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ne of the real pleasures in writing a book is to be 
able to thank those individuals who have assisted in 
its creation. Although we knew it would be a monu
mental task to trace the evolution of the carillon in 
North America, we were unprepared with just how 

much time and effort it would take. We never would have attempt
ed such a task if it were not for the tremendous support of William 
De Turk, Richard Watson and Albert Gerken, who spent many hours 
critiquing the manuscript and adding worthwhile commentary. Bill 
contributed an enormous amount of data gleaned from the impres
sive collections of the Anton Brees Carillon Library and the GCNA 
Archives. The book would have been poorer indeed without the 
inclusion of many rare photos from these archives, which have been 
supplemented by the personal collections of De Turk and Milford 
Myhre. Richard Watson provided reams of well-researched informa
tion on the development of the carillon in North America and also 
allowed us to use numerous photos from his private collection. Rick 
spent hours proofreading both the text and the Appendixes, and we 
are ever so grateful for his efforts. Likewise, we owe a huge debt of 
thanks to Albert Gerken, who used his red pen most effectively to 
help improve the overall flow of the narrative when we could not 
distance ourselves from the project with enough objectivity. Jeff 
Davis graciously allowed us access to the files of the Berkeley 
Carillon Institute, and lent his keen reviewer's eye to Chapter V. 
Ronald Barnes provided a most useful perspective on the develop
ment of a distinctly North American art. In addition to their contri
butions in critiquing the manuscript, these friends provided continu
al encouragement as we became increasingly overwhelmed by the 
enormity of the project. Bud Slater, Gordon Slater, Herb Colvin and 
Janet Dundore unselfishly gave of their time to help secure photos 
and supplemental information. 

The book would not have been possible without the support of 
John Linxwiler, Director of Parks for the Springfield Park District. 
From the beginning, he provided enthusiastic support, both for the 
idea of the project and for its execution. Additional assistance was 
provided by Southern Illinois University School of Medicine, the 
Verdin Company and Meeks , Watson & Company. Scott Richardson, 
of Richardson Designworks, has earned our undying respect for the 
superb design skills he brought to this project. He spent the last 
year learning more than he ever wanted to know about carillons, 
first in the layout and seemingly endless revisions to the Appen
dixes, and then in yeoman efforts to keep up with us as we refined 
the five chapters of the book. Scott has proved himself a thorough 
professional and a good friend. We will be forever grateful for his 
determination and good humor, especially in the last month of pro
duction when hell was breaking loose with all kinds of wild abandon. 

Lynette Ellis, Jim Hawker and Paul Fry of SIU's Biomedical 
Communications Unit also deserve thanks for their assistance in 
duplicating and sizing the hundreds of photos used in the book. 
Vicki Prillmayer of Phillips Brothers kept a level head and profes
sional eye over all aspects of the final publication, and worked 
wonders to get the delayed schedule back on track. Special thanks 
are due to our nephew, Randy Alley, who devoted time and effort 
in remedying computer problems when our system crashed at a 
most inopportune time. Kristina, Jonathan and Lisa, staff of Virginia's 
U.S. Post Office, went above and beyond the call of duty on numer
ous occasions to deliver rare photos and priority documents safely 
into our hands. Without the assistance of these special individuals, 
this book never would have been completed. 

KAREL KELDERMANS 

LINDA KELDERMANS 



:JireworJ 
n the English-speaking world, there have been only a few 
books published on the subject of the carillon. The first and 
most popular were written by William Gorham Rice, an 
American civil service commissioner living in Albany, New 
York. In 1914, Rice introduced the instrument to the North 

American public in his first book, Carillons of Belgium and Holland: 
Tower Music in the Low Countries. This volume contained 232 pages 
and some photographs. As he gathered more information, Rice wrote 
more books and articles. His research culminated in Carillon Music 
and Singing Towers of the Old World and the New, the latest edition 
of which was published in 1930. With 474 pages and many pho
tographs, it was a profound assemblage of information. 

In 1933, Oxford University Press published The Carillon by Canadian 
carillonneur Percival Price. In addition to presenting historical back
ground on the instrument, Price described the North American carillons 
installed from 1922 to 1933 and included such related topics as casting 
and tuning procedures, carillon architecture, performance techniques, 
and composing and arranging for the instrument. For 50 years, this 
267-page book was a standard treatise for carillonneurs and carillon 
scholars. 

Three other books in which authors concentrated on specialized sub
ject areas are also worthy of mention: Arthur Bigelow's The Acous
tically Balanced Carillon: Graphics and the Design of Carillons and 

· Carillon Bells 0961); Percival Price's Bells and Man 0983); and a col
laborative effort by Andre Lehr, Wim Truyen and Gilbert Huybens 
entitled The Art of the Carillon in the Low Countries 0991). In addi
tion to these books, there have been numerous articles published 
about various aspects of the carillon art. 

There has not been a comprehensive book on the carillon in North 
America, however, since the appearance of Price's book, The Caril
lon, in 1933. Hence, Karel and Linda Keldermans' book, Carillon: 
The Evolution of a Concert Instrument in North America, is long 
overdue. Beginning with an important historical perspective on the 
carillon in the Low Countries, the authors then place the nascent 
North American art in context. The Keldermans have lived on both 
sides of the Atlantic, and Karel has studied carillon both here and 
abroad. They present both factual information and personal obser
vations on many subjects. Some st~tements may be provocative. It 
has been 74 years since the establishment of the Mechelen Carillon 
School, and the same length of time since the birth of the modern 
carillon movement in North America. To their credit, the authors 
have attempted to reflect the evolution of the carillon in the New 
World in a more objective manner than the romanticized books of 
William Gorham Rice. 

For the first time, there is now a book which provides technical 
data, pertinent history and a large number of photographs chroni
cling the development of the North American carillon into a viable 
concert instrument. The Keldermans have included a wealth of 
information on the significant individuals who were responsible for 
the installation of important carillons, background material on the 
carillonneurs who played these new instruments, and an examina
tion of the idiomatic music which gradually has evolved for them. 
Not only are the major personalities presented, but also those less 
well known and all but forgotten. Careful attention has been given 
to presenting a thoroughly-documented chronology of people, 
places and special events which influenced the North American car
illon art. The extensive footnotes of explanation and reference are 
an especially valuable resource for carillon scholars. 

It was not an easy task to gather the comprehensive data necessary 
for this book. What has appeared in print in various publications 
often is contradictory. Institutions frequently have incomplete or 
inaccurate information about their carillons and carillonneurs. Some 
institutions and individuals failed to respond to the survey designed 
to elicit specific data on North American instruments. Thus, it became 
the unenviable job of the authors to piece together the story of each 
North American carillon. Many facts were cross-referenced at least 
three times for accuracy. Hopefully, this valuable compendium of 
information will stimulate others to fill in the blanks where small 
pockets of data could not be obtained. 

It has been an interesting challenge for me to provide Karel and 
Linda with as much information as possible from the Anton Brees 
Carillon Library and the Archives of The Guild of Carillonneurs in 
North America. In doing so, the strengths and weaknesses of both 
collections became apparent. The North American carillon art is still 
young by European standards. Hence, it is appropriate to make a 
special effort to collect and preserve as much data as possible. 
Carillon: The Evolution of a Concert Instrument in North America is a 
bold and impressive step to that end. It is a wonderful introduction to 
the carillon art in the New World-for the novice as well as for the 
scholar. 

WILLIAM DE TURK 

William De Turk is Assistant Carillonneur and Librarian of the 
Anton Brees Carillon Library at Bok Tower Gardens. He also is 
Archivist of The Guild of Carillonneurs in North America. 



5ntro/uclion 
n the nineteenth century, musical instrnments began 
to be classified for the first time into broad categories 
dependent upon the way they produce sound. 1 Bells 
belong to the group of percussive instrnments called 
idiophones. Sound is produced when these instrnments 

are strnck. The carillon is classified as a mechanical idiophone 
because bells are strnck by clappers connected to a keyboard. 
For this reason, a carillon bas more in common with a percus
sive instrnment such as a drnm, which vibrates, than it does 
with an organ, which uses air passing through pipes to pro
duce sound. A common misconception is that a carillon and 
organ are very similar because they both have pedalboards 
used in conjunction with a keyboard. Although both carillon 
and organ are classified as keyboard instrnment~as are the 
piano, harpsichord and spinet-the organ differs in that it is 
not actually a touch sensitive instrnment. 

The individual credited with the most appropriate definition 
of a carillon was William Gorham Rice, who described the 
instrnment as: " .. . a set of bells, (a) tuned to the intervals of the 
chromatic scale (i.e.), proceeding entirely by halftones; (b) the 
compass being three octaves or more; (c) the lowest bell being 
often many tons in weight, with each succeeding bell smaller 
so that in the highest octaves the weight of each bell is but a 
few pounds; and (d) all the bells bung 'dead' or fixed (i.e.), so 
as not to swing. ''2 As part of his explanation, Rice noted that a 
carillon proceeds in tuning the same way as a piano-chro
matically by half-steps. Conversely, a chime, an instrnment 
which bad some association with early North American caril
lons, was tuned diatonically-that is, predominantly by whole 
steps. 

!FROM lFOlK 
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The evolutionary progress of many musical instruments is 
strikingly similar, revealing some of the same characteristics of 
development. After an initial period during which they were 
used for producing simple melodies and folk music, these 

instruments commonly evolved beyond their humble origins 
as performers and composers gradually broadened the scope 
of what was musically possible. Playing more technically diffi
cult compositions often required design modifications by 
skilled instrument builders. The cycle continued as composers 
and performers increased the demands placed on the instru
ment by writing and playing ever more complex music. An 
instrument's evolution generally is concluded when a degree 
of sophistication is achieved which satisfies builders, com
posers and performers alike. 

