it is easy to determine which partial 
is the hum-tone, or the fundamental or the third etc. 
Minimal information regarding a low partial, that is 
to say regarding its pitch or frequency, is usually 
sufficient to identify it accurately as a hum-tone, fun
damental etc. However, it is insufficient for high 
tones in the sound spectrum. One needs to know 
more than just the frequency, at least if one does not 
want to run the risk of comparing two bells on the 
basis of dissimilar partials, purely and simply 
because both happen to be located in the same place 
in the tonal spectrum. The same position in the high 
frequency area of the sound spectrum is the least of 
guarantees that both partials also resemble each 
other in other respects, such as their sound level or 
reverberating time. Evidently, more than the fre
quency is required in order to identify a partial. An 
ideal instrument for this is the number and the loca
tion of the nodal parallels and nodal meridians. One 
example is the double octave which has a node at the 
head of the bell like all partials, a nodal parallel 
running over the middle of the waist, and another 
twelve nodal parallels in a vertical direction over the 
circumference. 

Already prior to the war, researchers attempted to 
shape some sort of order in the apparent chaos of 
partials. Among these in 1930 was the American, 
Franklin G . Tyzzer.19 At the start of the fifties , the 
writer of this article repeated that research on a 
broader scale. He related the data obtained to the 
musical properties of the various overtones. 20

) This 
permitted the construction of the following picture of 
the overtone structure of a bell, based on Table 7 .1 
and Figure 7 .1 which summarize a large number of 
partials. 

The overtones of a bell can be divided into groups. 
The partials of a group are characterised by a com
mon vibrationed mode (fig. 7.9). The mode for the 
horizontal cross-section has two more nodes for each 
su~cessive tone in a group, the lowest number being 
four (fig. 7 .10) . Formulated differently, the tones ofa 
group possess the same number of nodal circles or 
parallels. For the sake of completeness, it should be 
noted that all partials, at least those of any musical 
importance, have a node at the head of the bell . Of 
course, this is necessary, otherwise a suspended bell 
could not ring. 

The groups can also be divided based qn the above. 
The criterium is therefore the number of nodal para
llels. This brings us to the following picture: 

l . Group I has a nodal circle in the waist. Remark
ably enough however, strictly speakitjg there is no 
lowest for the first group; that is, a p artial with 
one nodal parallel in the waist and four nodes in 
the circumference. For reasons that will not be 

hum note fundamental group I 

group II group Ill group IV 

7.9 Vertical vibration al mode of the hum tone,fundamental and the 
groups I to IV. In every case, the maximum position of the 
vibrating bell wall is given, albeit in a highly exaggerated scale. 
The hum tone vibrates like a tuningfork: the fifth belonging to 
group II vibrates primarily in the waist, etc. 

elaborated on here, the hum-tone must still be 
regarded as the lowest of this group. 

2. Group II has a nodal circle in the sound bow. The 
remark made for Group I applies here too, namely 
that the fundamental cannot actually be the lowest 
of the second group based exclusively on this 
criterium. Nevertheless, there are other reasons to 
regard it as such. 

3. Group III has two nodal circles, one in the waist 
and one in the sound bow. The lowest of this group 
also possesses this characteristic. 

4. Group IV and higher each have one nodal circle 
more. 

This grouping also makes it easier to provide a bell 
partial with a physical notation. A combination was 
selected of the group to which the partial concerned 
belongs, and the number of nodal meridians, more 
particularly half of the number measured over the 
circumference. The reason for halving the number is 
simple. Each meridian continues through the head of 
the bell to the other side. The particular columns in 
Table 7.1 was compiled on this basis. 

Numerous musical conclusions can be drawn on the 
grounds of the above. The following examples serve 
as an illustration of this. A bell is struck on the sound 
bow. As both the above-described definitions and 
Figure 7 .9 make clear, all partials , with the exception 
of the first group, have a nodal circle in or in the 
direction of the area of the sound bow. This means 
that when the bell is struck in that place, only those 
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partials can reach complete development which do 
not have a nodal circle there. Those are the tones of 
the first group only. Only those partials can domi
nate in the tonal spectrum. 

s=2 s=3 

7. IO The lowest two horizontal vibratingforms with four and six 
nodes in the circumference. Four nodes have the hum tone, 
fundamental etc.: six nodes have the minor third, the fifth etc .. 

This also closes the circle in relation to the primary 
and secondary strike-tones. Both perceptions of the 
pitch occur exclusively through tones from the first 
group, through the partials that are the most 
strongly represented in the bell's tonal spectrum. If 
the hum-tone is cl , those are: 

hum-tone 1-2 c1 

minor third 1-3 eb2 

octave 1-4 c3 
twelfth 1-5 g3 
double octave 1-6 c4 

double eleventh 1-7 f" 
double thirteenth 1-8 a4 

triple octave 1-9 c5 

It is a series that has already been given in the previ
ous section, although without a physical identifica
tion. 

The importance of grouping can be shown clearly 
in another example. Here the question arises as to 
which partial should be regarded as the double 
octave. Is it the tone which is closest to the correct 
pitch of the double octave, in our case c4? Or is it 
the partial which, while it does not have precisely 
the right frequency, is still the strongest in the area. 
It will be clear that a pure but hardly audible dou
ble octave has no musical significance, especially if 
another less pure but far stronger sounding over
tone is located in the immediate area. On these 
grounds, the double octave was defined as the par
tial 1-6. 

This is clearly not the place to explore this subject 
exhaustively. We have mentioned a few examples in 
order to demonstrate that the physical foundations 
of bell partials can also be of musical importance. 
Grouping is also important in other respects, namely 
in calculating the eigenfrequencies using the finite 
elements method. This happens to be the subject of 
the next section. 
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The numerical calculation of bell profiles 

In October 1972, Jos Banens graduated from the 
University of Technology in Eindhoven with 
research tha was published internally under title, 
"The frequen)cy spectrum of the bell".21 For the first 
time in the history of campanology, the eigenfre
quencies of bells were extremely accurately calcu
lated. This was a milestone and especially if you 
consider that many researchers had attempted the 
same in the pa,st, without success. Eminent scholars 
spring to mind, ,such as Leonard Euler (1707-1783) 
and Rayleigh. In the Netherlands, as we mentioned 
earlier, Vas Nunes graduated in 1909 in Amster
dam, partly on the basis of this subject. 

The reason why a graduating student, Banens, suc
ceeded where eminent scholars failed can directly 
attributed to the introduction of the computer and 
calculating methods that can be applied when using 
it. Euler and his contemporaries had to work analyti
cally. They had to construct formulae for the bell 
profile and find solutions to the ensuing differential 
equations. But the formulas had to be simple, other
wise the equations would have been insoluble. The 
desired simplicity was, however, the reason that the 
bell profile was approached extremely inaccurately, 
with all of the fatal consequences for the exactness of 
the result obtained. In addition, an entire series of 
partials were not found simply because the vibration 
theories that were used also had to be simplified 
considerably. In fact, this means that the result 
obtained was little more than a rough estimation of 
the partials of the first group. In short, a veritable 
dead-end. 

The method introduced in the seventies was no 
longer based on a formula which could capture the 
geometric forms of a bell, but on dividing the bell 

7. I I An experimental bell divided into elements. 



profile into f.i. twenty rings (fig. 7.11) . In a cross
section of a bell, this manifests itself as though the 
bell is divided into a finite number of elements. 
Hence the name, "finite elements methoctl". Due to 
the simplicity of this method, each ring can easily 
be dealt with algebraically, and that also applies to 
linking the rings together. On the other hand, by 
not using a formula for the entire bell profile, the 
number of calculations increased drastically. In 
fact, to such a degree that they could no longer be 
carried out by hand. This problem has been solved 
thanks to the introduction of the computer, thus 
marking the beginning of a whole new era for cam
panology. 

While in the seventies the computer was reserved 
for scientific institutes, almost twenty years later 
this excellent tool for manoeuvreing large quantities 
of data has penetrated as far as the manufacturing 
industry. Since the mid-eighties, bells have been 
designed at Royal Eijsbouts on a computer rather 
than on the drawing table, using what is nowadays 
known as a CAD system. This stands for Computer 
Aided Design. Flexibility has increased dramati
cally so that even restoration bells, replicas of spe
cial bells from other cultures and entirely new 
types, such as the sixth bell, are far easier to design. 
Furthermore, the necessity for casting test bells to 
check that the overtones have the required value in 
a particular profile has either disappeared or, in 
any case, has been reduced substantially. It is quite 
possible that this will result in a large variety of bell 
designs in the future! 

It will be no surprise that not everyone welcomes 
such a development with understanding. It is still 
thought by some that to involve a computer in the 
process of bell design will seriously affect the artistic 
value of the final product. However, this suspicion 
is based on an incorrect evaluation of the role that 
the computer plays in this process. For this instru
ment does not assume the task of the designer, quite 
apart from the fact that this is hardly possible. The 
computer is an extremely sophisticated piece of 
equipment that can arrive at an end result far 
quicker and far more efficiently. The end result 
being the swinging or carillon bell of which only the 
musical ear can determine whether the result 
obtained can withstand musical criticism. 

Nevertheless, many wishes remain and, of course, 
they are joined by others. Take, for ~xample, the 
automatic tuning on a computer-operated turning 
lathe or a so-called CNC machin<";, which stands for 
Computer Numerical Control. This may sound like 
an ambition that will equally destroy the emotional 
perception of the bell sound. Nothing <iould be less 
true, at least, and we repeat what has ~een written 
earlier, as long as the musical ear retains the casting 
vote in the acceptance of bell and carillons. 

The major bell 

On 23rd February, 1983, the writer gave a lecture 
to the Dutch Acoustical Society entitled, "Calculat
ing a bell profile". 23 In it he developed the theme 
that current technical instruments, in the form of 
the finite elements method and the computer, must 
make it possible to solve the old problem of the 
major bell, assuming at least that such a bell is 
actually possible. Not long after, he repeated the 
lecture to the University of Technology at Eindho
ven. All of this led to renewed contact with Dr. 
A.J .G. Schoofs at the university who was to super
vise the investigation. On this occasion, however, 
the objectives were formulated quite differently 
than before, when a bell was calculated by a com
puter for the first time. While Banens calculated the 
eigenfrequencies of a familiar profile which could 
then be confirmed in practice by Royal Eijsbouts, 
now the ambition was to develop a new type of bell 
with a completely unfamiliar profile. A bell in 
which the traditional minor third partial was 
changed into a major third. Or to put it in jargon, 
the finite elements method was combined with 
optimalisation techniques. 

The lowest and most important partials of a purely 
tuned bell are c1 - c2 - eb2 - g2 - c3• Already in the 
previous century, there were musicians who prefer
red the minor third, es2, to be replaced by a major 
third e2• But the simpler the formulation of the aspi
ration, the more difficult its realisation proved to 
be. Shifting the third 1-3 over half a tone, with the 
condition that the position of the other important 
partials remained unchanged, appeared to be virtu
ally impossible. But here again, it was the finite ele
ments method that led to a solution. To put it very 
simply, we can say that this method and the com
puter permitted the eigenfrequencies of innumer
able models to be investigated extremely quickly. If 
this investigation is carried out at all methodically, 
for example, by systematically adjusting certain 
dimensions of the profile, it can be assumed that, if 
a solution exists , it will certainly be found. And that 
was indeed the case when, in spring 1985, the con
certed efforts of the University of Eindhoven and 
Eijsbouts in Asten succeeded in solving a problem 
(fig. 7.12) that had existed for at least one hundred 
years. 24 

But was everyone just as enthusiastic with this solu
tion of the old issue? It is certain that the major bell 
and especially the carillons that have been made 
with this type of bell have been the subject of heated 
discussions between supporters and opponents. 
Disregarding approximately ten automatic chimes 
with major bells in the Netherlands, Belgium and 
Germany, the primary carillons with this type of 
bell are the carillon in the O.L.V. Church in Deinze 
(Belgium), the Chrystal Cathedral in Garden Grove 
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7.12 The major bell compared with the traditional minor third bell. 

(Los Angeles, U.S.A.) and the Basilica of Maria of 
Guadalupe in Mexico City. However, it is not the 
purpose of this article on forty-five years of Dutch 
acoustic research to conduct a polemic on the major 
bell . We will restrain ourselves to putting forward 
only a number of its important aspects. 

In the first place, it should be noted that concurrent 
with the search for the major bell, Professor Dr. 
A. Houtsma, at the afore-mentioned Institute for 
Perception Research, was conducting listening tests 
using synthesized bells to research whether carillons 
with such bells were actually appreciated. The results 
were interesting because laymen and musicians who 
are not carillonneurs have a distinct preference for 
major carillons. The simple reason for this is that the 
consonance of the bell sound in such a carillon is 
considerably greater. This is accompanied by the fact 
that the pitch is also much more easily recognised. By 
contrast, most carillonneurs showed far less 
enthusiasm. The reason seems to be self-evident. If a 
musician has been educated on a minor carillon and 
has pursued his career on it, he is not likely to abandon 
such a familiar instrument without protest, even if 
this is actually merited. Player and instrument form a 
closely-bound unit which cannot be intruded on with
out impunity and certainly not by carillons with a 
totally new sound and a totally new harmonic struc
ture . For this reason, we are better advised to speak of 
two independent instruments which both have a right 
to exist. Does not the same apply to the modern 
concert grand and the earlier upright piano? 

The last statement probably also removes a persistent 
misconception. During the initial euphoria over the 
discovery of the major bell , it was primarily the media 
who launched the opinion that carillons had done 
away with the old minor bell , and that it would be a 
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musical necessity to cast exclusively major bells. But 
it has already been said, this cannot possibly be the 
intention. That is why, in conclusion, we will attempt 
to range side by side the arguments for and against: 

1. Because the major bell has a more harmonious 
overtone ~tru~ture thanks partly to its third , most 
carillonneurs do not find this bell very interesting. 
By contrast, it is precisely the less complicated 
sound which laymen seem to appreciate; they rec
ognise the. pitch better. 

2. The less voluminous sound of the major bell is 
regarded by some carillonneurs as an impoverish
ment. By contrast, layman value it. The bell 
sounds flow less strongly into each other so that the 
music is easier to understand. A major carillon 
would appear to be extremely suitable for a rela
tively low tower. 

3. According to the opponents of major bells, when 
struck with force , the bass bells develop a less 
pleasant partial sound. Supporters claim, howev
er, that players of a major carillon should realise 
that a major carillon is not a minor carillon. In 
other words, every musical instrument demands 
an individual playing technique. After all , playing 
a grand piano is different from playing an upright, 
to name just one example. Furthermore, it should 
be noted that experience in intoning a major caril
lon is still very slight. From that point of view, we 
can definitely count on further improvement. 

Let us leave the polemic and return to the methodol
ogy that led to the discovery of the major bell. 
Because, in spite of the fact that the finite elements 
method is an extremely valuable tool, it should be 
realised that this method of calculation can provide 
only a little information regarding the timbre of the 
designed bell. This renders the role of campanology 
indispensable. It is for the same reason that another 
doctoral investigation is being conducted into bell 
design at the University of Technology in Eindhoven 
with a subsidy from the Foundation of Technical 
Science (STW). This time it not only includes the 
eigenfrequencies in relation to the bell profile, but 
also timbre-determining factors such as the composi
tion of the bell bronze, the quality of the casting 
material, the weight and the material of the clapper, 
the speed with which the clapper strikes the bell etc. 
This research is expected to be completed at the 
beginning of 1992. 

Other investigations 

Above we have touched only on the most important 
research of the past forty-five years . It is stressed that 
this does. not include investigations that founders 
prefer to keep to themselves out of competitive cons id-



erations. A case in point is the technique developed 
by the writer in 1953 at Royal Eijsbouts to remove 
beats and wow's in bells. 

Furthermore, several subjects have already been 
dealt with in another chapter, including the redis
covery of mean tone tuning in 1950, and the corro
sion theory developed since 1952 in the light of the 
air pollution due to the excess of sulfur dioxide in 
city air. Both issues have been addressed in detail in 
Chapter 4 on the restoration of historically valuable 
carillons. 
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sl Towers and Carillons 
Carillons built after 1945 

Arie Abbenes 
Bob van Wely 

One hundred and twenry-two new carillons were acquired in The Netherlands after the war. The majoriry of these instruments (79) 
were hung in towers that already existed. Roughly speaking, the following categories according to the rype of tower are possible: 
an enclosed bell-chamber, an open steeple and an open bell-chamber in which a bell-frame with carillon is located. 
Such towers are often of substantial proportions and able to withstand the strain of heavy objects. It will be evident that heavy 
instruments are advisable under these conditions. 

Enclosed bell-chamber 

By nature, an enclosed bell-chamber possesses a 
number of acoustical obstacles in the form of wall 
surfaces, louvers and large wooden frame construc
tions. High-pitched sounds can be impeded by these 
obstacles and therefore the following rule of thumb is 
applied: Carillons with heavy dispositions belong in 
enclosed bell-chambers. There are also motives of an 
aesthetic nature; a giant is not supposed to have a 
dwarfs voice. The recognition of the value of an 
enclosed chamber began mainly in Flanders during 
the carillon renaissance instigated by Jef Denyn. 
The St. Romboutstoren in Mechelen was the grand 
paragon. People even went to the lengths of moving 
carillons which originally hung in open lanterns to 
enclosed bell-chambers with louvers. During this 
period in the Netherlands many carillons were hung 
in towers which had previously only housed swing
ing-bells . Thus, it was also here where the light, indi
rect and rippling sounds originated - a condition for 
legato style. Several examples: Dordrecht, Lochem, 
Tie!, Vught, Oirschot, Gorinchem. Not every 
enclosed bell-chamber produces the desired effect. If 
the bell-chamber is small and has a low ceiling, there 
will be no depth to the sound. This often results in a 
carillon sounding sharp and muted. One can only 
really speak of an enclosed chamber when the dis
tance between bell and belfry window is greater than 
c. 3 meters. 

Open lantern towers 

This type of carillon tower is more or less intrinsic in 
the Netherlands. Its designers evidently believed the 
following: if the bells are visible they can also be 
heard. This reasoning is correct. It is principally 
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carillons with predominantly light bells - high 
pitches - that resound excellently from an open stee
ple, direct and without distortion. In a steeple the 
bells are frequently hung in the arches, while the 
larger bells are hung from the ceiling. Along with the 
advantages of clear and direct sound, there are also 
disadvantages with this system. From their acousti
cally advantageous position, the bass bells can 
drown out the smaller ones. Small bells on the other 
side of the steeple (with respect to the listener) sound 
fainter. This problem mainly occurs if the tower is 
low. The open steeple was frequently built during 
the late gothic period (Haarlem, St. Bavo) and prin
cipally during the renaissance and baroque 
(Amsterdam, Zuidertoren - Alkmaar, De Waag) . A 
carillon was usually hung in the open tower steeple 
immediately after its completion. Many steeples 
however, mainly in small villages , have remained 
empty to the present day. Carillons can be success
fully placed in steeples of very limited dimensions 
(Delfshaven, Tilburg) thanks to a sophisticated 
compact structure and through the use of rustproof 
materials. 

Open bell-chamber-in which a bell-frame with 
carillon is located 

It is difficult to predict how a carillon will sound in 
this situation. It varies from excellent (Amersfoort, 
O.L.V. toren) to less satisfying. Also applicable here 
is the fact that the larger the bell-chamber, the better 
the results. 

Judging how a carillon will sound remains a precari
ous business. This can be illustrated by means of an 
example.,A light carillon was hung in the tower of 
the N.H. church in Laren (North Holland). Here, 



this concerns a rather closed tower with louvers in 
the windows. Furthermore, the tower is very low 
(bell-chamber floor c. 15 meters above street-level.) 
This carillon proved, contrary to expectations, to be 
an excellent sounding one. Do the surroundings not 
play an important role together with the type and 
height of the building, trees and surroundings. 

After the war, so-called new towers were built with 
the objective of hanging a carillon in them. This was 
often a reconstruction within the framework of the 
post-war reconstruction (Doetinchem, Sluis, Does
burg). There were sometimes deviations from the 
original design during the reconstruction (Hulst, 
Middelburg, Arnhem). As a rule, the towers in this 
category are high and of very ample design. In a 
word, very well suited for carillons. Towers that are 
really new are a different matter. These are often 
small towers which, for financial reasons, are too low 
in relation to their surroundings. Fortunately, there 
are also robust constructions which offer excellent 
housing for heavy sonorous instruments (Emmel
oord, Hengelo, Velsen). 

Eindhoven 

Philips carillon 

In 1988, the Philips carillon, which until then stood in a free
standing tower near the Evoluon in Eindhoven, was moved to the 
northern tower of the neo-gothic city church of St. Catharina. By 
chance, the existing bell-frame fit perfectly into the bell-chamber 
which is situated at a height of only 30 meters. 
The wooden playing cabin which has an abundance of windows is 
incorporated iii the frame. The twelve largest bells hang under the 
cabin and are connected to the keyboard by means of directed 
cranks. The remainingforty-nine bells have roller bars and hang 
above the cabin. The keyboard differs somewhat from the standard 
compass, manual: 4112 octaves,pedal: 2octaves. There are only 
twelve bells from the lowest octave which are connected to a computer 
playing-mechanism. A one-voice melody sounds three times da,ily. 
This Eijsbouts carillon which dates from 1966 sounds loud but very 
impressive in the immediate vicinity of the tower. 

Carillons without towers occupy a special position. 
Often, the construction is open and exposed on the 
roof of a building (Amsterdam Vrije Universiteit, 
Assen, Nieuwegein) but one occasionally finds the 
belfry situated at ground level (Helenaveen, Bus
sem, Heiligerlee). We usually encounter light 'low 
budget' carillons in the open belfries. Due to the 
superior sound-radiation, preference must be given 
to the belfries that are placed high up. 

The choice of photographs with accompanying texts 
is a reflection of the situation concerning post-war 
carillons. The following categories were differenti
ated: 

New towers 
- Belfries 
- Existing towers 
All bell-foundries are included in the survey accord
ing to ratio: Eijsbouts - 57%, Petit & Fritsen - 33%, 
Van Bergen - 9%, Historic - I%. 
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Oirschot 

St. Petrus 

From time imme7!lorial, the St Petrus tower has provided a location 
fora heavy four-bell peal. In 1976, a carillon with manual and 
automatic playing was added by Eijsbouts. A playing cabin and iron 
carillon frame were placed on the existing wooden ringing-frame. 
The existing swinging-bells (four) were all included in the carillon 
and two new carillon bells now also function as swinging-bells. 

The two largest bells hang next to the playing cabin. They are 
connected by a breech system, together with the six bells which ha~g 
under the keyboard. The remainingforty bells which hang in rows 
above the playing cabin are, of course, connected with roller bars. 
The small playing cabin looks somewhat incongruous in the giant 
bell-chamber. The pedal begins in the bass with G0 and A 0• The 
automatic roll player comprises thirty-five bells; largest bell low i 1 

connected as c1. 
Thanks to the ideal level of the bells ( 50 meters) and also to the 
excellent acoustics of the bell-chamber, this carillon resounds very 
uniformly and splendidly throughout this charming village. 

Asten 

Maria Presentatie 

In 1966, Eijsbouts made a four-octave carillon on bbl on the basis of 
two swinging-bells f and ab1

• A major extension took place in 1980. 
Four large bells were added and the two heaviest swinging-bells 
were included in the carillon (c* 1 and d* 1) . The keyboard was 
enlarged and the compass is now 4112 octaves-basis i 1

• The two 
largest bells hang next to the playing cabin. There is very little space 
above the compartment for the remainingfifty-three bells. Nineteen 
bells have standard clappers and roller bars while the remaining are 
fitted with the so-called easy-system. The automatic roll player 
mechanism works on thirty-seven bells, basis f. The mechanism also 
provides the automatic music for the St.Joris carillon of the town 
hall thrice daily. 
The carillon sounds quite harsh in the immediate vicinity of the tower 
because of the easy-system. One can listen and enjoy the well
balanced and pleasing instrument in one or two quiet places. 



Tilburg 

Heikese church 

In 1966, the Heikesetoren received an Eijsbouts carillon which 
replaced the requisitioned Gillett & Johnston carillon from the 
Heuvelsekerk. There are forty-eight bells in the small lantern of the 
early seventeenth-century steeple. All parts are easily accessible for 
maintenance thanks to the very compact construction. The largest 
bell, an a1 hangs,from the ceiling and the next sixteen bells hang in 
the openings, with the exception of the i bell in the lowest octave 
which dates from 1979. The smallest thirty-one bells hang in rows 
inside the lantern. Playing mechanism: eaJ)' J)'Stem. There is a 
wooden keyboard under the lantern in the loft. The largest two bells 
hang twenty meters lower. They are connected to the keyboard as G° 
and Bb0; they form part of a four-bell peal. The roll player has a 
compass of three octaves based on a1

. The carillon in Tilburg is a true 
town carillon. It is audible within a large part of the town centre 
despite its light composition. Unfortunately, there are too few 
pleasant spots where one can listen to concerts without being 
disturb«/. 

City of Almere 

Lichtboogkerk 

At the request of the advisors, much attention was paid to the shape 
and finish of the bell-chamber. A traditional room was chosen in 
which a great deal of wood is incorporated, in the ceiling and louvers. 
The carillon comes up to expectations. Unfortunately, the tower is 
too low in relation to the surrounding buildings. This causes 
impeding echo.es. The carrying power is limited. The keyboard of this 
Eijsbouts carillon of 1985 is located under the bells. The two largest 
bells a1 and b1 also function as swinging-bells. The seven largest 
bells have directed cranks, the remainingforty have roller bars. The 
carillon can only be played manually; there is no automatic play. The 
immediate surroundings do not particularly encourage listening to a 
carillon concert. Tall buildings screen the tower from the shopping 
centre. 
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Middelburg 

Abbey tower 

After the total destruction of the old carillon and spire, the steeple 
was rebuilt with lome modifications to its present form. More space 

I 
was thus createdf,or the carillon. A heavy Van Bergen carillon 
datingfrom 1950,was installed in the splendid wooden frame as late 
as 1955 by Eijsbouts. The smallest bells were recast by Eijsbouts in 
the 1980's. The bells hang in three places: The largest bell is BbO on 
the keyboard but sounds as G0 in the ringing loft, the next ten are on 
the open storey behind the clockfaces and the remaining thirty-eight 
hang above the cabin in the lantern . The three largest bells can be 
rung electrically. Playing action: axial tumblers for the bells in the 
lantern, directed cranks for the remaining bells. There is a 
magnificent view of the Zeeland landscape from the spacious cabin. 
The punch tape roll player has been also placed in this cabin. The 
compass of the automatic play is three octaves. The abbey complex 
and its tranquil interior spots makes it an ideal place for listening. 
Also in the town, however, there are many places to be found where 
this splendid sonorous carillon can be heard very well. 

Emmeloord 

Poldertoren 

The first carillon tower of the Ijsselmeer polders was built during 
1957-59: the water tower for the Northeast polder. A four-octave 
Eijsbouts carillon of forty-eight bells based on c1, hangs in the 
highest open storey. The carillon hangs entirely exposed which is 
decidedly unusual for a heavy carillon. The keyboard is situated in a 
glass compartment on the floor of the bell-storey. The mechanism 
was thoroughly overhauled in the 1980's. All bells have standard 
clappers with roller bars. The keyboard is made of wood. The largest 
bell, which can be swung electrically hangs high up in the bell 
chamber. An electric roll playing-mechanism is connected to the 
lowest thirty-eight bells. A lift goes to the carillonneur's 
compartment, the sole example of this in The Netherlands. Despite 
the arrangement which has little to do with conventional practice, the 
carillon sounds clear and homogeneous. Small irregularities in 
tuning are barely noticeable because of the great height at which the 
instrument hangs. 



Dokkum 

Town hall 

The wooden lantern on top of the town hall is actual!:)! the turret of a 
sixteenth-century stair-tower. The present wooden open octagon 
dates from 1835. Dokkum has possessed a carillon since time 
immemorial. The purchase of various instruments was never a very 
happy affair. Petit & Fritsen renovated the entire carillon in 1983. 
The compass and weight exceeds that of all previous instruments: 
forty-seven bells based on c2. The bells hang in the arches high up in 
the lantern . The clappers are connected to the keyboard by means of a 
directed crank .rystem which is situated on the lantern floor. The 
automatic carillon with a computer operated playing-mechanism 
plays the twenty-five largest bells. The carillon in this open tower of 
low height is very moderate!:)! intoned. One can consequent!:)! 
characterize the tone as modest yet very uniform and satisfying. 

Delfshaven 

Pelgrimsvaderskerk 

The tower incorporates an enclosed part with louvers and clockfaces 
with a small lantern above. Original!:)!, there was on!:)! one 
swinging-bell which hung in the lower part behind the clockfaces. 
During the 1960's an automatic chime was added consisting of 
Hemony bells from the St Laurens tower in Rotterdam. It was on!:)! 
in 1989 that a complete carillon with a manual and automatic 
playing mechanism cast by Petit & Fritsen was hung in the lantern. 
The,carillon has forty-four bells, basis e2 (I 30 kg.) Thirty-two bells 
hang in the windows; the three largest and nine smallest bells hang 
inside the lantern. The keyboard has been placed in what was 
previous!:)! the ringing loft. The twenty-five largest bells can play 
automaticalry by means of a computer. The largest bell can be swung 
electrical!:)!. The series is tuned according to a modified meantone 
tuning. One can enjoy this light yet fine carillon everywhere along the 
harbour. 
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Zutphen 

Wijnhuistoren 

After the fire in 1920, the steeple of the seventeenth-century 
Wijnhuistoren W<f reconstructed in concrete. The Taylor carillon 
which was requisi/ioned during the war was replaced by a Van 
Bergen carillon from 1950. The small lantern provided insufficient 
space for this carillon of forty-seven bells. The bells, among other 
things, were arranged in a different order in the tower during a major 
restoration in 1980. The storey behind the cloclifaces was partially 
opened up. Thefiv~ largest bells now hang here. The remaining 
forty-two hang in the lantern above the keyboard. Playing action for 
all bells: directed cranks. Eijsbouts touched up the tuning of fifteen 
Van Bergen bells and supplied thirty-one new bells. The old Hemony 
(e1) bell still forms the basis of the carillon. The thirty-five largest 
bells are connected to the automatic roll player. The carillon has a 
distinctly recognizable sound. Fairly robust in the surroundings but 
very well-balanced. 

Haarlem 

Bakenessertoren 

The magnificent late-gothic steeple of the Bakenesserkerk dates from 
the sixteenth century. There must have been a carillon even then. This 
situation continued as such until the Hemony carillon was sold for 
scrap metal in 1809. Another Hemony carillon returned in 1972: the 
bells from the St. Bavo carillon which had been rejected. The present 
keyboard range is a1

, c2 (c*2
) through c4

. The new keyboard is a copy 
of the seventeenth-century original from the Zuidertoren in 
Amsterdam. The playing-mechanism and the suspension, with 
breech-system, is designed according to supposed seventeenth-century 
circumstances. The work was carried out by Eijsbouts. For the 
automatic carillon, use is made of a mechanical drum with 
adjustable pegs from 1912 which is originally from the old 
Eindhoven Town Hall. 
The ravages of time have caused the bells to go slightly out of tune . 
Probably this gives this carillon its pleasant, mellow tone. 



Rotterdam 

Town Hall 

The town hall and the tower were built between 1914-1920. The 
first carillon by Taylor (1920) was only granted a short life. 
Immediately after the war, a decision was made to purchase a very 
heavy instrument. Petit & Fritsenfounded a carillon in 1948 with 
forty-nine bells on G0 (5700 kg). A major restoration and extension 
was carried out in 1975. A large number of the existing bells were 
replaced by new ones and a fifth octave was added. A new playing 
cabin made of steel and glass houses the new keyboard. All bells are 
playable via directed cranks. At first sight, the tower appears to be 
an open octagon. Due to the squat form, the acoustics correspond 
more to those of an enclosed bell-chamber. In this chamber, which is 
actually too small for this substantial instrument, the bells hang in 
the following order: Under the compartment - three, in front of the 
cabin and the remainingforty-five above the cabin. The carillon has 
no traditional automatic carillon. There is, however, a chime for six 
bells. 

Bolsward 

Town Hall 

It would seam that the Bolsward Town Hall tower was expressly 
designed for a carillon. Nothing could be less true. The hour clock of 
1619 even constituted a obstruction when, in 1955, the first travelling 
carillon by Eijsbouts was hung in the lantern. Basis c2. When this 
instrument, originally a three-octave carillon, was placed in this 
tower it was extended with the bells c*2 and d2 in the bass. In 1967 
the range was ~xtended with the treble bells c*5 to g5. The 
magnificent renaissance town hall from the beginning of the 
seventeenth century possesses a slender tower which is entirely 
octagonal. All bells hang in the lower lantern. Eight bells hang in 
the arches (bell 6 to 13). The remaining bells which are the five 
largest and smallest hang in the lantern. The tone of this carillon 
sounds somewhat brittle in the immediate vicinity of the tower partly 
because of the spread-out arrangement. The second carillon bell also 
functions as swinging-bell. The roll player is situated by the 
keyboard directly under the bells. Compass: c2 -d!- chromatic-rt. 
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Velsen 

Town Hall 

This tower was 6iuilt between 1962 and 1965 according to a design 
by W.M. Dudof The bells hang at a height of 40 meters and 50% 
of the bell-cham4er is open, thus an ideal situation. The carillon has 
forty-seven bells, basis c1,jounded by Eijsbouts in 1964/ 1965. All 
bells hang above the playing cabin, the largest bells are high in the 
chamber and the others are arranged underneath this in an order 
rangingfrom largest to smallest. The sound that this carillon 
produces is substantial. What is unusual is that the smaller bells 
dominate over the basses. The reason for this can be found in the fact 
that the smallest twenty-eight bells have been connected via the easy 
system results in their being struck too hard. The larger bells have 
standard clappers and roller bars. During a revision in 1985, the 
keyboard was replaced by a new wooden one. The automatic roll 
player has a range of more than three octaves; thirty-seven bells. 
Listening to this important instrument is hampered by an excessive 
amount of traffic .. 

Vlissingen 

Town Hall 

Here, one can speak of a spacious and well-designed carillon tower. 
An older design by D. Roosenburg was carried out from 1961 to 
1965. At.first sight, the bell-chamber appears to be closed. Closer 
observation reveals that this is an optical illusion. We are actually 
dealing with an open construction, ideal for this medium-heavy 
Eijsbouts carillon of 1964. The metal and glass playing cabin stands 
on the bell-chamber floor. The forty-seven bells, basis g1, 
consequently hang above the keyboard. All bells were provided with 
roller bars and standard clappers during a recent revision. The roll 
player playing mechanism has a range of three octaves. Outside, this 
carillon sounds very pleasant. Unfortunately, the dreary 
surroundings and traffic noise do not immediately encourage 
listening. 



Arnhem 

St. Eusebius 

The church and tower were destroyed during the attack on A mhem in 
1944. When the tower was rebuilt the original design was changed so 
that there is now a new tower on an existing base. The old Hemony 
carillon was so severely damaged that it was decided to have a 
completely new instrument cast by Petit & Fritsen. It is a very heavy 
carillon with four octaves based on C' and cast between 1958/61. 
The smallest thirty-three bells hang above the small cabin,fifteen 
bass bells hang very close to the lantern floor, under the compartment, 
and two large bells: the nominal Ebo and i 1 serve a doublef¥nction 
in the ringing-loft as carillon/ swinging-bell. Playing-mechanism 
for the entire carillon: directed cranks. Automatic plqying
mechanism by means of a roll plqyer. The compass is a little more 
than two octaves based on the low d1 in the pedal. The action is heavy 
but the sound of the ensemble is very impressive. The only satisfactory 
place for listening to the carillon is the inner courtyard of the Town 
Hall. 

Raalte 

K ruisverheffing skerk 

The tower of the K ruisverheffingskerk came into existence in 1892. 
It was certainly not the intention to install a carillon here. It was 
only in 1974 that thirty-two Petit & Fritsen bells were cast for this 
tower because an earlier plan to place a carillon in the Reformed 
church failed due to architectural problems. The neo-gothic tower by 
architect Alfml. Tepe has a very closed bell-chamber which is 
modeled according to German design. An ideal housingfor a heavy 
carillon. Three swinging bells from 1948 with pitches d1

, e1,j*1 

together with the bells mentioned above make up such an instrument. 
The playing cabin is situated between the wooden ringing-frame 
beams. Above this is an iron-frame construction where the remaining 
bells hang. All of the connections are fitted with directed cranks. 
Unfortunately, the wires are very long and, because of this, the action 
does not work optimally. The automatic carillon (computer) covers 
two octaves, the second and third. Outside, this carillon sounds 
excellent. The addition of a fourth octave is certainly recommended. 
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Rhenen 

St. Cunera 

The Cunera tower is a magnificent late-gothic creation with a high 
open octagon, a}ter the example of the Cathedral of Utrecht. The 
acoustical qual~ties of such a bell-chamber are usually excellent. 
This is also the \;ase here where an mediocre carillon sounds quite 
well. Van Bergen found a four octave carillon in 1958/60/61 based 
on a remaining bell ( d1

) by Jan Tolhuis. 
Forty-four bells.hang above the cabin which is made entirely of 
glass. The three,largest bells which also function as swinging-bells 
hang underneath"this cabin. Eijsbouts improved the playing 
mechanism a few years after the imstrument 's completion. 
Nevertheless, the instrument as a whole seems somewhat 
unsophisticated. The action is irregular but not excessively heavy. 
The presence of tumbler clappers is of no benefit here. Recently, it 
was suggested that a computer playing mechanism be installed for 
the entire compass of the carillon ( 4 7 bells). The bells are far from 
purely-tuned yet the instrument, as a whole, sounds very pleasant, 
partly due to the good quality of the tower. 

Maassluis 

Grote Kerk 

The tower of the Grote Kerk (Great Church) was built between the 
years 1648 and 1650. It is a traditional Dutch carillon tower which 
remained empty until 1974. In that year a four octave carillon was 
installed by Petit & Fritsen. 
Two earlier swinging bells by Van Bergen from 1947 hang in the 
lower bell chamber as the basis (i1-f). The other forty-five bells 
hang in the lantern-shaped belfry above. The bells are not hung in the 
usual way, between the arches of the belfry. The larger bells hang 
from the ceiling beams while the smaller bells hang inside the 
lantern. All the clappers are controlled by means of directed cranks. 
The keyb.oard is directly underneath the floor of the bell chamber in a 
very crowded space. The automatic playing-mechanism runs by a roll 
player. In the surroundings of the tower are only a few places inviting 
enough to listen to the pleasant sound of this carillon. 