This pattern of growth has mainf ested itself with a wide variety 
of instruments. For example, both the violin and piano en
dured a long and sometimes tortuous history before their mod
ern forms were finalized. Before 1510, the violin had been 
used as a fiddle-a folk instrument suitable for dances or tav
ern music. It generally is acknowledged that the violin compo
sitions of Claudio Monteverdi (1567-1643) elevated the violin to 
the status of an acceptable concert instrument.3 For example, 
Monteverdi's Combattimento, written in 1624, brilliantly exploit
ed the natural resonance of the instrument and introduced the 
use of pizzicato, the technique of plucking the strings with a 
finger. By the eighteenth century, enough composers had fol
lowed Monteverdi's lead in writing for the violin that it became 
the premier stringed instrument in the orchestra.' 

In succeeding years, the physical appearance of the violin 
was modified from a broad, box-shaped instrument with a 
varying number of strings to the more familiar form with 
which it is associated today. The final shape of the violin did 
not become standardized until the end of the sixteenth centu
ry, and numerous refinements were made throughout the 
nineteenth century. 

The pianoforte has a history similar to that of the violin. By 
the eighteenth century, composers and performers felt con
strained by the harpsichord's lack of dynamic shading. Con
sequently, a number of craftsmen began to experiment with 
expanding the parameters of what was possible with the 
instrument. By 1709, harpsichord builder Bartolomeo Cristo
fori (1655-1731) had designed an instrument which used ham
mers to strike wires, as opposed to the plucked strings of a 
harpsichord. 5 Cristofori's pianoforte made it possible for a 



performer to play with a great range of dynamics. From its 
introduction in 1709 until 1800, the pianoforte was modified 
almost constantly as builders experimented with design and 
engineering changes, from different types of mechanical 
action to the size of the instrument itself. 

More than any other composer, Wolfgang Amadeus Mozart 
Cl 756-1791) demonstrated the true potential of the pianoforte 
as an amazingly versatile musical instrument. His many key
board works resonate with wonderful melodic lines which 
sound especially good on the piano, where a wide range of 
dynamic shading is possible. As with the violin , the piano 
evolved largely because instrument builders responded to 
increased demands made by composers and performers. 

The carillon has followed some of the same stages of develop
ment as the violin and piano. It, too, began from humble ori
gins. The precursors of the carillon were groupings of bells, 
usually hung in towers, which were used to sound the time or 
warn of an impending crisis. Over several centuries, as more 
bells were added, the appellation quatrillon gradually came to 
be applied to the instrument.6 From this French term, which 
denoted bells hanging on all four sides of a tower, evolved the 
word carillon. Although it still is common in France to describe 
a carillon as any number of bells in a tower, the term in North 
America has come to have a more restricted connotation as a 
musical instrument composed of a minimum of 23 tuned bells, 
playable from a mechanical action keyboard. The person who 
plays this instrument generally is called a carillonneur. 

This book is intended to present an historical perspective on 
the evolution of the carillon as a concert instrument in North 
America . While some pertinent background has been includ
ed to familiarize readers with the history of the bell insofar as 
it influenced the evolution of the carillon, we have not pro
vided general information on bells, peals, chimes or automatic 
clocks. Readers looking for a discussion of those topics should 
examine any number of books published in recent years.7 

I 

We have separated the five chapters of the book into divisions 
based along chronological lines. While these divisions ulti
mately proved the optimal way to present a comprehensive 
picture of what was happening on a number of fronts within a 
given time frame , they have the disadvantage of invariably 

ix 

producing some repetition (mostly because people do not live 
and die within conveniently-organized categories). Hence, we 
ask our readers' indulgence for the occasional reiteration. 

It is generally agreed that the carillon as we know it today 
had its origins in sixteenth-century Europe, in the region now 
associated with Belgium and the Netherlands. In Chapter I, 
we trace the carillon's evolution through almost 400 years of 
history, from a small, two-octave grouping of bells to the key
board instrument it became in the early twentieth century. 
Included is a discussion of the emergence of skilled founders 
who created finely-tuned bells designed for use in carillons; 
the development of the first truly idiomatic music for the 
instrument's repertoire; and the gradual improvement in per
forming expertise by the musicians who played this unique 
instrument. 

Chapter II covers the first 50 years of the carillon's history in 
the New World. From the installation of the first mechanical
action carillon in 1883 through 1921, there were only four 
instruments. During the next four decades, 34 new instru
ments were installed in North American cities. This extraordi
nary activity was attributable largely to the efforts of William 
Gorham Rice, who more than any other individual was re
sponsible for introducing the instrument to the North Ameri
can continent. He published an amazing amount of data, both 
in the form of articles and books, and his legacy as a scholar
ly historian endures to the present, complementing the litera
ture which has emerged since his death in 1945. 

In Chapter III the carillon's next 40 years, from 1934 through 
1975, are described. In addition to many new installations, 
there emerged during this period a new emphasis on the 
increasing professionalism of North American carillonneurs. 
Especially interesting is the evolution of bellfounding tech
niques and instrument building as these crafts were refined 
for North America. Although brief mention is made of early 
carillons imported by the French firm of Bollee and the 
Flemish foundry of van Aerschodt, most of the substantive 
work was done by English bellfounders Taylor and Gillett & 
Johnston. (Over the centuries, some of the bellfounders made 
slight changes in the names of their companies. To avoid con
fusion throughout this book, we have resorted to the expedi-

• 
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ency of using the brief appellation Taylor instead of John 
Taylor & Sons, Ltd., or John Taylor Bellfounders, Ltd. This for
mat has been used for all founders.) 

In Chapter IV we describe the evolution of the carillon key
board. Once the carillon's bells and mechanism were of a 
superior standard, the keyboard became the single most 
important factor in the development of a high level of perfor
mance competence. While instrument builders working in 
North America initially constructed keyboards based on 
European designs, they gradually began to make major modi
fications to accommodate the larger and heavier instruments 
being ordered for the New World. Important considerations 
were the extended range of the North American instrument, 
the need for a larger range in the pedal, and the importance 
of all notes being playable from the keyboard. A few notable 
individuals-Frank Godfrey, Arthur Bigelow, Percival Price, 
Richard Strauss and Richard Watson~ollectively contributed 
to the creation of the North American Standard keyboard. 

In Chapter V, we highlight the novel approach taken by con
temporary carillonneurs and composers in North America. 
There is a high quality of performance, composition and 
scholarship evident in numerous recital series, festivals, acad
emic programs and seminars highlighting particular aspects of 
the carillon art. 

Also included is an examination of the similarities and differ
ences which distinguish today's North American carillon art 
from its European counterparts. Geographic distance has 
played a large part in the distinctive evolution of the instru
ment in the Old World and the New. This factor continues to 
be significant in events surrounding the carillon on both con
tinents. The two countries most associated with the carillon, 
Belgium and the Netherlands, have a combined population of 
approximately 25 million people living in an area of about 
27,000 square miles.8 Whereas Belgian and Dutch carillons are 
usually located only about 15 miles apart, North American 
instruments typically are separated by hundreds or thousands 
of miles. While this relative isolation has hindered the devel
opment of the North American art to some degree, it also 
meant that no one individual could dictate the natural evolu
tion of an instrument. With no official institution established 

solely to train carillonneurs, a distinctly original school of car
illon composition has emerged in North America, with com
posers constrained only by self-imposed restrictions. 

TlHllE CONTJEMPORARY NORTlHl 
AMJERKCAN CARKllON 

The North American carillon has truly evolved into a respect
ed concert instrument. We have used this term liberally 
throughout this book to highlight two distinct yet related 
issues-the difference between size (a concert-sized instru
ment) and performance of idiomatic music (a concert on the 
carillon). In this book, we use concert instrument to refer to a 
47-bell (or larger) instrument which, because of its size, has 
earned the appellation concert (or grand) carillon. The music 
written for an instrument of this size is unsuitable on carillons 
of a smaller compass. For example, Roy Hamlin Johnson's 
Summer Fanfares is unplayable on the majority of European 
carillons and it never would have been written if the standard 
size of North American instruments had not been increased to 
more than four octaves. A concert on the carillon also implies 
the performance of serious music from the repertoire in recital.9 

Whether this is played by one carillonneur or two, the impli
cation of concert is that the music presented should be of 
concert quality. 

In the short span of 75 years, the North American carillon has 
undergone truly monumental changes, both in instrument 
design and in the quality of its distinctive repertoire. The first 
carillonneurs in 1922 had little or no original music. They and 
the English bellfounders who cast the early North American 
carillons treated the instrument as an expanded chime. A few 
short years later, carillonneurs, bellfounders and some com
posers recognized the unique potential for this new instru
ment. With numerous refinements to the keyboard and mech
anism, carillonneurs were able to play much more sophisticat
ed music on the carillon. The cycle continues. 

·I 



NOllE§ 

1. Musical Instruments of the World (New York: The Diagram Group, 1976), 
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Harvard University Press, 1941), pp. 46-53. 

5. Arnold Dolmetsch, 7be Interpretation of the Music of the 17th and 18th 
Centuries Revealed by Contemporary Evidence (London: Novello & Co, Ltd., 
1915), p. 431. 

6. Rice, Carillons of Belgium and Holland, p. 23. 

7. It has been the case in recent years that books whose titles suggest a his
tory of the carillon contain much information on subjects only peripherially 
involved with the development of the instrument. While such subjects might 
relate to the evolution of the instrument, albeit to varying degrees, they fre
quently have been explained with such detail as to render the book's focus 
somewhat muddled. To a certain extent, this more generalized focus on the 
part of contemporary Dutch and Belgian authors is understandable, given 
the historic importance of automatic clocks, chimes and peals in the early 
development of the carillon in Europe. We have done the opposite. In writ
ing about historical aspects of the carillon, we have provided only enough 
information to place the modern carillon in the context of its development 
in North America. Then we have suggested additional resources for readers 
desirous of more detail. 

8. For purposes of comparison, the moderate-sized state of Illinois is 
approximately twice as large with less than half the combined popluation of 
Belgium and the Netherlands. Although our European colleagues sometimes 
exhibit frustration as to what they consider the North American pre-occupa
tion with size, the fact remains that geography and a far-flung population 
have been serious considerations since the continent was settled several 
hundred years ago. 

9. Occasionally, there has been an effort by a number of musicians to 
exchange the word concert with that of recital for solo performances on 
any instrument. This connotative use of the word originated in the nine
teenth century when some pianists (and other soloists) wanted to differenti
ate between salon concerts, which were held in the mansions of wealthy 
patrons, and concerts for larger audiences. These musicians promoted the 
use of recital to set off their performances in the concert hall. Gradually, 
recital came to connote a solo performance and concert a performance by 
more than one musician. 

Robert A. Stuart (1917-1988) 
was President of the Board of 
Trustees of the Springfield 
Park District from 1959 to 
1975. As the administrator 
charged with overseeing the 
creation of the Tbomas Rees 
Memorial Carillon, he hired 
consultants, architects, and 
builders-and in the process 

traveled twice to European foundries to help insure a 
quality installation. Tbroughout his tenure on the Park 
Board, Stuart remained the Rees Carillon's strongest 
advocate and was a dominant figure in all its activities, 
including his enthusiastic support for the International 
Carillon Festivals. 

We have chosen to dedicate this book to the memory of 
Robert Stuart, an individual who championed the devel
opment of the Rees Carillon into one of North America's 
premier instruments. We feel it is appropriate that this 
tribute coincides with the publication of Carillon: The 
Evolution of a Concert Instrument in North America. 
Bob Stuart would have been pleased. 

xi 
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:A: Cari/Ion in 8uroPe 

Profile of one of the bells cast by the Hemony 
brothers i ii the 17th century f or the Drom
medaris, a fo rtress near the old harbor of 
Enkbuizen, the Netherlands. (Photo courtesy 
of Friis Reynaert.) 

The casting and use of bells can be traced back to Chinese dynas

ties of 3,000 years ago. In fact, the history of bells, casting, and 

tuning is essentially a chronicle of man 's social and technological 

development over the centuries, beginning with increased under

standing of how to work with metals.1 The more recent placement 

of bells in towers took place in Europe, beginning in the Middle 

Ages, and led directly to the emergence of the carillon as a musical 

instrument. In Chapter I, the carillon 's development is traced 

through nearly 400 years of history, with sections divided largely 

along chronological lines. Seventeenth-century bellfounding 

advances by Franfois and Pieter Hemony, in the area which is 

now claimed by the Netherlands and Belgium, provided the impe

tus for truly idiomatic music composed for the instrument a centu

ry later by Flemish master Matth ias van den Gheyn. Then in the 

late nineteenth century, Meche/en artist jef Denyn initiated a series 

of events which would bloom into a renaissance for the carillon 

art. 



INTROD1IJCTION 

Most belfries in the Low Countries usually contained a large 
bell, used for striking the hour and wa,rning citizens of fire , 
flood or invasion. It was certainly no coincidence that the 
Dutch word for clock, klok, was also the word for bell. In the 
latter part of the thirteenth century, the bell shape had 
evolved from a convex beehive to a concave form. This mod
ification allowed for a much more musical bell tone. At the 
beginning of the fourteenth century, bellfounders began to 
make important changes in their craft, changes which would 
have far-reaching effects on the development of carillons a 
hundred years later. Especially important was the develop
ment of the sjablone, or strickleboard. 2 A sjablone was a 
piece of wood shaped to a bell profile. As the bell mold was 
constructed, the sjablone was rotated around it to maintain 
the correct bell shape uniformity. 

Eventually, the decision was made to hang smaller bells in 
the towers alongside the large bells. These smaller bells were 
~sed to strike a few notes before the large bells sounded the 
time. When bells were rung routinely in conjunction with 
timeclocks, the voorslag came into common use.3 This voor
slag (forestroke) was actually an automatic signal, activated 
by a mechanical drum, or trammel, which sounded several 
bells to alert the populace that the hour was about to be 
struck. Because a voorslag frequently would contain eight or 
ten bells, the word klokkenspel (bellplay) evolved into the 
common term to refer to both. the bells and the mechanism 
used to play them.4 

It was only a matter of time until this small grouping of bells 
from the voorslag was connected to a manual keyboard, an 
event which some scholars indioate took place first in 1510, in 
Oudenaarde, a small town in Fl1nders.5 Over the next hun
dred years, different craftsmen experimented with putting 
bells together in groups. They learned how to cast bells with 
the same profile, or form, and how to determine the pitch of 
these bells prior to casting. The oldest carillon extant from 

3 

t 

1be Domkerk in Utrecht is historically one of the most important in the Low 
Countries. Begun in 1321 and completed 63 years later, Utrecht's Cathedral 
was the seat of Church hierarchy for the entire country. Its importance was 
enhanced further in 1663 when Fran(:ois and Pieter Hemony were commis
sioned to cast a 35-bell carillon for the tower. This historic instrument bas 
undergone a number of renovations, the most extensive of which occurred 
in 1974, when Eijsbouts re-tuned the original Hemony bells and re-cast bells 
from other founders to the Hemony profile. Currently, the Dom bas 50 bells, 
33 of which are from the Hemonys. (Photo courtesy of Arie Abbenes.) 
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St. Rombout's Cathedral in Meche/en, Belgium. 
The imposing tower was constructed between 
1452 and 1520 by members of the renowned 
Keldermans family of architects (Andries I, 
Antoon I and Rombout II) . Adolf Denyn played 
here for almost 30 years, succeeded t,y jef 
Denyn, who was Carlllonneur for almost 50 
years. (Photo courtesy of Koninklijke 
Beiaardschool 'Jef Denyn. ") 

this period is the one cast by Peter van den Gheyn I for the 
town of Zierikzee in the 1550s.6 From then until the middle 
of the next century, carillon design, casting and tuning would 
undergo great changes. 

The demand for enlarged voorslags meant additional bells 
needed to be cast. One Flemish town that became known as a 
center for bellcasting was Mechelen. There, two families of 
bellfounders, the Waghevens and the van den Gheyns, pro
duced a number of carillons during the sixteenth and seven
teenth centuries. Along with founders in s'Hertogenbosch, 
Kampen and Utrecht, Dutch and Flemish bellfounding families 
cast both swinging bells and carillon bells.7 

All bells of this era were tuned to the meantone system, a tun
ing system which had been in use since about 1500.8 With 
the mean-tone system, a scale is used which has justly tuned 
major thirds above and below the tonic. These thirds are 
made up of equal sized whole tones whose whole value is the 
geometric means of 5:4--hence, the name meantone. 

In spite of some scattered advances made with regard to the 
development of bells for chimes and carillons, the years prior 
to the seventeenth century saw little progress beyond the birth 
of the instrument called the carillon. It would take a combina
tion of relative economic stability and a more detailed knowl
edge of bellcasting and tuning techniques-coupled with the 
willingness to experiment-before a really well-tuned carillon 
would be produced. With the advent of the seventeenth cen
tury, that time was nearly at hand. 

1HE SEVEN1EEN1H CENTURY 

A Golden Age Emerges 

The seventeenth century was an age of great economic pros
perity in the Low Countries.9 The Netherlanders of this period, 
renowned for their prowess as merchant seamen, traveled 
widely throughout the world, trading their European goods for 



the rare spices, gems and precious metals from the mysterious 
East. At home, they were respected as skilled craftsmen, 
designers, builders and artisans. As might be expected, the 
region 's wealth and cultural dominance spawned an artistic 
renaissance in magnificent old cities such as Haarlem, Amster
dam, Antwerp and Delft. In somber colors and with memo
rable perspective, artists such as Rembrandt van Rijn, Frans 
Hals, Anton van Dyck and Peter Paul Rubens chronicled the 
glory of Dutch culture, providing a palette commentary on the 
region's noblemen, military accomplishments and the vagaries 
of Netherlandish social status. 

The elaborate music of the Baroque era, as the period from 
1600 to 1750 later would be called, demonstrated the diversity 
of compositions written by such fine musicians as Claudio 
Monteverdi in Italy and Johann Sebastian Bach and Georg 
Frideric Handel in Germany and England. In the Netherlands, 
Jan Pieterszoon Sweelinck (1562-1621) typified the composer/ 
performer of the day. Pupils from all over the Low Countries 
and Germany flocked to the Old Church in Amsterdam to learn 
from this great master. 10 Sweelinck's keyboard and vocal com
positions numbered more than 250, and were performed from 
J;>aris to Rome, and from Berlin to Uppsala. 

Seventeenth-century Netherlanders witnessed the construction 
of ornate municipal buildings, guild halls, fine estates and 
magnificent cathedrals. Atop many of these architecturally 
diverse edifices arose a stunning array of towers, visible as 
beacons from afar. · Within the towers it was common to see 
one or more bells. A source of civic pride, these bells were 
important harbingers as well, sounding the time, noting a cur
few, or warning of a fire or other natural catastrophe. 
Gradually, these single bells gave way to larger groups of 
bells, sometimes enough to form a carillon. Derived from the 
French word quatri//on--originally connoting bells hung on 
all four sides of a tower-a carillon came to mean several 
octaves of bells which could be 

1
played manually. 11 

The clockwork mechanism of 
St. Rombout 's Cathedral was 
installed in 1560. (Photo courtesy 
of Koninklijke Beiaardschoo/ 
'Jef Denyn. ") 
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7be delicate Gothic steeple of Haar/em's St. 
Bavokerk received a carillon in 1661 from 
Fran(:ois Hemony, who bad a bellfoundry in 
Amsterdam at the time. A few years later, bis 
brother, Pieter, added 3 bells, bringing the total 
number to 35. It was an indication of Haar/em 's 
wealth in the 17th century that city fathers con
currently ordered a second Hemony carillon for 
the nearby Bakenessertoren . (Photo courtesy of 
Bernard Winsemius.) 