Lochem 

St. Gudula 

The part of the tower where the carillon hangs was constructed 
between the gothicfoundations and the spire. Five heavy bells hang 
in the closed swinging-bell chamber. Eijsboutsfoundedforty-two 
bells in 1960. Four were added in 1976. Together with the swinging
bell which was already present, these bells form a heavy carillon. 
Various playing mechanisms are employed in this carillon: directed 
cranks for the largest five bells, roller bars for bells 6 to 21 and 
tumbler clappers for the remainder. The keyboard and also a large 
mechanical drum are situated in a large compartment, on the floor of 
the uppermost bell-chamber. Compass of the automatic carillon: 
twenty-eight bells based on g1. The carillon sounds rather faint 
because the tower is very closed. The tone-quality of the instrument is 
very good. The calm surroundings of the church do justice to carillon
playing. 

Rijswijk (South Holland) 

City Council Chambers 

The high, slender City Council Chambers tower was erected between 
1964 and 1967 under the architectural direction of J.C. van 
Buyteven. The tower's ground surface area is very scanty; as a result 
the carillon was installed in an elongated manner. The architect used 
the larger bells to enliven somewhat the tower's taut aspect. The 
sound reaches t}ie listener reasonably uniformly due to the great 
height at which the bells hang. The large square with ponds is 
definitely the most favourable and tranquil place for listening. The 
keyboard is positioned behind the clock faces. Bells 2 to 5 hang in 
four openings underneath this. The largest bell ( c1-2200 kg) , which 
can also be swung, hangs in the very top of the tower. Twenty-four 
bells are visible in the open grillwork between the swinging-bell and 
clock face. These twenty-four bells are controlled by means of roller 
bars and directed cranks. The smallest eighteen bells hang in the 
tower above the keyboard and have roller bars. The bells were cast by 
Eijsbouts in 1965/66. This carillon was the first in which the beats 
were successfully eliminated from the prime partials. The automatic 
roll player functions over the three lowest octaves. ' 
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Gorinchem 

St.Jan 

In 1965, the oldrarillon by Melchior de Haze was replaced by a 
completely new fnstrument by Petit & Fritsen, a heavy carillon of 
forty-seven bells based on c1 (2150 kg.) The bell-chamber in the 
resplendent gothic St. janstoren offered an extraordinary chance to 
achieve the romantic ideal of Mechelen. 
An iron frame is situated in the middle of the chamber. The ten 
largest bells hang under the glass and metal playing eabin. All 
remaining bells hang directly above the keyboard, which was 
replaced in 1985. Directed cranks were chosen for all bells. A 
computer playing-mechanism replaces the original roll player over 
three octaves. None of the heavy carillon bells function as swinging
bells. The carillon sounds majestic outside, with its well-rounded 
and moderate tone-qualiry which, as mentioned above, is eminently 
suited for romantic works but less satisfactory for performing 
baroque music. Regrettably, there are only few places where one can 
listen to this instrument. 

Waalre 

St. Willibrordus 

The bell-storey of this Kempish tower is very solid. This swinging
bell tower remained without a carillon until 1950. At that time, Petit 
& Fritsen supplied thirty-five bells based on g1 (700 kg). The 
largest bells can be swung by hand. The wooden playing cabin is 
situated on the floor in the middle of he bell-chamber. The swinging 
bell hangs next to the cabin. Above this, the remaining bells hang in 
long rows in the very limited space. As a result of this, the roller bars 
are very long which consequently renders the action unresponsive. The 
three-octave keyboard differs from the usual standard keyboard. The 
low pedal c1 lies under the a1 in the first octave of the manual. This 
consequently results in the pedal having a compass of only one octave 
and a third. There is a small automatic drum in the tower which is 
inoperative. The automatic carillon is now operated by a roll player 
over twenty-five bells based on bell nr. 2. The instrument sounds 
somewhat shrill and loud immediately under the tower; the quiet, 
splendid surroundings do justice to this carillon, which has a 
distinctive character. 



Enschede 

University of Twente 

In 1964, Eijsbouts produced a light four-octave carillon iogether 
with an open 21 meter high tower constructed of steel. The heaviest 
bell sounds as i 1 ', and is connected to the keyboard as bbl. The 
largest bell hangs inside at the very top. The two lowest octaves are 
situated between the main struts and the other bells hang in the 
middle of the construction which is completely open. In this campus 
carillon, many bells in the register of the fifth octave were included 
for the first time (to bb 5), something which afterwards immediately 
became commonplace. 
Playing mechanism is according to the traditional roller bars with a 
directed crank for bells that hang in the extension of the tumbles. The 
keyboard, which dates from 1983, is in a metal cabin with a great 
deal of glass situated under the bells. The inclined return, an 
invention by Peter Bakker, was employed here for the.first time. The 
instrument sounds irregular and metallic in the immediate viciniry of 
the tower. Further along in the splendid, calm park landscape, the 
carillon sounds charming to the ears. The punch tape playing
mechanismfunctions very poorly. It will shortly be replaced by a 
computer. 

Doetinchem 

Grote Kerk 

After the total destruction of a gothic predecessor in 1945, the present 
tower was built in 1963. A four-octave carillon in / 1 withforry
seven bells was immediately installed by Eijsbouts. For the.first 
time, the overtones of the third were tuned in equal temperament. 
This meant that an ideal which had been fostered for a long time was 
finally realized. The wooden playing cabin stands almost on the 
floor of the enclosed bell-chamber. The three largest (swinging) bells 
hang behind this. The other bells hang above the compartment in a 
handsome wooden frame. After a revision by the Bongers 
construction company, the playing-mechanism now consists of roller 
bars. The keyboard underwent a major renewal during this revision. 
The automatic roll player is connected to thirry-.five bells. High up in 
the spire are three very small bells which sound on the quarters. The 
carillon sounds majestic but harsh around the tower. The carillon 
committee has set up a listening area in a secluded garden. 
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Heerlen 

St. Pancratius 

The oldest parts pf this tower date from the 12th century. It was only 
in 1964 that the .Ji.rs/ fully-fledged carillon was placed in the 
swinging-bell c~amber. The carillon was of the standard types from 
the 1960's:fouroctaves based on i1, without c*1 and d*1 in the bass. 
In the installation by Eijsbouts, which was thus usual for that time, 
a combination of roller bars and easy system was used. Bells 1, 2, 5 
and 7 also function as swinging bells. Automatic carillon has a roll 
player mechanism. The sound of this carillon which has unjustly 
been ignored sounds well-balanced, smooth and fairly soft. A large 
volume of sound issuing forth from this tower over the small market 
square would be undesirable anyway. 

Maastricht 

St. Servaas 

In 1975, Eijsbouts delivered forty-seven bells based on c1 (2300 kg) . 
Together with three heavy swinging-bells by Petit & Fritsen, these 

formed the basis of a new carillon for the northwest tower. The 
lowest octave (ten bells) hangs in the large bell-chamber in the 
romanesque section. Five bells also function as swinging-bells. The 
other forty-six carillon bells are in the nineteenth-century steeple. 
They hang in rows so that the roller bar system could be used without 
difficulty. The keyboard is situated directly under the quadrangular 
lantern. The automatic playing-mechanism is operated by means of a 
carillon computer. The carillon sounds too faint in the Vrijthof The 
largest bells, in the very closed chamber, are excessively obscured by 
the church roof The instrument's pleasing sound can now by enjoyed 
from the Charlemagne square and soon, after the restoration has been 
completed, also from the cloister. 



Oudewater 

St. Michie! 

The carillon hangs in a dormer on the eastern side of the g~ble roof 
This dormer was specially built for a former carillon at the 
beginning of the seventeenth century. The present instrument dates 
from 1968; it is an extension of a smaller instrument from 1950. The 
forty-eight Eijsbouts bells are arranged as follows: The largest bell, 
keyboard note bb1 

( ab1
) hangs in the swinging bell loft, a carillon/ 

swinging bell. The bells 2 to 19 are in the windows and the smallest 
twenty-eight bells are situated directly behind. The latter have 
tumbler clappers. The automatic carillon is operated by computer. 
This carillon has an extremely clear and distinctive sound, audible 
everywhere in the small charming village. The reason for this can be 
found in the exceptional arrangement and in the contrasting tone 
colour of the bells from 1950. 

Zeewolde 

Church Centre 

The bell tower seems to rise, as it were,jrom the church roof The 
three large bells hang in the lowest part and also function as 
swinging-bells: g1 -a1 

- b1
. Next is the playing cabin with keyboard 

and computer playing-mechanism. Above this, the other forty-four 
bells of this Eijsbouts carillon hang over a great distance in the 
wooden beam construction. The smallest bells hang at the top. This 
is favourable for the sound-radiation and the accessibility but not 
fa vourable for the action. All bells have directed cranks. The 
complete instrument was built in 1985. At present, it is still difficult 
to offer any advice concerning suitable places for listening to the 
instrument. There is still much building going on around the church. 
Perhaps there will soon be an adequate number of locations from 
where this pleasing carillon can be heard without disturbance. 

+ 
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Dordrecht 

Grote of On;::,e Lieve Vrouwe kerk 

In the incompletrfourteenth-century tower foundation, Eijsbouts 
installedforty-qght bells based on G° in 1965. This heavy carillon 
was the ful.fillrrwnt of a very far-reaching restoration campaign. The 
old half-hour beU was tuned to a usable low e61 in 1969. The ten 
largest bells han'g in the old wooden bell frame of which the 
following also function as swinging-bells; G0-A O -B0 -d1 -e1. The 
other bells hang above the playing cabin which is built on the 
underframe. The adverse effects of the ea.ry .rystem are completely 
eliminated by compensation springs. The electric computer playing
mechanism has a co'mpass of three octaves. It is possible to effect an 
imitation of 'change-ringing' on thirteen of the heavy bells. There is 
an abundance of places available for listening to this refulgent 
carillon. There is little traffic around the church. In bad weather, it 
is even possible to listen agreeably to the carillon being played in one 
of the tower lofts. 

Beverwijk 

St. Agatha 

An entirely chromatic carillon based on g1 hangs in the domed tower 
of the St. Agatha church which was built in 1924. Eijsboutsfounded 
the swinging-bells g1-a1-b1 in 1957 for the church council and the 
remainingforty-six in 1958for the Beverwijk City Council. The 
keyboard is situated at a fair distance from the bells, between the 
dome's beatn constructions. Virtually all bells, even the swinging
bells, hang in the lantern windows. Only the smallest bells hang 
inside the lantern. Playing-mechanism: roller bars, directed cranks 
with a breech or leading wire here and there. The automatic carillon 
works by a computer and numbers thirty-six bells. The carillon 
sounds crisp and clear but regrettably one can only enjoy this to a 
limited degree because of the bu.ry traffic. The nearby shopping street 
still offers the best possibility for listening. 



IJ sselstein 

St. Nicolaas 

After a severe fire in 1911, the renaissance tower of 153'2 was 
thoroughly restored. During this restoration, a superstructure in the 
style of the Amsterdam school was added to the tower. The carillon 
presently numbers thirty-nine bells which were founded by Eijsbouts 
in the years 1955/ 56/ 83. The two largest bells also function as 
swinging-bells: a1 and c2. All other bells d2 to cf hang in the same 
space as the swinging-bells. The keyboard is situated in a primitive 
cabin on the storey under the bells. All connections are by roller bars. 
The automatic carillon is operated by a roll player. The sound of the 
carillon is very ample and warm. The peaceful garden around the 
church on the edge of the old inner-city is an ideal spot for listening to 
concerts. 

Zoetermeer 

St. Nicolaas 

In the eighteenth century, a steeple, which consisted of an enclosed 
clockwork-storey and an open lantern, was built on the gothic tower 
foundations. It was not until 1977 that a carillon was installed 
there. For obvious reasons, a light carillon was chosen which had 
forty-seven bells based on bbl. All bells hang in the openings. The 
clappers are linked to the keyboard by means of directed cranks. The 
carillon also plays automatically via a roll player. All of the parts 
were made by Eijsbouts. In view of its weight, the carillon hangs at a 
great height. This requirement furthers the uniformity of the sound to 
a high degree. 
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Brunssum 

City Council Chambers 

Here, we are not dealing with a detached carillon tower. A bell
frame according-to contemporary sryle stands on the roof of a 
functional building. The bells hang at a height of38meters, ideal 
for a carillon of the following composition: a1 (455 kg) - b1 

-

chromatic - b3
. There is a park with ponds behind the building, 

where the carillon sounds splendid. All thirry-eight bells were cast by 
Petit & Fritsen who also carried out the installation. The connection 
between clapper and kry is by directed cranks, the :rystem which Petit 
& Fritsen often prefers above others. The kryboard is situated 
directly under the bells in a compartment which is made entirely of 
glass. The automatic playing :rystem is a roll player. 

Hulst 

St. Willibrordus 

Various belfries have been built on the gothic transept tower over the 
centuries. All of them were burnt or destroyed by the ravages of war. 
The present conspicuous belfry was fashioned from reiriforced 
concrete in 1958. Petit & Fritsen immediately placed a three octave 
carillon with low i pedal kry in this new structure. Basis bell is a1 

(470 kg). All bells hang in rows above the compartment. For this 
reason, a playing-mechanism with roller bars was chosen. There is a 
roll player in the tower which was silenced some time ago. As the 
carillon resounds from a great height, the composite sound is very 
homogeneous. There are no marked listening spots but the instrument 
may be enjoyed from guiet streets near the tower. 



Hengelo 

Town Hall 

In 1963 this tower was finished according to the design rif J.F. 
Berghoef. He was inspired by the Italian campanile with a spacious 
bellchamber possessing excellent acoustical qualities. The carillon 
consists of forty-seven bells based on i 1

. The largest bell also serves 
as a swinging bell. It hangs together with the four largest carillon 
bells in the lower bellframe. 
The remaining bell hang above the playin cabin. All the bells are 
equipped with directed cranks, in spite of the fact that they all hang 
in rows. The carillon also has an electric roll player. Fortunately the 
Hengelo authorities are doing more and more to avert traffic during 
recitals, and to make the uncomfortable surroundings a bit more 
attractive. It is worthwhile to see the wall paintings on the inside of 
the tower. 

St. Maartensdijk 

St. Maarten 

The spire of this fourteenth-century gothic tower dates from the 
beginning of the seventeenth century. A carillon of forty bells made in 
1979 by Petit & Fritsen hangs in the open lantern. The basis bell is 
a c2 (270 kg). All bells have directed cranks. The keyboard is 
situated directly under the bells and dates from 1954. Prior to 1979, 
this keyboard lf.)as connected to the old carillon. Several bells from 
this old instrument now hang in the swinging bell loft, connected to 
the old mechanical drum. The new carillon has a roll player for 
twenty-five bells. This carillon, which sounds substantial but 
homogeneous can be heard everywhere in this tranquil place. 
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Venlo 

St. Martinus 

The tower of St. Af artin 's church had two predecessors. After the 
former tower had been destroyed by wartime actions, the present 
tower was erected fn 1951 according to a semi-modem design. At a 
height of about 401meters is the spacious bellchamber. In an iron 
frame hang the swinging bells as well as the carillon bells. Installed 
at the bottom of the frame are four swinging bells: c1 -i 1 -f -g1. 
Above those bells is the spacious playing cabin. On the same level 
hang two carillon bells. The other forty-two bells hang by rows in the 
upper frame. That is why the transmission was changed to a roller 
bar system during the'last restoration. The bells are connected to the 
keyboardasfollows: A0 -c1 -d1 -e1-chromaticthroughc5. The 
electric automatic play is three octaves, beginning on the a61 bell. 
This beautiful carillon can be heard well in the downtown area. The 
best listening place is in the small public park behind the church. 



Hilvers um 

City Council Chambers 

The Hilversum City Council Chambers tower was completed in 1931. The architect W.M. Dudak even sought advice for 
the bell-chamber fromjej Denijn. Nevertheless, the bell-chamber differs from the Mechelen ideal. The openings in each 
side differ in size. This results in the carillon sounding different from all points of the compass. It was only in 1958 that a 
four-octave carillon of forty-seven bells was installed and founded by Eijsbouts. During the major restoration of the tower 
in 1990, the carillon was also dealt with. During this restoration, the opportunity was taken to add an i 1 in the bass. The 
bell frame which, up until then, had been fixed in the wall is now free-standing in the chamber. This modification has 
very much improved the instrument. Eight large bells hang under the cabin. They have directed cranks. All remaining 
bells have roller bars and standard clappers. Two bells hang next to the playing cabin and the others above it. A computer 
has replaced the punch roll player. This carillon sounds very warm primarily in the trebles from the northern and eastern 
sides of the tower. Unfortunately, the bass bells sound somewhat faint. 
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91 A bell atlas 
Research and cataloguing of historic swipging bells 
and carillon bells ; 

1 

Wim Truyen 

The aim of this contribution is to list the investigations and inventories which have been done in the Netherlands, the manner in 
which they were done and to reveal how these investigations can be continued in the most ef.ficient manner. From the descriptions of 
investigations into bells that have already been carried out, it will become apparent to the reader that there are principally two 
reasons which may constitute the basis of research. First, it can be the arthistorical and cultural implications of bells that urges 
research and possible publication. Second, the necessity of ensuring that bells are well documented when it is probable that they will 
be lost. Furthermore, it will be shown that bells can also be an important source in the.field of art history and culture. But.first, a 
retrospective glance into the significance of this background. 

This chapter describes the situation in the Nether
lands with regard to the cataloging and describing of 
Dutch bells and , in particular, how this has evolved 
since 1945. 
We are aware that bells ought to be regarded as 
objects of significant historic value and therefore a 
lucid description of these objects is crucially impor
tant especially at moments when they may vanish 
from our heritage. Such situations have frequently 
occurred in the pas t and accounts of this are given in 
paragra ph two. An overview is given in the same 
paragraph of research carri ed out on Dutch bells. 
There are three chronologi ca l divisions; the period 
before 1940, between 1940-1945 and after 1945. The 
period during the Second World War is more sig
nificant as information from the inventory which 
was carri ed out then remains largely conserved and 
a lso during that period an enormous change took 
place with regard to the number of bells in posses
sion of the Dutch . 
An overview is given in paragraph three of the most 
importa nt Dutch archives where important detai ls 
concerning bells a re housed . Paragraph four deals 
with the cultural a nd art historical significa nce of a 
Dutch bell atlas . A comparison is made with inven
tories in other countri es in paragraph fi ve in order to 
clarify the various methods of cataloging and to out
line the manner of cataloging bes t suited for the situ
ation in the Netherlands . 

In ma ny Dutch towers , a ll sorts of bells, such as 
swinging bells, chimes and carillon bells have been 
installed throughout the course of the centuries. 
Even in the early middle ages these bells were used 
for ma ny different purposes like dividing the day, 
being rung for solemn and fes ti ve occasions a nd for 
warning of disasters. Though the primary fun ction 
of bell s is to be rung, the ex terior of a bell was 
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nevertheless a matter in which some pride was 
taken. It was usual to engrave an inscription on them 
and embellish the edge of the bell. These inscriptions 
were initially in Latin but from the beginning of the 
fourteenth century the regional language was used 
whereas from the second half of the fifteenth century 
Latin was slowly superseded by the regional Jan
guage. 1 
The oldest texts on bells generally appeal to saints to 
protect those who hear the bell ringing . From the 
second half of the fifteenth century the first impor
tant inscriptions with regard to the reason for casting 
a certain bell appeared. These inscriptions are also 
of historical significance. The bell in the Dutch 
Reformed church a t Hem near Venhuizen, for exam
ple, has a reference to the victory of a United Dutch 
fl eet over the English in the second English-Dutch 
naval war. 

'Anna Heel ick, Als, Te Vooren Myn Gheklanck Had ick 
Verlooren Doen Ick Mee Met Groot Geluyt Bromde Neer
landts Blytschap Uyt Als Haer Zeevloot D'Overhand 
Had Gehadt Van Engelandt Den 30 Juny 1666'2. 

Besides these messages of national importa nce are 
also inscriptions that have local revelance as that on 
a bell dating from 1453 in Boksum: 

'in die eer goedes ende sinte margriet in die tijd was 
parsoen her here fijta soen ende lwevelinc liuwa homma 
soen '3 

Such inscriptions reveal tha t bells were intima tely 
linked with everyday life. 

Throughout the centuries, there are other facets in 
addition to fun ctions and inscriptions that have 
always placed the bell among obj ects of value from 
the point of view of art hi story and culture. Bells 
were often ornamented and embellished with depic
tive scenes_. Bells with no date can be assigned to a 
certain period by comparing the ornamentation and 



scenes on one bell with that on other bells. Research 
into the profile a nd sound of a n unsigned and 
unda ted bell may provide information about the bell 
founder. Thus, bells can contain a wealth of informa
tion a nd the documentation will be of great import
a nce in many fi elds . This will be dealt with furth er in 
paragraph four. 

Research into Dutch Bells 

In ventories before 1940 

A closer look reveals that inventori es of bells actually 
go as far back as the sixteenth century. At the end of 
the sixteenth century there were many places where 
bell s were to be confisca ted during the revolt against 
Spain and the religious troubles. At this time many 
inventories were drawn up , for example a t 
Oudenaarde+ and Oostergo'', however thi s only 
occurred in a random manner a nd bells usua lly di s
appeared before a ny record was made. In some cases 
it is still unknown if any record was mad e of the 
inscription, date and the founder and whether this 
record has vanished among archives still to be 
catalogued. One example is that armies celebrating 
victory took bells with them, as in 1673 when the 
French army departed from centra l Holla nd and 
stole bells from thi s region .° Another example is 
Zutphen where, in 1672, the Mayor received a per
sona l message from the French minister dema nding 
the ' rights for the bells' of the artill ery offi cers if 
contributions in money could not be paid . 7 

The principal reason of thi s documenta tion was the 
impending loss of bells. On the other hand, personal 
interest a lso played a role. Already in the eighteenth 
century, the carillonneur ofHoorn ,Jurri aan Spruijt, 
had drawn up an inventory8 which is comparable to 
work done by Fischer in 1738.9 In the nineteenth 
century such publications and inves tigations gradu
ally became more common. Examples from such 
pu'blications of that time are the then well-known 
'Navorscher' 10

, 'De Vrije Fries' 11
, and ' Noord Hollandsche 

Oudheden'. 12 

Since thi s period many other ar ticles have been pub
li shed in various folkloric history reviews. 1 :i At the 
beginning of the twentieth century J.H. A. Mialaret 
published a register ofbells in Limburg. 14 During the 
same period the government began to recogn ize the 
importance of research into bells . A publication of 
tha t time titled 'Provisional list of Historic Dutch Monu
ments and Art works', 1 

'' which was la ter followed by the 
illustra ted ' Monuments of Dutch Art and History' a mod
es t reference to bells was permitted.1 M eanwhile 
work was being done on an overview of hi storica lly 
important bells at the Dutch Organ an~ Bell Advis
ory Committee which was es tabli shed i'n 19 17. This 
work was initia lly begun by A. Brom l ti and was taken 

over in 1925 by the physicist a nd campanologist W. 
Van der Elst from Utrecht who we la ter again refer 
to within thi s ar ticle. Subsequently, we consider 
research into bells based only on inves tigations using 
physical principles employed in Holla nd since the 
studies done by Jacob van Eyck, the seventeenth 
century Dutch musician. This aspect of research 
became importa nt with the work of Vas Nunes 
( 1909). 17 

Ifwe choose to examine the scientific accuracy of all 
the above-mentioned publications we must tread 
carefull y because besides the historians , a rt hi sto
rians a nd campanologists who published articles, 
there were also publications by enthusias ti c laymen. 

To return to the reason why documenta tion was 
necessary, we consider the year 193 7. It was during 
this year tha t the Dutch government reali zed a war 
would mean a shortage in copper and tin was poss
ible and it was sugges ted tha t a number of Dutch 
swinging a nd carillon bells would have to be melted 
down. It was immediately proposed that hi storically 
important bells should be saved with 10% of the 
total being a guideline and consequently, it was for 
thi s reason tha t it was considered necessary to get 
some idea of ex tant swinging and carillon bells in 
Holla nd. The Dutch Organ and Bell Advisory Com
mittee was ass igned to draw up a li st by the State 
Office for M onument Conservation. Thi s provi
sional li st was completed in la te 193 7 and submitted 
to Dr. W . van der Elst who we have already referred 
to. He was reques ted to study the li st very carefull y 
a nd to decide which bells were to be regarded as 
hi stori cally important a nd he completed thi s work in 
O ctober 1940 na ming the list ' The Provisional Inventory 
1939-1940 (April 1939-0ctober 1940) of swinging and 
carillon bells compiled at the request of the State O.ffice for 
Nlonument Conservation. ' This list refers to eighty-one 
carillons and chimes and also 5,950 swinging bells 
with a total weight of 3,5 million kilogrammes .18 

Thus, the Dutch were aware of how many bells there 
were in their country, what they weighed a nd which 
bells were histori cally importa nt. On the 28th of 
March 1940, a list had already been submitted 
which included the mos t importa nt hi stori c bells and 
twenty-eight carillons, being 10% of the entire 
number of bells in Holland . 

Inventory during ihe Second World War 

The impending threat that the Dutch government 
had a nti cipa ted during 1937 became a reality in 
1942. The fundamental difference between what had 
been foreseen and what actua lly happened was that 
it was not the Dutch themselves who began using 
bell bronze but the Germans who needed the bronze 
for their own wa r industry. On July 23. in 1942, 
injunction no. 79 was issued in which a weight-per-
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centage of75% of Dutch bells was demanded. This 
was also the beginning of the largest national inven
tory of bells in the history of the Netherlands. 

9.1 The original 
--mncilplate with the 
letter Mforprotected 
bells. 
(Source: National 
Carillon Museum, 
Asten) 

This work resulted significantly in the conservation 
of the most important bells and, through sheer 
resourcefulness, eventually not 75% but 55% of 
Dutch bells being used for the war industry, this was 
20% less than was required. A closer look at the 
circumstances that confronted the Dutch, especially 
the State Office for Monument Conservation, when 
they had to decide which bells were to stay and 
which would not, will reveal that a national bell atlas 
is relevant when the loss of important objects is emi
nent. 

Bells that were listed in the inventory of the twenty
eighth of March 1940 were painted with a large M 
(for monument) . A document with the following text 
intended for the eventual owner accompanied the 
bell: 

'Her Majesty's Government having exempted a very li
mited number of bells from requisition as historical monu
ments of the greatest importance, instantly beseeches the 
Commanders of the military forces of foreign powers 
likewise to respect these bells marked with an M'. 

This text was also written in German, French and 
Dutch. 

During discussions in 1941 it was decided that the 
Germans would spare an additional 15% of bells 
over and above the 10% ofhistoric bells from the war 
industry. These discussions were between the 
Department for the Conservation of Art works which 
was under the direction of Dr. J. Kalf ( and in par
ticular, whereJ.W.Janzen was arranging the requis
ition of bells) and the Arbeitsstab der Riistungs 
lnspektion. The number of bells that would be 
requisitioned in the injunction mentioned above was 
a direct result of these negotiations. It became appa
rent from the ultimate list of October 1940 that 
approximately 9,000 swinging and carillon bells 
weighing 3,450,000 kilos were in Dutch towers. If 
25% of these bells could be spared then this meant in 
real terms that the current list of historic bells and 
carillons could be augmented to a total of about 
860,000 kilos of bell bronze. 
The reports dealing with this matter also speak in 
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these terms as the number of bells is irrelevant if only 
kilos are required. The first step was to extend the 
list from twenty-eight to fifty-two carillons that were 
to be conserved, then came the difficult question of 
which bells were to be included in the 75% and the 
order in which these bells were to be removed and 
handed overt? the Germans. During the entire war, 
it was of course secretly hoped that it would be poss
ible to maintain more than 25%. The Department 
for the Conservation of Art works drew up a list of 
bells that would be included first in the 75%, the so
called category qf A-bells. This applied to bells that 
had been cast after 1800 and therefore were consi
dered to be of the least importance historically. 19 

This list consisted of2,684 bells with a total weight of 
721,654 kilos of bronze. 

In November 1942, the systematic removal of all 
bells from Dutch towers by German command had 
already begun with the provinces of Limburg and 
Brabant being the first. Bells marked with an M 
before the war began or bells that were used for 
alarms and chimes were initially allowed to remain 
hanging. All remaining bells were amassed in 
twenty-four different depots for non-ferrous metals. 
The Department for the Conservation of Art works 
recruited experts from each province to catalogue 
bells so that photos or plaster casts could be made of 
any important historic bells . 

It should be pointed out that registering and docu
menting was very difficult work in certain cases and, 
above all, had to be done in great haste. The removal 
of bells happened with such speed in the first phase 
that, in provinces such as Limburg and Brabant 
where the requisitioning began, it was impossible to 
document and register every bell. 

A list of bells was drawn up during the inventory that 
would be next in line after all A-bells had been 
requisitioned. A distinction was made between 
category-B20 and category-C 21

, while bells of pro
tected carillons were placed in category K . 
Cataloging occurred in the following manner: 

- Each bell was given a code number consisting ofa 
combination of two figures separated by a slanting 
dash(/). The first figure indicated the province. 22 

- The figure after the slanting dash was the bell 
number in that particular province. 

- Next came the letter of the bell's category, i.e. A, 
B, or C for the bell 's historic value. 

A number in brackets could be added to these code 
numbers that indicated the weight (in kilos). The 
code number was painted on the bell and corres
ponded wi.th the number on the accompanying 
inventory form. 23 
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9,2 The document of 20th April 1940 in which the Dutch Government 
requests the commanders of foreign military forces to conserve 
bells marked with an M , (Source: National Carillon Museum, 
Asten) 

Furthermore, in many cases, plaster casts were made 
of inscriptions and ornamentation. But all this was 
often done in haste and there were no obvious instruc
tions for the catalogers which led to incorrect classifi
cations being used in certain cases. This may have led 
to important bells being incorrectly marked with the 
letter A. 24 

The situation became more ominous in February 
1943. It was announced that every bell was to be 
removed from the so-called 'Sperr' or operation reg
ions. This consequently included all M-bells and 
bells from protected carillons. 25 The bells were to be 
transported to a number of depots and subsequently 
catalogued. The bells would then be sent to Germany 
where a German expert would judge, at least accord
ing to German standards, if any bells ought to be 
spared from being melted down. After lengthy discus
sions the Department for the Conservation of Art 
works managed to convince the Germans that their 
expert was to carry out this examination at the Dutch 
depots and not in Germany. Bells were marked with 
the P ("Priifung" Test) by the Dutch catalogers so 
that they would be considered for the 'N achpriifung.' 
The ultimate result of this procedure was that it 
delayed matters somewhat, it was possible to protect 
bells temporarily by placing them in the P-category. 26 

It was also agreed that carillon bells would be spared 
as much as possible and attention then focused on 
requisitioning swinging-bells. From tl;iat point on, 
bells belonging to protected carillons, which were not 
already marked, were marked with a K. The possibil
ity of the fatal moment happening was taken into 
account and an initial delivery of P-bells to Germany 
would have to be organized. As this wa~ a real possi
bility, bells considered to be the most important were 
marked with 1, 2 or 3 crosses so a snap-d~cision could 
be made about which bells should be kept. 

In August 1943, a total weight of200,000 kilos of P
bells was indeed demanded by the Germans. The 
Department for the Conservation of Art works 
assigned Dr. van der Elst and the art historian Dr. 
Hijszeler to draw up a list of P-bells that could be sent 
to Germany first. This list eventually totaled 374 
bells. After this expedition to Germany in November 
1943, a tally was made which showed that a total of 
6,777 bells weighing 2,650,380 kilos had been 
removed from Dutch towers. 27 Of these, 4310 bells 
weighing l,667,053 kilos had already been handed 
over28 • A tally ofbells that were still hanging in towers 
was also made. This list totaled 2,105 bells weighing 
805,254 kilos . 29 After lengthy discussions and com
plex calculations which also included the weight of 
clappers, the Department for Conservation of Art 
works managed to arrive at a total of' only' 200,000 
kilos of bronze which still had to be given to the 
Germans to reach the required 75% . This juggling of 
figures meant saving 20% of the total as 478,000 kilos 
still actually had to be supplied if the figure of 75% 
was to be respected! In early l 944, a second delivery of 
P-bells was demanded. 445 bells weighing 200,760 
kilos were selected and sent off in March 1944. 1,282 
bells remained behind in the warehouses belonging to 
the Department for the Conservation of Art works 
and 657 bells were hung in various towers as alarm 
bells. After the second delivery, the total amount of 
bell-bronze had, in fact, been surrendered but the 
threat of uncontrolled shipments of bells remained. 
On the twenty-seventh of October 1944 the German 
authorities announced that P-bells which remained 
in the Schiedam/Leerdam depot were to be moved to 
another unspecified depot. These bells were loaded in 
a ship called 'Hoop op Zegen' (The hope of blessing) 
and shipped to an unknown destination despite 
strong protests from the Dutch. However, the ship 
sailed into a dike being built in the North-east polder 
and sank. The ship was raised after the war and bells 
on that ship from famous protected carillons such as 
Brielle, St Maartensdijk and Tholen were hung back 
in their towers. 

Immediately after the war ended the Department for 
the Conservation of Art works began the task of 
restoring the bells that remained to their rightful 
owners. The majority of these bells lay in Dutch 
depots but some bells were still in German depots 
awaiting the melting pot. The inventory numbers 
made it possible to identify all bells and those bells 
that had sunk with the ship 'Hoop op Zegen' were 
later used in sound-analysis research in a doctoral 
thesis by E.W. van Heuven30 which was requested by 
the State department for Monument conservation. 

In September 1946 a final tally was made and it 
became apparent that 1,349 bells had been brought 
back from German and Dutch depots by the Depart
ment for the Conservation of Art works. 31 A total of 
approximately 4,200 bells weighing about 1,633,000 
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9.3 Example of a code on a bell. This concerns a bell originating.from 
Holwierde (Gr.) dated 1467, marked4/ JOI M,592kg. 
(Now in the National Carillon Museum, As ten) 

kilos had been saved while 4,793 bells weighing 
1,872,813 kilos had been melted down. The Dutch 
clearly had been sorely aware of the loss of their 
inestimable heritage. There are many stories of how 
people attempted to prevent bells from being 
removed; shutters on towers and doorways in church 
portals were made smaller, bells were buried or hid
den in other ways and other inventive tricks were used 
but, unfortunately, most of them failed 32 . The inven
tory made just before and during the war gave the 
Dutch a reasonable picture of the bells in their coun
try although the German's injunction had changed 
this. Records remain from after the war concerning 
the fate of certain bells but, in certain cases, due to the 
chaotic situation no records about replacing bells that 
had been saved were kept. In many cases, it is not 
clear if certain bells were actually saved. 33 A copy of 
the inventory of 1942/43 is conserved in the National 
Carillon Museum in Asten along with thousands of 
plaster casts that were made in the depots at the same 
time. 

Inventories after the Second World War 

The Historical Commission inventory 

The Historical Commission of the Netherlands Caril
lon Society was established on the ninth of February 
1961. It was generally understood that the available 
material concerning catalogues of bells needed to be 
augmented and brought up to date even if this meant 
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knowing which bells had actually disappeared and 
which bells were still hanging in their towers or which 
bells had been put in other towers. The objectives of 
this historical commission were therefore the fol
lowing: 

a. The establishment of comprehensive documenta
tion of all old bells in the Netherlands. 

b. Doing historical research in the most extensive 
manner. 

c. Publishing the results of such research in periodi
cals and other publications. The aim of the re
search is to compile a register in which all historic 
bells in the Netherlands are described as accurate
ly as possible and to classify them in a scientifically 
competent manner. 

The commission linked its inventory with historical 
research concerning the founders who had made 
these bells. A topographically clear division into the 
different places of founders was aimed for. Already 
from the middle ages certain towns were repeatedly 
famous as centres for bell-founding . In the middle 
ages the most important towns were Venlo, s'Her
togenbosch, Utrecht and from 1480, Kampen. In the 
sixteenth and seventeenth century this activity 
shifted somewhat and other towns such as Leeuwar
den, Middelburg, Amsterdam, Enkhuizen and 
Hoorn became important centres. 

Utrecht was the first centre of bell-founding dealt 
with by the commission. Bells were cast there from the 
fourteenth to the seventeenth century. This r~search 
led to the publication of 'The bell-founders of 
Utrecht' in 1963.34 Kampen then followed which led 
up to the thesis byC.N. Fehrmann in 1967 in Amster
dam University for which he received the distinction 
of cum laude. 35 Enkhuizen followed but the research 
had to be discontinued because ofa lack of people to 
help with the research. However, a provisional inven
tory of bells by founders from Enkhuizen was pub
lished in a limited issue by the National Carillon 
Museum in 1981. Initiatives were taken for research 
into the Petit family who were founders ofswinging
bells in eighteenth-century Brabant. But this was also 
beset by problems due to a lack of people to help with 
research. 

0 ther publications 

In addition to this very important wi;irk by the histori
cal commission other investigations of bells exist 
which have been partly published and these can be 
divided into three groups: 

a. Research dealing with bells and the history of bells 
in one particular place, e.g. studies by Van Mos
selveld, (1959), Beltjes, (1968), Maassen (1975) 
Tagage ( 1984), Meilink ( 1985), Peeters ( 1985). 



Publications in folkloric periodicals also belong to 
this category. Research is mostly limited to one 
place but can involve regions. Examples of both 
research are by Van I tersen ( 1964) and Demoed 
(1976). 

b. More detailed research dealing with a certain 
founder, family or bell foundry. Examples are the 
studies by Dingeldein, (1947) Lehr (1959) 
Dorgelo (1961) Gerits (1970), Adriaenssen 
( 1989). This type of research can be extended to a 
more or less fixed region where a period of extra

. ordinary activity and productivity occurred at a 
certain time. Examples are research carried out 
by the Historical Commission (1963), Fehrmann 
(1967) and also the research done by Van den 
Hui (1982). 

c. The research can take a functional line of ap
proach and concentrate only on carillon bells, e.g. 
joint studies by De Jong, Lehr and De Waard 
( 1966-73), or only on swinging-bells as in the re
search done by Truyen (1987) . 
- The field of research can be extended world
wide. Thus, all facets of the art of making caril
lons and bell-founding from the origin of the bell 
in the Near East and China through to the de
velopment of the swinging bell and carillon can 
be followed in a technical/practical treatise on 
campanology e.g. Lehr (1971) . 