Chapler K 

Bellfounding Advances 

It was in this heady atmosphere of cul
tural stimulation that bellfounding 
achieved a degree of sophistication 
which had been absent in earlier cen
turies. For the first time, the shape and 
the sound of bells were examined criti
cally. Old practices of casting and tun
ing were modified or discarded as new 
experiments took place in foundries 
and tuning sheds. A number of individ
uals working in conjunction with each 
other would discover how to cast and 
tune bells so that several octaves could 
be played together harmoniously. This 
momentous discovery would pave the 
way for the creation of the musical 
instrument called the carillon. 

These individuals-Jacob van Eyck 
(c. 1590-1657), Frarn;;ois Hemony 
(1609-1667), and Pieter Hemony (1619-
1680)-worked together to cast beauti
fully tuned bells. Later, the period of 
their collaboration would be called "the 
golden age of carillons."12 What these 
men did that was so revolutionary was 
to cast and tune bells to a specific 
pitch, and to do so in a consistent and 
predictable manner. 13 While there had 
been some founders before them who 
had cast and tuned bells of good quali
ty, the process had been haphazard and 
the outcome often disappointing. 

The first of these three men, Jacob van 
Eyck, was blind from birth. Perhaps his 
affliction accounted for his acute sense 
of hearing, because he became interest
ed in music and the acoustics of instru-

; 



ments at a young age, and soon was performing in his native 
Utrecht. As he matured, van Eyck became a musician, com
poser and, later, a bell tuner. It was this latter activity that 
was to have such a far reaching influence on bellfounding. In 
1624 van Eyck was hired to repair the voorslag at the Dom
kirk Cathedral in Utrecht. Soon afterward, he was made City 
Carillonneur. Intrigued with the different sounds made by dif
ferent bells in his carillons, van Eyck began to test the bells, 
using his extraordinary aural ability to good advantage. In the 
process, he discovered that the bells had distinct pitches, and 
he began to analyze their overtones. 14 He also determined 
that if a single bell were to be struck all along its surface ver
tically, different pitches would emerge. After identifying and 
cataloguing these different pitches, called partials, van Eyck 
continued his experiments. He noted further that altering the 
shape, or profile, of a bell subsequently changed the partials. 
If this procedure were carried out correctly, the bell would 
sound "in tune" to the human ear. 15 As confident as van Eyck 
was of his theories, he realized that he needed to test their 
veracity at a foundry. Thus, he was interested in collaborating 
with an agreeable bellfounder. 

.Van Eyck found his collaborators in Fran\'.ois and Pieter 
Hemony, two brothers originally from the Bassigny region 
(Lorraine) of France. Historically, Le Bassigny had produced 
numerous bellfounders. Due perhaps to the aftermath of the 
Thirty Years War (1618-1648), and the superfluity of bell
founders in Lorraine, the two brothers joined others in 
searching for work elsewhere. 16 After working in Germany 
for a number of years, they settled in the Netherlands and, in 
1641 , began casting church bells in Goor. Fran\'.ois was com
missioned to cast a carillon for the city of Zutphen in 1643. 
Coincidentally, the carillon advisor for the city was Jacob van 
Eyck. The men established an immediate rapport. 

Once he had set up his foundry in Zutphen, Fran\'.ois was 
I 

joined by Pieter and the brothers began casting bells. To-
gether with van Eyck, they pooled their knowledge and cre
ated some of the most harmonious bells ever produced. The 
Hemonys knew that a good sounding bell was dependent 

1be historic Wijnhuistoren in 
Zutphen, the Netherlands. It 
was for this tower that Fran{:ois 
and Pieter Hemony completed a 
carillon in 1646, first applying 
the tuning method they had dis
covered with Jacob van Eyck. 
(Photo by the authors.) 
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upon a formula that matched height relative to width and 
thickness. To take advantage of van Eyck's discovery about 
partials, the brothers developed a new bell casting tech
nique. 17 After determining the final size and shape of a bell, 
they oversized their design-that is, they added more metal 
than the formula called for to the overall shape. Although this 
procedure resulted in a bell that looked too "fat ," it actually 
allowed them to grind supe rfluous metal away and thus gain 
the desired tone . With this technique, the Hemonys could 
tune a bell exactly as prescribed by van Eyck. 18 

After casting a number of carillons in Zutphen, Frani;;ois 
Hemony moved to Amsterdam and set up a foundry there .19 

Pieter once again became an itinerant bellfounder, traveling 
this time to Flanders. He settled in Ghent in 1657, but moved 
to Amsterdam to re-join his brother seven years later. After 
Frani;;ois died in 1667, Pieter carried on the foundry work 
until his death in 1680. 

The Hemonys' contribution to bell casting and tuning was 
unique in that the quality of their bells far surpassed those of 
their predecessors. They based some of their work on existing 

knowledge, probably what they had learned as youths in Lor
raine . In their Dutch foundries, they honed their substantial 
casting skills, determining the correct formulas of proportion 
to height, to width and to thickness. Finally, they collaborated 
with Jacob van Eyck to expand their knowledge of bell par
tials and tuning bells. Between the two of them, the Hemonys 
cast about 50 carillons, many of which are still in use today in 
Belgium and the Netherlands .20 

Another be llfounder active during this period was Melchoir de 
Haze (1632-1697) of Antwerp. A probable student and occa
sional competitor of Pieter Hemony, de Haze was awarded 
the bid for the carillon of Escorial , Spain, over that submitted 
by Pieter Hemony.21 Whether this contract was evidence of 
de Haze's skill as a bellfounder or whether he was simply the 
better businessman will never be known. It is clear, however, 
that de Haze utilized the same tuning methods as Pieter 
Hemony, a fact which suggests a student-teacher relation
ship.22 Among other installations, de Haze supplied the caril
lons for the impressive Halletoren in Bruges and for St. 
Jacob's Church in the Hague. (This latter carillon did not satis
fy either the city authorities or the musicians consulted to 
evaluate its quality.)23 Since there are few examples of his 
work remaining in the Low Countries, it is difficult to assess 
the level of de Haze's contribution to the craft of bellfound
ing. 

The Development of Music for Carillon 

The seventeenth century also saw the emergence of that 
newly dubbed musician called the carillonneur. It was a time 
when the individuals who actually played the instrument 
gained a title and began to receive recompense for their 
efforts. The evolution from merely sounding a few bells to 
producing recognizable music naturally occurred over an 
extended period. Aided by the tremendous improvements in 
tuning achieved by the Hemonys, musicians now found it 
possible to play melodies with chord progressions, even on 
rudimentary keyboards. While they primarily created 
melodies for automatic chimes and transcribed some familiar 
religious and folk tunes for the instrument, a few of these 



early carillonneurs exhibited a remark
able degree of talent. 

The earliest of any extant manuscripts 
were those used solely for the purpose 
of setting music on a mechanical re
volving drum. This automatic mecha
nism, or cylinder, was a kind of. "gigan
tic music box" which initially was used 
to play the predecessor of the carillon. 24 

Towers in Belgium and the Netherlands 
have contained clockwork mechanisms 
for centuries. Frequently, these towers 
also had large drums that automatically 
moved every quarter hour and sounded 
the time by means of a few bells. The 
drums had hundreds, sometimes thou
sands, of holes, spaced at regular inter
vals. Selected holes had iron pegs 
installed so that properly arranged, sim
ple melodies could be played on the 
bells. As the drum revolved, each pre
~et peg would trip a corresponding 
wire and, connected to the other end 
of this wire, a hammer would strike the 
outside of the correct bell. 

One of the functions of the carillonneur 
was to set the pegs in the drum to pro
duce automatic music. 25 Most carillon
neurs kept notebooks in which they 
logged the music put on these drums. 
After years of this practice, they natu
rally amassed a considerable number of 
pieces suitable for their individual 
instruments. These logbooks were 
called versteekboeks (peg notebboks). 
Even in their primitive state, the ver
steekboeks constituted the genesis of 
music for bells. 

St. Germanuskerk in Tienen, Belgium, was built 
between the 13th and 18th centuries. Its 
Romanesque central tower, which dates from 
1555, houses an historic carillon with bells from 
four different founders: Willem Witlockx (1713-
1717); A.D. van Aerschodt (1886); Marcel 
Michiels, Jr. , (1960-1961); and Petit & Fritsen 
(1963-1964). Instruments composed of bells 
from three centuries are not uncommon in old 
Flemish and Dutch cities. (Photo courtesy of 
Andre Wagemans.) 
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Although there had been references as early as 1544 to ver
steekboeks, 26 the earliest one extant is that compiled in the 
mid-1600s by Theodore de Sany, City Carillonneur of Brussels. 
His notebook was published in 1648.21 An examination of 
this versteekboek reveals a musical style of writing which is 
straightforward both harmonically and melodically. Hymns, 
psalms and folktunes predominate in de Sany's largely poly
phonic music, but he did leave 60 pieces for automatic play. 
The majority of de Sany's compilation was music suitable for 
the liturgical year, with numerous pieces for Advent, Christ
mas and Easter. Since carillon manuscripts from this century 
are extremely rare, the value of the de Sany collection lies 

largely in its revela
tions of the kind 
and level of music 
arranged for caril
lons in the mid-
1600s. 

Another versteek
boek was that of 
Phillip Wyckaert 
(1661-1693), the 
Carillonneur of 
Ghent, Belgium.28 

Wyckaert probably 
became acquainted 
with Pieter Hemony 
when the bell
founder installed 

the carillon in Ghent in 1659. In any case, his collection of 
music for carillon was more eclectic than De Sany's. Although 
it contained religious music, the Wyckaert book also included 
short pieces reflecting popular music of the period, including 
arrangements of common drinking songs and dances titled 
gavottes and allemandes. 

Judging from these two examples, seventeenth-century music 
for carillon must not have been complex by any means. 
Admittedly, much of it was developed for the automatic 

drums which were incapable of sounding complicated set
tings of music. The single line settings of tunes and melodies 
required for the automatic play involved a procedure even 
the average musician could perform easily. 

For the carillon, then, simple songs and arrangements of 
music from other instruments were the order of the day, 
played by men who had only rudimentary knowledge of the 
instrument and its potential. Indeed, the seventeenth century 
was called the carillon's "golden age" because of the 
advances made in bellfounding and tuning, not because of 
any substantial accomplishments on the part of the players or 
their music. 

THE E[GHTEENTH CENTURY 

Bellfounding 

If the seventeenth century was one of innovation and discov
ery in terms of bell casting and tuning, the eighteenth century 
will be remembered merely for maintaining the status quo. 
Few improvements were made to the carillon, either to the 
playing mechanism or to the casting and tuning of bells. 
Eighteenth-century bells equalled those cast earlier by the 
Hemonys, but in only one instance did any bells exceed the 
brothers ' work in quality. 

A notable successor to Melchoir de Haze, who died in 1697, 
was Willem Witlockx (?-1733). His work could be considered a 
bridge between seventeenth- and eighteenth-century bell
founders. A skilled bellfounder in Antwerp, Witlockx cast caril
lons for Tien en in 1717, for Breda in 1723, and for Mafra 
(Portugal) in 1730.29 His work is generally regarded as good, 
and nearly on a par with that of the Hemonys, but certainly no 
better. 

In Antwerp, Joris du Mery (1715-1787) cast bells for a carillon 
for Courtrai in 1738 and 1739 before moving his foundry in 
1740 to Bruges, where he had been awarded a contract to 



Left: Antwerp's magnificent Notre Dame 
Cathedral was built between 1352 and 1533. 
1be tower houses a carillon of 49 bells: 1 from 
the Hoerkenfamily (1459); 36from the 
Hemonys (1655-1658); and 12from Eijsbouts 
(1972-1990). (Photo courtesy of Rees Carillon 
Archives.) 

11 

Right: 1be Dumery Carillon is housed in the bel
fry of Bruge's famous Halletoren, which dates 
from the 13th century. There was already a set 
of bells in this belfry at the beginning of the 14th 
century. 1be carillon today consists of 4 7 bell~ 
26 cast from 1742 to 1748 by Joris du Mery and 
21 cast in 1969 by Eijsbouts. (Photo courtesy of 
Aime Lombaert.) 
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cast bells for the Halletower. Du Mery, too, was considered a 
competent bellfounder, although he would cast few carillons 
after the Bruges instrument was installed in 1742.30 

The most notable of the eighteenth-century founders was 
Andreas Josef van den Gheyn (1727-1793). Andreas could 
trace his lineage back through the van den Gheyn founders to 
Mechelen in 1506, a full 150 years before the Hemonys would 
begin their monumental work .31 Andreas van den Gheyn cast 

carillon bells com
parable to his con
temporaries and to 
those produced by 
the Hemonys. His 
most important 
contribution, how
ever, was the 
extension of the 
range of the caril
lon in the upper 
register. This devel
opment resulted in 
an additional 
octave of bells 
which could be 
used by composers 

and carillonneurs, making it possible to create and play any 
number of more substantial compositions and arrangements. 

Andreas accomplished this feat by changing the Hemony for
mula for the correct proportion of height to weight to thick
ness . In other words, he cast his treble bells considerably 
thicker than the prescribed formula .32 A century earlier, the 
Hemonys had added extra mass to their bells to compensate 
for removing metal in tuning. Van den Gheyn added extra 
weight to his trebles, a modification which allowed him to 
cast what many considered to be brilliantly clear bells as high 
as D#3-a full octave higher than anything cast by the 
Hemonys. 

Regarding the contributions of bellfounders in the eighteenth 

century, it is prudent to maintain a sense of perspective. With 
Andreas van den Gheyn's death in 1793, the era of the great 
bellfounders effectively came to an end. From 1643, when the 
Hemonys began their work in Zutphen, until 1786, the end of 
van den Gheyn's career, fewer than 100 instruments were cast. 33 

Music for Carillon 

A gap of almost 50 years exists between the printing of the 
Wyckaert manuscript and the next extant work, which ap
peared in 1728. Theodorus Everaerts, Carillonneur for the 
Onze-Lieve-Vrouwekathedraal (Notre Dame Cathedral) in 
Antwerp from 1719 until 1739, compiled a book now called 
Beyaert 1728.34 This collection contained about 50 pieces for 
Everaerts' carillon. Admittedly, some of the pieces clearly 
were designed for use with the automatic drum. The majority 
of works, however, seem to have been included for play on a 
carillon keyboard. As was the case with the De Sany and 
Wyckaert books, Beyaert 1728 represented music compiled 
largely for the liturgical year. Many of the pieces are quite 
short-some only eight measures in length. Everaerts did 
include music in this collection playable on a three-octave 
instrument, the compass of the carillon at the Antwerp 
Cathedral. 

In 1740, Johannes de Gruytters (1709-1772) succeeded Ever
aerts as the Cathedral's Carillonneur. Johannes in turn was 
succeeded in 1772 by his son, Amadeus (1736-1805). Ev
idence suggests that both de Gruytters played from a book 
which appeared in Antwerp in 1746. Carillon historian 
Prosper Verheyden accidentally uncovered this important 
manuscript at a book sale in Antwerp in the 1920s.35 What 
has come to be called the De Gruytters Carillon Book is sig
nificant historically because the music it contains is of a much 
higher caliber than that cited previously for the seventeenth 
century. Although much of the collection consisted of carillon 
transcriptions from harpsichord or organ music, Johannes de 
Gruytters did present a number of original carillon works. At 
least three pieces in the collection were signed by de 
Gruytters, a distinction which seems to indicate his author- · 
ship. Clearly, this compilation of music was written and 



arranged for performance on a carillon keyboard and not, as 
was previously recorded, for play on an automatic drum. 
More importantly, however, this collection demonstrates the 
fact that, by 17 46, the carillon finally was beginning to attract 
more qualified musicians, including those who were intent on 
acquiring a repertoire suited to the instrument's mechanical 
improvements. A welcome facsimile edition of the De Gruyt
ters Carillon Book by the Royal Eijsbouts bellfoundry in 1968 
has made the de Gruytters music much more accessible to 
carillonneurs. 36 

Another important work from the eighteenth century, although 
it remained unpublished, was a collection entitled 1be Caril
lon Repertory of Andre jean Baptiste Bonaventure Dupont. 
This manuscript, which first appeared in Saint-Omer, France, 
in 1780, contains a number of Dupont's transcriptions from 
vocal works and arrangements of harpsichord compositions 
for carillon. In keeping with the practice of the times, Dupont 
wrote out only the melodic line, leaving the performer the 
task of filling in the harmony for each piece of music. In his 
extensive study of this manuscript ,37 Ronald Barnes has noted 
that Dupont wrote more idiomatically and sympathetically for 

. the carillon than had de Gruytters. Furthermore, Barnes con
tends, Dupont was himself a "performer on the carillon of no 
mean attainment, judging by the technical advancement of 
many of the variations."38 Music scholars generally agree that 
the Dupont collection represents a valuable addition to the 
repertoire of the period. 

A True Master of the Carillon Emerges 

The name of Matthias van den Gheyn (1721-1785) predomi
nates in any overview of the development of the carillon as a 
concert instrument. While his intimate understanding of the 
carillon as an instrument with tremendous potential was evi
dent from his legendary performances, it would be van den 
Gheyn's music-the first truly ~diomatic music for the instru
ment-which would be his greatest legacy to those com
posers and carillonneurs succeeding him. 

In 1745, at the age of 24, van den Gheyn became Carillonneur 
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at St. Peter's Church in Louvain. 39 Although he auditioned for 
the position by giving a most memorable recital, it was proba
bly van den Gheyn's name that helped him secure the posi
tion of Carillonneur. It seems that the city officials were dis
contented with the poor quality of some of the bells his fami
ly had delivered for the carillon. In fact, this particular distress 
was reflected in the initial contract the city fathers tried to get 
Matthias to sign-a contract in which he was to be held re
sponsible for re
tuning the carillon's 
trebles. (Fortun
ately, he was able 
to have this stipula
tion removed from 
the contract he 
signed.)40 

As the years passed, 
van den Gheyn 
drew large crowds 
for his recitals. Al
though many people came to hear him play his popular 
Preludes, others waited eagerly for his renowned improvisa
tions, which could last as long as half an hour.•1 

Matthias van den Gheyn was a pivotal figure both for caril
lonneurs who played his music and for composers who fol
lowed him. Before his ascendency, the majority of music per
formed on the carillon had originated on other instruments. 
Subsequent to his contributions, carillonneurs acknowledged 
the possibility that an entire program of original carillon 
music could be performed. 

Authentic Carillon Music 

It would not be until 77 years after Matthias van den Gheyn's 
death that the extent of his genius would become apparent to 
succeeding generations of musicians and carillon scholars. In 
1862, Xavier van Elewyck, a Flemish nobleman, published 51 
compositions by van den Gheyn, which he compiled and had 
copied over a number of days.42 Van den Gheyn's famous 
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carillon Preludes were included in this compilation. 

An examination of the Prelude scores shows clearly that van 
den Gheyn was writing for the carillon in late baroque and 
early rococco styles. •.1 A frequently used technique was the 
diminished seventh chord, which appears in all of van den 
Gheyn's carillon Preludes. Seventh chords are formed by a 
third, a fifth, and a seventh above the lowest pitch, or root. 
Diminished seventh chords consist of adjacent minor third 
intervals, which, coincidentally, enhance the minor thirds 
inherent in carillon bells. Obviously, van den Gheyn was 
aware of the minor third in his bells, and effectively solved a 
supposed liability by using diminished seventh chords . 