With regard to a literature overview dealing with 
research into Dutch bells, this last publication delves 
into other fields . 
Our aim is to give an overview of the inventories of 
Dutch bells and a comparison of these is naturally 
inevitable. Because a uniform layout was not chosen 
throughout and as we have included contributions 
by amateurs as well as professional campanologists, 
certain investigations will inevitably be more inter
esting than others. A degree of uniformity would 
haye been desirable in, for example, describing 
ornamentation and illustrations. Motifs using terms 
as celery, parsley, floral motives, fleur-de-lis and 
French lilies are names used by various authors for 
describing the same motif. In terms used in art his
tory, this would be called a undulating round-arch 
frieze with stylised French lilies on the points . There 
is very little uniformity of outlay in the reproduction 
of the inscriptions. Some authors provide a transla
tion while others provide the entire word for Latin 
abbreviations. Compiling a national bell-atlas 
implies thoroughly taking into account the differing 
quality of articles and the accuracy of research 
already carried out. 

If we wish to take a look at future p¢ospects and 
research methods which will have to be}used to pro
duce a Dutch bell atlas then we have td use another 
approach. If we talk of a bell atlas then we must 

consider that all bells in the Netherlands, including 
swinging and carillon bells, will have been listed and 
described in it . Research methods used for this pur
pose can be divided into two main groups in accord
ance with the sections of the atlas. In the first 
method, bells are ordered alphabetically by location 
and chronology, a method of research that we have 
not yet discussed in this chapter. Consequently, a 
comparison will be made with studies by Sharpe and 
Elphick using this method in England and with 
research results in Germany that have been pub
lished in the Deutscher Glockenatlas . 
Although the second method also places bells in 
alphabetical and locational order, the period is also 
mentioned as a means of classification, e.g. all bells 
from the middle ages or the renaissance. 

9.4 The undulating round-arch frieze with stylised French lilies on 
the points. Ornaments on a bell casted in 1512 by G. van Wou 
and]. Schonenborchfor Lekkum (Fr.) 
(Source: Photograph archives - National Carillon Museum, 
Asten) 

Both methods have advantages and disadvantages . 
An advantage of the first method is that all bells ofa 
given place can be found together, however the size 
of the atlas means that an overview of a larger region 
could be lost as a consequence, although this disad
vantage can be negated by a good register. Specific 
aspects of a certain period in a much larger region 
become clearer if the second method is followed by a 
division into periods. This means however, that we 
again have to accept as a concession that not all bells 
will be described, namely not those from periods 
other than the section the atlas in question deals 
with. The last paragraph of this contribution discus
ses further the importance of a national bell atlas. 
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Dutch archives containing important 
information about bells 

In addition to published information concerning 
bells, the greater part of sources still remain unpub
lished in archives. Therefore the archives that were 
and are still important for research will be discussed 
in this paragraph. First, we can make a division into 
two main categories: 

a . Institutional archives 
The National Carillon Museum archives in 
Asten. 
The State office for the Conservation of Monu
ments archives in Zeist. 
The Foundation for Church Art archives in 
Utrecht. 

b. Governmental and particular archives 
Government and related archives, e.g. State 
archives, city council and province archives. 
Private archives. These archives usually con
sist of information from official archives and 
literature with additions from private re
search. 

The archives in the National Carillon Museum in 
Asten are undoubtedly the most important of their 
type especially because the unique position of bells 
from the Lowlands is emphasized in the museum by 
comparing them with bells from many other world 
cultures. These archives can be used as a basis for 
compiling a national atlas. The inventory of 1942-43 
constitutes the greater part of the archives and this 
inventory has been augmented by recent inquiries 
into city councils and church organisations. This 
resulted in a document of approximately 5,000 
swinging and carillon bells in the Netherlands that 
still exist or have vanished. 
The majority of plaster casts made during 1942-1943 
of bells that, for the greater part have disappeared, 
can be found in these archives . This concerns 
approximately 1,000 plaster fragments which still 

9.5 One example of plaster fragments of bells of which there are 
approximately 1,000 that were made from bells which have 
disappeared. These were made during the inventarisation of 
1942/43. (Now in the National Carillon Museum, Asten) 
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have to be documented and catalogued. These 
archives also contain the complete records ofbells by 
Van Der Elst, Van Heuven, Hijszeler and Fehr
mann.36 Also information concerning research on 
the Enkhui* n founders and Petit, which has been 
suspended f,or the time being, and details of all 
medieval beils can be found in these archives.37 

The archives of the State Office for the Conservation 
of Monuments in Zeist contain an important collec
tion of appro:l.<imately 1,000 photos of bells that were 
taken mostly at war depots during the inventory of 
1943-43. Copies ofa part of this photo collection can 
be found in some of the private archives named 
under b . 

The Foundation for Church Art archives in Utrecht 
catalogues church art of the larger Christian church 
communities in the Netherlands, principally Roman 
Catholic, Old Catholic, Dutch Reformed, Lutheran, 
Reformed (=Presbyterian) and Baptist. The objec
tive is to make inventories of church possessions 
other than real estate such as works of art including 
silverware, paintings and chasubles. Bells appear to 
belong to the category ofreal estate and are therefore 
not included in the catalogue. However, details of 
approximately 200 bells mostly taken from existing 
literature have been included in the catalogue.38 

The archives named under a . also contain impor
tant information for our field of research. Some 
examples are; Meekhoff-Doornbosch39 and the 
archives of A. Brom jr. formerly secretary of the 
Dutch Bell and Organ Advisory Committee.40 In 
the latter archives, details can be found concerning 
organ building and campanology with contribu
tions by A.P.G. de Waal, J.C . Friederichs, B.A.J. 
van Hegge Zijnen and W.J. van Heteren. The 
archives of both Dutch bell foundries must be 
accorded a place in this category and, above all, the 
tuning books surely contain interesting details, 
especially about bells that have been lost. The 
archives named under b. are the largest and have 
the greatest diversity of information since both pro
fessional and amateur writers have been fascinated 
for years by the phenomena of the bell, therefore 
providing examples in this category is extremely 
difficult. Nevertheless, if any example is to be given 
then it must be the very extensive private archive of 
Dr. A. Lehr in Asten.41 

The peculiarity of the details in all these archives is, 
as already mentioned in the chapter on publications, 
that each researcher has his own method and style of 
cataloging and this is only logical. However, we 
must be cautious of the reliability and accuracy of 
the enthusiastic amateurs who have worked along 
side professional campanologists and art and music 
historians if we wish to rely on details from these 
archives. 



The importance of a Dutch Bell Atlas 

After the Historical Commission of the Netherlands 
Carillon Society had already taken the initiative in 
research and systematically classifying Dutch bells, 
the Athanasius Kircher foundation (founded in 1982 
for research on automatic music instruments and 
campanology) decided one of its objectives would be 
to compile a Dutch bell atlas . The relevance of this 
bell catalogue gains importance each time objects 
which have significance in art history may perish for 
good as we have seen in the preceding pages. Inven
tories intended as documentation were made too 
hastily and therefore we can only conclude that these 
inventories and the research done result in an incom
plete picture of the current situation concerning bells 
in the Netherlands. There may be certain moments 
when it is essential that we have a thorough picture 
of the heritage that is hanging in Dutch towers . The 
following situations may serve as examples. 
When confronted with the question whether a frac
tured bell should be recast or perhaps put in a 
museum, the answer naturally depends on the bell 's 
historical value. It should be asked if other bells by 
the same founder exist, or whether the bell has any 
noteworthy ornamentation or an important inscrip
tion, etc. 
Historians dealing with both international and 
national history are constantly confronted with the 
question which historically important bells are still 
extant in the region they are dealing with and which 
characteristics. they have. Important details can be 
gleaned from inscriptions, stamps, pilgrim marks 
and ornaments. 
Campanologists who are especially interested in the 
campanological aspect can find information about 
sound, tone, bell profile, etc. in the national inven
tory and compare details . This may also lead to 
ascribing an anonymous bell to a particular founder 
or foundry based on the profile. 
Art historians can compare developments in other 
aq forms by studying the evolution of bell ornamen
tation and illustrations. It must be borne in mind 
that the bell 's honor as a typical cultural heritage of 
the Lowlands began in the middle ages with the 
founder Gerardus van Wou, continuing up to the 
first zenith of the Hemony brothers in the 'Gouden 
Eeuw' (the Golden Century, the seventeenth cen
tury was a time of splendour and magnificence in 
Holland). Even today, Dutch founders are nation
ally and internationally renowned 'in the field of 
carillons and swinging-bells and the same applies to 
scientific research into bells. 

Furthermore, the inscription can provi<jle interesting 
details for specialists of Dutch and Latin literature. 
Last but not least, we must not forge't those who 
while visiting a Dutch town and on h! aring a bell 

I 
may suddenly realise that many of their ancestors 
might have heard the same bell. Thoughts at that 

moment may be of medieval people, walking behind 
ox-pulled carts hearing the bell across the fields . If 
interest is kindled and people wish to know which 
bell is ringing and what information besides its 
sound it has to offer then it could benefit all those 
who interested if he or she can provide answers to 
such questions. 

Bell atlases in other countries 

A brief comparison of research and publications in 
other countries also dealing with bell atlases is useful 
if a future inventory is made in the Netherlands. The 
two most significant countries in this regard are 
England and West Germany. 

England 

Research into swinging and carillon bells in England 
began early this century. One of the most important 
publications is by Raven ( 1906-07) who classified 
bells in a chronological order for these regions; Lon
don and South West England, from the South Coast 
eastward, the Midlands and the North. Other re
gions were divided up into the so-called cantons. 
Examples are Walters (1912) and Sharpe (1965 and 
1966) who classified bells alphabetically by location 
and a chronological listing of founder or foundry. 
Information can be easily gleaned from these publi
cations because of the well-planned and functional 
register. 
A very important project, edited by Ronj.Johnston, 
resulted in the publication of: 'An atlas of bells' . The 
principal aim of this publication is to give an impres
sion of the distribution and location ofrings of bells . 
The comprehensive indication on detailed maps and 
the grid references are noteworthy features. More
over another part concerns the history of English 
campanology. 

Germany 

Research has been carried out in Germany for more 
than thirty years and is of an exceptionally high 
level. The results of this well-organised research can 
be found in the 'Deutsches Glockenarchiv' which 
was originally situated in Hamburg. Some years ago 
these archives were incorporated in the German 
National Museum in Neurenberg. Campanologists 
and art historians formerly under the leadership of 
Sigrid Thurm and, at present, Hermann Maue are 
working on an imposing series of well-documented 
sections for an atlas . This 'Glockenatlas' will eventu
ally contain twenty volumes of which four have 
already been released under the direction of Sigrid 
Thurm. The system of research is based on inven
tories for each confederation and presently consists 
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of the following sections; Wiirttemberg/Hohenzol
lern (1959), Bayerisch/Schwaben (1967), Mittel
Franken (1973) and Baden (1983). Research is now 
being carried out on bells in Oberbayern (upper 
Bavaria). Each section of the atlas has the same 
methodical system of classification. A general intro
duction is followed by a historical review that deals 
with important historical facts relating to the subject 
in question. The authors then consider the cultural 
and cultic significance of the bell. This is followed by 
a chronological listing of the most important 
medieval bells from the region in question.42 The 
most important part of the atlas is the catalogue 
which is alphabetically arranged according to dis
trict (Kreis) and the bells are in turn arranged 
chronologically; renaissance ( 1540-1630) early 
baroque (1630-1700), late baroque and transition to 
the modern era (1700-1860) and the modern era 
( after 1860). The extensive register is of considerable 
practical importance for gleaning a .wide variety of 
information. 43 

West Germany and England are certainly not the 
only two countries in West Europe that are doing 
research into their heritage of bells. Other countries 
have also done research, albeit on a smaller scale. 
Examples are Uldall (1982) in Denmark, studies by 
Vernet in Switzerland ( 1965) and Salmon in France 
( 1985). 

In summarizing, we may suppose that a great deal of 
material has been accumulated in the course of many 
years and, ifit is our aim to catalogue Dutch bells in an 
atlas, this material could provide the basis of research 
compiled in a national archive for bells. A relevant 
example is the work done in West Germany and the 
situation in the Netherlands could also be catalogued 
preferably according to province. It is of vital import
ance to organise research centrally and that scientists 
from various disciplines be able to undertake research 
with adequate government support. 

Notes 

I Truyen, Proevevandeatlas, p. 74-77. 
2 The translation of this is: My name is Anna, I lost my sound 

(i.e. rung too violently and fractured) on the 30th ofJ une 1666 
when I was rung to celebrate the victory of the Dutch fleet over 
the English. 

3 The translation of this is: ( cast) for the glory of God and holy 
Margaret at the time this persori (Mayor) was Mr. Fijta and 
courtier Liuwa Homma. 

4 Van Lerberghe and Ronsse, Audenaerdsche mengelingen. 
5 Register ofGeestelijke Opkomsten van Oostergo, Council 

archives Oostergo. 
6 Rientjes, Over de herkomst, p 34-38, and Remans, 

Klokkenroofin Limburg, p. IO 1-107. 
7 Grevenstuk, De opschriften van alle torenklokken in de 

Vechtstreek, p.59. 
8 These annotations have been maintained and can be found in 

the City Council Archives ofHoorn. 
9 Fischer, Verhandeling van de klokken en het klokkenspel. 

10 De Navorscher, 'a method of exchanging thoughts and 
literary intercourse between all who know anything, have a 
question to ask or can solve some problem.' published from 
1851. 
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11 Van Borssum Waalkes published systematic research into bells 
in North Holland in 'De Vrije Fries' . 

12 The authors Van Arkel and Weissmann published many 
interesting details about bells in their periodical 'Noord 
HollandscheOudheden' , 1891, 1894, 1895, 1897, 1900, 1902, 
J903, 1905. I 

13 Examples a~e studies by J ansen,J an van Venloand Slootmans, 
Klokken, be1aard en beiaardiers. 

14 Mialaret in 'fublications de laSociete historique et 
archeologique clans le Limbourg' ( 1924), sequel toa work by 
Ha bets, Middeleeuwsche klokken. 

15 The artworks are listed first. Bells are considered as being part 
ofreal estate ( see also note 38). 

16 Archives of A. Brom in the musiclibrary at the 
Gemeentemuseum in the Hague. 

I 7 See also Lehr, T,he designing of swinging bells, p. 15 e. v. for 
physical research into bells. 

18 Archives ofDr. W van der Elst can now be found in the National 
Carillon museum. 

19 There are many details conserved in the files of the 'General 
U nternehmerdes Sonderreferates Metallmobilisierung P.J. 
Meulenberg to Venlo/Heerlen' which are now in the National 
Institute for War documentation in Amsterdam. 

20 In towers where many modern bells hung, the largest modern 
bell was placed in B-category instead of A-category. 

21 The largest old bell and smaller important bells in a tower 
belonged toC-category. 

22 I= Drente, 2= Friesland, 3 =Gelderland, 4=Groningen, 
5=Limburg,6=NoordBrabant, 7=NoordHolland, 
8=0verijssel,9=Utrecht, IO=Zeeland, 11 =ZuidHolland. 

23 The following details were listed on this form; depo·t, bell 
number, a drawing of the profile, place oforigin, city, building 
where the bell originated from, diameter, inscription, year, 
founder, ornamentation ( and as much information concerning 
attributes of the saints represented on the bell) . It should be 
pointed out that there were varying degrees of unity in the 
manneroflistingdetails. 

24 In March 1943, catalogers came to the following agreements at 
aconferencein Utrecht; 
I. conserve all bells dating prior to 1600. 
2. conserve all Hemony bells and some seventeenth-century 
bells with at least one bell of each founder andpreferably from 
the province where that founder worked. 
3. the same applies to eighteenth-century bells but the 
percentage to be conserved is lower with preference for the 
founder Du Mery. 
4. some examples ofbells from later eras should be saved every 
now and then. 
5. the following points must be considered when making 

choices: 
a. heraldic aspects 
b. ornamentation 
c.sound 
d. historic value. 

25 The 'Sperrgebiet' referred to here contains the provinces of 
Zeeland, Friesland, Groningen, the toppartofDrente and the 
coastal region ofSouth and North Holland. 

26 At the beginning of! 943 the P-bells were transferred to three 
depots. The bells at the depot ofN. V. Houtzagerij en Schaverij 
v/h 'De Later& Co.' inSpijkcamefromNorthHolland, South 
Holland, Utrecht, Zeeland and Limburg, (in particular, some 
of which were stored in Rotterdam). 
P-bells from Friesland, Groningen, Drente and Overijssel went 
to Meppel to the depot ofN. V . Houthandel Teka, Prins 
Hendrikade5. 
P-bells from North Brabant, Gelderland and the remaining 
bells from Lim burg went to the depot ofN. V. Tilburgsche 
Houtcentrale, Enschotsestraat in Tilburg. 
Bells already marked with Mor K from North Holland, Sou th· 
Holland, and Zeeland were subsequently sent back to the depot 
of the Vereenigde Glasfabrieken Schiedam/Leerdam in 
Schiedam. Protected bells from Friesland, Groningen and 
Drente went to the depot ofT. Vries Houthandel in Steenwijk 
and later to N. V. Ontginningsmij 'Hetland van Vollenhove' in 
Giethoorn. 

27 Thisconcerns: 
2,415A-bells / 1,204 B-bells / 830C-bells / 1,857 P-bells / 268 
M-bells/ 203 K-bells . SeealsoJ.W.Janzen ( 1946) forother 
figures. 

28 From information up until 17 November 1943 this deals with: 
2,415A-bells/ l ,204B-bells/317C-bells/374P-bells. 



29 l , 706 bells from 52 protected carillons 
299 M-bells / 100 swinging- and alarm bells. 

30 Van Heuven,Acoustical measurements. 
31 This concerned: 

268 M-bells in Leerdam and Giethoorn 
203 protected carillon bells 
389 P-bells in Spijk 
166 P-bells in Tilburg 
286 P-bells from Hamburg 
23 modern bells from Hamburg 
14 P-bells from Liinen. 
Weighing a total of757,712 kilos . 

32 For more information about requisitioning of bells during the 
Second World War see Janzen, Overzicht klokkenvordering, 
Van Nieuwenhoven, Voorlopig verslag and Lehr, Paardebel 
p. 338-345. 

33 _Notations by catalogers about whether or not bells were to be 
placed back in their towers were done in a very personal style 
in various lists. It is now only possible for us to partly explain 
this. For instance, this becomes apparent from comments in 
the list ofbells at the war depot in Tilburg now in the archives 
of the National Carillon museum in As ten. 

34 Historical Commission, Klokken en klokkengieters, p.160-
311. 

35 A carefully compiled and complete list of bells is also included 
in his thesis . 

36 On loan from the Frans Walkate archives in Kampen. 
37 For more information about medieval bells see: Truyen, 

Middeleeuwse klokken. 
38 In any case, the objective of this society is correct; the bell is 

viewed as a real estate artwork. The monument law states that 
a protected monument must be considered as a matter of real 
estate. This requirement is satisfied as the bell must be 
considered as being indisputably inseparable from the tower 

and bell frame. This does not mean that the tower in question 
is also necessarily a monument as defined by the monument 
law. It is conceivable that a bell considered to be a monument 
hangs in a tower which is not registered as a monument. 
Furthermore, a bell can be considered as real estate because of 
its purpose. A bell is always specifically included as part of a 
building in order to permit it to exercise its function better. An 
analogous parallel can be made with a pulpit in a church or the 
furnishings in a council chamber of certain town halls (see also 
note 15). 

39 This file can be now found in the Provinciale bibliotheek 
(library) in Leeuwarden, manuscripts section Hs 268. It 
contains many details about bells and bell inscriptions, all 
from the province ofGroningen, extraordinarily enough! 
These were accumulated between 1900-1920. 

40 This file is now in the Muziekbibliotheekofthe 
Gemeentemuseum in the Hague, Hs 29. 

41 The following are also referred to: 
The archives ofC.W. Tempelmans Plat in Castricum. There 
is also an interesting photo collection. 
The archives of the lateJ. Arts (frater Getulius) now in the 
fraterhuis (friary) in Tilburg. Contains details ranging from 
inscriptions to sound analyses ofbells in North Brabant that 
have perished. 
The archives of the Utrecht bell-ringers guild. Contains 
information about bells in Utrecht and South Holland. 

42 After chronological classification, medieval bells are 
described as follows; first, the bells with no inscriptions, bells 
with capital inscriptions, and last, bells with minuscule 
inscriptions. 

43 The register has entries for the following keywords; founder, 
workshop= foundry (Giesshiitten), anonymous bells, 
genealogy, coat of arms, lockets, stamps, pilgrim signs, 
iconography, hagiography, and location. 
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ml Pealing Bells 
Their culture in The Netherlands since 1945 

I 

Bert Augustus 

'The ordinary bell or tower bell is indisputably one of the most simple musical instruments in use. Its musical value is relatively low. 
I have never or seldom heard one bell that produced a musically pure sound and when one wishes to rid a bell of all its impurities, one 
simply replaces it with a metal bar. Wagner was the first to do this in his Parsifal (Abraham Vas Nunes, 1909). 1 

It is impossible to follow the history of bell-pealing and the casting of new swinging bells in the post-warperiod without taking several 
factors into account that were of influence. 

Firstly, it is necessary to deal briefly with the church 
history of this period.The development of the Chris
tian liturgy is important, restricting ourselves to the 
Roman Catholic liturgy. 2 The swinging bell has long 
lost virtually all its secular functions. Signal func
tions, such as for fires or wakes3 are either no longer 
important or have been replaced by other methods . 
Of course, the bell is still used in many places to 
strike the hour. Examples of secular use are the ring
ing of the Utrecht Dom bells during the Early Music 
Festival , Memorial Day or the Frisian Thomas
ringing. 

Secondly, the development of the casting and tuning 
of swinging bells after the Second World War is a 
continuation of the musical demands set for peals 
before the war. The acoustical research that resulted 
from these demands proceeded immediately after the 
war with considerable success. 

Thirdly, the period immediately following the war 
was a very productive one for bellfoundries and for 
experimenting with bells. This period of growth is the 
result of the tragic requisitions of many bells during 
the war. 

Finally, the post-war ascent of the carillon culture 
was a determining factor for the casting of new swing
ing bells. Interest was focussed more and more on the 
casting and tuning of carillon bells, with all the resul
ting consequences. Disregarding the somewhat dif
ferent profile of smaller swinging bells , it could be said 
that the modern swinging bell is actually a swingable 
carillon bell. The internal and external tuning of the 
peal is performed in the same way as with the carillon. 
This is in contrast to the thriving German tradition, in 
which the individual sound ofa bell is more important 
than all the bells in combination. It was more the full, 
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sonorous sound of swinging bells which was sought 
after both before and after the war, rather than a peal 
with absolutely pure internal and external tuning. 
Perhaps the factors mentioned above, positive or not, 
have contributed to the development of the modern 
swinging bell, with the same connotation as Vas 
Nunes' quotation at the beginning of this chapter. We 
quote this as a motto; it may be considered one of the 
first attempts at achieving perfectly consonant swing
ing bells and peals with perfect internal and external 
tuning. This tonal ideal is also detectable in Catholic 
organ building and church music of this period, and 
may therefore be described as neo-romantic. It was 
perfectly fulfilled after the war. Advisors in the 
Catholic Council on Bells and Organs (KKOR) all 
strove exclusively for this ideal and even curbed 
initiatives ofbellfounders who after the war attempt
ed to follow a different path than the 20th-century 
traditions dictated. Eventually, a lack of competent 
advisors and other factors led to the KKOR's no 
longer being able to carry out its advisory tasks with 
swinging bells and few possibilities for experimenta
tion presented themselves. We are referring here to 
the use of sixth bells instead of octave bells or even 
placing chromatic intervals in a peal's disposition. 
The demand for swinging bells has greatly 
diminished, not only because most churches are 
already supplied but also because of continuing sec
ularization. 
Thus, one cannot speak of a genuinely Dutch tradi
tion in the casting and tuning of swinging bells after 
1945. This , incidentally, contrasts greatly to the 
thriving German tradition as illustrated by several 
recent distinguished publications. 
The restoration ofhistoric bells was also subjected, at 
least at first , to the tonal ideals that then existed for 
swinging bells . Examples that had to be recast in the 
1960's because of damage to the sound bow were 



provided with their original ornamentation and 
inscriptions, but the modern octave bell profile was 
used. Only later were the profiles of old bells copied 
as accurately as possible. 

It was in 1982 that the actual reconstruction of lost 
bells first occurred with what remained of the 16th
century peal in the Dom Tower in Utrecht. A series 
of replicas of the missing bells was designed on the 
basis of existing bells so that the original number of 
thirteen was attained. 

JO.I A reconstruction of a Van Wou bell cast by Eijsbout 's bell
foundry for the Dom Tower in Utrecht . 

All of these aspects briefly mentioned here will be 
further discussed in this article. It should be noted 
th3:t, while writing this article, we included several 
restrictions, whether necessary or not, regarding the 
choice of material. Some of the sources are from 
parish archives and the short section dealing with 
recent developments in the liturgy is restricted to the 
Roman Catholic liturgy. 

The campanologist, Jan Arts (Brother Getulius), 
worked with several other very active and stimula
ting advisors before and after the war. His archives , 
conserved in the friary of the Congregation van Our 
Lady, Mother of Mercy in Tilburg, were consulted 
when studying the work of swinging bell advisors.4 

Our thanks goes to several of the brothers for their 
willing cooperation . It is important in studying pre
war developments to consult the Gregoriusblad, a 
periodical for Catholic church music. Interestingly 
enough, not a single article concerning modern 
swinging bells has appeared since the war. 

For both the pre- and post-war period, in dealing 
with the installation of new swinging bells, we have 
restricted ourselves principally to the archives of the 
Royal Eijsbouts Bellfoundry in Asten5 and the 
archives of the Advisory Commission of The Nether
lands Carillon Society (NCS). 6 

Situation to 1940 

In the years just after the Second World War, it was 
decided to restore as much as possible of the damage 
which had been done during the war and bellfoun
ders had an abundance of work. The casting of 
swinging bells was continued according to the pre
war tradition but the results of several isolated 
experiments carried out during the war were used. 
Of the three Dutch bellfounders, two had been active 
as producers of peals long before the war and 
advisors such as the musician, Jan Arts, had also 
been working at this time in the same field .Jan Arts, 
working as Brother Getulius in "Huize Ruwenberg' 
in St. Michielsgestel, was born on the 11th of 
October 1880 in Lith and died on the 7th of January 
1973 in Tilburg. He was considered by the other 
brothers to be an excellent musician and wrote vari
ous compositions such as hymns and secular can
tatas for private use. 

When the KKOR and the NCS (known until 1928 as 
the General Carillon Guild) were founded in 1917 
and 1918, respectively, bellfounding rose from its 
decline in the nineteenth century as a result of the 
renewed interest in carillons that had been stimu
lated by the activities of the carillonneur and advisor 
J ef Denijn of Mechelen. 7 Several years later, Jan 
Arts became interested in swinging bells through 
having read a series of articles entitled Over Klokken
verhoudingen (About bell proportions), which Pascal 
Schmeitz, a pastor in Venray, had published in the 
Gregoriusblad in 1916. 8 During the period of extreme 
decline, at its lowest ebb at the end of the last cen
tury, carillon playing was either scarce or poor. 
Achievements by bellfounders lagged far behind 
those of their seventeenth-century predecessors. 
These circumstances, among others, produced the 
incentive to revive the carillon culture, which 
encompasses swinging bells. J ef Denijn managed to 
convince the Belgian foundry of Michiels to carry 
out experiments to produce better-tuned bells and in 
1932, the Dutch foundry of Van Bergen, on his 
advice, abandoned casting bells to pitch. This paved 
the way to purely-tuned swinging and carillon bells 
in The Netherlands.9 Three years after the publica
tion of the book Glockenmusik10 in 1927 by the German 
musician and campanologist, P. Griesbacher, it 
became apparent from the correspondence 11 be
tween this author and Jan Arts that their views on 
the sound of swinging bells followed the same line: a 
sound as consonant as possible should be striven for 
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using all available means. This applied to bells indi
vidually as well as the composition of the peal. How
ever the bell's cas ting skin was not to be damaged, so 
that a bell cast absolutely pure remained an excep
tion. 
Both authors were still a long way off from a correct 
understanding of the strike tone, which we now 
know is a physiological phenomenon. The following 
quotation therefore now sounds peculiar to us: 'It 
has been es tablished that the strike tone and har
monics of a bell are produced in entirely different 
;ays. The harmonics exist thanks to the bell 's form, 
while the bulge produces the strike tone.' Qan 
Arts) 12 

In the interim, Jan Arts had become the stimulus 
behind many bell experiments at the foundry of Petit 
& Fritsen, as shown by the pre-war tuning graphs he 
produced. 13 He was also active as cataloger of pre

·war swinging bells and a publicist. In the second half 
of the l 920's, he published, together with F . Don
ders, an impressive series of articles in Onze kerkklok
ken14 (Our church bells) that appeared in the North 
Brabant newspaper Ons Huisgezin (Our family) in 
which all the inventories were drawn up. During the 
same period both authors published a series of artic
les in the Gregoriusblad entitled 'Muziek der klok
ken,' 15 which dealt with technical and musical 
aspects of bells . 
The Gregoriusblad was and still is the organ of the 
Netherlands St. Gregory Society which was founded 
in 1878 with the objective of 'furthering sacred and 
liturgical music according to the spirit of the church 
and the strict observance of church laws. ' 16 Restoring 
Gregorian chant was one of these aims which was 
based on historical research and further encourage
ment of church music composers to produce music of 
a 'neo-Palestrinian style.' 17 One can still find traces of 
these former musical practices today. Despite lofty 
ideals and a few commendable exceptions, this pro
duced a great deal of lacklustre music.18 

An important aspect that should be mentioned here 
concerning the church's musical life before the war 
was the decline of organ building. Many historic 
organs were rebuilt at that time according to roman
tic-liturgical ideals. Most mutation stops and mix
tures were replaced by various often string-like 
eight-foot stops. The mechanical actions were 
changed to pneumatic or, later, electro-pneumatic. 
It became possible to add many devices which 
assisted playing but the tracker action 's fine sensitity 
was sacrificed. 
Counter to this tonal ideal and these developments 
in church music was the development of the swing
ing bell with the efforts of musicians such as Jan 
Arts. Most advisors were, after all, church musi
cians. This neo-romantic tonal ideal of absolute con
sonance also applied to the bell. Did Griesbacher not 
write at the end of his reply to Jan Arts about 'the 
absolutely perfect bell ideal ' and 'an absolutely pure 
tuning' 19 which, in practice, only occurred by 
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chance? With regard to achieving this tonal ideal, 
two things should be mentioned. First, the wish to 
maintain the swinging bell's casting skin, thereby 
ruling out the lathing process, conflicts somewhat 
with this ton/ii ideal which includes the pures t poss
ible sound. J Second, tuned swinging bells were 
already being purchased in the Netherlands before 
the war which resulted even then in the swinging bell 
being confused with the carillon bell. 

Based on many publications in the Gregoriusblad 
before the war,. it is possible to further specify this 
tonal ideal concerning bells . 20 Also useful is the well
known brochure2 1 written by Jan Arts for the inau
guration of the peal in Kaatsheuvel, cast in 1930 by 
Petit & Fritsen. We are concerned here with musical 
terms. The swinging bell should be of a noble, full 
sonority with a constantly radiating prime, third and 
hum tone and possess an adequate decay time. 22 

Toon Hansen wrote that bells should have a splen
did sound and a full tone . 'The principal, or strike 
tone must be pure, while the hum tone and third, 
although less important, resonate with it '. The per
fect fifth and octave must be present as secondary 
tones .' 23 

Concerning the pre-war sources of swinging bells in 
the Netherlands, it is not so that orders were placed 
exclusively with Dutch foundries. This contrasted 
with Belgium, where especially the carillon-produ
cing foundries were protected, as Jef Denijn was 
more interested in the carillon's playing mechanism 
than in tonal purity of bells cast by Michiels, for 
instance. 24 The often superior German swinging 
bells and English swinging and carillon bells were 
rivals for their Dutch counterparts. Eijsbouts, but 
other Dutch founders as well, scarcely cast any bells 
before the war, instead importing German and Engl
ish bells and providing hardware and installation. 
We mention here the peals of Vught, Esbeek and 
H uijbergen. 25 

The history of the parish church of St. Brigida in 
Geldrop combines several aspects already men
tioned above. In 193226 a new peal was considered 
for this church's north tower, built around 1890 in 
neo-romanesque and neo-gothic style by the 
architect, Karel Weber, from Cologne. The pastor at 
that time, Toon Hansen, a prominent church musi
cian and chairman of the Gregorius Society, was 
involved in the purchase of this peal. H e was also the 
driving force behind the rebuilding in 192727 of the 
splendid Vollebregt organ of 1848 into an entirely 
pneumatic instrument according to the ideals of that 
time. However, Toon Hansen had already revealed 
his interest in bells before this occasion. With regard 
to his approval of the new peal for St. Peters Church 
in Woensel cast by Petit & Fritsen, he wrote the 
following in the Gregori us blad in 1916: 'The three 
bells have been cast with exceptional mastery, they 



have pure hum tones without any disturbing secon
dafy tones, they have a full tone and sound evenly 
throughout.' 28 This corresponded entirely to the 
tonal ideal mentioned above because the bells had 
been successfully cast to pitch. Now, in Geldrop, it 
was not Petit & Fritsen who were contacted but 
Eijsbouts of Asten, who were only able to supply 
small unornamented bells before the war. Eijsbouts 
offered Geldrop bells from two foundries. After some 
negotiating, during which Eijsbouts stated that they 
had supplied many English and German swinging 
bells to clients in The Netherlands, the preference for 
the peal 's disposition was with the strike tones c , e 1, f 
and a I. The foundries in question were Petit & Edel
brock of Gescher, and Gillett & Johnston of Croy
don. Although German bells were harmonically-fine 
bronze bells, the English bells were: 'tuned purely 
with reference to principal and secondary tones,just 
as with the famous Hemony bells .'29 It is curious to 
note that the German ideal of maintaining the cast
ing skin was abandoned here. Matters in Geldrop 
eventually took another course and a peal was 
purchased through the installation firm, Van de 
Kerkhof, in 1935. This peal probably had the same 
disposition and was purchased from the foundry of 
F. Otto in Hemelingen near Bremen.30 

The situation in Kaatsheuvel, however, was com
pletely different. It was closer to the German tradi
tion. Both the entire peal in Geldrop and the bells in 
Kaatsheuvel described below, with the exception of 
the heaviest, were requisitioned during the war. 
Regarding the Geldrop peal we now have only the 
consecration brochure31 and the report by Jan Arts32 

for the Kaatsheuvel peal. In 1930 the Petit & Fritsen 
bellfoundry delivered a heavy peal with the strike 
tones e 1, f# 1, g# 1 and b I for the Roman Catholic 
Church of St.John the Baptist in Kaatsheuvel and on 
the 20th of March Jan Arts began thorough research 
and a tonal analysis33 in which he revealed that there 
was a mean difference of a sixteenth of a semitone for 
the hum tone, prime and octave. He came to the 
co

0

nclusion that "the establishment of Petit & Fri ts en 
has satisfied the demands required with good results 
and has made instruments which approach the ideal 
in form, as cast object, composition of sound and also 
partly in sound quality. With regard to the purity of 
sound, we do not hesitate to state that these four bells 
may be considered to be on a par with the very disting
uished English product.' 34 Further, the brochure 
devotes a few sentences to the designing of Kaats
heuvel 's new bells. It is unusual that the bells were 
cast to pitch 'without airy extra tuning' ; and 'in a single 
pouring' ,35 which reveals Jan Arts 's proclivity for the 
German tradition, despite the propaganda surround
ing English bells. It has already been mentioned that 
Jan Arts carried out experiments on bells in coopera
tion with the Petit & Fritsen bellfoundry which not 
only improved the quality of swinging bells but also 
resulted in improvements for carillons. The tuning 

graphs and other technical comments in his 
archives36 confirm this as do his scientific publica
tions which appeared during the war. Jan Arts 
became an advisor of the Netherlands Organ and Bell 
Advisory Commitee (NKO) in 19383 7 and memberof 
the newly-founded Catholic Council on Bells and 
Organs in 1943.38 It was precisely this advisory com
mittee that had profound influence on the policy con
cerning new swinging bells . 

10.2 A modem swinging-bell from Eijsbout 's bell-foundry. 

War Years 

It is not our intention here to deal extensively with 
the history of swinging bells during the Second 
World War. This matter has been adequately 
covered elsewhere and we shall restrict ourselves 
here to a general outline and several vivid examples 
of requisitions that occurred in many places. 

As early as 1937, the Dutch government had 
requested the Netherlands Carillon Society through 
the State Department of Monument Care to draw 
up a list of bells which could be sacrificed in the 
event of war. The considerations here were the use of 
copper and tin for Dutch industry in the event of 
scarcity resulting from war outside the borders. In 
1939, the government had already considered the 
requisitioning of bells for military purposes to be a 
genuine possibility. 39 However, the situation was to 
become worse: it was, in fact, the Germans who 
requisitioned many bells. A comprehensive account 
of the requisition proceedings can be found in other 
sources. Despite negotiations and angry protests, 
not only new bells but even historic ones were 
requisitioned and only a few of these were returned 
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after the war. This is how most swinging and carillon 
bells made by Taylor and Gillett & Johnston in this 
century were lost. 