In writing for the piano, composers frequently use four to 
eight (or more) note block chords, played one after the other. 
Beethoven was one composer who used block chords to such 
powerful effect. With block chords , all pitches are attacked 
simultaneously. While this effect sounds wonderful on the 
piano, the same block chords are disastrous on the carillon 
because the simultaneous sounding of major and minor inter
vals produced by opposing strike tones frequently causes bell 
partials to clash. Van den Gheyn recognized this limitation in 
writing for the carillon and instead employed broken chords, 

I 

Music from the score of Matthias 
van den Gheyn 's Preludium 
VIII, edited by Albert Gerken . 
(Reproduced with permission 
from American Carillon Music 
Editions.) 
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wherein pitches are played successively, not simultaneously. 44 

In his scores, he employed a block (or solid) chord only at a 
cadence, or conclusion of a composition. In all probability, 
even this block chord was played as an arpeggio. 

Another potential problem inherent in bellS--4:hat they cannot, 
and should not be, dampened-van den Gheyn also used to 
good advantage in writing for the carillon. Again, he chose a 
simple and expedient technique-that of repeating a given note 
within the context of broken chords. Thus, the repeated notes 
emphasized and sustained the melodic line, while the other 
notes outlined the harmonic fabric. Van den Gheyn was the first 
composer for carillon to employ this technique. What in the 
past had been a purported liability-the difficulty of sustaining a 
given tone-became a trademark of this master's compositions. 

A van den Gheyn Prelude always exhibited a discernible 
melodic line, diminished seventh chords, a dominant rhythmic 
pattern, and broken chords. Consequently, his music was 
never static, but exuded a driven, powerful quality that pro
pelled the music onward towards its conclusion. 



Van den Gheyn's Contemporaries 

Also active in the first part of the eighteenth century was Johan 
Philip Albrecht Fischer (1698-1778), City Carillonneur and Or
ganist of Utrecht's Cathedral. Although relatively little has 
been written about Fischer's musical abilities, the fact that he 
occupied such a prestigious position indicates that he proba
bly had a great degree of competence. Nevertheless, what 
actually is known about Fischer concerns his technical knowl
edge of Dutch carillons of the day. In 1738, Fischer wrote a 
pamphlet, Verhandeling van den Klokken en bet Klokkespel, 
which outlined his opinions on how best to install and main
tain a carillon.45 It was he who came up with the initial idea 
of adding return springs to smaller bells. This innovation re
turned the key to its rest position quickly, thus allowing the 
performer more control. 

In Delft, Johan (1724-1801) and Frederik Berghuis (1762-1835) 
left a number of carillon books covering the span from 1741 
to 1835. This father and son duo was active concurrently from 
the time of van den Gheyn well into the nineteenth century. 
Therefore, they should be considered as representative of an 
important bridge between late baroque and early romantic 
·eras. Johan was City Carillonneur for Delft from 1741 until 
1801 , and Frederik succeeded him, playing from 1775 to 1835. 

Until the past few years, many carillonneurs assumed that the 
Berghuis collection was largely one of simple melodies lack
ing any real degree of musical development. Editions of the 
Berghuis collection published in 1972 and 1975 contain some 
pieces which are of interest musically, but the preponderance 
are playable simply by sightreading.46 It was common to find 
an entire piece only 8 measures long, although some were 16 
and a few were 24 measures in length. 

This perception of Joannes Berghuis' rather lackluster com
posing skills was changed in the 1990s with the publication of 
two new editions of his works. 1Dutch musicologist and caril
lonneur Peter Bremer published some excellent Berghuis 
compositions, in the process bringing a new perspective to 
the musical taste and skill of Joannes Berghuis especially.47 

View of a f ew bells cast by Pieter 
Hemony in 1674 f or St. Rombout 's 
in Meche/en. (Photo courtesy of 
Koninklijke Beiaardschool 'Jef 
Denyn. ") 
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Tbe tower of St. Maartenskerk, rising 
over the Belgian city of Courtrai 
(Kortrijk), dates from the beginning 
of the 15th century.Joris du Mery 
cast 25 bells for a small carillon here 
in 1738, and added 9 more a year 
later. Severinus van Aerscbodt re
placed the du Mery instrument with 
one from bis own foundry in 1880. 
(Photo courtesy of Frank Deleu.) 

Chapler H 

Although the works of Fischer and the Berghuis family give an 
indication of the quality of works produced by some of 
Matthias van den Gheyn's contemporaries, they did not contain 
the most popular melodies emanating from eighteenth-century 
towers. Instead, a simple compo~ition entitled Les Folies 
d 'Espagne seems to have been heard with monotonous regular
ity, especially since it frequently was chosen as the required 
piece for any certifying exam on the carillon. 48 Also ubiquitous 
was the Seven Variations on Cecelia., a pleasant composition 
based on a regional folksong. 

Compared to this level of creativity, it is no wonder that the 
Preludes of Matthias van den Gheyn have remained the most 
important carillon compositions extant from the eighteenth 
century. 

IARlY NINITIINTH CINTURY 

The Decline of Interest in the Carillon 

With the popularity of van den Gheyn's performances and his 
uniquely idiomatic Preludes, it seems incomprehensible to a 
modern reader to discover that enthusiasm for the carillon 
actually would decline in the early nineteenth century.49 Un
fortunately, the relative economic prosperity of the period 
contributed to the diminished interest in the instrument. As 
people attained more wealth, the social stratification changed, 
with the bourgeois aspiring to positions formerly held by the 
titled class. Consequently, concerts in the marketplace became 
passe, as crowds of nouveau riche flocked instead to salon 
recitals in the best homes and estates. Instruments which by 
their very nature were considered largely "public" instruments 
were deemed plebian and suitable only for the masses. 

The carillon art suffered enormously during this period, espe
cially in the Netherlands, where the lack of maintenance on 
many instruments precluded any serious attempts to play 
recitals. 50 Dutch burghers commonly found all sorts of excus
es to avoid spending city revenues on carillon maintenance. 



(In ,ihe Netherlands, with its state religion, Church carillons 
remained the fiscal responsibility of cities rather than the 
Church.) 

Bellfounders received few requests for new instruments, and 
instead had to subsist on orders for single tower bells, small 
peals or the infrequent addition of a few bells to an existing 
carillon.51 Most of the instruments were not large anyway. It 

should be remembered that carillons from this era, and indeed 
all the way through the beginning of the twentieth century, 
contained from 23 bells (two octaves) to occasionally 45 bells 
(almost four octaves). Furthermore, there were meager funds 
available for maintenance of the carillons founders had 
installed during the golden years. 

Composers and Carillonneurs 

Music for the carillon fared a little better during these dark 
times. In 1840, five years after the death of Frederik Berghuis, 
Joannes Franciscus Volckerick (1815-1897) published the first of 
several carillon books. Volckerick was Carillonneur for Ant
werp's Notre Dame Cathedral from 1835 until 1863. He played 
on virtually the same instrument as had Johannes de Gruytters a 
century earlier.52 It appears, however, that Volckerick was not 
the musician that de Gruytters had been. Much of his effort was 
expended on transcriptions of opera compositions, which do 
not transcribe well for carillon because of the unique nature of 
works for voice.53 Volckerick is remembered largely for his Pre
ludes Melodiques, which seems to have been a nascent attempt 
to play on the carillon music that was becoming popular during 
the Romantic period. His efforts were short-lived. Whether com
posed originally by him or arranged from other mediums, 

\ 

Volckerick's music is rarely played today. 
•. 

Two other composers are noteworthy from this period. The 
first is J.A.H. Wagenaar, who was City Carillonneur for Utrecht, 
the Netherlands, from 1869 to 1894.54 His renowned recitals 

I 

and six original works for carillpn rekindled a glimmer of inter-
est in the instrument. In the N~therlands, it has been argued 
that his Rondino and other works were the first of the modern 
era. Certainly, Wagenaar had a following of listeners unusual 
for the times. In fact, he was one of only a handful of carillon-
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neurs in the region who played recitals on a regular schedule. 

The second composer of note was Adolf Denyn (1825-1894), 
City Carillonneur of Mechelen, Belgium, from 1851 until 1881. 
The status of the carillon in Flanders was not as bleak as that in 
the Netherlands. 55 Crowds still continued to come to recitals in 
Mechelen, Louvain, and a number of other Flemish cities. Re
portedly, Adolph Denyn was acclaimed for his virtuoso perfor
mances at St. Rombout's Cathedral, located in the center of 
Mechelen.56 

Denyn wrote only one composition for carillon which is still 
played with any frequency today: Ik Zag Cecilia Komen (I Saw 
Cecilia Coming.) The melody for this work was taken from an 
old Flemish folksong of the same name, and Adolf Denyn added 
some charming variations. 

In addition to his performances, Adolf Denyn frequently 
worked on carillons and clockwork mechanisms. In his 
capacity as a technical advisor, he traveled to the Flemish vil
lage of Doornik in 1874, accompanied by his twelve-year old 
son, Jef. This trip represented the beginning of Jefs education 
into the technical aspects of carillon mechanisms. Over the 
next few years, Adolf took his son along on a number of 
other trips to inspect older carillons. He continued as an advi
sor until 1880, after which his deteriorating eyesight caused 
him to forego technical work and eventually playing as well. 
Although Adolf Denyn made some legitimate contributions to 
the revival of the carillon art, his work soon became over
shadowed by the tremendous achievements of his son. 

TlHllt lATlt-NllNltTltltNTlHl AND 
ltARlY TWltNTllltTlHl CltNTURY 

The Ascendency of Jef Denyn 

The origins of the modern carillon can be attributed largely to 
the efforts of one man-Jef Denyn (1862-1941). Although an 
engineer by profession, Denyn began substituting on the 
Mechelen carillon for his ailing father in 1881. If his first musi-

JI 
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cal attempts were often Jess than professional, Jef seems to 
have made up in enthusiasm and dedication for what he 
Jacked in polish. (Records indicate that he frequently played 
the same piece, with repeats, twice in a one-hour recital).57 In 
time, as he became familiar with the Mechelen instruments and 
even more fascinated with the workings of the mechanisms 
themselves, Denyn's understanding of the carillon's potential as 
a respected art form grew. This attitude was reflected in his 
more refined and musically tasteful programming and playing. 
A rejuvenation of the carillon was underway. 

Denyn's Approach to Instrument Design 

It is unclear just how much knowledge Denyn had acquired 
from his father about the mechanical operation of a carillon. 
Certainly Jef had become familiar with at least some of the 
mechanical aspects commonly found in carillons at the end of 
the nineteenth century.58 Whatever he learned from Adolf, 
however, would have been of little import if Jef had not pro
ceeded to develop new ideas on his own. 

As Denyn became more knowledgeable about the carillon's 
engineering flaws, he was called upon by various bell
founders and carillon builders to assist in design innovations. 
One of his first collaborations resulted in a visit to Aberdeen, 
Scotland, in 1891, where he inspected and played a van 
Aerschodt carillon.59 In 1892, he began serious efforts to 
transform the instrument in Mechelen into one which would 
more closely resemble the modern carillon. Denyn's solid 
engineering background proved useful in effecting notewor
thy improvements to the keyboard and playing mechanism of 
the St. Rombout's carillon. 

An important difference between Denyn and others who had 
made technical changes before him was that he approached 
the need for instrument modifications also from a performer's 
perspective. His success in making changes to afford the per
former more control over keys and clappers is a case in 
point. When Denyn began his work on the Mechelen carillon, 
dynamic expression was barely possible, due to the uneven
ness of the instrument 's action . To achieve greater control , he 

eliminated the broek system, the old mechanical action based 
entirely on wire connections. In its place, he established the 
transmission bar system, which was based on a fixed bar with 
a wire at each end, one attached to the key and one attached 
to the clapper. Then he followed a recommendation which 
had been made 150 years earlier by Johan Fischer-adding 
adjustable springs to each clapper to allow the key to return 
quickly to its rest position. This innovation had the additional 
advantage of pulling the clapper away from the wall of the 
bell after the note was played, thus allowing the bell to ring 
freely. 

To eliminate random clapper movement, Denyn connected 
clappers horizontally to each other through the use of light
weight stabilizing wires. Clappers thus stabilized moved in a 
straight line to the bell walls, and then were pulled straight 
back by means of the return springs. 

Another innovation similar to what Denyn had created with the 
transmission bar was his decision to hook several vertical wires 
together between key and transmission bar. In earlier installa
tions, builders commonly had utilized one long wire for this 
purpose. Consequently, in many instances, the action was stiff 
and unresponsive. By connecting several wires, each with a 
short loop to allow for "play," this design permitted the caril
Jonneur to play a note quickly. Finally, Denyn added an 
adjuster of sorts, basically a nut, as part of the linkage above 
the keyboard. This improvement allowed the carillonneur to 
adjust the clapper distance if temperature or humidity caused a 
change in the length of the wire. 

With these seemingly minor changes in the carillon mechanism, 
Jef Denyn revolutionized the responsiveness of the carillon and 
the way in which it could be played. It now became possible 
to perform with greater dynamic variation and nuance, similar 
to what was possible on the piano of the nineteenth century. 

In 1899, Jef Denyn and Desire Somers, an engineer in 
Mechelen, traveled to Cattistock, England, where Denyn 
played the van Aerschodt carillon installed in 1870 and the 
two men examined the instrument in detail. The Cattistock 
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visit represented the first collaboration 
between Denyn and Somers, which 
would result in joint ventures on a 
number of Flemish carillons.60 Denyn 
continued to work with Somers until 
1903. After 1905, he worked with the 
van Aerschodt foundry in Louvain, and 
then occasionally with the Omer Michaux 
foundry. This latter bellfounder, also 
located in Louvain, was a direct com
petitor with van Aerschodt. 

Denyn concentrated on carillon restora
tions almost exclusively from 1891 until 
1915, traveling to carillons throughout 
the Low Countries and northern France. 
Some carillons in Belgium had not 
been renovated for 150 years, a sad 
commentary on the instruments them
selves, but a condition nonetheless 
which meant that Denyn could benefit 
from inspections of instruments which 
in their day had been considered well 
crafted. 

Along with his inspections of different 
mechanisms, Denyn made thorough 
examinations as well of numerous caril
lon keyboards, some dating from as 
early as the seventeenth century. In 
1910, after assimilating all his observa
tions on a variety of keyboards, Denyn 
determined the dimensions for what he 
termed the "Mechelen Standard," later 
known as the "Denyn Standard." 61 

Since this standard is discussed in 
greater detail in Chapter IV, it is suffi
cient to note here that Denyn estab
lished dimensions for the spacing of 
keys, the spacing of pedals, and the 

In 1899, Jef Denyn traveled to Cattistock, 
England, with Prosper Verheyden and Desire 
Somers. The Cattistock visit represented the first 
collaboration between Denyn and Somers, 
which would result in joint ventures on key
boards for a number of Flemish carillons. 
Shown left to right are: the Reverend Robert P. 
Stickland, Jef Denyn, Desire Somers and Prosper 
Verheyden. (Photo courtesy of Koninklijke 
Beiaardschool 'Jef Denyn. ") 
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Drawing of the Petit & Fritsen foundry, in Aarle
Rix tel, the Netherlands. Established in 1660, the 
foundry was moved by Hendn'kus Fritsen to this 
building in 1906. (Drawing by A . Fritsen, 1989. 
Courtesy of Gerard Fritsen.) 

distance between manual and pedal. 
Furthermore, he set the overall stan
dard at four octaves, with the pedal 
covering a range of one and a half 
octaves.62 

In 1915, Denyn delivered a speech on 
his carillon renovations to the Royal 
Society of Arts in London.63 He provid
ed the audience with his findings on 
the ideal height of the tower, the 
design and size of the bell chamber, 
the importance of having stabilizing 
arms for clappers, and his preference 
for a closed chamber with louvres for 
directing sound down from the tower. 

Although these modifications seem to 
be logical concepts and simple to 
undertake, Denyn's arguments for the 
establishment of a prototype carillon 
built to th.ese specifications represented 
a "virtual revolution" in the craft of 
instrument building. Because Denyn 
spoke from long experience and 
because he could demonstrate that his 
ideas were worthwhile, his speech was 
favorably accepted. Later in the year, 
he was invited to the Netherlands to 
give his recommendations to officials in 
a number of cities concerned about 
their carillons. 

In 1929, Denyn brought together repre
sentatives from the foundries of van 
Aerschodt, Michaux, Michiels and 
Sergeys.64 It was his plan that all bell
founders adopt his recommendations 
and begin to build a standardized 
instrument. Although well intentioned, 
this plan met with only marginal sue-



cess because the different founders were reluctant to abandon 
their old formulas and specifications to an uncertain future 
and because Denyn's recommendations for restoring carillons 
would translate into expensive modifications to many existing 
instruments, especially in the Netherlands. 

The Introduction of Modern Tuning Practices 

Although Jef Denyn spent an exhaustive amount of time on 
the mechanical aspects of the carillon, he initially seemed 
unperturbed about uneven tones and clashing harmonics 
associated with many groupings of bells. Perhaps Denyn sim
ply did not know much about tuning or bell harmonics. For 
whatever reasons, he did not really express his opinions 
about tuning inconsistencies for a long time. 

For hundreds of years, meantone tuning had been the norm 
for bells cast by Dutch and Flemish founders . Unfortunately, 
after the demise of Andreas van den Gheyn in 1793, bells cast 
in Belgium and the Netherlands seem to have contained many 
tuning irregularities, a condition which often resulted in a dis
cordant jumble of sounds emanating from towers.65 For al
most a century, people could only point to past accomplish-

, men ts when referring to bells which were "in tune." For many 
listeners, the problems associated with bell partials seemed 
innate to the nature of bells, and they ignored any discordant 
sounds. Others expressed frustration that bells from the He
mony brothers and some other early founders had sounded 
so much better together than did most bells tuned in nine
teenth-century foundries. 

Tuning has always been a controversial subject with bell
founders and bell enthusiasts in general. In fact, historian 
Trevor S. Jennings contends that coveted theories regarding 
the tuning of bells has engendered more confusion and dis
agreement than any other aspect of campanology.66 All bell
founders sought to protect thetr tuning formulas and methods 
from discovery by competitors. Whatever the reasons for their 
secrecy, it is obvious that tuni~g was still considered an inex
act science in the latter half of the nineteenth century. As 
founders floundered in their attempts to achieve consistency 

The Campanile of the original 
3 7-bell instrument installed on 
the grounds of the Taylor 
foundry in 1904. A few years 
later, Taylor added 3 bells, 
bringing the total to 40. This 
was the first instrument tuned 
in equal temperament. Taylor 
published this photo in the 
1920s in a catalog entitled "The 
Carillon. " (Reproduced with 
permission from John Taylor 
Bel/founders, Ltd.) 
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with bell partials, help came from an unexpected quarter. 

Bellfounders in the British Isles also had restricted access to 
their own formulas and techniques for tuning of bells. By the 
1860s, however, a small group of Englishmen seemed willing 
at least to discuss acoustic instruments and problems associat
ed with bell tones with Continental colleagues. To that end, 
John William Taylor I (1827-1906), and his son, John William 
Taylor II (1853-1919), traveled to France, Germany and the 
Low Countries on a number of occasions to visit different 
foundries .67 

It should be understood that the Taylors and their compatriots 
in England were not working with carillon bells at all during 
this period. Nevertheless, they were quite concerned with the 
problem of producing bells for peals which were harmonical

ly in tune with 
each other. Topics 
such as pitch 
and temperament 
provided for end
less hours of dis
cussion in Euro
pean bellfound
ries, regardless of 
the ultimate use 
intended for their 
bells. Advances 
in acoustic instru
mentation, such 
as the more ac
cepted usage of 
tuning forks, 
helped to ease 

the problem somewhat, but more detailed research on bell 
harmonics and temperament was needed before a revised set 
of formulas could be established. 