Last-moment, passive but emotional protests were 
staged by people here and there when bells were 
actually removed. Although detailed descriptions of 
local swinging bell requisitions were usual, we quote 
here a moving example of the requisition of bells 
from the St. Martinuskerk tower in Wehi40: 'On 
Monday the 18th of January 1943 in the late after
noon, BernardusJohannes Derksen, born on the 2nd 
of June 1902 in Elst, residing at Heiweg no. 50 in 
Nijmegen, reported at the Town Hall and informed 
the Mayor that he had come with a group of workers 
to requisition the bells. Meanwhile the worker's 
supervisor, Petrus Martinus Derksen, claiming to be 
born in Gendt near Nijmegen and to be the brother 
of the above-mentioned Bernardus Johannes Derk
sen, came to the rectory and announced that he had 
the unpleasant task of informing them that the 
church bells had been removed. The chairman of the 
church administration asked him who had assigned 
him this task and requested to see his identity pa
pers. He showed him papers from a German author
ity which assigned Peter Jozef Meulenberg, B.Sc., 
born 7 October 1897 in Eschweiler (Germany) resid
ing at Caumerbeeklaan 37 in Heerlen to take the 
bells away. The following day at nine a.m., the work
ers who had been assigned to the task removed two of 
the heaviest bells. The smallest bell ( diameter 70 
cm) was allowed to remain as an alarm bell. This 
bell was subsequently removed from the tower on 
Friday the 22nd of January 1943 at 1:30 p.m. by the 
same workers and transported in the auto of A. Bos
man of's-Heerenberg. The two other bells remained 
unguarded at the south side of the church. These two 
were transported in a truck on Thursday the 4th of 
February 1943 at 3.30 p.m. The estimated weight of 
the largest bell (diameter 105 cm) was 700 to 800 
kilos. Weight of the middle bell (diameter 90 cm) 
was 400 to 450 kilos. Weight of the smallest bell 
(diameter 70 cm), 220 kilos . Signed at Wehl, 5th 
February 1943.' This declaration was signed by 
three members of the church administration and 
also by B.J. Derksen. 

At the end of the war, the following depressing 
balance was drawn up. In The Netherlands, more 
than half of the nine thousand bells which were regis
tered in 1937 had gone missing - approximately five 
thousand bells.41 

In the predominantly Catholic South of The Nether
lands, the Protestants returned many historic chur
ches to the Catholics during the 19th century, many 
of which were replaced by larger churches in neo
styles42 in the second half of that century. These 
churches were later supplied with new swinging 
peals. Most of the remaining historic churches in 
The Netherlands are today occupied by Protestant 
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congregations, while the towers and often historic 
bells of these churches generally belong to the local 
government. Because historic bells were afforded 
more protection during the war, it was principally 
the newer, , Catholic-owned bells that were 
requisitione~ and had to be replaced during the 
post-war rebµilding. 

Associations with German bell culture 

It should be apparent that Dutch pealing bell cul
ture, as here portrayed for the pre-war period, is 
essentially an emulation of its German counterpart. 
After the war, technical and musical developments 
in casting swinging bells in both countries gradually 
began to take different courses. We will digress here 
to compare developments in each country. 

In Germany today, there is still a thriving interest in 
the casting and use of swinging bells43; this concerns 
swinging bells for ecclesiastical use. The situation in 
German churches gives much less cause for concern 
than the Dutch situation. More attention is paid to 
the designing of churches and maintaining the 
liturgy44 and it has not been necessary to close any 
(post-war) churches while this, however, has been 
the fate of many church buildings in The Nether
lands. In Amsterdam, a list of sixteen churches has 
been drawn up which will have to be closed within 
the foreseeable future. 45 Nevertheless, possibilities of 
making new swinging bells are likewise restricted in 
Germany.46 Expertise in making peals is abundant 
but accomplishing new ideas which are based on old 
traditions still languish in waiting. The splendid 
modern German literature dealing with swinging 
bells confirms this. 

With the exception of articles that were mostly pub
lished in the Gregoriusblad, and A. Vas Nunes' 
thesis 47

, that principally dealt with carillon bells, no 
literature of any consequence dealing with swinging 
bells appeared in The Netherlands before the war. 
We can however name pre-war German publica
tions by Johannes Biehle48 and Peter Griesbacher.49 

Biehle, who ascertained that the design is more 
important than the sound when casting a bell, states: 
'The bell is a musical instrument, and that says it 
all.'50 It is strange that he totally disregards the caril
lon as a musical instrument. 51 According to him, the 
sound of a bell should comply with the laws of har
mony;52 there should be sufficient blending of princi
pal and secondary tones in a swinging bell. These 
ideals of sound comply with those that Griesbacher 
formulated in 1927 in his Glockenmusik. This book 
deals very extensively with bell partials and strike 
tones. We have already mentioned that Arts ·and 
Griesbacher then had no real insight concerning the 
origins of.the strike tone; although they had ascer
tained that the pitch ofa bell's strike tone is linked to 



the pitch of the octave partial, it became evident only 
after the war that a bell ' s strike tone is a physiologi
cal phenomenon.53 The tonal ideal extensively 
described by Griesbacher can be summ<!-rized with 
the aid of the following quotation: "I rather prefer 
organ-like, round tone, without sacrificing the allure 
of a powerful, sonorous lustre.' 54 A bell would sel
dom be rejected because of its internal tuning when 
being inspected,55 even if the prime and strike tone 
did not coincide. The bell's sound was more impor
tant, it was to have a full, round sound; it should 
continue to resonate sufficiently after being struck. 
The sounds were to blend adequately within the peal 
and strike tones were to be accurately in tune with 
each other. A bell was always cast to pitch; tuning 
swinging bells was considered ignorant . The ideal 
was the absolute pure-tuned bell cast to pitch, but 
achieving this was considered a stroke of luck. 
Today, one can suppose that most bellfounders were 
unable to tune bells correctly. In implementing their 
ideals, preserving the casting skin was therefore con
sidered vitally important, perhaps to make up for 
this lack of ability to tune. Le Blanc56 and Pascal 
Schmeitz57 also consider this not to be really satisfac
tory. An interesting element in ideals of sound, as 
formulated by Griesbacher, is that he preferred a 
thin profile for swinging bells, at least if the power of 
a heavy bell, for whatever reason, was not required. 
In his opinion, the advantages of a thin profile bell 
were the ease of the initial sound, the sonority and 
long decay period. 58 It should be mentioned here 
that the modern profile oflight swinging bells is very 
thin . Before the war, on the other hand, mainly in the 
case of a harmonic peal where the interval between 
the lightest and heaviest bell is relatively large, a 
Rippeprogression59

, or relative thickening from heavy 
bells to light, was recommended to give the trebles 
sufficient power. 

Thus, Dutch pealing bell culture was closely associ
ated with. its German counterpart before the war. 
This is effectively confirmed not only in published 
correspondence between Arts and Griesbacher in 
1930 but also in many publications such as those 
which appeared in the Gregoriusblad. The tonal ideal, 
such as that portrayed above, constantly reap
peared . However, by the late l 930's, views began to 
differ. This led to tuned bells being purchased from 
England as swinging bells. Jan Arts became gradu
ally more interested in carillon bells in a country 
where the carillon tradition has very deep roots . It 
will be apparent below to what degree the carillon 
impeded the development of swinging bells in The 
Netherlands after the war. In Germany, however, 
knowledge and expertise acquired through casting 
and tuning carillon bells was applied to the making 
of swinging bells. The Limburger Guidelines, as for
mulated in 1951,60 permit, among other things, only 
very little extra tuning by lathing metal from the 
interior surface of the bell. There are also more accu-

rately explained requirements regarding the purity 
of tuning of swinging bells . For the rest, the guide
lines stress that historic swinging bells should 
remain undamaged at all costs. The objective 
remains that new swinging bells in towers that are 
situated close together should be pitched in relation 
to each other. 
With regard to the tonal ideal as formulated by 
Griesbacher and Arts before the war, we should like 
to make the following comment. Disregarding the 
fact that it concerns tuned bells , it appears that their 
tonal ideal was achieved in the absolutely pure, non
beating carillon bell in the l 960's. Despite the fact 
that this bell was then enthusiastically received by 
carillonneurs, we must now state that such a bell is 
no longer satisfactory, even as a carillon bell. Such 
purely-tuned bells seem to have lost some of their 
sonority. Historic seventeenth and eighteenth-cen
tury carillons may perhaps serve as a source of inspi
ration for modern bellfounders for the further 
development of casting and tuning carillon bells, 
and so shall the carillon bell's sound eventually 
evolve toward the swinging bell ' s richness of sound. 
With regard to casting swinging bells, perha ps the 
pursuit of an ideal, absolutely pure bell and the 
unconditional preservation of the cas ting skin have 
conflicted. However, even though until now, cast-to
pitch bells that turn out pure are coincidental, many 
quite splendid 'nearly-pure ' bells have nevertheless 
been produced in this way. It is therefore possible 
that preserving the casting skin has been indirectly 
responsible for the production of many sonorous 
swinging bells. 

Early post-war years 

For various reasons , general technical developments 
expanded during the war years but, as far as bells 
were concerned, it was only possible to pursue what 
had been initiated before the war in a very modest 
way since the lack of materials6 1 meant that there 
were few opportunities to carry out experiments. 
However, it was precisely the enormous demand for 
bells during post-war rebuilding that provided more 
and more opportunities for meeting set requirements 
for quality of sound and design . For that matter, it is 
remarkable that many requisitioned bells which 
were returned crushed beyond repair constituted a 
vast amount of material for new swinging bells;62 

several interes ting historic fragments a re conserved 
in the National Carillon Museum at Asten. The 
demand for bells even permitted a third bellfounder 
to undertake producing bells for the Dutch market. 
This was the firm of Eij sbouts who had also 
experimented with casting and tuning during the 
war. They began by re-establishing contact with Gil
lett &Johnston of Croydon, but importing bells from 
England was impossible because the Dutch govern
ment would not issue foreign currencies. 63 
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The experiments carried out by Eijsbouts were for 
various objectives. The design and casting process of 
bells were also developed by Tuur Eijsbouts64 so that 
the entire process could be reduced to approximately 
one week by using cement instead of clay. It had also 
become possible, with the exception of the heaviest 
bells, to mold bells on turning plates. Furthermore, 
E.W. van Reuven carried out experiments concern
ing the tuning of bells. This led, among other things, 
to his dissertation in 1949 entitled Acoustical measure
ments on church-bells and carillons. 65 Jan Arts also 
remained active as an expert and specialist advisor 
after the war.66 

It was now possible for the firm ofEijsbouts to cast 
and tune bells themselves. Just after the war, it had 
become possible to tune the hum tone, prime and 
octave correctly.67 However, the position of the fifth 
and, in particular, the clearly audible third which is 
very dependent on the bell's outer profile were still 
not within the bellfounders' grasp. The first carillons 
cast after the war by Petit & Fritsen consisted ofbells 
whose third partials were too high, as well; indeed, 
the seventeenth-century profile ofHemony bells was 
used as a basis and these bells had a high third par
tial which blended well in mean tone tuning. Eijs
bouts even furnished bells in 1952 for The Nether
lands Carillon at Arlington, Virginia, USA,68 whose 
unusually high third partials resulted in a rather 
harsh timbre at close range. Shortly after this , the 
Eijsbouts foundry developed the technique of 
eliminating beats in bells .69 Further research in the 
l 960's finally lead to the purely-tuned carillon bell, 
absolutely free of beats. 70 

Despite the increasing tendency to tune swinging 
bells, the small foundries that were active for some 
time after the war continued to supply swinging 
bells cast to pitch. These were the foundries of Van 
Bergen (later Koek) in Midwolda and Zimmer in 
Amsterdam. 71 Petit & Fritsen also continued cast
ing peals to pitch, such as the three-bell peal, 
recently taken out of use, of the church of St. John 
the Baptist in Utrecht. Cast in 1957, its strike tones 
are f1, g 1 and a 1• The firm ofDemka in Utrecht con
tinued to cast iron swinging bells for some time 
after the war. 72 The matter of casting to pitch and 

184 

I 

the subsequent retaining of the casting skin on the 
bell's inner surface was frequently discussed after 
the war. According to certain advisors the casting 
skin contributed importantly to a bell's sonority. 
But perhaps the small disparities, in the order of an 
eighth of a semitone in the partials ' position in a 
bell cast to pitch vs. a pure octave bell , which actu
ally contribute to the sound. 
The first swinging bell that was cast in the spring of 
1947 by Eijsbouts had been ordered by the city of 
Doetinchem. 73 The first bells had, however, not been 
cast with inscriptions. It was, for that matter, not yet 
possible to include inscriptions and ornamentation 
in the mold during the actual forming process. 
Inscriptions were therefore engraved on the sound 
bow and the bell wall. This was done on the rim 
where letters and ornaments were normally placed. 
Meanwhile, however, Eijsbouts informed the 
advisor, Pastor Dr. W. Kerssemakers, in May of 
194874 that many bells had already been supplied. 
This list contained a five-bell peal, a four-bell peal 
and twelve three-bell peals. In addition four three
bell peals were ready for delivery . On the basis of this 
list, it also becomes clear that bellfounders and 
advisors still maintained pre-war ideals with regard 
to matters concerning the sound ofbells and peals; in 
contrast to the German swinging bell tradition how
ever, bells were being tuned with increasing fre
quency, as Gillett & Johnston had been doing even 
before the war. However, it can be seen from Kers
semaker's review that the disposition of peals still 
remains pentatonic. An interesting exception which 
church advisors were unable to influence was the 
peal made for the Rotterdam Stock Exchange in 
1968. Due in part to the initiative of Ms. Rie Kool, 
the following disposition was chosen: g# 1, c#2

, d#2
, e2 

and fx 2 

In 1949, Eijsbouts cast four bells for the church of St. 
Catharina in Eindhoven 76 which were the first to be 
given inscriptions and border ornaments. The musi
cal quality of these bells and also those already sup
plied were responsible for establishing a justified 
place in Dutch bellfounding circles for Eijsbouts. 
The ideal of a well-balanced bell sound was also an 
important criteria for Willem Creman when, on the 
3rd of August 1949, he inspected this new four-bell 



10.3 Sketches such as those drawn by Genia Liickerin the 1950s'for Eijsbouts bellfoundry. 

peal with strike tones c1
, d 1, e 1 and g1

• The bells e1 

and g1 were approved. In his opinion, dissonances 
should be avoided in all possible manners that con
flict with the secondary strike tone, or metallic 
fourth, of the cl bell in combination with the e1 bell. 
His advice to recast the largest bell was never carried 
out. This peal is now regarded as a very fine example 
from that period as is the peal in the St. Brigida 
church in Geldrop77 which is virtually identical and 
was cast almost at the same time. Eijsbouts describes 
the appearance of the St. Catharina bells in a 
brochure that illustrates extremely well the type of 
bell inscriptions typically chosen in the early post
war period, with their references to the wartime bell 
requisitions. The largest bell bears the following 
verse: 

CATHARINA 

De bezetter roof de ons 
Eindhoven herstelde ons 
Nu zullen wij met nieuwe 
klanken 
De milde gevers danken 

CATHARINA 

The invader stole us 
Eindhoven restored us 
Now with new resound 
We thank the generous that 
we may abound 

In accordance with the tradition of Christian icono
graphy, there is an image of Catharina with a wheel 
and sword on the opposite side of the bell. This mar
tyr was indeed put to death by having her bones 
broken on the wheel. The border ornamentation is 
formed by a stylized, consecrated cross and the wild 
hop which were both designed by Genia Lucker. 
Finally, a statement proclaims that 900 bells had 
been produced without a single one being rejected. 

For the ornamentation of swinging bells , Eijsbouts 
has long used the designs of Genia Lucker and shall 
continue to do so. She contributed to the designs for 
the ornamentation of the GbO bell which was cast in 
1953 ( the Willibrord year) for the Basilica in Echter
nach ( Germamy). 78 This bell weighs 6820 kilos. The 
proposal states the following: · 

'We propose that the designing of this bell's o~ amentation be 
specially done by our artist, Genia Lucker, 1.f)ho is the only 
artist to have practiced this revived art genuinkly and to have 
proved this in her work. The bell will be tuned with its hum 
tone, prime and octave within two cents deviation.' 

With regard to the disposition of peals, the pre-war 
tradition was thus continued. This is, after all, what 
the advisors of the Catholic Council on Bells and 
Organs (KKOR) wished. However, the advisor Jan 
Arts went one step further. In his opinion, all the 
peals in a town or village ideally ought to be tuned to 
each other. 79 In Asten , for example, all swinging 
bells are tuned according to the historic bell which 
hangs in the Maria Presentation Church. Obvi
ously, this leads to the individuality of each tower 
being partly sacrificed. However, this objective still 
exists in Germany.80 

Another important influence on the development of 
peals was that many advisors on these matters ema
nated from the carillon world . We mention here 
Romke de Waard, Willem Creman and Rien Ritter. 
Their views on the disposition of new peals was 
shared by advisors from the KKOR such as Pastor 
de Bruijn, Prof. Smeijers, Dr. Kerssemakers and, 
much later, by Pieter Maassen. Among other mat
ters, they advised that requisitioned peals be 
replaced by heavier ones that also would serve as the 
basis for a new carillon, which had seldom been the 
case in the past. This was realized in Dordrecht, 
Oisterwijk and the new City Hall in Eindhoven.81 In 
this way, swinging bells more and more became 
swingable carillon bells , with all the attendant 
results. It was not the first time in history that swing
ing bells had been tuned; the seventeenth century 
founders Fran1yois and Pieter Hemony tuned both 
their swinging bells and carillon bells .82 

Finally, the architecture of post-war churches and 
also the increase in weight of peals exerted an influ
ence on their sound, as well. This does not concern so 
much the acoustics of the belfry but the fact that the 
space and load capacity of newer towers are limited . 
In order to save space and reduce the effect of vibra
tion reactions that bells produce while swinging, 
increasing numbers of swinging bells were provided 
with crank yokes after the war.83 The fragile and 
sometimes unusual structure of new towers and also 
the placing of heavier bells in older, mostly neo
gothic towers rendered this necessary. This is in con
trast to the ancient tradition of hanging, where the 
bell is suspended from a straight yoke, causing it to 
make a larger swinging motion and produce a more 
pronounced 'ding-dong' effect than a bell hung from 
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a crank yoke. Further, the clapper of a bell on a 
straight axis hits the bell when it is at its highest 
point. The clapper of a bell on a crank yoke remains 
in a vertical position and falls, as it were, on the bell. 
One speaks of a 'flying' clapper with swinging bells 
on a straight axis. Another reason , and an important 
one, for the promulgation of the crank yoke is the fact 
it is possible to vary the speed of the ringing tempo 
with the aid of a counterweight placed on the crank 
yoke. This is impossible with a bell on a straight axis. 
This provided the possibility of not only setting the 
desired tempi of individual bells in the same peal, 
but a 'solemn'84 ringing tempo could be attained, as 
well. The current trend, however, is that more and 
more musicians once again prefer the rich sonority of 
bells hung on a straight axis. 

Restoration 

In addition to the casting of new swinging bells to 
replace requisitioned peals and for new churches, 
there were dozens of historic bells which were recast 
in the period after the war. These bells were dam
aged through carelessness by the Germans for the 
most part. The archives of the Netherlands Carillon 
Guild reveal a gradual development in the manner of 
dealing with the problem of recasting damaged his
toric bells since the l 960's . There would barely be 
any difference between the advice given by the 
KKOR and that which was given by the NCS up 
until the 1960's with regard to recasting. If, for 
example, a bell was damaged by a crack in the sound 
bow or even had a large piece missing, the NCS 
advised the accurate copying of the bell's inscrip
tions and ornaments. However, the new bell would 
be cast with a contemporary profile, as a swinging 
bell had to be a pure octave bell; profiles and tuning 
systems that deviated were not recommended . 

. Therefore, the reconstruction of historic swinging 
bells was subject to the prevailing opinions on swing
ing bells . In 1963, for example, the NCS Advisory 
Commission recommended that three historic bells 
in Tie! be replaced by new ones and that these bells 
could serve, if ever desired, as the basis for a new 
carillon.85 The NCS Historical Commission first 
recommended in the late 1970's that the profile of 
historic bells be meticulously copied. One splendid 
example is the bell in St. Jans Tower in Wijk-bij 
Duurstede.86 

The NCS Historical Commission formulated an 
exhaustive advisory report concerning the restora
tion of a bell cast in 1519 by Henricus de Borch. It 
was initially considered that the bell be recast with 
its profile, ornaments and inscriptions meticulously 
reproduced, 'contrary as this may be to the practice 
followed until present in which only the ornamental 
aspects are reproduced,' wrote the advisors. How
ever, the historical significance, extensively eluci-
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dated in this historic report, eventually led to an 
additional step being taken. The sizeable piece of the 
sound bow that was destroyed in 1751 was able to be 
reconstructed, and, though expensive, the historic 
bell was even able to be returned to use. It was 
further recodimended that the old ringing installa
tion be adapted to strai_ght yokes if the structure of 
the tower would permit. These yokes were to be 
made of wood. 

The first actual reconstruction of a partially missing 
historic peal occurred in 1982. 87 After a thorough 
investigation, the peal in the Dom Tower in Utrecht, 
cast in 1505 by Van Wou, was completed with a 
series of six replicas which returned the total number 
of bells to thirteen. The six smallest bells of this peal 
were melted down in the seventeenth century by 
Hemony to provide bells for the Dom Tower carillon 
which still exists. The new bells were designed based 
on information on the remaining and missing bells. 
This is a case in which bells with a deviating tonal 
structure accurately unite with a set of historic bells. 
Apart from this, the number of other cases where 
such a reconstruction is feasible are naturally very 
limited. 

Present-day situation 

The Catholic liturgy in The Netherlands has had to 
weather stormy periods in the last few decades and is 
actually still not on an even keel.88 The Vatican 
Council held in the 1960's was the most significant 
reason for renewing the liturgy.89 However, there 
were circles in The Netherlands who introduced 
revisions into their liturgy. The most important 
example is St. Dominics Church in Amsterdam that 
rebelled against the liturgical practices of the 
Catholic church, among other things . We will not 
discuss the reasons for this here but will state that, in 
general, much of the splendor that characterized the 
liturgy has been lost. Many practices have been 
swept aside and the use of Dutch instead of Latin as 
the liturgical language is partly responsible for the 
loss of intimacy with mystery which has had to make 
room for dilettantism90 in the liturgy. For some time 
already, the celebration is no longer reserved for 
those specially trained for and dedicated to this func
tion. This has had detrimental consequences for the 
tradition and quality of the liturgy. Centuries-old 
texts have been swept aside in order to make rooin 
for contemporary ones. This approach resulted in 
the collapse of the foundations of church music tradi
tions, not that Catholic church music still main
tained a high level of quality. The pre-war situation 
has been described above but in many parish chur
ches it was now permitted to perform liturgical 
music unworthy of the function it fulfills. Aban
doned were the liturgical functions of sacred music, 
such as in1.tiating reflection and prayer or the rep-



resentation of liturgical texts in musical settings. 
Musically speaking, this led to a mayhem in the 
Dutch churches. The use of traditional musical 
instruments also hung in the balance. 91 Perhaps this 
development led to further secularization, against 
the wishes of the initiators. Ultimately, parishioners 
did not succumb to pop music as a means of attract
ing them back to church. The Sunday service, which 
was intended to be a weekly rest pause, was in fact 
lost through the dismantling of the liturgy. In the 
meantime, secularization has led to churches being 
demolished. Bellfounders are now even confronted 
with post-war swinging bells becoming surplus 
items. 

Lastly, we should consider that many aspects of 
social life have become separate from the church. 
This is how the church has lost its role in daily life. 
However, it must be stated that at present, many 
laymen have joined many parish working groups92 

and devote themselves to the church but, as we have 
already mentioned above, dilettantism simultane
ously becomes inherent. Of course, positive excep
tions can be found among these unfortunate situa
tions. Particularly historic churches inspire the 
responsible use of the liturgy since all the requisite 
materials are there. In other words, one cannot 
speak of any stable ecclesiastical and liturgical de
velopment. 

10.4 The dedication of the bell as depicted in the 1930's. 

There is little place for the liturgical use of swinging 
bells in the stormy period in which we live. Since the 
Second Vatican Council, no more articles have 
appeared in the Gregoriusblad concerning the sound 
of swinging peals or their use . The occasional article 
can still be found in Protestant periodicals dealing 
with the use of swinging bells .93 

In the first place, liturgical developments naturally 
influenced the ecclesiastical uses such as those that 
applied to the consecration of swinging bells. We 
include here an excerpt from a Catholic consecration 
ceremony in 1946, in particular the blessing of a bell 
destined for a consecrated church94

: 

'And when the faithful hear the sound of this bell may their 
piety increase: may all enenry offensives be warded off, hail
storms, hurricanes, thunderstorms be tempered and may the 
wind blow to our benefit. May the power of your right hand 
smite the powers from the air so that they tremble at the sound 
of this bell and flee from its icon of the holy cross in the 
heavens, on earth and under the earth.' 

Although this dedication ceremony from the Pontifi
cal Romanum was virtually abandoned during the 
1960's, it has still not yet been replaced by another 
approved ecclesiastical text. However, according to 
a notice from E.P. Dejong of the National Commit
tee for Liturgy in Zeist, there are intentions to do 
this. The ceremony will be included in the new 
Benedictional to published . As the Roman edition is 
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long overdue, a German version has already been 
published under the title: Benedictional Study Edition 
for the Catholic Bishoprics in German-Speaking Areas. The 
new dedication rite can be found in this version. The 
character is totally different from the older cere
mony. For example, there is not one word about 
thunder and lightning. The ceremony is restricted to 
a blessing of the bell in which it is asked to call the 
faithful to church, to admonish the negligent and 
comfort the despondent , etc. 
Further, the use of swinging bells has been suscep
tible to changes and the introduction of electrically
swung bells has led to the careless use of peals . There 
were already warnings about this in the Gregoriusblad 
before the war.95 The ringing of bells was considered 
to be a Ii turgical act, as well. A three or four-bell peal 
can provide for a very selective use of bells. The 
significance of every occasion can be heightened 
with various bells or a combination of bells in the 
same peal; such as with the ringing of the passing 
bell, the calling to the daily or Sunday Eucharist 
celebration, or the announcement of any festival 
occasion. For example, the peal's tutti, or simultane
ous use of all bells, was formerly used only for excep
tional events. Nowadays, so many churches employ 
the tutti for the normal Sunday service that it loses 
potency and even becomes a nuisance. 96 The situa
tion in many Protestant churches is not much better. 

How can we describe this acceptable liturgical use of 
peals, as it is still practiced in some places? As exam
ple we cite the old custom in Vught, where a death is 
marked by the passing bell and also a peal during the 
burial.97 It was fixed on which day(s) a peal would be 
rung and certain bell(s) were specified for a man, 
woman or child. The people ofVught were familiar 
with the two bells of St. Pieters Church and a small 
bell in the crossing tower of St. Lamberts Church. 
We shall not list all the detailed directions which 
specify the time and duration ofringing, but provide 
a diagram of the bells to be used. 

Passing bell ringing during burial 

Children 0-10 years small bell, small bell 
St. Pieter St. Lambert 
10-20 years small bell, two small bells 
St. Lambert, St. Lambert and St. Pieter 
Ages 20-50 years small bell , large bell 
St. Lambert St. Pieter 
Elderly people two small bells, all bells 
St. Lambert and St. Pieter 

A similar procedure is still maintained in Asten. On 
the day after a death , one can hear at 8:00 a.m. whe
ther a man, woman or child has died. In places where 
bells are still rung by hand, other old customs are still 
observed. In Hilvarenbeek, for example, the regula
tion still exists that bells can only be rung for women. 
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Quite another example of the liturgical use of swing
ing bells can be found in W ehl. In the parish of St. 
Martin, people still observe the yearly Sacrament 
procession which has flourished into a veritable local 
feast. The church's three swinging bells are tolled for 
a consideraole time during the pro<:;ession through 
the village. This adds considerably to the festive 
character of the event. 

It is precisely in those places where bells can still be 
rung by hand that a responsible awareness exists 
regarding the use of peals and also their liturgical 
and secular context. In some of these places there are 
now bell ringers' guilds, such as those of the Martini 
Tower in Groningen, the Old Church in Amsterdam 
(under the direction of Christ van de Ven until his 
recent, sudden death) and the Dom Tower in 
Utrecht. The guild in Utrecht, among other things, 
catalogues swinging bells98 and publishes a perio
dical. 99 In connection with this, the two Dutch 
change ringers ' guilds should be mentioned, those 'in 
Dordrecht and Geldrop. Incidentally, these do not 
engage in the method of change ringing for which the 
English are particularly famous. Instead of having 
the bells mounted on wheels and rotating 360° with 
each strike, they simply toll patterns on fixed carillon 
bells whose clappers have ropes attached. 

Recently, the activities of the KKOR dealing with 
swinging bells have been provisionally taken over by 
the Advisory Commission of the NCS which, of 
course, principally occupies itself with guidance con
cerning carillons. At present, The Netherlands has 
no advisors who specialize in the restoration of his
toric bells or casting of new swinging bells. 

New peals are seldom installed in The Netherlands 
at the moment. When a new swinging bell is pur
chased from Eijsbouts bellfoundry, the following 
aspects are taken into consideration. First of all, a 
special profile is used for swinging bells which, in 
comparison to carillon bells, is relatively thin for 
bells having a strike tone higher than c3

. The bell is 
tuned internally as an octave bell whereby the third 
and the fifth are pure in relation to the hum tone, 
the prime and the octave. As a rule, however, this 
tuning is no longer so rigorously carried out and 
beats are not removed from the bell's sound. In the 
event that a new peal is ordered, its external tuning 
is performed the same way as for a carillon, while 
the above-mentioned internal tuning is carried out 
on each bell. The dispositions of most new peals are 
still pentatonic. Unless the client specifies other
wise, the designs of Niel Steenbergen are used for 
the ornamentation of swinging bells. These consist 
of two biblical scenes: for smaller bells, the Wed
ding of Kana; for larger ones, the Adoration of the 
Magi. 

In conclusion, it must be mentioned that nowadays 



10.5 Detail of a modem swinging-bell showing the two border ornamentations. according to Niel Steenbergen 's design: the wedding of Kana and 
the Adoration of the Magi. 

virtually no one observes the traditions connected 
with the origins of swinging bells or their use. 
Perhaps it is even the influence of the flourishing 
German swinging bell tradition that was responsible 
for well-sounding bells before and immediately after 
the Second World War in The Netherlands . In our 
opinion, the modern German insight in the develop
ment of swinging bells can today be a source ofinspi
ration for · modern bellfounders and their advisors. 
Tf/e Limburg Guidelines for tonal evaluation of new bells 
pay considerable attention to the possibilities of 
making sonorous bells and peals . Fortunately, it is 
now permissible in this context to retune swinging 
bells slightly when judged necessary. Nonetheless, 
Germany, too, has undergone a certain regression, 
principally in the installation of swinging bells . 
Gerhard D . Wagner expresses this in his commen
tary, "Standardized Monotony in Peal Timbre.' 100 

From this we quote the following passage: ' It would 
appear that the culture of pealing bells'exhibits simi
lar traits to the former 'organ movement' and other 
movements from the first half of the century. The 
organ movement was a passing phase essential for 
attaining the renowned organ buildingiart that now 
prevails . As musicologist Eggebrecht from Freiburg 

. h I pomts out, t e organ movement arose· as a protest 
against the mass-produced organ. Those who re
belled against these 'factory organs' developed a 

new, resolute ideal and established a standardized 
approach. But it took decades to acknowledge that 
nothing was gained simply by adopting new stop 
specifications. Only with slider ches ts, mechanical 
actions, separate cases for divisions , etc., could the 
goal at hand be achieved. Today's building art may 
be regarded as the victory of the organ movement 
and its neo-baroque. The bell culture is presently 
still in a phase similar to that of the organ movement 
between 1930 and 1960. One must conclude that the 
average, modern peal , both in its entirety and its 
individual parts, is neither physically nor tonally 
ideal. The bellfounding art is today at a previously 
unattained height.Just as with organ pipes and sto
plists, there are good bells and peal combinations. In 
order to realize good peals, however , one must use 
wooden bellframes, wooden yokes, proper bellchambers 
and a 'mechanical action' [ringing by hand -ed.] 
(the latter shall undoubtedly be reintroduced).' 

Similarly, as in modern organbuilding, this concerns 
the aim of reconstruction according to historic 
examples or the particular historical situation. This 
has already been advocated by the Historical Com
mission of the NCS. This means for The Netherlands 
that not only the construction of the suspension but 
also the swinging bells themselves should be subject 
to similar considerations. In light of this , more 
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research should be carried out into the relationship 
between the profile, the quality of casting, the tonal 
spectrum, and the sonority of the bell. We mention 
here four elements which could be included in such 
research: firstly, it is perhaps useful to follow the 
recent developments in Germany, as did Jan Arts 
before the war. Secondly, historic bells 101 can serve 
as basis for research and inspiration. Thirdly, the 
regular contact between Eijsbouts bellfoundry and 
the Technical University in Eindhoven dealing with 
acoustical research on bells 102 could be resourceful. 
Last but by no means least, discussions with profes
sional musicians can be an important factor. The 
modern musician has become more historically 
aware, both in performance practice and with the 
instruments that belong to a particular period and, 
accordingly, the danger of advisors having a retro
grade effect on these developments no longer exists. 
On the contrary; in our opinion, they could provide a 
substantial contribution to the formulation of a tonal 
ideal. 

A final comment concerns the Christian liturgy, 
including the consecration and use of swinging bells . 
In our view, if the liturgy is to remain viable, the 
highest standards must be set with regard to its 
celebration. Every form of dilettantism must be 
excluded from the church. This can be achieved by 
appointing well-trained celebrants, musicians and 
vergers. Without eschewing modern achievements, 
the present-day liturgy should also be cast on its 
grand traditions. 
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nlExport 
Dutch bells and carillons outside of the N Jtherlands 

i 

Andre Lehr 
Jacques Maassen 

The eminence of The Netherlands as a trading nation goes as far back as the 16th century; It is therefore not extraordinary that bell
founders later took advantage of this situation, in the 17th and 18th century when carillon building had fully developed, and saw their 
chance to export their products abroad. In the follo wing paragraph, we will consequently mention the carillons exported abroad during 
these centuries. We will not include carillons of the renowned Hemony brothers, Franfois and Pieter, which were delivered to 
Flanders: the Dutch-speaking region that has been a part of Belgium (this nation was established in 1830) . Prior to that,jrom 1713 
in fact, Flanders had been a distant Austrian province. Before that it was attached to the great Spanish empire, as were The 
Netherlands,from 1555 until 1648. 

After a brief discussion of the three Dutch bell-found
ers active after the Second World War, the following 
will be consecutively discussed: the manually-oper
ated carillons produced by these foundries which 
were exported to North America, to other European 
countries and to other parts of the world. Automatic 
carillons, swinging and chiming bells will also be 
briefly discussed. Finally, several typically Dutch 
aspects and influences will be mentioned which, 
partly through the export of bells, can be observed 
outside of the cradle of carillon culture. 

North-Netherlands export prior to 194 5 

Ifwe disregard the Flemish carillon-founders of the 
Van den Gheyn and Waghevens lineage who had 
succeeded in placing various carillons in other coun
tries as early as the 16th century, primarily the 17th
century Frarn;:ois and Pieter Hemony made the caril
lon better-known abroad with their instruments . 
In 1660, Franc;:ois furnished a carillon for the Lieb
frauenstift in Mainz and one to the Katharinen
Kirche in Hamburg one year later. Together with his 
brother Pieter, bells were founded during the years 
1663-1665 for the carillon of the St. Gertrud church in 
Stockholm. And after Franc;:ois' death in 1667, Pieter 
delivered ultimately one more carillon in 1670 for the 
Residenzschloss of Darmstadt. Unfortunately how
ever, these carillons have since disappeared. 1 That 
not all con tracts were realized, incidentally, is proven 
by the fact that Pieter Hemony had been in contact 
with the town of Emden (West Germany) in 1674. In 
spite of the efforts by the Mayor, nothing ever came of 
it, although there were even plans drawn up for the 
carillon. The carillon in question eventually ended up 
in the tower of the Dutch town ofWeesp. 
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At the end of the 17th century, when the Amsterdam 
city-foundry was managed by Claude Fremywhowas 
a second cousin of the Hemony brothers, a carillon 
was delivered from this foundry to the Loreto cloister 
in Prague. One can still hear this carillon today and is 
therefore the oldest Dutch carillon outside of The 
Netherlands! We shall not discuss the quality of this 
instrument here. 

The fact that good relations existed between the 
Seven Provinces, as The Netherlands were named at 
that time, and the Tsar of Russia, Peter the Great, 
who even visited the Dutch ship building yards in 
Zaandam in 1697 on a study voyage, is emphasized by 
a carillon that Claude was requested to furnish for one 
of the Kremlin's towers in 1698. The situation there 
regarding this is unclear, at least at present, as his 
successors Claes Noorden and Jan Albert de Grave 
also cast bells for the very same Kremlin. This must 
have been at the beginning of the 18th century. Appa
rently, this carillon was one of three that the Tsar had 
ordered while in The Netherlands. At the present 
time however, none of these carillons are in complete 
working-order. It appears that restoration work was 
carried out regularly in the past but, similarly, bells 
were replaced by Russian founders. This can hardly 
be considered to have been a success. 

In 1717, the same associates, Noorden and De Grave, 
furnished a carillon for the Parochialkirche in Berlin 
and for the Hof and Garnizonskirche in Potsdam in 
1722. Both were lost during the second world war. 

Further, it is worth mentioning the artillery-maker 
Johan Nicolaus Derck ofHoorn. Although he was not 
a carillon founder, he nevertheless attempted carillon 
building an.d, in 1737, furnished a carillon for the 
Katharinen Kirche in Gdansk which at that time was 



called Dantzig and still belonged to the German 
Empire. After being destroyed by fire , these bells 
were replaced by untuned German bells in 19062

• 

Although Derck was by far no success as· a carillon 
founder, he managed furthermore to found a carillon 
for Copenhagen in 1736 and for Leningrad in 1758. 
The former ceased to exist a long time ago while 
most of the latter disappeared from the tower and 
leads a silent existence somewhere in a Leningrad 
museum. 

Dutch Bell-founders after 1945 

The unsuccessful attempts in the 18th-century by 
Derck were, for some time, the end of exporting 
manually-played carillons from The Netherlands. 
This would again begin in the 20th century and it 
was by the three following bell-founders: 
- Bell-foundry Van Bergen in Heiligerlee, 
- Royal Eijsbouts, bell-foundry and makers of tower 

clockworks in Asten, 
- Royal bell-foundry Petit & Fritsen in Aarle

Rixtel. 
Before discussing their products we give a brief 
description of these foundries. 

Van Bergen bell-foundry 

The Van Bergen bell-foundry lineage which is prob
ably akin to the Hemonys via the 18th-century 
Fremys has been active in the Northern-Netherlands 
since the end of the 18th century, initially only as a 
manufacturer of swinging-bells. In particular, bells 
were delivered to places in East Friesland (nowa
days the northern part of West Germany). The com
pany set up in Heiligerlee (in the province of 
Groningen) . Some members of the Van Bergen fam
ily were also active in Midwolda (also in the pro
vince of Groningen) under the name of Concordia 
frorn 1862 to 1970. However, it was only at Heiliger
lee that carillon bells and, later, entire carillons were 
founded and constructed. It was there in 1932 that 
Andries Hero IV van Bergen became the first Dutch 
founder to follow the English bell-founders in tuning 
the overtones of carillon bells. In 1980 the factory in 
Heiligerlee was closed; a bell museum now exists in 
the former factory building. The foundry 's name still 
lives on in the United States, initially through the 
activities of Hermanus and later also Harry van 
Bergen in Greenwood (NC ). 

Royal Eijsbouts) bell-foundry and maker of 
tower clocks ' 

I 

The history of this company began wh~n Bonaven
tura Eijsbouts set up in Asten in 1872 as a maker of 
tower clocks and furnisher of carillons and bells . In 

the first halfofthe 20th century, in particular, a great 
number of carillons were furnished, both in The 
Netherlands and abroad (in France, Germany, 
Austria and South Africa). In the Netherlands, it 
was above all Eijsbouts who was the carillon manu
facturer who initially worked with bells by Taylor 
and, later, almost exclusively with those made by 
Gillett & Johnston. 
After the Second World War the company began 
founding its own bells. This lead to the idea of the 
travelling carillon being born. The first carillon by 
Eijsbouts was introduced in 1949 as a travelling 
carillon and has, as it happens , made many recital 
tours through Europe. 
On the occasion of its hundredth anniversary m 
1972, Eijsbouts was endowed with the title of 
'Royal' . 

Royal bell-foundry Petit & Fritsen 

The history of the Petit bell-foundry lineage goes 
back to 17th-century France. At the beginning of the 
18th-century, Joseph Petit became established in 
Someren, a village which, like Aarle-Rixtel and 
Asten, is situated in close proximity to Eindhoven. 
Later, the foundry was transferred to Aarle-Rixtel 
where, in 1815 when the Petits had already died out 
as bell-founders, the company was continued under 
the name of Petit & Fritsen by the son-in-law Isaak 
Fritsen. In 1843, incidentally, a branch of the family 
established the Petit & Edelbrock foundry in 
Gescher (West Germany). The Petits have also 
perished there. The company still, however, exists as 
a founder of swinging-bells. Petit & Fritsen bear the 
title of 'Royal' since 1976. 

During the 19th-century, there were almost exclu
sively swinging-bells made in the foundry in Aarle
Rixtel; in addition to this, existing carillons were 
extended and also one new carillon was founded, 
albeit without any success. Hence, a carillon was 
founded in 1875 for the St. Gertrud church in Stoc
kholm. But it was only in 1939 that Petit & Fritsen 
produced his first well tuned carillon. 3 

Dutch carillons exported to the United States 
and Canada 

When summarizing all the carillon bells and caril
lons exported from The Netherlands, the exports to 
North America should be mentioned first because of 
the large numbers. 4 

The historic links between North America and 
Europe are undoubtedly among the many reasons 
that a typically Dutch instrument blossomed in such 
a way. But the robust organizational structure of 
North-American carillonneurs must also be men
tioned. The Guild of Carillonneurs of North 
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America (GCNA) has not insignificantly contri
buted to present-day North American carillon cul
ture by, on the one hand, promoting the tower 
instrument which was initially entirely unknown 
and, on the other hand, by imposing demands of 
quality on carillonneurs and instruments. Practi
cally all carillons are nevertheless of European ori
gin. How large the Dutch contribution in this is, and 
in the period after 1945 in particular, will be illus
trated below. 

11.1 Carillon tower at Arlington, Washington DC (Van Bergen, 
Eijsbouts, Petit & Fritsen). 

Immediately after the Second World War it was the 
Van Bergen and Petit & Fritsen foundries in particu
lar that turned their attention to the North American 
continent. One of the reasons for this is undoubtedly 
the fact that, due to the post-war circumstances, it 
was not possible to obtain adequate work in The 
Netherlands. It was as late as 1952 that the last food 
and clothing ration-cards were finally abolished! 
Another reason, certainly not an unimportant one, 
was the decline ofactivities by English bell-foundries 
which had dominated the world market before the 
war. Gillett & Johnston even ceased founding bells 
in 1950. 

The Van Bergen foundry which had produced a 
carillon for the Theological Seminary in New Bruns
wick (NJ) as early as 1940, albeit unfortunately with 
a piano keyboard, and a similar carillon for Green
wood (SC), was the first to obtain a contract for a 
complete carillon with a baton-keyboard. This was 
for St. Martin's Church in New York City. 

In the years that followed it was principally Petit & 
Fritsen who were formidable competition for Engl
ish bell-founders. Up until then, they were practi
cally the only foreign companies that constructed 
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carillons in North America. Petit & Fritsen's success 
is mainly due to the association with the I.T. Verdin 
Company in Cincinatti (Ohio) . When this company 
also began to build keyboards in the 1970s the for
mula was sirpple: Petit & Fritsen founds the bells, 
I.T. Verdin 1installs them. This combination has 
resulted in a large number of carillons being pro
duced. 

The Eijsbouts bell-foundry, although traditionally 
directed at the European market, also appeared on 
the American market. After several hesitant 
attempts at the beginning of the 1950s with heavy 
chimes connected to a keyboard for Midland 
(Mich.) and Atlanta (Georgia), a definitive start in 
the United States was made in 1965. Eijsbouts also 
began a business association with an American firm, 
that ofSchulmerich in Sellersville (Pa.). In view of 
the fact that this company produced mainly elec
tronic carillons ( this involves a sound-system instal
led in the tower which imitates the sound ofbells),'it 
is not extraordinary that this association di_d not pro
duce many carillons and eventually petered out. It is 
true that Verdin, likewise, is working on similar imi
tations but that company has proved to be capable of 
keeping its bell-section entirely separate from the 
surrogate product. 

After 1970, Van Bergen's productivity decreased. In 
1974, the Cherryville (NC) carillon was the last and 
eleventh carillon to be built. This fact is even more 
remarkable because his activities had ended in The 
Netherlands a dozen years earlier: the fact that pro
duction continued longer in the United States can 
without doubt be attributed to the activities of Van 
Bergen's Greenwood (NC) branch. 

Table 1 gives a summary of that which the three 
Dutch bell-founders exported in the period 1949-
1990. Extensions to existing carillons, and automatic 
carillons with or without an electric keyboard are not 
included here. 

Table I 

Manually-played Dutch carillons in North-America 
according to founder, after 1945 

1949 
1951 
1951 
1952 
1952 
1952/62 
1952 
1953 
1953 
1953 
1953 
1954/55 
1954/57 
1954/56 

(P&F = Petit & Fritsen) 

New York City (NY) 
Glendale (Ohio) 
Lansing (Mich.) 
Abilene (Tex.) 
Champaign (Ill. ) 
Houston (Tex.) 
Wichita Falls (Tex.) 
Cleveland Heights (Ohio) 
Missoula (Miss.) M ~ l:'-1 T , 
San Antonio (Tex.) 
Waco(Tex.) 
Charleston (SC) 
·Houston (Tex.) 
Oklahoma City (Oki.) 

Van Bergen . 
P&F 
P&F 
P&F 
P&F 
P&F 
P&F 
P&F 
Van Bergen 
P&F 
P&F 
Van Bergen 
P&F 
P&F 



1954 Arlington (Wash. DC) 

1955 Corpus Christi (T ex.) 
195 7 Green Bay (Wisc.) 
1959 Evanston (Ill. ) 
1959/66 Williamsville (NY) 
1960 Bloomfield Hills (Mich.) 
1960 Wilmington (Ohio) 
1961 Denver (Col.) 
1962 Springfield (Ill.) 
1964 Aiken (SC) 
1964 J acksonwald (PA) 
1964 Middletown (Ohio) 
1964 Newark (Ohio) 
1966/69 Charlotte (NC) 
1966 Frederick (MD) 
1966 Sherman(Tex.) 
1967 Clemson (SC) 
1967 NewBritain(Conn .) 
1967/71 Victoria (Can.) 
1968 Kalamazoo (Mich.) 
1968/76 Birmingham (Al.) 
1968 Cleveland (Ohio) 
1969 Cincinnatti (Ohio) 
1969 Santa Barbara (Cal. ) 
1969 Sharon (PA) 
1970 St .Louis(Ml!!!t.)M,c,~o"n 
1971 Bloomington (Ind.) 
1971 Morgan City (Louis .) 
1972 Gastonia (NC ) 
1973 Rochester (NY) 
1974 Cherryville (NC) 
1974 :roronto (Can.) 
1974 cz-.ijVhitemarsh (PA) 
1974 ~m Fort Washington (Penna .) 
1975 rovo (Utah) 
1976 Corpus Christi (Tex. ) 
1976 Greencastle (Ind. ) 
1976 WashingtonD.C 
1978 McDonogh (Md) 
1979 Covington (Kent.) 
1979 Gainesville (Flor.) 
1982 Clearwater (Flor.) 
1982 Mechanicsburg (PA) 
1984 Belmont (NC ) 
1984 Boston (Mass.) 
1985 Huntsville (Al. ) 
1986 Glencoe (Ill.) 
1988 Dayton (Ohio) 
1990 Los Angeles-Garden 

Grove (CA) 

Van Bergen/ 
Eijsb./P&F 
P&F 
P&F 
P&F 
Van Bergen 
P&F 
P&F 
Van Bergen 
P&F 
P&F 
Van Bergen 
P&F 
P&F 
P&F 
Eijsbouts 
Van Bergen 
Van Bergen 
P&F 
P&F 
Eijsbouts 
Eijsbouts 
Eijsbouts 
P&F 
P&F 
Eijsbouts 
Van Bergen 
Eijsbouts 
P&F 
Eijsbouts 
Eijsbouts 
Van Bergen 
Eijsbouts 
P&F 
P&F 
P&F 
Eijsbouts 
P&F 
P&F 
P&F 
P&F 
Eijsbouts 
Eijsbouts 
P&F 
Eijsbouts 
Eijsbouts 
P&F 
P&F 
P&F 
Eijsbouts 

An initial analysis of this table shows that, disre
garding the last ten years, the carillons produced are 
nearly equally spread out over the decades. The 
compass of these carillons, on the other hand, reveals 
quite another picture: the number of carillons of 
Dutch manufacture which have three octaves or less 
becomes gradually smaller, the four-octave caril
lons, however, increase in number. During the 1960s 
in particular, many relatively very large carillons 
were produced, some even as large 'as five octaves 
(table 2) . 

Table2 

Manually-played Dutch carillons in North America 
according to compass 

number of octaves 
Period total 

2-3 3,5-4,5 4,5ormore 

upto 1959 II 8 2 21 
1960-1 969 II 3 6 20 
1970-1979 3 12 2 17 
1980-1 990 2 7 9 

total 27 30 IO 67 

11.2 Carillon tower at Victoria (Can.), Petit & Fritsen. 

However, to obtain a correct picture of Dutch expor
tation of bells and carillons to North America, the 
total number of these carillons would have to be 
supplemented with the number of existing carillons 
which were extended by these three Dutch founders , 
and especially with the number of automatic-play
ing carillons produced by them with or without a 
piano keyboard . 

As far as is known, twenty carillons have been 
extended. This generally concerns smaller bells in 
the trebles although heavier bells were sometimes 
added to a carillon. The production of automati
cally-playing carillons with or without a piano key
board is really not insignificant and will be dealt 
with in a later paragraph. In fact, all of this should be 
included in the total production of Dutch founders, 
but where on the one hand, a lack of knowledge 
concerning numbers and weights exists and, on the 
other hand, the manually-played carillon is the main 
theme of this book, we shall not deal with this any 
further here. 
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In order to be able to evaluate the real significance of 
the Dutch contribution to North-American carillon 
culture at its true value, this should be compared 
with manually-played carillons of the other most 
important founders who were or still are active in 
North America (table 3) . In particular, this concerns 
the English founders Taylor (Loughborough), 
Gillett & Johnston (Croydon) and Whitechapel 
(London), and the French founder Paccard 
(Annecy). Table 3 reveals that 55 carillons were pro
duced by founders other than Dutch makers. 

Table3 

Exports of Dutch carillons with keyboard produced 
since 1945, compared with exports from the United 
Kingdom and France. 

United The 
Kingdom France Nether!. total 

2-3 otaves 16 I 27 44 
3,5 - 4,5 octaves 15 9 30 54 
m. t. 4,5 octaves 10 4 10 24 

total 41 14 67 122 

Based on tables 1-3, we are able to establish that no 
less than 65 new manually-played carillons have 
been exported to North America by the three Dutch 
bell-foundries in the period 1949-1990. When this 
number is compared with the 55 carillons which 
were imported from the United Kingdom and 
France, it can be correctly confirmed that the Dutch 
have progressively taken up the lead in the North
american market during the last decades. For the 
time being, the finishing point is _the carillon ofCrys-

11.3 Carillon tower of Springfield (Ill.) , Petit & Fritsen. 
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ta! Cathedral in Garden Grove, a suburb of Los 
Angeles. This four-octave carillon based on cl 
(weight: 2600 kg) contains so-called major-third 
bells such as those developed in 1985 by Royal Eijs
bouts and thf Technical University in Eindhoven. 

; 
It is, incidentally, interesting to remark that a dis
tinct difference exists between the tone of Dutch and 
English carillons. The reason for this lies not only in 
another bell profile but also in the fact that Anglo
Saxon carillons often have much heavier bass bells. 
These large and heavy carillons are thus considered 
by some American carillonneurs to be the model par 
excellence for North-american carillon culture. This 
is also manifest in the Anglo-Saxon playing-mechan
ism associated with this. 

Manually-played Dutch carillons in Europe 

It was during the 1958 World Exhibition in Brussels 
(Belgium) that the three Dutch bell-founders Van 
Bergen, Eijsbouts and Petit & Fritsen presented no 
less than three carillons to visitors from abroad. Van 
Bergen, which was then not so prominent as a 
foundry as it had been prior to the war, had the 
honour of being able to hang a carillon in the Dutch 
pavilion; a carillon by Petit & Fritsen hung in the 
tower near the Vatican pavilion. Eijsbouts was even
tually requested to grace the 'Frolic Belgium' pavi
lion with the sound of a carillon. The latter, espe
cially, can certainly be regarded as a remarkable 
event! It was, after all, a Belgian exhibition! 5 

In retrospect, one can speak ofan important historic 
moment, and certainly important from the Dutch 
point of view because, although a Belgian bell
foundry still existed at the time of the World Exhibi
tion, in particular the Michiels company in Doornik 
which would close down in 1962, it was precisely the 
pavilion of the country where the carillon renaiss
ance took place, which had been provided with a 
carillon from another country. 'L'histoire se repete' , 
one might say. For, just as the Hemonys had made 
The Netherlands famous as a land of carillons after it 
had been born in The Southern Netherlands, The 
Netherlands similarly again took up the torch in the 
20th century. 
From the 1950s, The Netherlands would, to an 
important degree, again contribute to the develop
ment and dissemination of the carillon through com
bining many activities in the field of bell-founding 
and tuning, carillon design, organisation, cam
panological research , publications and possibilities 
in education. The flame of the torch which was then 
already quite bright would be able to become a great 
international beacon through all of these activities. 



Export to Belgium 

However, we first restrict ourselves to carillon 
exports and to Belgium in particular, because, even 
prior to 1958, a Dutch foundry , that of Royal Eijs
bouts, had also been active in Belgium. But this was 
only on a modest scale. Nonetheless, Eijsbouts had 
even set up a secondary company under the name of 
Horacantus in Lokeren. Although it was initially 
intended to at least found swinging-bells there, it 
would soon be closed down and eventually not only 
carillons destined for Belgium but also the swinging 
bells would, after all, be founded in Asten. Neverthe
less, the name Horacantus would exist for many 
more years. It was also this company that produced 
the 'Belgian' carillon in 1958 which appeased some 
of ' the Belgian affiiction' .6 

On the other hand, it must also be stated that the 
difference in quality between the Belgian bells by 
Michiels and those of Dutch origin was unmistak
able . The carillons founded in Belgium at that time 
left very much to be desired in both timbre and tun
ing. This is also one of the primary reasons that a 
number of carillons that Michiels had made in the 
years prior to his death in 1962 have already under
gone restoration or have even been replaced by new 
ones. 

In Belgium, for sometime during the 1960s, it was 
only new carillons that were of concern. In the same 
decade, Petit & Fritsen and Eijsbouts produced no 
less than twelve completely new carillons in rapid 
succession, in the case of the latter, some were under 
the name of Horacantus. The trend of installing 
lighter and therefore transposing carillons, of which 
there is no noticeable change today in The Nether
lands, is also followed here. Only the new carillons 
for Lokeren and Oudenaarde have a bourdon note 
c1: by this is meant that the pedal note c1 is also 
actually linked to a bell of approximately 2250 kg. 

The post-1970s ' reveal an entirely new breed of 
export, namely that ofrestorations and extensions to 
existing carillons. Eijsbout's bell-foundry carried 
out a large number ofrestorations and, in particular, 
on the historic Hemony carillons. The expertise and 
knowledge built up through these restorations led to 
this foundry being asked to undertake the large 
Flemish carillons. Thus, the following major restora
tions were carried out in the following order; Brug
ges (1969) , Antwerp (1972), Ghent (1'980) , Meche
len (1981) and Louvain (1983) to give just a few 
examples taken from table 4. 
It is incidentally remarkable that there is a notice
ably distinct difference in the methods used by Eijs
bouts between restorations carried out in The 
Netherlands and restorations in Belgium. What was 
then still not acceptable or sometimes even regarded 
as objectional in The Netherlands, appeared to be as 

Tahle4 

Activities of Dutch founders in Belgium 

In contrast to tables l , 2 and 3, this list not only contains the 
new manually-played carillons which have been supplied, but 
also extensions and restorations of existing carillons. 

1950 Diest Eijsbouts extension 
1952 Herzele Eijsbouts new carillon 
1956 Lokeren Eijsbouts new carillon 
1958 Aalst Eijsbouts new carillon 
1959 Nederbrakel P&F new carillon 
1960 Genk P&F new carillon 
1960 Damme P&F new carillon 
1961 Herentals P&F new carillon 
1962 leper P&F ex tens. and restorat. 
1963 Zoutleeuw Eijsbouts new carillon 
1963 Menen P&F new carillon 
1963 Gembloux P&F new carillon 
1963 Soignies P&F new carillon 
1963 Zottegem P&F ex tens . and restorat. 
1964 Grim bergen Eijsbouts new carillon 
1965 Mechelen, O .L.V. P&F new carillon 
1967 Mo! Eijsbouts ex tens. and restorat. 
1967 Oudenaarde P&F new carillon 
1967 's-Gravenbrakel P&F new carillon 
1968 Burcht P&F new carillon 
1969 Hoei Eijsbouts ex tens. and restorat. 
1969 Brugge Eijsbouts extension 
1969 Postel Eijsbouts extension 
1971 Hasselt P&F extension 
1972 Antwerpen Eijsbouts restoration 
1975 Sint Niklaas Eijsbouts extension 
1975 Brussel Eijsbouts new carillon 
1977 Borgerhout Eijsbouts new carillon 
1980 Gent Eijsbouts ex tens . and restorat. 
1980 Nijvel* Eijsbouts extension 
1980 Turnhout* Eijsbouts extension 
1981 S teenokkerzeel * Eijsbouts extension 
1981 Mechelen , Rom bouts Eijsbouts restoration 
1981 Mechelen, RomboutsEijsbouts new carillon 
1981 Geraards bergen Eijsbouts new carillon 
1982 Hasselt Eijsbouts ex tens . and restorat . 
1983 Leuven, Univers. Eijsbouts ex tens . and restorat. 
1986 Tielt Eijsbouts restoration 
1988 Mons Eijsbouts new carillon 
1988 Deinze Eijsbouts new carillon 
1988 Damme Eijsbouts extension 
1988 Postel Eijsbouts ex tens. and restorat. 
1988 Menen Eijsbouts restoration 
1990 Leuven, St. Pieter Eijsbouts restoration 

* Furnishing occuried in co-operations with Sergeys of 
Leuven (Louvain). 

normal in Belgium when the founder ardently 
defended this. And here we think of the re-tuning of 
historically important bells which had become 
necessary because of air pollution from the industrial 
era (see chapter 4) in addition to the equanimity 
with which small discrepancies were accepted. This 
resulted in considerably fewer old bells in restora
tions of Flemish carillons having to be taken out of 
use than in The Netherlands. We should add, inci
dentally, that there were mitigating circumstances 
for the Dutch situation as carillons in the Northern 
Netherlands generally suffered more from the air 
pollution than those in Flanders and Brabant. In 
addition , the contrast portrayed between North and 
South was further emphasized because the Flemish 
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did not share the Dutch ideal of the carillon of that 
time: namely trebles which were reinforced in tone 
which meant that the weaker-sounding old bells 
with thin walls in the highest octaves had to be taken 
out of use in favour oflouder new bells with thicker 
walls. 

In relation to this, may we again refer to a remark
able historical analogy? The fact is that, fifty years 
prior to this, the conflict between the broek and tum
bler systems was won in favour of the Flemish tumb
lers, and now something similar with regard to resto
ration techniques would occur. As the activities car
ried out by Eijsbouts on the Hemony carillons at 
Hoei (1969) and Antwerp (1972) and later also 
Ghent ( 1980) more than adequately prove, great 
tonal purity in combination with robust-sounding 
trebles is not, by any means, necessarily always the 
best musical ideal. Therefore, The Netherlands 
eventually abandoned this path. 

However, the most exceptional curiosity would 
finally happen in Mechelen. It was the extreme con
sequence of, on the one hand, the familiar feeling and 
attachment for old sounds , although it was under
stood that these were musically unacceptable, and, 
on the other hand, the desire to put the achievements 
of present-day bell-foundry expertise to use. In 

11.4 Carillon tower at L11gumkloster (Denmark), Petit & Fritsen. 
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Mechelen in 1981 , this resulted in two carillons 
being placed in the same Sint Rombouts tower! 
Eijsbouts , although exercising respect for the situa
tion, not only restored the existing Hemony bells 
which formed! the greater part of the carillon, but 
furthermore ipstalled a second completely new caril
lon for the sa,me tower. It was a carillon of 49 bells 
weighing 39 tonnes founded on a F 0 bell of8160 kg 
that was connected to the keyboard as a 'Belgian 
standard-carillon'. In this case it meant that the key
board had the appearance ofa carillon in c1 with a Bb 
bourdon underneath by which this Bb pedal was con
nected to the above-mentioned heavy F 0 bell. The 
carillon thus transposes no less than a pure fourth 
lower and this gives it an exceptional sonority. The 
advisor for this new carillon, which was then still the 
heaviest in Europe, and for the restoration of the 
existing carillon was Piet van den Broek, now the 
former town carillonneur and emeritus director of 
the Mechelen Carillon School. The new Mechelen 
carillon, incidentally, would be able to flaunt its tide 
of ' the heaviest in Europe' for a mere five years; the 
superlative was reached in 1986 when Eijsbouts pro
duced a carillon for West-Berlin which exceeded 
Mechelen in number of bells (68) and total weight 
( 48 tonnes). 

However, in Belgium there was another point 
which would not be lagged behind on. We refer to 
the previously-mentioned major-third bell (see later 
on). It is certain that people in The Netherlands 
were already familiar with several such carillons, 
albeit however, smaller and only automatic, when 
the Belgian town of Deinze purchased such a caril
lon in 1988 of three octaves founded on a g 1 of 
approximately 700 kg. On the other hand, the 
Deinze carillon is the first of its type to be equipped 
with a baton-keyboard. 

The Deinze carillon was, incidentally, a combined 
production by Eijsbouts who founded and tuned the 
bells and Clock-o-Matic of Herent in Belgium who 
did the designing and assembly work. That the bells 
bear the name of Eijsbouts goes without saying. 
Nevertheless, that has not always been so evident . 
This applies particularly to the extension of three 
carillons in Leuven in 1980 and 1981 that Eijsbouts 
made for the last Belgian founder Sergeys who was 
then no longer active. It was not Eijsbouts' name but 
that of Sergeys' which was displayed on the bells! 
When this former founder would close down defini
tively shortly afterwards, an end would also come to 
this unusual curiosity. 

Ifwe wish to draw any conclusions at this point then 
we can ascertain that more than forty manually
played Belgian carillons were worked on from out of 
The Netherlands in a period of ·nearly forty years. 
This is no.Jess that half of all existing carillons in 
Belgium! Does this then also mean that Belgian and 



Dutch carillon culture fused together during these 
four decades? Such a conclusion seems too hasty. 
The fact is we may not forget that the art of founding 
and installing carillons is hardly ever equal to those 
who play it . And the differences in design, and there
fore those of the manner of playing, appear to be 
significant, at least when we compare Dutch caril
lons from that period with carillons from table 4. The 
reason for this is to be found chiefly in The Nether
lands, and in the organisation of The Netherlands 
Carillon Society in particular. 

One of the most important commissions of The 
Netherlands Carillon Society is the so-called Advis
ory and Approval Commission. This was set up as 
far back as the 1930s' and advice was given by a 
number of carillonneurs with expert knowledge to 
city councils and organisations who wished to 
purchase a new carillon or restore and/or extend 
their existing carillon. Because of the continuity 
within the Dutch Advisory Committee and the 
guidelines that it used for clients and carillon found
ers, a high degree of unity in workmanship was 
achieved. This unity was not even affected by the 
large number of projects that, each in his own case, 
again pose other demands on the instrument 
through the specific characteristics of the tower in 
question. This uniformity in carillon building was 
not affected by the fact that individual carillonneurs 
occasionally functioned as advisors outside of the 
above-mentioned commission. 

In Belgium, on the other hand, a similar commission 
would only be created much later and furthermore it 
was not consulted in all instances that were eligible 
for such advice. It is therefore logical that one 
encounters far fewer mutual similarities in the 
design of Belgian carillons. With the exception of a 
city council, church or committee, the founder gen
erally had to deal with one advisor, the town caril
lonneur for example if he had already been 
appointed. Whether a good balance between busi
ness and musical interests could be reached in the 
negotiations between founder and client depended 
on his knowledge and efficacy. 

Exports to other European lands 

When one peruses table 5, one of the facts which 
most catches the eye is that countries such as 
Denmark and West Germany imporled by far the 
most carillons from The Netherlands: 17 resp. 7 
manually-played carillons. 
The fact that Denmark imported a great deal would 
appear to be evident because the Daqish company 
De Smitske is indeed still working on /bells but has 
not founded anymore bells for some time. In Ger
many, however, one can find various bell founders . 
As typical swinging-bell founders with their own 

Table5 

Dutch carillons in other parts of Europe 

Denemarken 
1958 Svendborg P&F 27 
1960 Faaborg P&F 38 
1963 Varde P&F 42 
1966 Silkeborg P&F 42 

Aalborg P&F 48 
1969 Holstebro Eijsbouts 42 
1970 Copenhagen P&F 48 
1973 Kolding P&F 48 
1973 L0gumkloster P&F 49 
1974 Holstebro Eijsbouts 48 
1975 Vejle Eijsbouts 48 
1979 Odense P&F 48 
1979 Holbaek Eijsbouts 35 
1981 Copenhagen P&F 48 
1986 Skagan Eijsbouts 28 
1986 Astrup Eijsbouts 24 

Brondby P&F 48 

West-Germany 
1958 Cologne Eijsbouts 48 
1964 Diiren P&F 37 
1969 Aschaffenburg Eijsbouts 48 
1971 Munich Eijsbouts 49 
1978 Aken Eijsbouts 49 
1986 Wiesbaden Eijsbouts 
1987 Berlin Eijsbouts 68 

Switzerland 
1953 Pully-Rosiaz Eijsbouts 19 
1965 Libingen P&F 59* 

* From 1982-1 989, this 60 bell carillon was located in 
Chateaurenard in France. In 1990, P&F were asked to 
transform this carillon into a travelling carillon. 

France 
1955 Hazebrouck Eijsbouts 35 
1988 Bethune P&F 49 

Sweden 
1960 Vasteras Eijsbouts 47 
1970 Malmo P&F 48 

Austria 
1963/82 Innsbruck Eijsbouts 47 
1982 Hei ligenkreuz Eijsbouts 37 

Spain 
1976 Barcelona P&F 49 
1988 El Escorial Eijsbouts 47 

Yugoslavia 
1990 Medjugorje Eijsbouts 48 

individual culture, none of them, however, possess 
adequate expertise with regard to founding and 
designing carillons to be any real competition for the 
Dutch founders. It is certainly a valid argument 
when dealing with manually-played carillons. The 
only one that could indeed have become a rival was 
the Schilling foundry in Heidelberg that would, 
however, close down in 1971 after several attempts 
as a carillon foundry. 

The lack of a national tradition in the field of carillon 
building does not mean, for that matter, that caril
lons, at least in Denmark, can be furnished while 
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disregarding each examinatory body. Definitely 
not, as this country has been familiar with the insti
tute of the state advisor for ages. Indeed, this per
son occupies himself principally with examining 
new swinging-bells but this does not also mean that 
also his advice on carillons is not sought after, albeit 
that he is sometimes assisted by a professional caril
lonneur. Germany is also familiar with the state 
advisor. Contrary to Denmark however, he is never 
or hardly ever sent by official bodies when a carillon 
is ordered and installed. Usually they are carillon
neurs, if they are available, or other musicians who 
deal with the acquisition of the instrument. 

This was also applicable, for example, to the caril
lon that Daimler-Benz donated to Berlin when it 
celebrated its 750th anniversary in 1987. It was an 
initiative by Jeffrey Bossin, an American who has 
lived in Berlin for many years. It was because of his 

11.5 'Carillonturm an der Kongresshalle ' in Berlin, Eysbouts 
(in background: Reichstag building). 
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familiarity with the heavy American carillons that 
the Berlin carillon should be at least as impressive. 
Based on an F 0 weighing 7820 kg Eijsbouts founded 
a completely chromatic series up to c6

. With a total 
of68 bells, thi_s carillon is the heaviest and largest in 
Europe. There are only three other carillons in the 
world that exceed this number while the total 
weight of 48 tonnes is exceeded by only two other 
carillons. And, of course, it goes without saying that 
these are carillons in the United States! 

It is, of course, ,not always large projects that are 
based on the number of bells or weight which can 
be considered to be impressive, as there are natur
ally other criteria. The carillon, for example, built 
by Eijsbouts in 1988 in one of the towers of the 
Escorial near Madrid was reconstructed on the 
basis of four remaining bells of the former carillon 
founded in 1673 by Melchior de Haze from Ant
werp. Through its location in a building that is also 
called the eighth wonder of the world, this carillon 
could become very important for disseminating the 
carillon and the art of its construction and design in 
this part of Southern-Europe. 

The furnishing to the Escorial happened because 
the original carillon came from the Dutch-speaking 
region. Perhaps the same considerations applied for 
the restoration which Eijsbouts carried out in 1986 
on one of the two carillons of the former Royal 
Palace in Mafra, a village north-west of Lisbon. 
These carillons were founded in 1 730 by Nicolas 
Levache of Liege (Belgium) and Willem Witlockx 
of Antwerp respectively. Only Witlockxs' carillon 
would satisfy the criteria and it was therefore this 
carillon only which was restored by Eijsbouts. The 
other is extremely out of tune and can only be the 
testimony of a peculiar acquisition of two heavy 
carillons for one palace - an impetuous act by King 
John V of Portugal. For each of these two carillons, 
there are also two enormous chiming mechanisms 
of Flemish manufacture. Is the intention to restore 
the playing systems of the Witlockx carillon. 

This summary is completed by mentioning the 
restoration of St. Amands-les-Eaux (Fr.) carried 
out by Eijsbouts in 1988 where the entire playing
mechanism of the 1951 Paccard carillon was 
renewed. The construction which took place there 
can be regarded as being one of the most modern in 
France. 

Other parts of the world 

Up to this point, only exports to countries where 
the carillon was a familiar thing before importing 
from the Netherlands have been discussed, or 
where the iµstrument obtained such a place in the 
cultural world by the placing of several carillons 



that, after some time, one can speak of a carillon 
culture on a national level. 
There are nevertheless quite a few countries where 
carillons have been installed during the last forty 
years but where any further development has lag
ged behind ( table 6). In most cases, all that is 
known is that such an instrument has been installed 
and is sometimes used for festive occasions. How
ever, what the subsequent destiny of others was 
generally remains uncertain. If there is no expert
playing or maintenance of the instrument, the 
result many years later can only be described as 
bad. The occasional carillonneur who usually visits 
such an instrument during his holidays and 
attempts to play will first have to carry out some 
maintenance and he will subsequently arrive at the 
conclusion that the instrument is only really play
able when a thorough restoration has taken place. 
And after that, when there is still no carillonneur 
and maintenance person in the vicinity, the cycle of 
events will repeat themselves. 

In relation to this, the examples ofMexico°City with 
two carillons and Willemstad (Curac;:ao) are very 
significant. In the case of the former, a carillonneur 
of Dutch origin was active there for many years and 
even succeeded in forming a carillon class with ten 
pupils. Since his death however, there have been no 
signs of any further activities. On the contrary, the 
automatic carillon of one of the carillons has been 
made inactive while the other carillon has been 
partly dismantled so that there are now even bells 
missing! The Willemstad carillon has had a similar 
fate. After the inauguration in 1951 , Leen 't Hart 
gave carillon lessons to a number of residents for a 
month. After his departure, - these students con
tinued to more or less play the carillon for many 
years but interest for the instrument gradually 
declined to the point that one can now only speak of a 
truly deplorable situation. 

Table6 

New Dutch manually-played carillons outside of Europe 
and North America. 

1950 Phillipijnen Manilla-Quezon Van Bergen 43 
1951 Brazilie Sao Paulo Eijsbouts 47 
1951 Ned. Antillen Willemstad Eijsbouts 47 
? Brazilie Belo Horizonte Van Bergen 38 
1955 Mexico Mexico-City P&F 42 
1956 Zuid-Afrika Johannesburg P&F 35 
1957 Peru Lima P&F 28 
1958 Brazilie Sao Paulo P&F 61 
1959 Nicaragua Leon ·~&F 25 
1960 Mexico Mexico-City &F 47 
1960 Honduras Tegucigalpa P&F 42 
1962 Uruguay Cerro Collorado P&F 23 
1962 El Salvador San Salvador P&F 35 
1963 Venezuela San Christobal P&F 23 
1976 Suriname Paramaribo Eijsbouts 25 
1981 Mexico Tuxtla Gutierrez P&F 48 
1990 J apan Shigaraki Eijsbouts 50 
1990 Japan Itami Eijsbouts 43 

The fate of most other instruments listed in table 6 
probably does not differ very much here although 
one may ask if this now also again applies to the two 
last carillons. For in both cases, The Netherlands 
Carillon School is involved with the training oflocal 
carillonneurs, while there is a better guarantee for 
stable contacts through greatly improved travel pos
sibilities! 
What is striking in this summary are, above all, the 
carillons that Petit & Fritsen succeeded in obtaining 
contracts for at the end of the 1950s' for several 
Central and South-American cities. Furthermore, it 
appears that there had been negotiations with 
Havana (Cuba) 7• It is probable that the cancellation 
of this contract was due to the fall of the Batista
regime during the same year. Nevertheless, the 
South-American carillons by the above-mentioned 
bell foundry, together with those in North-America, 
testify to the vigor of exports by Petit & Fritsen dur
ing the period in question. Even so, as it turned out 
there was too much uncertainty regarding importa
tion and payment in Central and South-America for 
this company, which even opened a sales office in 
Costa Rica in 1986, to continue attempts in obtain
ing that market. 8 

The announcement of the delivery of two manually
played carillons to Japan constitutes, incidentally, a 
small part of the total Dutch exports to the Far-East. 
This applies especially to automatically-playing 
carillons that are discussed later on. Here, it should 
only be noted that these carillons, together with a 
third manually-played carillon of Flemish origin 
(Sergeys/Eijsbouts) may perhaps form the basis for 
future Japanese carillon culture. 

Automatic carillons 

Up to this point, only carillons that can be played by 
a carillonneur from a baton-keyboard have been dis
cussed. However, when we take the export of auto
matic carillons into account, it immediately comes to 
our attention that this is many times greater than 
manually-played carillons and therefore must be of 
great importance for the companies in question. 

Although carillonneurs have always consistently 
advocated the construction of a carillon with baton
keyboard, bell foundries have generally made less of 
a fuss about it and have consequently produced 
exclusively automatic carillons without many prob
lems and, where it was unavoidable, even supplied 
piano keyboards. This occurred particularly when, 
for example, there was no carillonneur available. 
The automatic carillon with a piano keyboard was 
then played by a local pianist or organist. Needless 
to say, none of the music played by these musicians is 
carillon music, although the fact that it is played on 
genuine bells suggests the contrary! 
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11.6 Deeds memorial carillon, Dayton (Ohio). 
Bells of Petit & Fritsen; action of I. T. Verdin Co. , 
Cincinatti. 

With the exception of exports to the countries previ
ously mentioned, both Dutch foundries (Van Bergen 
barely features any more in this development) 
exported their automatic carillons also to Australia, 
England, Finland, Greece, Iceland, Italy, Liech
tenstein, Malaysia, Malta, New Zealand, Norway, 
Puerto Rico, South Korea, Switzerland, Taiwan, the 
U.S.A. and Venezuela among others. Most automa
tic carillons were delivered to those countries where, 
for centuries, the bell had occupied a place in both 
secular and religious life. This applies especially to 
West Germany. In the last few decades however, this 
picture has been changing and the automatic caril
lon has also permeated into a non-christian country 
such as Japan. Therefore, both countries will be dis
cussed hereafter exceptionally. 

The hundreds of automatic carillons in question 
which are of Dutch manufacture and which are 
located throughout the world, usually consist of a 
series of 12, 18 or 23 bells oflight weight, e.g. based 
on c3 ofapproximately 50 kg. Melodies can be played 
on this with the following notes: 

3 d3 3 r.l ,...3 3 3 bb3 b3 4 d4 4 ( h · h - c - -e -1 - -1 .. -g -a - - -c - -e - a tent wit 
only the most important chromatic notes ); 
c3-d3-e3-chromatic-g4 (one and a half octaves, 
almost completely chromatic; 
c3-d3-e3-chromatic-c4 (two octaves, almost nearly 
completely chromatic). 

Sometimes, the compass is occasionally larger. It 
goes without saying that this has to do with the 
budget of the purchaser or with the measurements of 
the location where the carillon will be hung up in. 
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Table7 
Several large automatic carillons by Dutch founders 

1954/87 BRD Ottweiller P&F 30 
1965 BRD Diisseldorf P&F 35 
1970 Sweden Ystad P&F 36 
1970 New~ealand New Plymouth Eijsbouts 37 
1974 Denmark Ulfkjaer Eijsbouts 36 
1978 Greece Patras P&F 35 
1983 Belgium Banneux Eijsbouts 31 
1990 Mexico Mexico-City Eijsbouts 37 

Just as it appljes to all automatic carillons, it is also 
difficult to give, a complete summary of the large 
carillons. For this reason we can only take a random 
selection of the available material ( table 7). 

Generally speaking, these carillons end up in or at 
community buildings such as a church, college/uni
versity, social centre, orphanage, etc. To a some
what lesser degree, they are purchased by com
panies, for example, to enhance a bank building, 
airport, shopping centre or company offices. They 
can also be found at private homes or private institu
tions such as a club, restaurant, hotel or a"jeweler's 
shop. 

Although Eijsbouts still furnished a small drum 
mechanism for a church in the Dutch town ofTienray 
in 1954, all the above-mentioned autbmatic carillons 
are operated by electro-magnetic playing-hammers. 
These were initially driven by an au to ma tic punched
tape 'player', but a computer has been used since the 
1980s. Music for automatic carillons is still supplied 
with the carillon. These are usually programmed by 
Dutch carillonneurs after the client has indicated 
which melodies are desired. These are taken from a 
choice of existing melodies at the bell foundry which 
has been contracted to furnish the carillon. 

It is not clear how often automatic carillons by bell 
foundries are also supplied with so-called piano key
boards by bell foundries. It is , however, certain that 
this option is offered in their brochures. As much as 
this keyboard is rejected by Dutch carillonneurs, 
honesty dictates that it be stated that, in a culture 
which has no carillonneurs, this is the only possibil
ity of at least still making some sort of unprogram
med music. 

Export to Japan and the former German 
Federal Republic (West Germany) 

For bell foundries that obviously have to operate 
commercially, the number of bells is, of course, not 
quite as important as the total weight. From this 
point of view, it is also obvious that the major exports 
to Germany and Japan be dealt with separately. 
This incidentally raises the problem for both found
ries, Eijsbquts and Petit & Fritsen, namely that the 
details noted in their reference lists which they fur-



nished are difficult to compare. It will therefore suf
fice to give a few notions and we begin with Japan. 

If we use the criteria employed earlier; namely at 
least twelve bells , if one wishes to speak of an auto
matic carillon, then Petit & Fritsens' list reveal that 
this bell-foundry has furnished around ninety series 
of with a minimum of twelve bells in this country 
since 1978. Incidentally, the comment should also be 
made that the bourdon-bell of these carillons is often 
very light, e.g. a g3 ofless than 30 kg. Eijsbouts also 
appears to have had similar experiences: J apan is 
extremely interested in Dutch bells but then nearly 
always in light ones that do not, as a rule, exceed the 
one and a half octaves. It is clear here that importa
tion into Japan is very limited if only the bells ' 
weight is taken into account. One could, for exam
ple, determine by estimation that the many carillons 
exported to this country would, in weight, represent 
five large carillons based on a c1 ofabout 2200 kg. In 
its own peculiar way, Japan belongs to those coun
tries where the carillon can be heard! 

.9 
• 

11. 7 Carillon at Shigaraki (Shiga, J apan) in winter and summer. 

The same situation, in fact, occurs in Germany, 
although in this country the carillons are often larger 
and above all heavier. Both Dutch founders furnish 
these automatic carillons and, contrary to manually
played carillons, hardly ever directly to the client but 
through local companies such as Korfihage, Diegner 
& Schade, Eifeler Glockengiesserei, Petit & Edel
brock, Karlsruher Glockengiesserei. Contrary to 
Eijsbouts, these deliveries to go-betweens are indeed 
on Petit & Fritsen's lists. We see from these lists that, 
for example, the latter furnished no less than 84 such 
carillons in West Germany between 1957 and 1988. 
The number furnished by Eijsbouts probably lies 
around the same figure. This indeed proves that 
West Germany has by far the greatest concentration 
of automatically-playing carillons outside of The 
Netherlands. This is a fact that is hardly noticed by 
the carillon world! 

From figure-play to astronomical clockwork 

The linking-up of an automatic carillon to moving 
figures , quite an obvious matter for both Dutch bell
foundries which, in turn , is linked to a particular 
form of time indication, has at Eijsbouts led to 
further development of the ancient so-called 
astronomical clockwork. In its most complete form it 
consists of: 
a. a dial in the form of an astrolab on which not only 

the time can be read but also the position of the 
sun, moon, planets and zodiac signs in the 
heavens, 

b. moving figures that often portray a religious 
story, e.g. the visitation of the three wise men to 
Maria, 

c. two jacks who strike the chiming bell on the hour 
and at half-past, 

d . an automatically-playing carillon or organ. 

The first example of such a clockwork, albeit only 
with the first and last components was furnished 
for the European Space Agency in Paris in 1976. 
After several other contracts, a very monumental 
specimen followed in 1988 for Nagasaki Holland Vil
lage (a recreation village near Nagasaki).9 It has all 
four components mentioned above in their most 
complete form . The moving figures portray a myth 
by Plato and there is an automatic carillon in addi
tion to an automatic organ. It is also interesting to 
note, incidentally, that the carillons in both 
Nagasaki and Paris consist of Anglo-Saxon hand
bells with thin sides. This was chosen as, in both 
cases, the clockwork was placed not outside but 
inside a building. 
In 1990, Eijsbouts installed an astronomical clock
work on the square in front of the Basilica of Maria of 
Guadelupe in Mexico-City which also has all of the 
above-mentioned components. The carillon which is 
in a tower-like structure consists in this case of 
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major-third bells while the moving figures portrays 
the apparition of Maria to Juan Diego in 1534. 

Chiming-, striking- and swinging bells 

Up until this point we have only discussed carillon 
bells which can be played from a keyboard or auto
matic mechanism. A predecessor of the manually
played carillon is the chime of bells . It is a small 
series of fixed bells which have ropes and sometimes 
a primitive mechanism that permits the bell-ringer 
to perform a rhythmic sequence on these bells. 
One of the most familiar forms is the 'zvon-ringing' 
such as that which is customary at Eastern-orthodox 
churches. Eijsbouts furnished such a peal of bells for 
the Holy Trinity Monastery injordanville (N.Y.) in 
1988 which consists of 14 bells founded at G 0 of 
approximately 6000kg. 
Another type of stationary bell is the hour-bell. 
Eijsbouts founded an hour bell for the clockwork of 
the cathedral of Santiago de Compostela (Spain) in 
1989. It is a replica ofan 18th-century specimen, a 
bell weighing 6660 kg (pitch-G 0) with a markedly 
deflecting so-called Roman profile and exceptionally 
thin sides. 

A way of using bells not at all encountered in The 
Netherlands, namely the Anglo-Saxon change-ring
ing, did not hamper Eijsbouts from furnishing such a 
series often bells for the arch-English East Grinstead 
near London in 1982. 

Lastly, the virtually countless numbers ofswinging
bells that the Dutch bell-foundries have furnished all 
over the world, albeit with the exception of Islamic 
countries. Two notable examples will suffice: 
- The Bourdon de la Paix (Petit & Fritsen, 1959) for 

the National Basilica of the Holy Heart in Brussels 
(9000 kg, pitch - F 0

, diameter 235 cm). At that 
moment it was the largest bell ever to have been 
manufactured in Belgium or The Netherlands. 

- The bourdon of the peal for the Kunibert church 
in Cologne (Eijsbouts, 1990) weight - 9600 kg, 
pitch EO and a diameter of 248 cm. This bell's 
founding can be considered as a breakthrough be
cause, up until then the German advisors had con
sistently excluded Dutch swinging-bells. 

Other forms of export 

Up to now, this chapter has dealt with particular 
products that were sent to countless countries 
throughout the entire world from The Netherlands. 
But it is more difficult to make any judgement about 
several other manifestations of cultural influence 
that are not or barely possible to appraise. In short, 
it is not easy to provide an answer for the question 
whether, alongside all of these exports, The Nether 
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lands was and is able to be of consequence for world
wide carillon culture. A clarification of this issue will 
therefore suffice and the answer is left over to carillon 
historians in the centuries to come. 
- What does it signify when no less than 76 foreig

ners from 14 different countries study at The 
Netherlands Carillon School from 1953 to 1990? 
19 of them obtained diplomas and 32 were ap
pointed as carillonneurs. What role does the In
ternational Summer Academy play, as organised 
each year by this institute, and what is the influ
ence of the courses given abroad by The Nether
lands Carillon School (Spain, Japan)? 

- What is the scope of the influence of Leen 't Harts' 
courses which, in his capacity as director of The 
Netherlands Carillon School, he gave all over the 
world, or his recital tours of which more than 
twenty were in North America? Of course, he is 
not the only carillonneur who performs abroad: In 
North America especially, one encounters Dutch 
carillonneurs every year; Arie Abbenes has eveh 
taught as a guest teacher at the University of In-
diana (Bloomington) for one year. · 

- To what degree is Dutch carillon music performed 
outside of The Netherlands? What is certain, in 
any case, is that various Dutch publishers work 
with agents from other countries, e.g. Donemus 
with Peeters Inc.,~ Music Committee of the 
Netherlands Carillon School and The Nether
lands Carillon Society with A.C.M.E. (American 
Carillon Music Editions) , Leen 't Hart with Ver
din Inc. (U.S.A.) 

- Do the transportable Dutch carillons, that are 
incidentally often played by Dutch carillonneurs 
on their frequent trips abroad, also contribute in 
other ways to the dissemination of Dutch carillon 
culture? 

- Do Dutch contributions have an encouraging 
effect at the World Carillon Congresses? In any 
case, four of the eight congresses were held in The 
Netherlands: 's-Hertogenbosch (1925), Rotter
dam (1972), Amersfoort (1978) and Zutphen 
( 1990). 

It is only possible to answer a few questions. The 
familiarity with the large amount of Dutch cam
panological literature abroad must surely be 
restricted due to the language problem. Even though 
occasional articles by Dutch authors are translated 
and included in foreign carillon bulletins (e.g. The 
Danish Acta Campanological) or scientific periodi
cals (e.g. on acoustics), a general account of Dutch 
culture could not, up to now, be found in any of the 
important languages. The most poignant example of 
the misunderstanding which has resulted from this is 
Percival Prices' book 'Bells and Man' (Oxford Uni
versity Press 1983) ; this book can lead to many mis
conceptions because of its incompleteness. 
It is hoped. that the present publication will rectify 
these shortcomings. 



Notes 

In the Alfred University carillon (N.Y.) there are eighteen bells 
which have been attributed to Pieter Hemony. They were 
installed in 1937 by the Belgian bell-founder Michaux. 

2 These were lost during the last war and finally ended up in 
Lubeck where they can still be heard. However, in 1989 Gdansk 
got another Dutch carillon and on this occasion it was made by 
Eijsbouts. Incidentally, there is a second carillon in Gdansk. 
This, however, is ofFlemish origin and was installed in the 
townhall there as long ago as the 16th century. 

3 Van Roessel: Geschiedenis van een klokkengietersgeslach t 
(1988) 

4 Information is based on DirectoryGCNA ( 1986) as well as lists 
of the bell-founders Eijsboutsand Petit & Fritsen up to 1990. The 
latter lists also comprise the basis for the lists in this chapter. 

l 
\ 

5 Two of the three carillons eventually ended up, sometimes 
through an indirect manner, in Hulst (Petit & Fri tsen) and in 
Amersfoort (Netherlands Carillon School carillon on the 
Belgian monument, Eijs_bou ts) . 

6 Ti tie of a novel ( 1983) by the prominent Flemish writer Hugo 
Claus. This book portrays in a cynical way, among other things, 
the cultural lagging-behind ofBelgium compared to The 
Netherlands as perceived by the Belgians. 

7 Klok en Klepel, bulletin of the Dutch Carillon Society. no. I , 
1959. 

8 VanRoesel, op.cit. 
9 Lehr: The astronomical monumental clockworkofNagasaki 

Holland Village ( 1990). 
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12IPublications on Campanology 
An 'Annotated List' of campanological pµblications 
1945-1990 ( 

i 

Laura]. Meilink-Hoedemaker 

The compilation of campanological publications presented in this chapter is set up as an 'Annotated List'. By this is meant that in 
this introduction further details will be given of the basis on which this list is founded. The editors of this book requested the author 
to compile a summary of post-war Dutch campanological literature. 

Introduction and historical summary 

The oldest annotated list of campanological publica
tions known is that by M.A. Brandts Buys (1874-
1944). From 1919, he was a board member of the 
Algemene Klokkenspel Vereniging (AKV) afdeling 
Noord Nederland (General Carillon Society) which 
would later become the Nederlandse Klokkenspel 
Vereniging (NKV) (Netherlands Carillon Society). 
Furthermore, he was chairman of the Royal Nether
lands Musicians Society. In 1922, he was a delegate 
of the Dutch Government at the 'First Carillon Con
gress' which was held in Mechelen. He gave a lecture 
for the congress in Mechelen and also organised the 
Dutch contribution to the exhibition which had been 
set up within the framework of this congress.' 
At the end of 1924, Brandts Buys published the con
siderable amount of material that he had amassed in 
four lists. List I is entitled: 
'Provisional List of published books, correspondence and 
articles about Dutch carillons, bells, carillon playing and 
matters associated with this which have large{y been publis
hed in The Netherlands, listed according to year of publica
tion'. 
This 'Provisional List' consists of seventy-eight pu
blications in chronological order. There are five 
ti ties from the I 7th century, four from the 18th cen
tury, twenty-six from the 19th century and forty
three from the 20th century. The most recent title 
dates from 1923. The three other lists by Brandts 
Buys respectively concern carillonneurs, bell-found
ers and carillons . Following the example of the 
Mechelen Congress, the AKV Board of Directors 
organised a 'Second Congress with an exhibition' in 
1925 which was held at 's-Hertogenbosch. Brandts 
Buys published his four lists under the auspices of 
the 'Local Committee for organising of the Carillon
Congress and exhibition in 's-Hertogenbosch, 1925'. 
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Brandts Buys four 'Provisional Lists' went to press 
in the autumn of 1924 and appeared several months 
prior to the Congress of 1925. 2 Brand ts Buys never 
continued up the lists with definitive lists himself but 
a second summary of campanological publications 
had already appeared during the 1925 congress, 
namely a list which was compiled by Prof. P. 
Breugelmans. Breugelmans former president of the 
Abbey of Berne at Heeswijk was charged with the 
responsibility of the exhibition at the congress in 
's-Hertogenbosch and organised the bibliographic 
section of the exhibition himself. He published in the 
catalogue a list with 627 titles of printed editions on 
bells and carillons, ordered according to topogra
phy. For the compilation of this list he used material 
which had been sent to him by many people prob
ably respondents of a inquiry among whom were the 
publicist F.A. Hoefer, the folksong protagonist mr A. 
Loosjes, and Brandts Buys with his Provisional 
Lists.3 

After the 1925 'Congress with Exhibition' no other 
similar events took place in the Netherlands, so 
Breugelmans' list is the last of its type. The 'Anno
tated List' presented here appears as part of a book 
in which Carillons in The Netherlands in the period 
1945-1990 feature as subject. No overview has been 
published concerning campanological literature in 
the period 1925-1944, between Breugelmans' list. 
and our 'Annotated List'. 

Methodology 

The material for this 'Annotated List' is largely com
piled from inventories of public and private libraries, 
from indexes of periodicals and from programme 
booklets of (:arillon recitals. Important libraries in 
this context are the Depot of Dutch publications and 



Dutch Bibliography, a department of the Royal 
Library in The Hague (Koninklijke Bibliotheek 
's-Gravenhage) , the library of the State Depart
ment for Monument Conservation (Rijksdienst 
voor Monumentenzorg) in Zeist, the library of the 
Netherlands Carillon Society, now part of the 
Faculty of Arts library (Letterenbibliotheek) of the 
University of Utrecht, the music library of the 
Municipal museum of The Hague (Haags Gemeen
temuseum) , the library of the Netherlands Carillon 
School in Amersfoort and the library of the 
National Carillon Museum in Asten. In addition to 
this, mention must be made of the private library 
'Andre Lehr' and the collection of the author of this 
chapter. 

he following sources provide good guidance and 
leads: Repertorium inzake Monumenten van Ge
schiedenis en Kunst (Repertory of Monuments in 
History and Art) by the Royal Netherlands Anti
qmt1es Association (Koninklijke Nederlandse 
Oudheidkundige Bond) , Brinkman's Cumulatieve 
Catalogus van Boeken, the bibliography of Andre 
Lehr as compiled by Eijsbouts, bibliographies in 
dissertations and doctoral theses , literature lists in 
handbooks and, finally, literature references in the 
NKV anthology Zingende Torens. 
The following periodicals are fully represented in 
the 'Annotated List': Mens en Melodie, 
Mededelingen, the post-war journal of the Nether
lands Carillon Society up to 1958, Klok en Klepel, 
the successor of the latter, the Tijdschrift of the Soc
iety for Dutch Music History (Vereniging voor 
Nederlandse Muziekgeschiedenis), Bondsnieuws, 
the periodical of the Old Students Union of the 
carillon school in Mechelen (Belgium), the Bulletin 
of the Guild of Carillonneurs in North America, De 
Voorslag, the Rotterdam Carillon Commission 
periodical which was published from 1977 to 1980. 
Access to publications in regional-historical periodi
cals most' of which are based on exhaustive archive 
r~search is difficult so that this category, which is 
probably very substantial, is not fully represented in 
the research carried out. 

Delineation 

During research, a total of 1167 titles were compiled. 
Wliile doing so, it became evident that many articles 
considered to be important would have to be left out 
of the 'Annotated List' . 
In order to objectively judge whether the publica
tions for the 'Annotated List' satisfied the Editorial 
Board's criteria a tree was devised, with the follow
ing levels: author is Dutch, publicatiom appeared in 
a Dutch medium, the subject principally concerns 
bells and the location is The Netherlands. The dis
tribution of the 1167 publications over the trees' 16 
branches is presented in the diagram on page 208. 

Only branch a with 625 publications met the origi
nal requirements the Board of Editors. The publi
cations in the section b, e, f and i were included in 
the 'Annotated list ' as well , on request of the Edito
rial Board so that the list finally consisted of 767 
titles. There are now also publications included 
which have been written by Dutch researchers in 
foreign journals and in a foreign language. When an 
author has published the results of a single study in 
more than one (international) periodical , these 
articles which overlap each other all can be found in 
the 'Annotated List'. Articles by foreign authors 
who publish in Dutch journals about subjects that 
concern The Netherlands are also included in the 
'Annotated List ' but publications by foreign 
authors in foreign media concerning campanologi
cal subjects with some sort of connection with The 
Netherlands are not included. The tree's relatively 
dense branch c, which forms about a quarter of the 
total with 305 titles, had to be excluded from the 
'Annotated List ' . This branch concerns publica
tions that only indirectly deal with bells, such as 
studies about organists who were carillonneurs as 
well and reports about buildings in which bells are 
situated. 

Input and coding of information 

The bibliographical information (in the original 
language) and the branch in the tree of all publica
tions are stored in an electronic file. Fields were cre
ated for the purpose of sorting and/or selecting of 
information concerning topography, chronology 
and subject. The 767 selected publications were 
coded according to subject. More than one code for 
each article is possible. The following six groups 
were categorised: 

bell-founding, bell-founders, bell-foundries, bell
inscriptions, bell-sound, acoustics, campanology. 

2 carillons, carillon building, carillon keyboard, 
carillon restoration, carillon towers, history of 
carillons, advisory work for carillons. 

3 carillonneurs, carillon playing, carillon educa
tion, carillon music, composers; music world, 
societies, guilds. 

4 swinging-bells, solitary bells, ethnic bells, 
rarities. 

5 public time-keeping, automatic carillons. 
6 carillon museum, foundry museum, chiming 

clock/barrel organ museum, temporary exhibi
tions. 

This grouping according to subject differs fundamen
tally with that of Brandts Buys in 1924. This differ
ence concerns, in particular, group 5 (public time
keeping, and automatic carillons) and 6 ( exhibitions 
and museums) , which are not included at all with 
Brandts Buys. Brandts Buys' groups for acoustics, 
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Diagram: Publications on Campanology (1945-1990) 
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The publication of branches a, b, e,f and i are included in the 'Annotated List' 

founders and Hemony are now classified under one 
single category. 

Results: the 'Annotated Lisf 

For the 'Annotated List' an alphabetical presenta
tion according to author was chosen and subse
quently, in case of more than one publication per 
author, a chronological order was used. This is 
where the 'Annotated List digresses from the 
chronologically arranged order of Brandts Buys' 
provisional List and Breugelmans' topographically 
ordered list. 

The 767 publications of the 'Annotated List' were 
written by a total of 272 authors. Seven of these 
authors are represented in more than ten publica
tions. In alphabetical order these are: J. v.d. Ende 
(12), S. van Geuns (17), L ' t Hart (22), R. deJong 
(60), A. Lehr (132), J. Maassen (25), and L.J. 
Meilink-Hoedemaker (27). These seven authors 
together make up 295 ( = 38.3 % ) of the titles. 

Table 1 gives the frequency of the various subjects in 
the publications of the 'Annotated List'. 
The titles which deal with one subject only form the 
majority by far. There are 136 articles on bell-found
ing and acoustics, 206 on carillons in general 133 on 
carillonneurs and their music and 185 on swinging
bells and chiming bells. Together, these specialist 
articles comprise 660 of the 767 titles presented in 
the 'Annotated List ' . 
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Table 1: Occurrence of subjects in the 'Annotated List'. 

Subject Number 
1 136 

2 5 
2 3 4 5 4 
2 3 4 5 6 
2 4 

3 
4 4 

2 206 
2 3 8 
2 3 4 1 
2 3 4 5 5 
2 4 28 

3 133 
4 185 
4 5 2 

5 33 
6 14 

767 

Comment 

As research for this Annotated List is carried out as 
completely as is feasible, there is however no cer
tainty with regard to comprehensiveness. The (sub
jective) choice of the tree branches results a priori in 
incompleteness. It is therefore hazardous to use 
statistics on the number of publications presented in 
this chapter. 



Due to the decision of the Board of Editors publica
tions in Dutch by Belgian authors in the Belgian 
media were not included in the tree . In the autors 
opinion the foundation of the commoFl Belgian
Dutch carillon tradition in the twentieth century, is 
given too little attention in the 'Annotated List'. 
The reader may well assume that the subjects which 
are dealt with in the various chapters of this book are 
all to be found in the 'Annotated List ' . 

Notes 

1 Programme brochure for the Mechelen Congress ( 1922) , 8. 
2 Brandts Buys aan Van Ommeren, 24 maart 1925. 
3 Catalogue for the 's-Hertogenbosch exhibition ( 1925), 4. 

Appendix: Additional data for some of the publications compiled in the Annotated List: 

Periodicals 

Acta Capanologica 
Amstelodamum 
Bondsnieuws 
Bulletin GCNA 
Bulletin KNOB 
The Clapper 
CRM 
Delfia Batavorum 
Dona teurs blad 
Engelbrecht van Nassau 
Het Land van Herle 
Heemschut 

Hermeneus 
De Hoeksteen 
Huismuziek 
' t lnschrien 
Klok en Klepel 
Klokken 
Luid en Duidelijk 
Mededelingen 
Merlet 
Miscellania Trajectina 
'Monumenten 
Music Perception 
Numaga 
De 0. Ph. 0. vriend 
l'Organiste 
De Schaarpan 
Sonorum Speculum 
T.N.O. Contact 
Toeristenkampioen 
Torenmuziek Dordrecht 
Tussen de Rails 
De Voorslag 

Publishers 

Nordiske Samfund for Campanologi 
Historische Vereniging Amsterdam 
Belgische Beiaardiers Gilde 
Guild ofCarillonneurs in North America 
Koninklijke Bond voor Oudheidkundig Onderzoek 
Thomas Rees Carillon Society, Springfield, Illinois , USA 
Ministerie voor Cultuur, Recreatie en Maatschappelijk werk 
Historische Vereniging Delft 
Utrechts Klokkenluiders Gilde 
Vereniging Heemkunde 
Historische Verreniging Heerlen 
Bond voor behoud van stedelijke en landschappelijke 
schoonheid 
Nederlands Klassiek Verbond 
Maandblad voor Kerkgeschiedenis 
Vereniging voor muziek en insi:rumentenbouw 
Oudheidkamer Twente, Enschede 
Nederlandse Klokkenspel-Vereniging 
Eijsbouts Asten 
Utrechts Klokkenluiders Gilde 
Nederlandse Klokkenspel Vereniging 
Archiefdienst 'Land van Cuijk' 
Maastricht 
Stichting Monumenten 
University of California Press 
Nijmegen 
Overijssels Philharmonisch Orkest 
Union Wallonne (Belgique) des Organistes 
ljzergieterij Vulcanus, Vaassen 
Documentatiecentrum Nederlandse Muziek (Donemus) 
Instituut voor toegepast Natuurwetenschappelijk Onderzoek 
Algemene Nederlandse Wielrijders Bond (ANWB) 
Culturele raad Dordrecht 
Nederlandse Spoorwegen 
Rotterdamse Beiaard Commissie 
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Author 

van der Aa, L. 
van der Aa, L. 

Abbenes, A. en A. Lehr 
Abbenes, A. 
Abbenes, A. 
Abbenes, A. 
Abbenes, A. 
Abbenes, A. 
Abbenes, A. 

Abeln, A.J.L. 
Adriaense, R. 
Adriaenssen, L.F.W. 

van Agt,J. 
Amsterdam 
Amsterdam 

Redactie Archimedes 
Arts,Jan 

Arts,Jan 

van Asperen F.G.J. 

van Assumburg, H. , e.a. 
deB., W. 

Baart de la Faille, C.A. e.a. 
Bakker,]. 
van Balkom, S. 

van Balkom, S. 
van Balkom, S. 
van Balkom,J. 

Banens,J. 
Bartelink, G. 
Bartelink, G.M.M. 

Bartelink, G.M.J. 

Beierclub Denekamp 
Belonje,J. 

Beltjes , P.J.W. 

Bennink,J.H. 

van Bergen, A.H. 
van Bergen, A.H. 
van Bergen, F. 

van Bergen, F. 
van Bergen, H . 

Van den Bergh, G. 

Berghuys, N. 

Berghuys, N . 

van den Berk,J.H.G. 

van den Berk,J.H.G. 
enA.J . Lehr 
van Berkum, A. 
Besemer,J.W.C. e.a. 
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Title 

Beiaard Technische Documentatie. 
Beschouwingen over de luidklokken
installatie. 
Inleiding bij De Gruytters Beiaardboek. 
De Amerikaanse beiaard. 
Naar een fraai en geruisloos beiaardklavier. 
Brabant op z'n smalst. 
De beiaarden van Mafra. 
Ingezonden n.a.v. Zeeland op z'n smalst. 
Computerspeelwerken. Balans van de 
laatste jaren. 
Stadscarillon Almelo. 
Zingende klokken in Goes, 1620-1978. 
De Bossche klokkengietersfamilie Moer, 
1450-1 570. 
Bouw en inrichting van beiaarden. 
Amsterdam Carillonstad. 
Luidklokken van de Zuidertoren, 
\Vestertoren en Oudekerkstoren te 
Amsterdam. 
Klokkespel met vectoren. 
The effect of heating and cooling on the 
pitch of bells. 
Changes in the pitch of bells. 

Het optimaliseren van de eigen frequenties 
van axiaalsymmetrische constructies, 
toegepast op een luid- of carillonklok. 
Waar de klepel hangt ... 
Kleine geschiedenis van het Vlissingse 
klokkenspel. 
Ergens beginnen de klokken hun lied . 
Bronzen klokken. 
Over de inrichting en behandeling van 
kleine beiaarden. 
Nederlandse Klokkenspel Vereniging. 
De carillons van 's-Hertogenbosch. 
Van Balkom Qoost) in gesprek met 
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13 \Carillons in The Netherlands 
Situation in 1945 and 1990 

Wim Truyen 

In this contribution the situation regarding carillons in the Netherlands in 1945 and that as it is now in 1990 will be discussed 
simultaneously. The word carillon signifies a rank or series of bells with a compass of at least one and a half octaves, or usually a 
series of at least eighteen bells, e.g. c2-d2-e2-chromatic-g3. An exception is made for the historic carillons of Amemuiden {N. H. 
Kerk), Goes {Townhall) and Zierikzee (Zuidhavenpoort) which have smaller compasses. 

An inventory is given in the first list of the situation in 1945. Before the Second World War there were sevenry-seven carillons in the 
Netherlands of whichfifry-five still exist, though several of these are not in a complete state. Twenry-two were lost between 1940-
45 and these are named in the second paragraph of the 1945 list. The second list gives an invento1y of carillons in 1990. 

The table classification is as follows: 

column 1: 

column 2: 

column 3: 

column 4: 

column 5: 

column 6: 

column 7: 
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Location . 

Tower, the local idiomatic usage has 
been used as a guideline for the 
tower's name. 

The number ofbells in the carillon. 

The series by which the absolute 
pitch is listed according to the 
striketone and also, in brackets, the 
bell which is connected up to the 
keyboard as c. 
three dashes(--- ) indicate that the 
series continues chromatically. 
With regard to absolute pitch, this 
means "middle c" on the piano or c 
with the frequency 261 Hz, a bell 
with cl as striketone weighs about 
2,250 kg. The standard a 1 has a fre
quency of440 Hz. The octave series 
are indicated as: cO, cl , c2, c3, etc. 

Manual (M) or automatic (A) 
playing. It should be taken into 
account that carillons which have 
both manual and automatic playing 
generally do not have all bells 
connected to the automatic carillon. 

Founder and year of casting. 
Anonymous = unknown founder 
n.d. = no date 

The list for 1945 has sundry 
comments listed in column 
'Remarks'. 

With regard to the tuning of carillons, they are 
generally tuned to equal temperament, however, 
the following carillons are in the meantone tuning: 
Alkmaar - Grote Kerk and W aagtoren 

(Great Church and the Cheese Weigh House). 
Amersfoort - O .L. Vrouwetoren 

(Church of Our Lady tower). 
Amsterdam - Munt and Oude Kerkstoren 

(Mint and Old Church tower) 
Paleiskoepei' 
(Royal Palace cupola) 
Wester and Zuider Kerktoren 
(West and South Church towers) . 

Brielle - St Catharijnetoren. 
Culemborg - St Barbaratoren. 
Delft - Nieuwe Kerktoren (New Church tower). 
Deventer - StLebu'inustoren. 
Doesburg - St Martinitoren. 
Enkhuizen -Dromedaris and Zuidertoren 
( dromedaris=dromedary). 

Gouda - StJanstoren. 
Groningen - St Martinitoren. 
Haarlem - Bakenesser and St Bavotoren. 
's-Hertogenbosch - Stadhuistoren 

(Townhall tower). 
Kampen - Nieuwe toren. 
Leeuwarden - Stadhuiskoepel (Townhall cupola). 
Maastricht - Stadhuistoren (Townhall tower). 
Middelstum - St Hippolytustoren. 
Nijkerk - Grote Kerk. 
Nijmegen - St Stevenstoren. 
Rotterdam - St Laurenstoren . 
Schiedam - StJanstoren. 
Schoonhoven - Stadhu1storen. 
Utrecht- Dom and Nicola'itoren (Dom= cathedral ). 
Veere - Stadhuistoren. 
Weesp - St Laurenstoren. 
Zaltbommel - Gasthuistoren (gasthuis=hospital). 



The carillon of Bergen op Zoom 
·(St. Geertruidstoren) is tuned in the Pythagorian 
system. 
T he carillon ofDelfshaven is tuned to a modified 
mean tone tuning. 
The historic Van den Gheyn carillons in 
Monnickendam (Speeltoren) and Zierikzee (Zuid
havenpoort) are tuned toan obscure tuning system. 
A bell normally has a minor third as its second 
overtone, however, the carillon atZeist Raadhuis
toren ( =council chamber) has a neutral third, i.e. 
midway between aminorand major third (350 cents) . 

Carillons in the Netherlands in 1945* 

Conversely, the following carillons have major third 
bells: 
Asten - Reizende Majeur Beiaard 

(= Traveling Majorthird carillon), Eijsbouts. 
H aaksbergen - Raadhuis. 
H eythuysen - Gemeentehuis 

(gemeen tehuis=ci ty council chambers). 
Houten - Raadhuis . 
Leeuwarden - F .B.T.O. 
Nieuwerkerk aan den IJssel - Raadhuis. 
W aalwijk - Raadhuis. 

* To decipher the Dutch pitch denotations, please refer to the sectioh 'to the reader' (p. 11) at the beginning of this book. 

1 Carillons still extan t 

Place Tower No. Series MA Founder & year Remarks 

Alkmaar Grote Kerk 32 bes I ( c2)-c2-d2---g4 A 32 M. de Haze I 687 /88/89 
Alkmaar \Vaagtoren 35 es I ( cl )-fl -g I---es4 MA 33 M. de Haze 1687/88 

2 T aylor I 928 
Amersfoort O.L.V. -Toren 33 des! (cl) -es l -fl -ges l- MA 30 F. Hemony 1658/59/ In April 1945, damage was 

as I-bes l ---des4 62/63 inflicted on the hammers and 
I P. H emony 1674 keyboard during gunfire. 
I M.deHazen.d. 
I J .A. de Grave 1725 

Amsterdam Munttoren 29 cis 1-fis I ( c I )-gis 1- A 20 F.& P. Hemony 1651/ 
ais l---b3 55/68 

I F. Hemony 1659 
7 P. H emony 1668 
I T aylor 1913 

Amsterdam Oudekerkstoren 38 BesO(cl )-cl-d l---c4-d4 MA 35 F.H emony 1658 
2 T aylor 1932 
I Petit&Fritsen 1940 

Amsterdam Paleiskoepel 37 BO( cl )-cis I-dis l ---cis4 MA 35 F.&P. Hemony 1664 
2 Petit&Fritsen 1940 

Amsterdam Rijksmuseum 24 a I (c2) -b l-c2-d2-e2---b3 A 14 P. II van den Ghein 
1554/56/83/98 

IO Petit&Fritsen 1900 
Amsterdam \Ves tertoren 35 des I ( cl )-es l-fl ---des4 MA 32 F. Hemony 1656 

3 C.Noorden 1699 
Amsterdam Zuidertoren 35 des I ( cl )-es l-fl ---des4 MA 32 F. H emony 1656 

3 C. Noorden 1699 
Appingedam St. Nicolaastoren 25 c2(c2) ---c4 M T aylor 19 11 This protected carillon was 

requisitioned in 1943 but re-
placed immediately after the 
liberation. 

Barneveld St. Odulphustoren 24 d2 ( c2)-e2---d4 MA Gillett&Johnston 1927 
Breda O.L. Vrouwe-toren 46 BesO-cl ( c l )-d l---a4 MA 2 P. Melliaert 1694/95 The bells of this unprotected 

4 W.Witlockx 1723 carillon were marked with a 
40 Gillett&Johnston P at the depot in Tilburg af-

1928 ter it had been removed from 
the tower. In I 950 the follow-
ing bells were still extant: 13 
bells by Gillett &Johnston, I 
bell by Melliaert and four 
Witlockx bells. 

Breukelen Kasteel Nijenrode 16 c2-f2 ( c2) -g2-a2---c3-d3 MA T aylor 1915/28 
--- f3 -g3-a3---c4 
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Place Tower No. Series MA Founder & year Remarks 

Brielle St. Catharijnetoren 23 des2 ( c2 )-es2-f2---des4 MA 22 F. Hemony 1660 This protected carillon was 
I Van Bergen 1895 requisitioned in 1943 and 

transported on the ship 
"Hoop op Zegen" (On hope 
ofblessing). After the ship 
had been raised after the lib-

I eration, two bells were found 
I to be missing (a3 and b3). 

The carillon was mounted 
again in 194 7 by Petit & 
Fritsen. 

Delft Nieuwe Kerktoren 38 BesO-des I ( cl )-es I-fl--- MA 31 F, Hemony 1659/60 
es4 3 P. Hemony 1678 

3 J. du Mery 1750/51 
I Gillet&Johnston 1929 

Deventer St. Lebui"nustoren 37 BesO-es I ( cl )-fl---es4 MA I H . Wegewaert 1613 At the end of the Second 
25 F.&P. Hemony World war severe damage 

1647/53 was done to wiring and sev-
7 F. Hemony 1664 era! bells during a bombard-
I C. Crans 1753 ment. A major restoration 
3 J. Borchard I 7 55 took place in 1952 after pro-

visional repairs. 

Doesburg St. Martinitoren 23 des2 ( c2)-es2-f2---des4 MA 20 F.&P. Hemony On the 15th of April 1945 a 
1654/55 severe explosion occurred 

2 J.A.deGravel713 destroying four Hemony 
I Petit&Fritsen 1912 bells ( des2-f2-as2 and a2) . 

Edam Speeltoren 19 al ( c2) -bl-cis2---e2-fis2 M 6 P. II van den Ghein 
---b2-cis3---e3-fis3- 1561 
gis3-a3 13 Taylor 1922 

Enkhuizen Dromedaris 24 asl-es2( c2)-f2-g2-as2- MA 3 G. van Wou 1524 
bes2-c3---f4 20 P. Hemony 1671 /74/ 

75/77 
I Petit&Edelbrock 1914 

Enkhuizen Zuidertoren 43 cl -di (c l )-el-fis l---a4 MA I G.van Wou 1509 
14 F.&P. Hemony 1647/ 

48/49 
5 F. Hemony 1662 
6 P. Hemony 1668/74 
I CJ. Fremy 1697 
I N oorden & De Grave 

1701 
15 Van Bergen 1871 / 

1936/38 
Goes Maria- 40 fl (cl) -gl -al---bes4 MA 15 A.J. v.d. Gheyn This protected carillon was 

Magdalena tor en 1766/89 requisitioned in 1943 and 
6 A.&P. Petit 1762/66 transported on the ship 
I Van Bergen 1868 "Hoop op Zegen". When the 
6 S. v. Aerschodt ship had been raised after the 

1886/87 liberation, three bells were 
3 anonymous n.d. found to be missing 
I Petit&Fritsen 191 3 (dis2, e3 and £3). The caril-
4 Petit&Edelbrock Ion was mounted again by 

1930 Van Bergen after the war. 
4 Eijsbouts 1930 

Gouda St.Janstoren 37 fis I ( cl )---fis4 MA 28 P. Hemony 1675/76 
I A.J. v.d. Gheyn 1788 
8 Taylor 1930 

Gorin chem St .Janstoren 25 e2 ( c2) -fis2-gis2---fis4 MA 23 M. de Haze 1687 
2 Petit&Edelbrock 1925 

's-Gra venhage St.Jacobstoren 37 e l (cl) ---e4 MA 16 M. de Haze 1686 
I C. Fremy 1692 

20 Taylor 1931 
Groningen St. Martinitoren 42 des I ( cl )-es l-fl---as4 MA 28 F. Hemony 1662/63 

3 P. Hemony 1671 
3 A.J. v.d. Gheyn 1788 
8 Van Bergen 1940/4 1 

Haarlem St. Bavotoren 35 des! ( cl )-esl-fl---des4 MA 30 F. Hemony 1660/ 
61/62 

3 P. H emony 1670 
2 Gillett&Johnston 1926 

Hattem St. Andreastoren 25 f2(c2)---f4 MA T aylor 1927 
Den Helder Zeehelden- 30 es2( c2)---as4 MA · Van Bergen 1935 This protected carillon was 

monument removed in 1943 and re-
placed immediately after the 
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Helmond St. Lambertustoren 30 cis2 ( c2)---fis4 MA 18 A.Julien 1723/24 
6 Petit&Fritsen 1912 
6 anonymous n.d. 

's-HertogenboschSt.Janstoren 45 GO-cl ( cl )-dl-e 1---a4 MA I J. Noteman 1641 
I F.&P. Hemony 1644 
I F. Hemony 1663 
3 A. vanAerschodt 1872 

39 Gillett&Johnston 
1923/24/25 

's-Hertogenbosch Stadhuistoren 23 di (cl)-el-fisl---d3 MA 15 F.&P. Hemony 1649 Light damage occurred to a 
8 M. de Haze 1691 small bell during gunfire. 

Hoogeveen Raadhuistoren 27 c2 ( c2)---d4 MA Van Bergen 1940/ 41 Requisitioned in 1943 but 
conserved and replaced in 
1945. 

Kampen Nieuwe Toren 42 AsO( cl )-besO-cl -des 1- MA 4 G. Van Wou 1481/83 
esl-f1---f4 I K. Wegewaert 1627 

29 F. Hemony 1659/62 
8 Petit&Fritsen 1940 

Leeuwarden Stadhuiskoepel 34 as I-bes I (cl )-c2---g4 MA I J. ter Steghe 1544 Requisitioned in 1944 but 
I H. Falck van Neu- conserved and kept in the 

renberg 1632 town hall cellar. It remained 
31 C. Fremy 1686 there for more than 25 years 

I P. Overney 1689 and only re-installed in 1972 
by Eijsbouts. 

St. Maartensdijk St. Maartenstoren 16 al (c2)-bl-cis2-d2-e2- MA 14 P. III van den Ghein This protected carillon was 
fis2-g2-gis2-a2-b2-cis3- 1615/16 requisitioned in 1943 and 
d3-e3- fis3-gis3-a3 I 0 . Bakker 1760 transported on the ship 

I anonymous n.d. "Hoop op Zegen". When the 
ship had been raised after the 
liberation all bells were 
found to be extant. 

Maastricht St. Servaaskerk 40 fl ( cl )-g 1-a 1---bes4 MA 39 A.J . v.d. Gheyn The carillon was removed 
1767 /68/69 from the tower but not re-
Michiels 1935 quisitioned. 

Maastricht Stadhuis 37 as I ( cl )-bes 1-c2---bes4 MA 27 F. Hemony 1663/64 The carillon was removed 
I F.&P. Hemony 1664 from the tower but not re-
9 Petit&Fritsen 1876 quisitioned. 

Middelstum St. Hippolytustoren 23 des2 ( c2)-es2-f2---des4 A 23 F. Hemony 1661/62 Requisitioned on 24th and 
25th February 1943 but con-
served as a protected carillon 
at the depot in Giethoorn . 
Re-installed in 1949 
by Eijsbouts. 

Monnickendam Speeltoren 17 al (c2)-bl-cis2-d2-e2- MA 15 P. II van den Ghein 
fis2- --a2-b2-cis3---e3- 1595/96/97 
fis3-gis3-a3 2 M. de Haze 1687 

Nijkerk Grote Kerk 37 es! (cl )-f1-gl---f3 MA 3 A.&H. Petit 1775 
35 A.J. v.d. Gheyn 

1776/77 
I Taylor 1927 

Nijmegen St. Stevenstoren 48 cl(cl)-dl---c5 MA I P.&H. van Trier 1566 Tower destroyed during 
18 J.B . Levache 1734 bombardment on the 22nd 
27 P.&M. v.d. Gheyn February 1944. Carillon and 

1736/38 keyboard remained intact 
A.J . v.d. Gheyn except for 8 smaller bells . 
1780 Mounted in 1953 by Van 
Van Bergen 1939 Bergen. 

Oldenzaal St. Plechelmustoren 42 es! (cl)-f1-gl---bes4 MA Gillett&Johnston 1930 
Oudewater St. Michielstoren 21 bes I ( c2)-c2-d2---f2-fis2- MA 10 G.Both 1599/1601/ Requisitioned in 1943 but 

fis2-g2---c3-d3---f3-g3--- 1603 conserved. Eijsbouts made a 
bes3 (fis2 doubled) I C.Fremy 1684 new carillon in 1950. The old 

6 Noorden&De Grave bells by Both are now dis-
1711 played in the church. 

4 Petit&Edelbrock 1923 
Rotterdam St. Laurenstoren 44 BO( cl )-cis I-dis l---gis4 MA 34 F. Hemony 1660 Tower destroyed during a 

2 imitation Hemony n.d. bombardment on the 14th of 
8 Petit&Fritsen 1940 May 1940 but the carillon re-

mained intact. Re-installed 

39 
in 1962 by Eijsbouts. 

Schiedam St.Janstoren fis 1-b I ( c2)-cis2---cis5 MA Noorden&De Grave 
1710 

38 A.J. v .d. Gheyn 1786 
Schoonhoven Stadhuistoren 38 cis2( c2)-dis2---dis5 MA 38 A.J. v.d. Gheyn 

1770175 
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Place Tower No. Series MA Founder & year Remarks 

Tholen Stadhuistoren 19 f1 ( c I )-g I-al-bes l-c2--- A I J.Burgerhuys 1603 This protected carillon was 
g2-a2-bes2-c3---f3 16 M.Burgerhuys requisitioned in 1943 (it was 

1624/25/26/27 transported on the ship 
2 ~oh. la Fort 1780 " Hoop op Zegen" which was 

raised after the libera tion). It 
was re-installed in 195 7 by 
Eijsbouts who used nine 
bells in the new carillon . 

Utrecht Domtoren 44 BO( cl )---fis4 MA 34 F.&P. Hemony 
1663/64 

6 M . de Haze 1695 
2 T aylor 1928/29 
2 Van Bergen 1906 

Utrecht Nicolaitoren 35 a I ( c2) -b l-cis2---a4 MA 23 F.& P. Hemony Removed from the tower on 
1649/50/5 1 the I 0th of May 1940 and 

12 T aylor 1933 stored in a safe place. Re-
placed in the tower in 194 7. 

Veere Stadhuistoren 34 g I ( cl )-al-b l---g4 A 22 P. v.d. Gheyn A bell from this series was 
1734/35 lost and then rediscovered in 

9 A.J . v.d . Gheyn 1790 the town hall. The series 
3 Van Bergen 1872 originally had 35 bells. 

Weesp St. Laurenstoren 29 b l ( c2) -cis2---e4 MA I J. Moor 1562 
25 P. Hemony 167 1 

I Noorden&De Grave 
1711 

I H . Petit 1805 
Zaltbommel Gasthuistoren 29 f1-des2( c2)-es2-f2---ges4 MA I J. Moer 1533 The carillon was buried in 

20 F.&P. Hemony 1654 la te 1944 because the Ger-
3 J.A. de Grave 172 1 mans insisted on demolish-
2 P. Bouvrie 1735 ing the tower pinnacle. 
3 Petit&Fritsen 193 1 Re-installed in 1957 

by Eij sbouts. 

Zierikzee Stadhuis 23 c2( c2)---c4 MA T aylor 1928 This unprotected carillon 
was requisi tioned in 1943 (it 
was transported on the ship 
" Hoop op Zegen" which was 
raised after the liberation). 
Re-installed after the libera-
tion . 

Zierikzee Stadsmuseum 13 di-a I ( c2) -b l -cis2-d2-e2- 13 P. v.d . Ghein In 1928 the bells of the old 
(out ofuse) fis2---a2-b2-cis3-d3 1550/52/53/54 carillon were removed. 

These bells now hang in the 
Zuidhavenpoort. 

Zwolle O.L. Vrouwe-toren 42 c l ( cl )-d 1-e l---g4 MA G. van Wou 1484 
Noorden&De Grave 
1714 

40 T aylor 1929/30 

2 Carillons which disappeared in the Second World War without trace 

Almelo St. Georgiustoren 38 es ! ( cl )-£1-g l---f4-g4 

Arnhem St . Eusebiustoren 47 AsO( c l )-bes0-cl ---as4 
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MA 2 T aylor 1920 
36 Gillett&Johnston 

1926 

MA 2 G. Moer& G. van 
Wou 1477 

I W. Tolhuys 1539 
25 Hemony 1650/5 1 
5 F. Hemony 166 1/ 

62/64 
10 J.B . la Vache 1734 
2 Petit&Fritsen 1868 
2 Van Bergen 1887 

In 1943 28 bells were re
quisitioned. T en bells re
mained: c2-dis2-g2-a2-Bb2-
b2-c3-cis3-dis3-f3 . They 
were used to play Dutch fo lk 
tunes on the hour and at half
pas t with the mechanical 
drum. 

The tower collapsed partly 
during the a ttack on Arnhem 
in l 944 and also in February 
1945 destroying most of the 
carillon. Nineteen bells re
mained intact and eighteen 
were used as hour-bells in 
various towers in Arnhem. 
One bell is now in the Na
tional Carillon Museum in 
Asten. 



Bennebroek TorenN.H. Kerk 23 bl (c2)---b3 A Taylor 1922 Requisitioned and melted 
down in 1943. 

Bergen op Zoom St. Geertruidstoren 44 esl (cl)-fl -gl---bes4 MA Van Bergen 1938 Tower and carillon were se-
verely damaged during gun-
fire in October 1944: several 
large bells were conserved 
but used as bell metal for the 
new carillon. 

Eindhoven Stadhuis 25 c2(c2)---c4 MA Taylor 1914 Requisitioned and melted 
down on the 25th off ebru-
ary 1943. 

Enschede Stadstoren 42 cl ( cl )-dl-e l---g4 MA Gillet&Johnston 1929 32 bells were requisitioned 
and melted down on the 
22nd ofFebruary 1943. The 
smallest IO were used in an 
automatic carillon after 
1945. 

Heusden Stadhuistoren 19 al ( c2)-bl-cis2-d2-e2- M 7 Th. Both 1589/90 In November 1944 the town 
fis2---gi s2-ais 2---£3-g3--- 12 Petit&Fritsen 1879 hall was blown up but the 19 
ais3 bells remained intact. These 

old bells were nevertheless 
not used in 1956 in the caril-
Ion which was completely 
new. All but one were used 
for bell-metal. 

Hilvarenbeek St.Petrus- 24 c2(c2) -d2---c4 MA I F.& P. Hemony 1655 Requisitioned and 23 bells 
Bandentoren 23 Gillett&Johnston melted down in 1943. Only 

1927/28 the Hemony bell remained 
hanging. 

Hoorn N.H. Kerktoren 37 al (c2) ---a4 MA Van Bergen 1936/ The bells were requisitioned 
37/39 on the 24th of March 1943. 

The smallest 14 bells were 
found again after the libera-
tion. The others were melted 
down. 

Leiden Stadhuistoren 47 GO-cl(cl)---a4 MA - Van Bergen 1938 Requisitioned and melted 
down in February 1943. 
Four bells (gO-cl-cis 1 and 
dis l ) remained hanging. 

Lochem St. Gudulatoren 29 e I ( cl )-fis l---g3 MA G.&F. Paccard 1905 Requisitioned and melted 
down on the 28th ofJ anuary 
1943. 

Meerssen St. Bartholomeus- 23 c2( c2)-d2-e2---c4 A Petit&Fritsen 1941 This carillon never played 
toren because the mechanical 

drum was never delivered. 
Requisitioned and melted 
down. 

Middelburg Abdijtoren 40 GO-besO( cl )---c4 MA Noorden&De Grave Destroyed during a fire in the 
1714/15 tower on the 17th of May 

1940. Melted down except 
for the largest bell. 

Rhenen Molen op de stadswal 27 c2(c2)---d4 MA Van Bergen 1933 Initially kept in the storage 
space ofVan Bergen but re-
quisitioned and melted down 
in 1943. 

Rotterdam Beurs 26 el-bl (c2) -cis2---c4 MA F. Hemony 1660 Totally destroyed during 
bombardment on the 14th of 
May 1940. 

Rotterdam Stadhuis 49 AsO(cl)---as4 MA Taylor 1920 48 bells requisitioned and 
melteddownin 1943.0ne 
bell remained hanging as 

I hour-bell. 

l 
Sneek St. Martinitoren 25 c2(c2)---c4 MA Gillett&] ohnston Requisitioned and melted 

1929 down in 1943. 
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Place Tower No. Series MA Founder & year Remarks 

Tilburg St.Jozef Kerk 35 el ( cl )-fis 1-gis l---e4 MA Gillett&] ohnston 1925 Requisitioned and melted 
down in 1943. 

Vlissingen St.J acobstoren 33 el ( cl )---c4 MA Taylhr 1913 Requisitioned and melted 
1 down on the 26th ofMay 

1943. 

Vught Raadhuis 23 c2 ( c2) -d2-e2---c4 MA Taylor 1936 Requisitioned and melted 
down in 1943. 

Winschoten St. Vitustoren 25 c2( c2)---c4 MA Gillett&] ohnston 1931 Requisitioned and melted 
down in 1943. 

Zutphen Wijnhuistoren 36 cl-fl (c2) -gl -al ---f4 MA I F.&P. Hemony 1644 29 bells were requisitioned 
35 Taylor 1924 and melted down in Febru-

ary 1943. The five remaining 
bells were conserved, includ-
ing the Hemony bell. 

List of carillons in the Netherlands with a minimum of 18 bells 

Updated to lstjanuary 1991 

Preceding to column I an explanation is added about the Tuning system: 

M = Mean tone tuning; P = Pythagorian tuning; G = Majorthird tuning (i.e. grate terts); N = Non-definite tuning. 
When there is no letter indicated: this means that the tuning is equal temperament. 

Tuning Location Tower No. Series MA Founder & year 
system 

Aalsmeer Raadhuis 18 c3 ( c3 )-d3-e3---g4 A Eijsbouts 1985 
Aalsmeer Firma Kramer 18 £3( c3)-g3-a3---c5 A Eijsbouts 1987 
Aarle-Rixtel R.K. Kerk Maria 38 c2( c2)-d2---d5 A Petit&Fritsen 1960 

Presentatie 
Aarle-Rixtel Reiz. Beiaard 37 c2( c2) -d2-e2---d5 MA Petit&Fritsen 1965 

Petit & Fritsen 
Aarle-Rixtel Petit&Fritsen 47 c2 ( c2)-d2-e2---c6 MA Petit&Fritsen 1978/1980 

M Alkemade Stadhuis 25 g2( c3)-a2-b2---a4 A Eijsbouts 1990 
Alkmaar Kapeltoren 23 es2 ( c2)-f2---as2-bes2-c3- A 21 M. de Haze 1687/88/89 

d3-es3-f3---es4-f 4---g4 2 Gillett&] ohnston 1928 
M Alkmaar Grote Kerk 35 bes I ( c2)-c2-d2---bes4 MA 28 M. de Haze 1687 /88/89 

7 Eijsbouts 1963 
M Alkmaar Waagtoren 47 es I ( cl )-fl-g l---es5 MA 9 M. de Haze 1688 

38 Eijsbouts 1967 
Almelo St. Georgiustoren 47 es I ( cl )-fl-g l---es5 MA 34 Petit&Fritsen 1950/51 

13 Eijsbouts 1983 
Almelo Juwelier Brummer 18 c3 ( c3 )-d3-e3---g4 A Petit&Fritsen 1973 
Almere-Buiten De Drieklank 19 c2-f2( c2)-g2-a2---c4 A Eijsbouts 1984 
Alm ere-Haven De Goede Rede 47 fl (cl) -gl-al ---f5 MA Eijsbouts 1979 
Almere-Stad De Lichtboog 47 al (c2) -bl-cis2---a5 M Eijsbouts 1984 
Alphen a.cl. Rijn Adventskerktoren 47 el (cl)-fisl -gisl---e5 MA Petit & Fritsen 1961 
Amersfoort Belgenmonument 49 bes l-c2 ( c2 )-d2---c6 M Eijsbouts 195 7 /58/67 /71/85 

M Amersfoort O .L.V. -Toren 47 des! (cl)-esl-fl---des5 MA 28 F. Hemony 1659/62/63/64 
I P. Hemony 1674 
I M. de Haze n.d. 
3 J .A. de Grave I 723/ I 725 

13 Eijsbouts 1953 
I Petit&Fritsen 1972 

Amsterdam Luthers Bejaardencentrum 18 £3( c3)-g3-a3---c4 A Petit&Fritsen 1970 
M Amsterdam Munttoren 29 cisl-fisl (cl) -gisl -aisl- --b3 MA 10 F.&P. Hemony 1651/55 

I F. Hemony 1659 
7 P. Hemony 1668 

11 Petit&Fritsen 1959 
M Amsterdam Oudekerkstoren 47 BesO( cl )-cl -dl---bes4 MA 14 F. Hemony 1658 

33 Eijsbouts 1964/65 
M Amsterdam Paleiskoepel 47 BO( cl )-cis 1-disl---b~ MA 9 F. Hemony 1664 

38 Eijsbouts 1964 
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Amsterdam Plein 1940-1945 23 es2 ( c2)-£2-g2---es4 MA Van Bergen 1950/ 52 
Amsterdam Rijksmuseum 24 des2 ( c2 )-es2-£2---des4-es4 A I P. van den Ghein II 1583 

23 Petit&Fritsen 1962 
Amsterdam Surinameplein 28 c2( c2)-d2-e2---f4 A Eijsbouts 1961 
Amsterdam Vrije Universiteit 37 c2( c2)-d2-e2---d5 MA Eijsbouts 1972 

M Amsterdam Westertoren 47 des! (cl)-esl-fl ---des5 MA 14 F. Hemony 1658 
33 Eijsbouts 1959 

M Amsterdam Zuidertoren 47 des I ( cl )-esl -fl- --des5 MA 28 F. Hemony 1656 
19 Van Bergen 1959 

Andijk Raadhuis 17 g2-c3 ( c3) -d3-e3---g3-a3--- A Petit&Fritsen 1964 
d4-e4---g4 

Apeldoorn Raadhuistoren 47 des2 ( c2)-es2-£2---des6 MA Eijsbouts 1955/77 
Appingedam St. Nicolaastoren 39 c2( c2)---d5 MA 24 Taylor 1911 

15 Petit&Fritsen 1979 
Arnemuiden N.H. kerktoren II as2 ( c3)-bes2-c3---es3- A 8 P. van den Gheijn I 

13---as3-bes3 1554/57 
I P. van den Gheijn II 1593 
2 Eijsbouts 1969 

Arnhem St. Eusebiustoren 49 GO-AO( cl )-BO---a4 MA Petit&Fritsen 1958/61/79 
Assen Gemeentehuis 38 c2( c2) -d2---d5 MA Petit&Fritsen 1958/60/62/ 

65/78 
Asten Reizende Beiaard Eijsbouts 37 c2( c2)-d2-e2---d5 M Eijsbouts 1967 

G Asten Reizende Majeur Beiaard 47 bes ! ( c2)-c2-d2---bes5 MA Eijsbouts 1985 
Eijsbouts 

Asten Koninklijke Eijsbouts 23 c3( c3)-d3-e3--c5 A Eijsbouts 1980 
Asten Nationaal Beiaardmuseum 18 fis2-gis2-ais2- MA 2 F. Symon 1635 

b2-c3-cis3 ( c3 )---cis4 l M . de Haze n.d. 
9 J.A. de Grave I 722/23/ 

24/27 
6 Eijsbouts 1975 

Asten R.K. Kerk Maria 55 des I-es I ( cl )-fl-g l---bes5 MA I Jan v.d. Diesdunck 1447 
Presentatie 54 Eijsbouts 1948/66/77 /83 

Axel Stadhuistoren 35 £2( c2)-g2-a2---f5 MA Petit&Fritsen 1964/66 
Baarle-N ass au Raadhuistoren 18 c3( c3)-d3-e3---g4 A Eijsbouts 1977 
Baarn St. Paulustoren 35 d2 ( c2)-e2---cis5 A Eijsbouts 1965/72/74/77 
Baarn Gemeen tetoren 18 g2( c3)-a2-b2---d4 A Eijsbouts 1982 
Barneveld St. Odulphustoren 49 es I ( cl )-fl -g l---f5 MA 17 Gillett&Johnston 1927 /28 

2 Van Bergen 1947/48 
I Petit&Fritsen 1949 

29 Eijsbouts 1962/76 
BeekenDonk Raadhuistoren 18 b2 ( c3) -cis3-dis3---fis4 A Eijsbouts 1971 
Bemmel Raadhuis 23 g2 ( c3 )-a2-b2---g4 A Eijsbouts 1976/85 
Bennebroek Toren N.H. Kerk 25 es2 ( c2 )---es4 A I Taylor 1926 

24 Van Bergen 1960 
Bennekom Klokkestoel 18 g2( c3) -a2-b2---d4 A Eijsbouts 1980 
Bergambacht St. Laurentiustoren 38 es I-bes! ( c2)-c2-d2---c5 MA I Van Bergen 1948 

37 Eij s bouts 1964 
Bergen (L.) Gemeentehuis plein 18 c3( c3)-d3-e3---c5 A Eijsbouts 1990 
Bergen (N.H.) Ru'inekerktoren 26 fis2( c2) -gis2---gis4 MA Petit&Fritsen 1970 

p Bergen op Zoom St. Geertruidstoren 48 es! (cl )-fl---es5 MA Eijsbouts 1950/55/8 1 
Berke! en Raadhuisplein 23 c3( c3) -d3-e3---c5 A Eijsbouts 1976 
Rodenrijs 
Berlicum Gemeentehuis 18 g2( c3)-a2-b2---d4 A Eijsbouts 1982 
Best Raadhuisplein 18 c3( c3)-d3-e3---g4 A Eijsbouts 1977 
Beverwijk Pres . Kennedyplein 18 es2( c2)-£2-g2---bes3 A Eij s bouts 1965 
Beverwijk St. Agathatoren 49 gl (c2) ---g5 MA Eijsbouts 1957/58 
Blade! Raadhuistoren 25 d2( c2)-e2-fis2---e4 A Eijsbouts 1970 
Bleiswijk Gemeentehuis 18 c3( c3)-d3-e3---g4 A Petit&Fritsen 1982 
Boeke! Raadhuis 18 c3( c3 )-d3-e3---g4 A Eijsbouts 1978 
Bolsward Stadhuistoren 44 c2(c2) ---g5 MA Eijsbouts 1949/50/55/67 
Borculo St.Joristoren 32 a2(c3)-b2---f5 A Van Bergen 1976 
Bovenkarspel N.H. Kerktoren 18 c3( c3) -d3-e3---g4 A Petit&Fritsen 1969 
Boxmeer Stadhuistoren 25 c2( c2)-d2-e2---d4 MA Petit&Fritsen 1960 
Box tel St. Petrustoren 48 cl-es I ( cl )-fl-g l---es5 MA 3 Van Bergen 194 7 /48 

45 Petit&Fritsen 1966/68 
Breda Heuvelbrink , 23 c3 ( c3 )-d3-e3---c5 MA Eijsbouts 1980 
Breda O.L. Vrouwe-t6Jren 49 BesO-cl ( cl )-dl ---c5 MA 2 P. Melliaertl694/95 

' 4 W. Witlockx 1723 
11 Gillett&Johnston 1928 
32 Eijsbouts 1963/80 

Breukelen Kasteel Nijenrode 16 c2-£2 ( c3)-g2-a2---c3- MA Taylor 1915/28 

St. Catharijneto}en 
d3---f3-g3-a3---c4 

M Brielle 47 des l ( cl )-es l-fl---des5 MA 19 F. Hemony 1660 
I 28 Eijsbouts 1971/74 

Brunssum Bakkerij Van Eekhem 25 c3 ( c3 )---c5 A Petit&Fritsen 1980 
Brunssum Bestuurscentrum 38 al (c2)-bl ---b4 MA Petit&Fritsen 1972 
Bude! Raadhuistoren 25 g2 ( c3 )-a2-b2---g3-a3---bes4 A Petit&Fritsen 1967 
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Bussum Raadhuistoren 47 c2( c2) -d2-e2---c6 MA Petit&Fritsen 1974 
Coevorden N.H.Kerk 18 c3( c3)-d3-e3---g4 A Petit&Fritsen 1976/ 77 

M Culemborg St. Barbaratoren 47 es I ( cl )-fl-g l---es5 I MA 6 F.&P. Hemony 1654/55 I 

1 41 Eijsbouts 1951 /52/66 
Cuyck Stadhuistoren 25 c2( c2)---c4 I MA Petit&Fritsen 1957 

M Delft Nieuwe Kerktoren 48 BesO-des I ( cl )-es I-fl-+ MA 18 F. Hemony 1659/60 
des5 I 30 Eijsbouts 1963/80 

GM Delfshaven Oudekerk 44 e2 ( c2)-fis2-gis2---cis6 MA Petit&Fritsen 1989 
De Lier St. Georgiustoren 37 bes I ( c2 )-c2-d2---c5 MA Petit&Fritsen 1977 
Den Helder Zeeheldenmon um en t 30 es2 ( c2)---as4 A Van Bergen 1935 
Deurne Raadhuistoren 18 b2 ( c3)-cis3-dis3---fis4 . A Eijsbouts 1970 

M Deventer St. Lebui:nustoren 47 BesO(cl )-cl-dl---bes4 MA H. Wegewaert 161 3 
21 F.&P. Hemony 1647/53 

7 F. Hemony 1664 
18 Petit&Fritsen 1950 

Dirksland N.H. Kerktoren 18 a2 ( c3)-b2-cis3---e4 A Eijsbouts 1969 
M Doesburg St. Martinitoren 47 des I ( cl )-es l-fl---des5 MA 8 F.&P. Hemony 1654/55 

39 Eijsbouts 1965 
Doetinchem St. Catharinatoren 47 es! (cl)-fl-gl ---es5 MA Eijsbouts 1962/63 
Dokkum Stadhuiskoepel 47 c2( c2)-d2-e2---c6 MA 47 Petit&Fritsen 1983 
Doorn St. Maartenskerk 23 g2( c3) -a2-b2---g4 A Eijsbouts 1989 
Dordrecht O.L.V.-toren 49 GO-AO( cl )-BO---a4 MA I anoniem 1460 

48 Eijsbouts 1965 
Drachten Toren in Thalenpark 37 c2 ( c2 )-d2-e2---d5 MA Eijsbouts 1972 
Dronten Raadhuis 25 g2 ( c3)-a2-b2---a4 MA Eijsbouts 1988 
Drunen LipsN.V. 47 fl (cl )-gl-al---f5 MA Eijsbouts 1954 
Drunen St. Lambertustoren 47 fl(cl )-gl-al---f5 MA Eijsbouts 1954/55 
Druten Boldershof 18 c3 ( c3 )-d3-e3---g4 A Eijsbouts 1982 
Edam Speeltoren 37 al (c2)-b l-cis2---b4 MA 4 P. v.d. Gheyn I 1561 

33 Petit&Fritsen 1970 
Ede De Harten berg 18 c3 ( c3 )-d3-e 3---g4 A Eijsbouts 1968 
Ede N .H.Kerk 47 es I ( cl )-fl -g l---es5 MA Petit&Fritsen 1949/87 
Eersel Raadhuistoren 18 c3 ( c3 )-d3-e3---g4 A Eijsbouts 1979 
Eindhoven DAF-Trucks 33 d2-f2( c2) -g2-a2---d5 A Eijsbouts 1978 
Eindhoven Ir. F. Philips 35 £2( c2)-g2-a2---f5 A Eijsbouts 1966/71 
Eindhoven Catharinakerk 61 BesO-cl ( cl )-d l ---c6 MA Eijsbouts 1966 
Eindhoven Stadhuis 48 fl -as I (c2) -bes l-c2---as5 MA Eijsbouts 1969/88 
Elburg St. Nicolaastoren 47 c2 ( c2)-d2-e2---c6 MA Eijsbouts 1976 
Emmeloord Poldertoren 48 cl ( cl )-dl ---c 5 MA Eijsbouts 1958/59 

M Enkhuizen Dromedaris 39 as l-es2 ( c2)-f2---f5 MA 3 G. vanv\Tou 1524 
21 P. Hemony 1671/74/ 

75/77 
2 Van Bergen 1951 

13 Eijsbouts 1982 
M Enkhuizen Zuidertoren 48 cl-d I ( cl )-e 1-fis l ---d5 MA I G. van Wou 1509 

19 F.&P. Hemony 1647/ 
48/49/62/68/74 

I C. Fremy 1697 
I Noorden&DeGrave1701 

11 Van Bergen 1936 
14 Eijsbouts 1955/57/59 

I Petit&Fritsenl972 
Enschede Campustoren TU Twente 49 as I-bes I (c2)-c2---bes5 MA Eijsbouts 1964 
Enschede Stadstoren 49 des I-es I ( cl )-fl ---es5 MA 22 Van Bergen 1950/ 51 

27 Eijsbouts 1980/82 
Ermelo Gemeentehuistoren 18 c3 ( c3 )-d3-e3---g4 A Eijsbouts 1978 
Etten-Leur St. Lambertustoren 38 fl-bes I ( c2)-c2-d2---c5 MA I Petit&Fritsen 1958 

37 Eijsbouts 1965 
Franeker Stadhuistoren 25 c3 ( c3)-d3-e3---d5 A Eijsbouts 1980 
Geertruidenberg St. Geertruitoren 25 al -bl (c2) -cisl ---b3 A Eijsbouts 1961 
Geesteren St. Pancratiustoren 18 c3 ( c3 )-d3-e3---c5 A Eijsbouts 1990 
Geldrop St. Brigidatoren 47 gl (c2) -al-bl---g5 MA Petit&Fritsen 1964/65/76 · 
Gernert Raadhuistoren 24 f2-bes2( c3 )-c3-d3---f4-g4- A Petit&Fritsen 1964 

a4-bes4-c5-d5 
Genemuiden St. Nicolaastoren 18 c3 ( c3 )-d3-e3---g4 A Eijsbouts 1975 
Gennep Stadhuistoren 25 g2(c3)---g4 A Petit&Fritsen 1950 
Goedereede St. Elisabethtoren 37 c2( c2)-d2-e2---d5 MA Eijsbouts 1978 
Goes Maria Magdalenatoren 47 fl ( cl )-g 1-a l---f5 MA 2 A. Petit 1766 

2 Van Bergen 1948 
43 Eijsbouts 1969 

Goes Stadhuis II d3-g3 ( c4 )-a3-b3--- A 10 A.J. v.d. Gheyn 1766 
d4-e4-fis4-g4-a4 I Van Bergen 1948 

Gorin chem St.Janstoren 47 cl ( cl )-dl -e l---c5 MA Petit&Fritsen 1965 
Gorin chem St. Martinustoren 25 e2 ( c2)-fis2-gis2---fi;4 A 19 M . deHazel687 

6 Van Bergen 1950/56 
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Gorinchem Verpleeghuis 18 c3( c3) -d3-e3---g4 A Eijsbouts 1973 
M Gouda St.Janstoren 50 BO-fis I ( cl )---fis5 MA H . Wegewaert 1605 

16 P. Hemony 1675/76 
33 Eijsbouts 1966/81 

's-Gravenhage ANWB-Kantoor 18 g2( c3)-a2-b2---d4 ·A Eijsbouts 1983 
's-Gravenhage Aegon 18 es2 ( c2)-£2-g2---bes3 A Eijsbouts 1959 
's-Gra venhage Provinciehuis 18 c3( c3)-d3-e3---g4 A Petit&Fritsen 1963 
's-Gra venhage St.Jacobstoren 51 GO-BesO-BO-c I ( c I )-d l ---c5 MA I J.&J. Moer 1541 

I Jan Moer 1547 
I C. Wegewaert 1647 
I H. van Trier 1570 
I C. Fremy 1692 

15 M . de Haze 1686/87 
31 Eijsbouts 1956 

Groenlo St. Calixtustoren 38 fis 1-b I ( c2)-cis2-dis2---cis5 MA I Gehr. Edelbrock 1837 

M Groningen St. Martinitoren 51 
37 Eijsbouts 1956/76 

FisO-AisO-BO-cis I (cl )- MA 2 H. van Trier 1577/78 
dis l ---cis5 30 F. Hemony 1662/63 

I A.J. v.d . Gheyn 1788 
18 Eijsbouts 1984 

Grootegast Raadhuis 18 c3 ( c3)-d3-e3---g4 A Eijsbouts 1981 
Grouw N.H.Kerk 18 g2( c3)-a2-b2---d4 A Eijsbouts 1988 

G Haaksbergen Raadhuis 18 g2( c3) -a2-b2---d4 A Eijsbouts 1987 
M Haarlem Bakenessertoren 26 ais l -cis2 ( c2)---cis4 MA 21 F. Hemony 1660/61/63/64 

3 P. Hemony 1670 
2 Eijsbouts 1972 

M Haarlem St. Bavotoren 47 des 1 ( cl )-es J-fl ---des5 MA 10 F. Hemony 1661/62 
37 Eijsbouts 1968 

Haastrecht O.L. Vrouwe-toren . 38 bes l-c2( c2)-d2-e2---d5 MA Eijsbouts 1965/66 
Hagestein N.H. Kerktoren 25 £2 ( c2)-g2-a2---g4 A Eijsbouts 1978 
Halsteren St. Martinustoren 47 bes I ( c2)-c2-d2---bes5 MA I Van Bergen 1967 

46 Eijsbouts 1976/77 
Harderwijk O.L.V.-toren 40 c2( c2)-d2-e2---15 MA Eijsbouts 1971 /72/82 
Harlingen Stadhuistoren 26 £2( c2)-g2---g4 A Petit&Fritsen 1966/75 
Hasselt St. Stefanustoren 42 gl (c2)-al-bl---d5 MA Petit&Fritsen 1949 

41 Eijsbouts 1973 
Hattem St. Andreastoren 38 cis2( c2)-dis2---dis5 MA 25 Taylor 1927 

13 Petit&Fritsen 1985 
Hedel Raadhuistoren 18 c3 ( c3)-d3-e3---g4 A Eijsbouts 1978 
Heemskerk Raadhuis 23 g2( c3) -a2-b2---g4 A Eijsbouts 1983 
Heerde N.H. Kerktoren 18 bes2( c3)-c3-d3---f4 A Eijsbouts 1970 
's-Heerenberg Stadhuistoren 18 c3 ( c3 )-d3-e3---g4 A Petit&Fritsen 1977 
Heerenveen Raadhuiskoepel 39 c2(c2)---d5 MA 22 Van Bergen 1962 

17 Eijsbouts 1985/86 
Heerhugowaard Reigersdaal 18 c3( c3)-d3-e3---g4 A Eijsbouts 1980 
Heerhugowaard Raadh uis tor en 35 £2 ( c2) -g2-a2---15 MA Petit&Fritsen 1965/71 
Heerlen St. Pancratiustoren 47 es I (cl )-fl-g l---es5 MA Eijsbouts 1964 
Heesch Emmauskerk 18 c3 ( c3)-d3-e3---g4 A Eijsbouts 1982 
Heiligerlee Gieterijmuseum 49 es! (cl )-fl -gl ---15 MA Van Bergen 1966 
Helenaveen Kerkplein 23 c3( c3)-d3-e3---c5 MA Eijsbouts 1970 
Hellevoetsluis N.H. Kerktoren 18 c3( c3)-d3-e3---g4 A Eijsbouts 1978 
Helmond St. Lambertustoren 47 gl ( c2)-a l-bl---g5 MA 9 A.Julien 1723/24 

38 Eijsbouts 1953/54/82/83 
Helmond St. Leonardustoren 18 c3( c3)-d3-e3---g4 A Eijsbouts 1977 
Hengelo Stadhuistoren 47 es I ( cl )-fl-g l---es5 MA Petit&Fritsen 1961 /62 
's-Hertogenbosch St.Janstoren 50 GO-BesO-c I ( c I )-d l ---c5 MA I J.Noteman 1641 

I F.&P. Hemony 1644 
I F. Hemony 1663 
3 A. van Aerschodt 1872 

38 Gillett&Johnston 1923/ 
24/25 

6 Eijsbouts 1954/55/79 
M 's-Hertogenbosch Stadhuistoren 35 d2( c2)-e2-fis2---d5 MA 13 F.&P. Hemony 1649 

22 Eijsbouts 1951/75/76 
Heusden Stadhuistoren 30 a I ( c2)-b l-cis2---e4 MA Petit&Fritsen 1956 

G Heythuysen Gemeentehuis 25 g2 ( c3)-a2-b2---a4 A Eijsbouts 1987 
Hilvarenbeek St. Petrus-Bandentoren 43 bes I ( c2)-c2---f4 MA I F.&P. Hemony 1655 

30 Van Bergen 1949 
12 Petit&Fritsen 1979 

Hilvers um Raadhuistoren 47 cl ( cl )-d 1-e l---c5 MA Eijsbouts 1958/75 
Hoensbroek St.Jozefkerk 18 g2( c3) -a2-b2---d4 A Eijsbouts 1982 
Hoogeveen Raadhuistoren 39 c2( c2)---d5 MA 27 Van Bergen 1898/ 

1940/41 
12 Eijsbouts 1981 /86 

Hoogezand Stadhuis 18 c3 ( c3)-d3-e3-f3-fis3-g3-a3- A Petit&Fritsen 1983 
bes3-b3-c4-d4-e4-f4-fis4-
g4-a4-b4-c5 
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HoogSoeren Groot Schuylenburg 37 c2( c2)-d2-e2---d5 MA Petit&Fritsen 1990 
Hoorn Stadskantoor 18 c3( c3)-d3-e3---g4 A Eijsbouts 1976/77 
Hoorn N.H. Kerktoren 42 es I ( cl )-fl-g l---bes4 A Van Bergen 1936/3 7 /38/ 

39/50 
G Houten Raadhuis 25 g2( c3)-a2-b2---a4 A Eijsbouts 1987 

Huissen O.L.Vrouwe-toren 48 di -fl ( cl )-g l-al---£5 MA I A. Hachmann 1559 
47 Petit&Fritsen 1962/66 

Hulst St. Willibrordustoren 36 al (c2) -bl ---a4 MA Petit&Fritsen 1958 
Jaure N.H. Kerktoren 37 bes I ( c2) ---bes4 MA Petit&Fritsen 1953 
Kamerik St. Hippolytustoren 35 c2( c2)-d2-e2---c5 MA Petit&Fritsen 1950/64 

M Kampen NieuweToren 35 AsO( cl )-BesO-cl-des I-es I- MA 4 G. Van Wou 1481/83 
fl- --bes3 I K. Wegewaert 1627 

29 F. Hemony 1659/62 
I Petit&Fritsen 1940 

Kampen Juwelier Reuijl 18 f3 ( c3 )-g3-a3---c4 A Petit& Fritsen 1979 
Katwijk a.d. Rijn Andriestoren 36 as l-des2 ( c2)-es2-f2---des5 MA I Van Bergen 1952 

35 Eijsbouts 1959 
Kerkrade~ 
Chevremont Zonkerktoren 18 d3 ( c3 )-e3-fis3---a 4 A Eijsbouts 1973 
Klundert Stadskantoor 25 c3 ( c3 )-d3-e3---d5 A Petit&Fritsen 1980 
Krimpen a.d. Lek \Vinkelcentrum 18 c3( c3)-d3-e3---g4 A Eijsbouts 1973 

'"t Carillon" 
Krimpen a.d. IJsse!Raadhuis 18 c3( c3)-d3-e3---g4 A Eijsbouts 1981 
Laren N.H. Dorpstoren 47 bes I ( c2)-c2-d2---bes5 MA I Petit&Fritsen 1948 

46 Eijsbouts 1966/70_ 
Leerdam DeMeent 25 c3 ( c3 )-d3-e3---d5 A Eijsbouts 1979 
Leerdam-West Toren bij de Pauluskerk 18 c3( c3)-d3-e3---g4 A Eijsbouts 1979 

G Leeuwarden F.B.T.O. 18 g2( c3) -a2-b2---d4 A Eijsbouts 1986 
Leeuwarden N.V. Intercommunale 18 c3 ( c3 )-d3-e3---g4 A Eijsbouts 1971 

Waterleidingmij. 
M Leeuwarden Stadhuiskoepel 39 as I-bes I (c2) -c2---c5 MA I J. ter Steghe 1544 

I H . FalckvanNeuren-
berg 1632 

I P. Overney 1689 
31 C. Fremy 1686 
5 Eijsbouts 1972 

Leiden Lodewijkstoren 17 d2-g2( c3)-a2-b2-c3-d3- A Eijsbouts 1961 
e3---g3-a3---d4-e4 

Leiden Stadhuistoren 49 GO-cl ( cl )-dl ---c5 MA 15 Van Bergen 1938/51 
34 Eijsbouts 1969 

Lelystad Toren bij Agora 25 £2( c2) -g2-a2---g4 A Eijsbouts 1980 
Lemmer Stadhuis 18 g2( c3)-a2-b2---d4 A Eijsbouts 1981/82 
Lienden Raadhuis 18 c3 ( c3 )-d3-e3---g4 A Eijsbouts 1971 
Lieshout Raadhuis 25 g2( c3)-a2-b2---a4 A Eijsbouts 1989 
Lisse Keukenhof 18 c3 ( c3 )-d3-e3---g4 A Petit&Fritsen 1989 
Lochem St. Gudulatoren 47 d I ( cl )-e 1-fis l---d5 MA I H . Wegewaert 1622 

46 Eijsbouts 1960/76 
Loosduinen Psych. Inrichting 18 c3( c3)-d3-e3---g4 A Eijsbouts 1979 

"Rosenburg" 
Maarssen Heilig Hartkerk 40 es 1-fl-g l-c2 ( c2)- MA 3 Petit&Fritsen 1947 

d2-e2---d5 37 Eijsbouts 1979 
Maassluis Grote Kerktoren 47 es I ( cl )-fl-g l---es5 MA 2 Van Bergen 1947 

45 Petit&Fritsen 1974 
Maastricht St. Pieter Beneden 18 a2 ( c3 )-b2-cis2---e4 A Eijsbouts 1969 
Maastricht St. Servaaskerk 59 cl ( cl )-dl-el---c6 MA 3 Petit&Fritsen 1951 

56 Eijsbouts 1975/85 
M Maastricht Stadhuistoren 43 as I ( c2) -bes l---es5 MA 16 F. Hemony 1663/64 

I F.&P. Hemony 1664 
26 Eijsbouts 1962 

Made Raadhuistoren 23 g2( c3)-a2-b2---g4 A Eijsbouts 1969 
Malden-Heu men Mevr. Mr. M. Swenker 25 a2( c3) ---a4 A 7 J.B . Barbieux 1734 

4 J. du Mery 1743/50 
4 A. v/dGheyn 1751/66/68 
3 W. Witlockx 1714/15 
2 F. Hemony 1663/64 
I anoniem 1630 
I P. Hemony 1677 
I M. de Haze n.d. 
I P. Seest 1764 
I A.L . van den Gheyn 

1823 
Meerssen St. Bartholomeustoren 32 gl (c2)-al-bl---e4 A Van Bergen 1946/ 49 
Meppel O .L.V.-toren 47 gl (c2)-al-bl---g5 MA 14 Van Bergen 1948/49/59 

33 Eijsbouts 1973 
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Middelburg Abdijtoren 49 GO-AO( cl )-BO---a4 MA I C. Noorden& 
J.A. de Grave 1715 

23 Van Bergen 1950 
25 Eijsbouts 1984 

M Middelstum St. Hippolytustoren 30 des2( c2)-es2-12---as4 MA 23 F. Hemony 1661 /62 
7 Eijsbouts 1949 

Mill Raadhuistoren 18 c3 ( c3 )-d3-e3---g4 A Eijsbouts 1971 
N Monnickendam Speeltoren 17 a 1 ( c2) -b l -cis2-d2-e2-fis2--- MA 15 Peter II van den Gheyn 

a2-b2-cis3---e3-fis3-gis3-a3 1595/96/97 
2 M. de Haze n.d. 

Montfoort Stadhuis 18 c3( c3) -d3-e3---g4 A Eijsbouts 198 1 
Moordrecht N.H. Kerktoren 18 12( c2)-g2-a2---c4 A Eijsbouts 1960 
Mijdrecht Raadhuis 18 c3( c3) -d3-e3---g4 A Eijsbouts 1978 
Naaldwijk St. Adrianustoren 38 g l-c2( c2)-d2-e2---d5 MA I Eijsbouts 1948 

37 Petit&Fritsen 1961 
Nieuwegein Gemeen teh uis 47 bes I ( c2) -c2-d2---bes5 MA Eijsbouts 1985 
Nieuwerkerk aan N.H. Kerktoren 25 g2( c3)-a2-b2---a4 A Eijsbouts 1966/67 
den Ijssel 

G Nieuwerkerk aan Raadhuis 18 g2( c3)-a2-b2---d4 A Eijsbouts 1988 
den Ijssel 
Nieuw-Ginneken Raadhuistoren 23 g2( c3)-a2-b2---g4 A Petit&Fritsen 1966 
Nieuwkoop Gemeentetoren 19 d2-g2( c3)-a2-b2---d4 A Eijsbouts 1956 
Nieuwveen Angela-stichting 18 c3( c3)-d3-e3---g4 A Eijsbouts 1981 
Noordwijk-Binnen Dr. Van De Bergh- 25 c3( c3 )-d3-e3---d5 A Eijsbouts 1977 

Stich ting 
Noordwijkerhout Gemeentehuis 18 c3 ( c3 )-d3-e3---g4 A Eijsbouts 1984 
Nootdorp Huize Craeyenburg 18 c3 ( c3 )-d3-e3---g4 A Petit&Fritsen 1989 
Nuenen N .H. Kerktoren 18 c3( c3)-d3-e3---g4 A Eijsbouts 1963 

M Nijkerk Grote Kerk 48 es I ( cl )-fl---es5 MA 3 A.&H. Petit 1775 
29 A.J. v./d. Gheyn 

1776/77 
I Taylor 1927 

15 Eijsbouts 1960/6 1/72/87 
M Nijmegen St. Stevenstoren 48 cl ( cl )-dl ---c5 MA 1 P.&H. van Trier 1566 

18 J.B. Levache 1734 
17 P.&M. v.d. Gheyn 

1736/38 
I A.J. v.d. Gheyn 1780 
I Van Bergen 1953 

10 Eijsbouts 1979 
Nijverdal Raadhuis 30 e2( c2)-fis2-gis2---b4 MA Eijsbouts 1969 
Oirschot St. Pieterstoren 49 BesO-cl-es I ( cl )-fl-_ MA 4 Petit&Fritsen 1948/49 

gl---es5 45 Eijsbouts 1977 
Oirschot Q. Eijsbouts 18 c3( c3) -d3-e3---c5 A Eijsbouts 1990 
Oisterwijk St. Petrus Bandentoren 42 fl ( cl )-g I-a l---c5 A Eijsbouts 1949 
Oldenzaal St. Plechelmustoren 48 cl ( cl )-d l---c5 MA I G. van Wou 1493 

42 Gillett&] ohnston 1930 
5 Eijsbouts 1949/65 

Ommen Stadhuistoren 28 c3 ( c3 )-d3---e5 A Van Bergen 1956 
Oosterbeek Raadhuistoren 37 c2( c2)-d2-e2---d5 MA Eijsbouts 1966/74 
Oosterhout St.Janstoren 39 esl-fl-asl-besl (c2)- MA I A. &P. Petit 1763 

c2---bes4 I Petit&Fritsen 1951 
37 Eijsbouts 1961/71 

Oss Raadhuistoren 35 c2( c2)-d2-e2---c5 A Eijsbouts 1973/74 
Ossendrecht St. Gertrudistoren 18 c3( c3)-d3-e3---g4 A Eijsbouts 1978 
Oud-Beijerland N.H.Kerk 18 12( c2)-g2-a2---c4 A Eijsbouts 1981 
Ouddorp De Nijenburgh 23 c3 ( c3 )-d3-e3---c5 A Petit&Fritsen 1971 
OudeTonge N.H.Kerk 25 c3(c3)---c5 A Eijsbouts 1973 
Oudewater St . Michielstoren 49 as I-bes! (c2)-c2---bes5 MA Eijsbouts 1950/68 
Oud-Valkenburg Joh. De Doper Kerktoren 18 bes2 ( c3)-c3-d3---f4 A Eijsbouts 1960 
Papendrecht N .H. Bethelkerktoren 26 c2 ( c2)-d2-e2-12-g2-a2--- A Petit&Fritsen 1964 

c4-d4-e4-f4-g4-a4 
Purmerend Stadhuistoren 26 c2( c2)-d2---d4 A Eijsbouts 1962 
Pu ttershoek Cultureel Centrum 18 c3( c3)-d3-e3---g4 A Eijsbouts 1984 
Pijnacker Gemeentehuis 26 bes2( c3)-c3-d3---es5 A Eijsbouts 1971 /83 
Raalte Kruisverheffingskerk 35 di (cl) -el -fisl ---d4 MA Petit&Fritsen 1948/74 
Raamsdonksveer O.L.V.-toren ' 26 g I-a 1-b l-c2(c2)-d2-e2---c4 A Eijsbouts 1957/58/61/65 
Rhenen St. Cuneratoren 47 di (cl) -el-fisl---d5 MA I Jan Tolhuis 1555 

46 Van Bergen 1958/60/61 
Ridderkerk Raadhuistoren 47 bes 1 ( c2 )-c2-d2---bes5 MA Eijsbouts 1979 
Roermond Stadhuistoren 47 c2( c2)-d2-e2---c6 MA Eijsbouts 1980 
Roosendaal St. J anstoren \ 47 a 1 ( c2)-bl -cis2---a5 MA Petit& Fritsen 1959/66 
Rosmalen Lambertustore17 18 as2( c3)-bes2-c3---es4 A Eijsbouts 1982 
Rotterdam E.C.T.I.-EuroPport 19 g2-c3 ( c3)-d3-e3---g4 A Eijsbouts 1973 
Rotterdam Erasmus-U niversi tei t 47 c2( c2)-d2-e2---c6 MA Petit&Fritsen 1968 

M Rotterdam St. Laurenstoreh 49 AO-BO( cl )-cis l---b4 MA 28 F.Hemony 1660 
21 Eijsbouts 1960 
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Tuning Location Tower No. Series MA Founder & year 
system 

Rotterdam Stadhuistoren 61 GO-AO( c l )-BO---a5 MA Petit&Fritsen 1948/75 
Rijnsaterwoude N.H. Kerktoren 18 d2( c2)-e2-fis2---a3 A Petit&Fritsen 1966/78 
Rijnsburg N.H. Kerktoren 37 c2( c2)-d2-e2---d5 MA Eijsbouts 1964 
Rijssen Schildkerktoren 25 g2( c3) -a2-b2---a4 MA Eijsbouts 1973 
Rijswijk Raadhuistoren 47 cl ( cl )-dl-e l ---c5 MA Eijsbouts 1965/66 
Sassenheim N.H. Kerktoren 23 g2( c3)-a2-b2---g4 A Eijsbouts 1984 
Schagen N.H. Kerktoren 32 g2( c3) -a2-b2---e5 A Van Bergen 1955 
Scheveningen Oudekerkstoren 37 c2( c2)-d2-e2---d5 MA Eijsbouts 1975/8 1 

M Schiedam St.Janstoren 39 fisl-b I ( c2)-cis2---cis5 MA Noorden&DeGrave 
1710 

13 A.J. v.d. Gheyn 1786 
25 Eijsbouts 1975 

M Schoonhoven Stadhuistoren 50 g I ( c2)-a l ---gis3/ as3--- MA 37 A.J. v.d. Gheyn 1767 / 
gis4/as4---g5 68/69/70/75/77 

13 Eijsbouts 1963 
Schijndel St. Servaastoren 49 el-fisl -al (c2)-bl- MA I P. v.d. Gheyn 1741 

cis2---a5 2 Petit&Fritsen 1955 
46 Eijsbouts 1979 

Sevenum R.K. Kerktoren 19 cis l-fis3( c4)-gis3---gis4 A I P. Hemony 1653 
18 Eijsbouts 1980 

Sint Anthonis Raadhuis 18 c3( c3)-d3-e3---g4 A Eijsbouts 1977 
Sint Maartensdijk St.Maartenstoren 17 al (c2) -bl -cis2-d2-e2-

fis2-g2- A 12 P.v.d.Ghein 1615/ 16 
gis2-a2-b2-cis3-d3-e3-fis3- I 0. Bakker 1760 
g3-gis3-a3 3 Eijsbouts 1954 

I Petit&Fritsen 1981 
Sint Maartensdijk St. Maartenstoren 40 c2 ( c2)-d2-e2---f5 MA Petit&Fritsen 1979 
Sint Michielsgestel Ir. C. Eijsbouts 18 c3( c3)-d3-e3---g4 A Eijsbouts 1983 
Sint Oedenrode Gemeentehuistoren 18 c3( c3)-d3-e3---g4 A Eijsbouts 1980 
Sittard Bernadettetoren 18 f2 ( c2)-g2-a2---c4 A Eijsbouts 1982 
Sittard R.K. St. Petrus Banden 50 c: 1-d 1-fl-g I ( c2)-a 1-b l---g5 A 6 Van Bergen 1949 

44 Eijsbouts 1988 
Sliedrecht Raadh uis toren 18 c3 ( c3 )-d3-e3---g4 A Eijsbouts 1972 
Sluis Stadhuistoren 38 £1 -besl (c2)-c2-d2---c5 MA Eijsbouts 1960 
Sneek St. Martinitoren 47 es! (c l) -f1 -gl---es5 MA 13 Van Bergen 1948 

34 Petit&Fritsen 1969 
Soest Gemeentehuis 18 c3 ( c3 )-d3-e3---g3-a3---c4- A Petit&Fritsen 1990 

d4-e4---g4-a4-b4-c5 
Someren Gemeentehuis 18 g2( c3) -a2-b2---d4 A Eijsbouts 1981 
Someren N.H.Kerk 18 es3 ( c3)-f3-g3---bes4 A Eijsbouts 1976 
Sommelsdijk De Samaritaan 18 c3( c3)-d3-e3---g4 A Eijsbouts 1976 
Son St. Petrus-Bandentoren 48 fis I-al ( c2)-bl -cis2---a5 M Petit&Fritsen 1975 
Spakenburg Beiaardtoren 42 c2( c2)-d2-e2---g5 MA Eijsbouts 1983 
Spijkenisse Dorpstoren 47 c2( c2)-d2-e2---c6 MA Eijsbouts 1930/ 1988 
Sprundel Johannes de 18 g2( c3)-a2-b2---d4 A Eijsbouts 1949 

Doperkerktoren 
Stadskanaal Raadhuisplein 23 g2( c3)-a2-b2---g4 A Van Bergen 1976/77 
Terneuzen Raadhuisplein 25 g2( c3)-a2-b2---a4 A Eijsbouts 1981/84 
Tholen Stadhuistoren 37 bes I ( c2) -c2-d2---c5 MA anoniem 1458 

9 M. Burgerhuys 
1624/26/27 

20 Eijsbouts 195 7 /59 
7 Petit&Fritsen 1987 

Thorn Gemeentehuis toren 18 g2(c3) -a2-b2---d4 A Eijsbouts 1986 
Tie! St. Maartenstoren 47 cl ( cl )-d l-el---c5 MA Eijsbouts 1964 
Tilburg Heikese Kerktoren 50 el-gl-al (c2)-bl---a5 MA 2 Petit&Fritsen 1950 

48 Eijsbouts 1966/79 
Uden Gemeenschapshuis 23 g2( c3)-a2-b2---g3-a3---

g4-a4 A Petit&Fritsen 1966 
M Utrecht Domtoren 50 FisO-AO-BO( cl )-cis l ---b4 MA 33 F.&P. Hemony 1663/64 

17 Eijsbouts 1972/74 
Utrecht Electrorail 25 £2( c2)-g2-a2---g4 A Eijsbouts 1973/75 
Utrecht St. Gerardus Majellatoren 35 gl (c2) -al-bl---g4 MA Petit&Fritsen 1954 

M Utrecht Nicolaitoren 43 el-a I (c2)-bl-cis2---e5 MA 23 F.& P. Hemony 
1649/50/5 1 

13 Petit&Fritsenl957 
7 Eijsbouts 1986/88 

Valkenswaard St. Nicolaastoren 45 el-g l-al (c2)-bl ---e5 MA Eijsbouts 1959 
Veendam N.H. Kerktoren 41 c2( c2) -d2---f5 MA 36 Van Bergen 1958 

5 Eijsbouts 1983 
Veenendaal Raadhuisplein 23 £2( c2)-g2-a2---f4 A Eijsbouts 1967 
Veere Stadhuistoren 47 gl (c2)-al-bl---g5 MA 17 P. v. d. Gheyn 1734/35 

9 A.J. v.d. Gheyn 1789/90 
3 Petit&Fritsen 1948/59 

18 Eijsbouts 1972 
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Veghel Raadhuistoren 18 c3 ( c3 )-d3-e3---g4 A Eijsbouts 1974 
Velsen Stadhuistoren 47 c l ( c l )-dl -e l---c5 MA Eijsbouts 1964/65 
Venlo St. Martinustoren 48 c l-es ! (cl )-fl-gl ---es5 MA Petit&Fritsen 1952/58/59 
Venray Vredeskerk 18 c3 ( c3 )-d3-e3---g4 A Petit&Fritsen 1970 
Vianen O.L.V.-toren 42 bes I ( c2)-c2-d2---f5 MA Eijsbouts 1965/67 
Vlaardingen St. Willbrordstoren 47 fl (c l )-gl-al---5 MA Eijsbouts 1949/50/68 
Vlissingen St.Jakobstoren 47 di (c l )-e l-fisl ---d5 MA Petit&Fritsen 1951 
Vlissingen Stadhuistoren 47 g l (c2) -al -bl---g5 MA Eijsbouts 1964 
Voorburg N. H . Kerk 38 fis 1-a I ( c2)-bl-cis2---b4 MA 3 Van Bergen 1948 

35 Eijsbouts 1967 /84 
Voorschoten N.H. Kerk 38 des I ( cl )-des2 ( c2) -es2- MA I Van Bergen 1948 

f2-- -es5 37 Eijsbouts 1965 
Vught St. Lambertustoren 47 es I ( cl )-fl-g l---es5 MA Petit&Fritsen 1956/87 
Waalre St. Willibrordustoren 35 g I ( c2)-a 1-b l---g4 MA Petit&Fritsen 1950 

G Waalwijk Raadhuis 23 c3 ( c3 )-d3-e3---c5 A Eijsbouts 1986 
Waddinxveen JuwelierVermey 18 £3 ( c3 )-g3-a3---c4 A Petit&Fritsen 1968/69 
Wageningen Gemeentetoren 50 di ( cl )-e l-fl-fis 1---e5 MA I J. Tolhuis 1542 

2 J. van Bergen 1953 
47 Eijsbouts 1962/63/90 

Warnsveld vVinkelcentrum a.d. 18 c3( c3)-d3-e3---g4 A Eijsbouts 1982 
Dreiumme 

Wassenaar Oude Raadhuis 18 c3 ( c3 )-d3-e3---g4 A Eijsbouts 1980 
vVateringen N.H. Kerktoren 38 as l-des2 (c2) -es2-f2---es5 MA I J. Swijs 1668 

37 Eijsbouts 1978 
Weert St. Martinustoren 35 gl (c2)-al-bl---g4 A Petit&Fritsen 1960 

M Weesp St. Laurenstoren 38 bl ( c2)-cis2---cis4 MA I J. Moor 1562 
13 P. Hemony 167 1 

I Noorden&De Grave 1711 
23 Eijsbouts 1962/72 

Wessem Gemeentehuis 18 d3 ( c3) -e3-fis3---a4 A Eijsbouts 1985 
Westervoort Raadhuis 18 c3( c3) -d3-e3---g4 A Eijsbouts 1982 
Westmaas N.H. Kerktoren 20 c2-es2-f2 ( c2)-g2- A I C. Crans 1744 

a2---c4 19 Eijsbouts 1967/68 
Wieringerwerf Gemeentehuis plein 25 g2( c3) -a2-b2---a4 A Eijsbouts 1990 
Winschoten St. Vitustoren 36 dl-g l (c2) -al -bl ---g4 MA I J. Borchhard I 773 

35 Van Bergen 1946 
vVinsum vm. Belastingkantoor 18 c3( c3)-d3-e3---c5 A Eijsbouts 1988 
Woerden St. Petrustoren 47 fis I ( cl )-gis 1-ais l---fis5 MA I P. Hemony 1675 

46 Eijsbouts 1964/74 
Workum St. Gertrudistoren 23 g2( c3) -a2-b2---g4 A Eijsbouts 1980/83 
Woudenberg Stadhuis 18 £3( c3) -g3-a3---c5 A Eijsbouts 1985 
Wouw Raadhuistoren 18 c3 ( c3 )-d3-e3---g4 A Eijsbouts 1979 
Wijk bij Duurstede Raadhuis 23 c3( c3) -d3-e3---c5 A Petit&Fritsen 1985 
Ysselsteyn (L) Duits Oorlogskerkhof 25 c3(c3) ---c5 A Eijsbouts 1960 
IJsselstein (U) St. Nicolaastoren 38 c2(c2) -d2---d5 MA Eijsbouts 1955/56/83 

M Zaltbommel Gasthuistoren 35 des2 ( c2) -es2-f2---des5 MA 16 F.&P. Hemony 1654 
2 J.A . de Grave 1721 

17 Eijsboutsl957/77 
Zandvoort Raadhuis 18 c3( c3)-d3-e3---g4 A Eijsbouts 1980 
Zeeland Gemeentehuis 20 g2( c3) -a2-b2---d4 A Eijsbouts 1984/87 
Zeewolde Kerkelijk Centrum 47 g I ( c2) -a 1-b l---g5 MA Eijsbouts 1985 
Zeist Raadhuistoren 35 c2( c2) -d2-e2---c5 MA Eijsbouts 1955 
Zevenaar Stadhuis 25 es2 ( c2) -f2-g2---f4 A Eijsbouts 1959 
Zevenbergen St. Catharinatoren 18 g2( c3) -a2-b2---d4 A Eijsbouts 1961 
Zierikzee Stadhuistoren 36 c2( c2) -d2---c5 MA 15 Taylor 1927 

21 Eijsbouts 1961/62 
N Zierikzee Zuidhavenpoort 12 a I ( c2) -bl-cis2-d2-e2-fis2--- A Peter I v.d. Ghein 1550/ 

a2-b2-cis3-d3 53/54 
Zoetermeer St. Nicolaastoren 47 bes I ( c2) -c2-d2---bes5 MA Eijsbouts 1977 
Zundert Raadhuistoren 26 a2-d3 ( c3)-e3-fis3---e5 A Eijsbouts 1966 
Zutphen Verpleeghuis 18 c3 ( c3 )-d3-e3---g4 A Eijsbouts 1987 

Leeuwerikweide 
Zutphen Wijnhuistoren 47 e I ( c l )-fis 1-gis l---e5 MA I F.&P. Hemony 1644 

15 Van Bergen 1950 
31 Eijsbouts 1980/82 

Zwolle O .L. Vrouwe-toren 47 cl ( cl )-d 1-e l ---c5 MA I G. van Wou 1484 
I Noorden&De Grave 1714 

40 Taylor 1929/30 
5 Petit&Fritsen 1978 

Zwijndrecht Koningskerktoren 37 c2( c2) -d2-e2---d5 MA Petit&Fritsen 1962 
Zwijndrecht Winkelcentrum Walburg 37 c2( c2)-d2-e2---d5 A Eijsbouts 1973/74 
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responsible historic procedures. He was chairman 
of the NCS Historic Commission from 1961 (the 
year of its establishment) to 1971. As guest lecturer, 
he has held campanology courses at the Nether
lands Carillon School in Amersfoort and the Royal 
Carillon School 'JefDenijn' in Mechelen. 
Together with others, he established the National 
Carillon Museum in Asten in 1969. Since then, he 
has been associated as curator-director with this 
museum. In addition, he was one of the founders of 
the 'Athanasius Kircher Foundation' for 'research 
into automatically-playing music instruments and 
campanology'. 

He was made a Knight of the Order of Orange
Nassau in the same year for his merits in carillon 
expertise. In 1986, he was awarded the honorary 
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medal of the Ve~eniging voor Nederlandse Muziek
geschiedenis (Federation for Dutch Music History) 
for his historic publications. In 1986, the University 
of Utrecht bestowed an honorary doctorate from 
the faculty of arts on him for his scientific research 
and publications in the area of campanology and 
the history of carillon building. He was the first per
son to receive the 'Brabantse museumpenning' 
instituted by the Brabant Museum Society. The 
Netherlands Carillon Society nominated as an hon
orary member in 1989. On the occasion of his for
tieth jubilee with the firm of Eijsbouts, a bibliogra
phy was presented to him which lists 149 publica
tions. At the same time, the 'Dr. Andre Lehr prize' 
was established which is awarded by the 'Frarn;:ois 
en Pieter Hemony-Stichting' and in which Lehr has 
the function of secretary. 

Drs.J.J.J.M. Uacques) Maassen 

Jacques Maassen studied musicology at the Uni
versity of Utrecht and carillon at The Netherlands 
Carillon School in Amersfoort. In Amersfoort, he 
obtained the Diploma in 1970 and the 'Prix d'Ex
cellence' two years later. He completed his univer
sity studies in 1973. 
His _first appointment as carillonneur was as a 
replacement in Asten. He was appointed town 
carillonneur of Breda in 1975, being the third 
member of his family to hold this position. He won 
first prize in four international carillon competi
tions. Several of his compositions for carillon were 
also awarded prizes. 
In the 1980s', during which he was a teacher at the 
Royal Conservatory in The Hague, he fulfilled vari 
ous functions in music education organizations. 
In 1972, he was appointed to the administration of 
the N.C. School and he was its chairman from 1979. 
to 1984. He was editor ofKlok en Klepel from 1972 
to 1985. 
Jacques Maassen is vice-chairman of the World 
Carillon Federation and has been director of The 
Netherlands Carillon School in Amersfoort since 
1984. 
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A. (Arie) Abbenes 

Arie Abbenes studied carillon at the Hilversum Con
servatory with Peter Bakker and at the Mechelen 
Carillon School with Piet van de Broek. In 1968, he 
obtained this school's Diploma with 'Great Distinc
tion'. Arie Abbenes held the following positions as 
carillonneur and professor: Tilburg town carillon
neur, Associate professor of Music at Indiana Uni
versity in Bloomington, Indiana (USA), carillon
neur of Son and Breugel, teacher at the Conservat
ory of Brabant. He is currently town carillonneur of 
Utrecht, Eindhoven and Asten. He teaches carillon 
and campanology at The Netherlands Carillon 
School. In addition to these professional activities, 
Arie Abbenes has always been active in The Nether
lands Carillon Society (Advisory Committee), The 
National Carillon Museum and the Athenasius 
Kircher Foundation. He made concert tours to the 
most important countries for carillons and has made 
many radio and grammophone recordings. 

Ing. LJ.M. (Bert) Augustus 

Bert Augustus worked at the Philips Physics 
Laboratory from 1976 to 1982. 
In 1988, he obtained the certificate for music teacher 
in organ from drs. M Pirenne. He was organist of the 
Brigida church in Geldrop from 1971 to 1989, and of 
the Willibrordus church in Berkel (North Brabant) 
from 1985 to 1989. 
He finished his studies at the Netherlands Carillon 
school in 1990 by obtaining the Practical Diploma. 
He plays the Servatiustoren carillon in Schijndel 
together with fellow-students. Since 1988, he has 
been carillonneur of the Willibrordustoren in 
W aalre and ass is tan t-carillonneur of the 
Catharinatoren in Eindhoven (Philips carillon). 
He was a member of the NCS fdvisory and 
Approval Committee from 1987 'to 1989 and 
member of the Catholic Bell and Org'an Committee 
(section for bells) from 1987 to 1989. 
He relinquished both functions after his appoint
ment as campanologist with the Royal Eijsbouts 
bell-foundry in Asten in 1989. 

H. (Henk) Enkelaar 

Henk Enkelaar (b. 1927) presently lives in Amers
foort and has been active as a journalist since 1944. 
He worked in this capacity at various regional and 
national newspapers and weeklys. 
He was parliamentary editor of the NOS radio 
(Netherlands Broadcasting Corporation) from 1969 
to 1988. He was responsible, among other things, for 
the section 'Den Haag Vandaag' in the daily radio 
programme 'Met het oog op morgen'. 
He was a member of The Netherlands Carillon 
School Board of Directors from its inception in 1953. 
He is presently chairman of the 'Stich ting Beiaard 
Centrum Nederland (Netherlands Carillon Centre 
Foundation). 

Dr. L.J. (Laura) Meilink-Hoedemaker 

Laura Meili-nk-Hoedemaker is a cardiologist by pro
fession and works as a free-lance carillonneur. Play
ing has always been an important occupation for her 
which flourished from hobby to profession. 
She finished her study at the Netherlands Carillon 
School in 1979 by obtaining the Diploma with teach
ing certificate. She was a replacement for the Rotter
dam, Leiden and Delft town carillonneurs from 1977 
to 1987. In Delft, she played the carillon during the 
weekly late-night shopping evening. She obtained 
prizes in carillon competitions for amateurs, stud en ts 
and professionals. Her interest in musicology led to a 
doctoral degree at the University ofU trecht in 1985. 
Her involvement in carillon culture is also evident 
from the number offunctions that she has fulfilled in 
recent years. She was on the editorial staff ofKlok en 
Klepel from 1975 to 1986. She was a committee 
member of the National Carillon Museum in Asten 
from 1987 to 1989. She is currently a member of the 
Keyboard Committee of the World Carillon Federa
tion, the administration of the Vereniging voor 
Nederlandse Muziekgeschiedenis (Federation for 
Dutch Music History) and of the Rotterdam Caril
lon Commission. She gave a yearly course or cam
panology excursion for the Cantor of the Erasmus 
University of Rotterdam in the 1980s. 
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In 1988, Laura Meilink took leave of her concert 
activities. Since then, she still gives lectures and 
leads excursions. In addition, she regularly pub
lishes articles concerning the carillon, in particular, 
about carillons in the first half of the twentieth cen
tury. 

Drs. W. G.A.H. (Wim) Truyen 

Wim Truyen studied school music and music theory 
at the Tilburg Conservatory. He received his first 
carillon lessons there which he continued at The 
Netherlands Carillon School in Amersfoort. 
He completed his art history studies and archeology 
at the Catholic University in Tilburg with subsidi
ary study in musicology by graduating in 1987 with a 
doctoral thesis on 'Medieval swinging-bells in The 
Netherlands '. 
He obtained the 'Martin J. Liirsen-prize' for music 
theory in 1988 with a study on the late-medieval 
motet. 
He is currently working as a scientific assistant at the 
National Carillon Museum in Asten and as a music 
teacher, choral conductor and organist. 

Mr. R. (Romke) de Waard 

From the age often, Romke de Waard was regularly 
in attendance at the weekly carillon concerts given 
by the Groningen town carillonneur Jacob Everts on 
the Hemony carillon of the Martinitoren. He 
arranged music for the mechanical drum of this 

' carillon from the age of fourteen. In addition to the 
Groningen carillon, he occasionally played the 
instruments ofWinschoten, Appingedam, Heiliger
lee (Van Bergen bell-foundry) and Hoogeveen. 
Since 1950, he has regularly given concerts on the 
transportable carillon, especially to focus attention 
on restorations and extensions of old carillons or the 
realization of new carillons. He was committee 
member of the NCS in 1952 and was its chairman 
from 1955 to 1966. 
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Romke de Waard is not a musician by profession but 
actually a lawyer. After graduating from Groningen 
University in 1945, he held many functions in the 
judicature. He ended his successful career as coun
cilor in the High Court of The Netherlands from 
1978 to 1989, the year of his retirement. 
Romke de Waard was one of the founders of the 
association 'Friends of the barrel organ ' (1954) , the· 
National Museum 'From Musical Clock to Barrel 
Organ' which originated from the latter association 
in Utrecht in 1956, the Leon Warnies foundation for 
the preservation of barrel organ folklore in The 
Netherlands (1964) , the National Carillon Museum 
in Asten ( 1969) and the Athanasius Kircher Found
ation for research into automatically-playing music 
instruments and campanology ( 1982). Furthermore, 
he wrote compositions for church choir, carillon, 
barrel organ and other mediums. 
Recognition for all of these activities is evident, 
among others, in the 'Zilveren Anjer' prize which he 
was awarded in 1966, his nomination as honorary 
member of the NCS in 1978 and his appointment as 
Knight of the Order of the Dutch Lion in 1987. 

Ir. B. (Bob) van Wery 

Bob van Wely studied architecture at the Technical 
University in Eindhoven. 
He began carillon lessons with Arie Abbenes at the 
Music School in Son in 1976. From 1984, he studied 
at The Netherlands Carillon School with Bernard 
Winsemius. In 1989, he obtained the Performing 
Artist's Diploma in carillon. Among other things , he 
won four first prizes in competitions at home and 
abroad. 
His architectural background serves him well in his . 
activities in the NCS Advisory and Approval Com- . 
mittee. 
Bob van Wely is City Carillonneur of Almere and 
Velsen. 
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Illustrations 

Arch. National Carillon Museum: 1.2, 1.4, 3.9, 3. 14, 3. 15, 3. 16, 3. 17, 3. 18, 3. 19, 4.2, 4.3, 4.6, 4. 7, 7. l , 9.1, 9.2, 9.3, 9.4, 9.5, 10.4 

Arch. Netherlands Carillon School: 1.6, 1. 10, 2.8, 3.12, 5. 1, 5.2, 5.3, 5.6, 5. 7, 5.8, 5.9, 5. 10, 5. 11 , 5. 13, 5. j 4, 6.3, 6.4 

Arch. Netherlands Carillon Society: 2. 1, 2.2, 2.4, 2. 7, 3.1 , 3.4, 3.6, 3. 11 

coll. L. W .Boogert: I. I , 1.3, 1.7, 1.8, 1.11, 1.14, 2.9, 3.2, 3. 7, 3.8 

P. rnn der Elst: 2.5 

Eijsbouts: 2.3, 3.10, 4.1, 6.5, 10.1 , I 0.2, 10.3, I 0.5, 11.5, 11.6 

E.W.,·an H em·en: 7.2, 7.3, 7.4, 7.5 

A.Lehr, Leerboek rnor Campanologie, As ten 1976: 

coll. A.Lehr: 1.9, 4.4, 4.5, 6.1, 6.2, 7.6, 7.8, 7.9, 7.10, 7. 11 , 7.12, 11.7 

coll.J.Maassen: 3. 13, 5.4, 5.5, 5. 12 

Willem M eyboom: 3.3, 3.5 

Petit & Fritsen: 11.2, 11.3, 11 .4 

Rijksinstituut rnor Oorlogsdocumentatie: 1.12 

SchoutenJ.F./ ' t Hart j .: 7. 7 

Stedelijk Museum 'H et Prinsenhof D elft: 2.6 

Uitge,·erij Steengracht Zierikzee: 1.13 

Uni,·ersiteitsbibliotheek Amsterdam: 1.5 

Chapter VII I : Netherlands Carillon Society and Bob ,·an Wely 
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