By the 1870s, the acoustics of bells, specifically church bells, 
began to intrigue a few Englishmen outside the bellfoundry 
environment. The most famous of these gentlemen undoubt-

edly was J.W. Strutt, otherwise known as Lord Rayleigh, who 
first began a serious study of church bells and peals in 1879.68 

Eleven years later, he published his studies of the tonal quali
ties of church bells. Excited by Rayleigh's discoveries, other 
researchers would use the tenets of his sound theory to 
develop new hypotheses on tuning.69

. 

Although Lord Rayleigh did not study the tonal qualities of 
carillon bells, his discoveries inspired the interest of an 
English cleric who later would apply some of the nobleman's 
findings to his own classic work with peals and carillon bells. 
As part of his campanological research, Canon Arthur B. 
Simpson applied a number of Raleigh's theories to his own 
hypotheses regarding bell harmonics .70 Simpson began his 
work convinced that it should be possible to cast a number of 
bells which would sound harmonious together. Once he had 
accumulated enough data on the subject and wished to test 
the veracity of his theories, Simpson offered his services to 
several English bellfounders. Taylor accepted the offer and yet 
another collaboration between amateur scientist and profes
sional bellfounder was begun. Like Jacob van Eyck before 
him, Simpson was able to test his hypotheses on the foundry 
floor. When Simpson published his findings, Taylor began to 
tune all five partials of its bells. 

Thus, independent discoveries from Lord Rayleigh and Canon 
Simpson abetted John Taylor and his sons in the development 
of true harmonic tuning. In fact, the Taylors' concentration on 
turning out well-tuned bells led to their increased interest in 
carillons. In 1904, Taylor's first carillon, an instrument of 37 
bells, was installed in a small tower on the foundry grounds. 
This carillon was the first in over 400 years of the instrument's 
history to be tuned in equal temperament.7 1 Then in 1911, 
Taylor was awarded a contract for a two-octave carillon in 
Appingedam, Holland. This order represented the first instru- . 
ment for the Netherlands in equal temperament and was 
hailed as the first modern carillon on the Continent. Taylor 
would go on to sell four more carillons in the Netherlands. 

Another English bellfounder who benefited from Simpson's 
discoveries was Gillett & Johnston of Croydon, where Cyril 



Johnston (1884-1950) had begun to cast bells that rivaled those 
from Taylor's. Gillett & Johnston ultimately sold nine carillons 
in Holland and two in Belgium.72 Although both English 
foundries would continue to sell a few instruments to Euro
pean cities, their prime market would be in North America . 

New Levels of Performance 

Jef Denyn contributed significantly to raising the level of caril
lon performance standards through his skill as a virtuoso, a 
distinction made possible through his unique designs and 
improvements to keyboards and playing mechanisms. At the 
height of his popularity in the early part of the twentieth cen
tury, literally thousands of listeners came to hear Denyn's 
recitals in Mechelen. As a result, he acquired an audience 
which listened appreciatively to his notable performances and 
his singular choice of music and programming. 

In an effort to encourage young carillonneurs, he arranged for 
two performance competitions, held in Mechelen in 1897 and 
1910 respectively. These competitions were revealing in a 
number of ways. In his 1910 report to the jury,73 Denyn indi
cated that formal instruction on the instrument was necessary 
if the carillon art was to flourish. Hand in hand with his insis
tence on improving performance skills was the master's call 
for more sophisticated music for the instrument. 

Composing for Carillon 

During the time he was composing, from 1897 through 1922, 
Jef Denyn added the following works to the carillon reper
toire: Prelude in G Minor, Prelude in C; Prelude in B Flat, 
Unwritten Prelude, Andante Cantabile, Ave Maria and 
Siciliano. 74 In keeping with the style of the times, all of these 
pieces were written in the romantic style. After 1922, Denyn 
stopped composing, although he continued to press his opin
ions as to what kind of music sounded best on the instru
ment. With the exception of the Unwritten Prelude, all of 
Denyn's works remain in manuscript form in the Mechelen 
Carillon School's archives. Most of Denyn's music is still 
played today, especially in Belgium. 

It comes as no surprise, therefore, to learn that Denyn had 

jef Denyn at the keyboard of St. 
Rombout's in Meche/en . (Private col
lection. Reprinted with permission 
from Koninklijke Beiaardschoo/ 'Jef 
Denyn.") 
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sought new music from his musician peers prior to both of 
the Mechelen performance competitions. To this end, he 
asked Gustaaf van Hoey (1835-1913), then director of the 
Mechelen Conservatory of Music, to compose a work for the 
first Mechelen competition. Van Hoey's Sonata for Carillon 
was chosen as one of the required pieces for that competi
tion.75 Some of these efforts to compose original music for 
the instrument were more successful than others. For the 1910 

Mechelen com
petition, Denyn 
himself com
posed Andante 
Cantabile for the 
required piece. 
This composition 
still figures pro
minently in the 
classic repertoire 
played by the 
Flemish. 

In a later address 
to colleagues, 
entitled "What 
Should the Caril
lon Play?",76 Jef 
Denyn cited the 
works of Matt

hias van den Gheyn, the Lento of Kamiel Lefevere, 7beme 
and Variations by Staf Nees, four of his own works, and van 
Hoey's Sonata as good examples of what kind of music 
should be played on the carillon. 

Novel Performance Techniques 

Since Denyn had done so much work on the mechanism of 
the Mechelen carillon, he was acutely aware of its attributes 
and its deficiencies . His method of playing and teaching 
reflected this awareness in a number of distinctive ways. For 
example , Denyn compensated for treble bells that were poor
ly tuned or unable to sustain their sound sufficiently by 

quickly repeating alternating notes. This is a playing tech
nique called tremolo (or tremolando). When used in its his
toric sense for stringed instruments, the tremolo is an impor
tant orchestral effect used to suggest tension or to increase a 
sense of drama.77 The use of tremolo could be justified on 
the Mechelen carillon of Denyn's time because it contained 
poorly-tuned, non-ringing bells supplied by eight different 
founders over a period of two hundred years (from 1696 until 
1922). Unfortunately, the tremolo 's overusage by the Flemish 
adherents of Denyn's style of playing resulted in a technique 
originally used as a means to an end which simply became 
an affectation. 

Denyn also liked to improvise on the carillon, and his audi
ences in Mechelen looked forward to this occasion.78 In the 
middle of a recital, he frequently would play an improvisation 
on a folksong as a kind of interlude. Denyn's obvious success 
with the art of improvisation is evidence of how completely 
he pleased his audiences. It was no surprise when this plea
sure in hearing him perform gave way to adulation, and then 
to enthusiasm for a more structured method to pass his lega
cy onward, through formal teaching and training. Along with 
the thousands of admiring listeners, there were individuals 
who were concerned that Denyn's artistry would die with 
him. These individuals began a campaign to establish a 
school for the study of the carillon. 

A Carillon School 

In 1913, two proponents of Jef Denyn's attempts to elevate 
the level of carillon performance, Edward de Keyser and 
Henry de Coster, prepared an outline for the curriculum for a 
national carillon school. Included in a provisional prospectus 
were the following courses: carillon performance, harmony, 
theory, composition, campanology, arranging for carillon, 
counterpoint and general music history.79 Obviously, the 
objective of this instruction was to develop a well-rounded 
musician, in addition to providing the basics necessary to per
form on the carillon. Although this curriculum was approved 
by the Belgian government in 1913, its implementation was 
delayed by the start of World War I. 

/\ • 
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That the carillon school finally did open its doors in 1922 is a 
testament to the astute political skills of the men surrounding 
Denyn. Once the effects of the war had diminished and peo
ple began to settle into some degree of normalcy, the idea of 
the school once again became prominent in the minds of ded
icated Belgians such as Henry de Coster, Prosper Verheyden 
and Edward de Keyser. Although Denyn was eager to bring 
the dream to reality, these men actually deserve more of the 
credit for working out the details of getting the school estab
lished.80 Support from Mechelen officials was understandable, 
especially given the degree of stature the city would gain if the 
plan were successful. When the men received the imprimatur 
from the national government in Brussels, it was more of a 
coup. 

Following this victory with the Belgian government, interna
tional support intensified. Vital contributors turned vocal sup
port into francs when prominent Americans, led by Mr. and 
Mrs. William Gorham Rice, influenced President Herbert 
Hoover and the Educational Foundation of the Commission 
for Relief in Belgium to donate a large amount of money for 
the cause. Later, the Rices would make more contributions 
from their personal savings, and elicit additional financial sup
port on the School's behalf from other wealthy North 
Americans. In fact, this American financial support would be 
responsible for a large part of the School's budget. 81 With the 
additional monies from the national and city governments, the 
school could begin to function . 

"De Beiaardschool te Mechelen" (Mechelen Carillon School) 
opened officially on August 12, 1922. It wa~ the first institu
tion of its kind, offering basic instruction in all aspects of the 
carillon art-historical, musical and technical. The curriculum 
was designed to be completed in two years for full-time stu
dents, and three years for part-time students. Jef Denyn gave 
instruction in carillon performance technique, programming 
and carillon design. Fellow instructor Jef van Hoof (1886-
1959) taught composition, harmony, counterpoint and theory. 

Through the Oud-Leerlingen Bond (Former Students' Guild), 
the School helped maintain contacts between alumni and dif-

A young Kamie/ Lefevere with bis 
teacher and mentor, Jef Denyn. 
Lefevere would immigrate to the 
United States in the 1920s and 
become a prominent carillonneur 
there for over 30 years. (Photo cour
tesy of Koninklijke Beiaardscbool 'Jef 
Denyn. '') 
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Belgium, the cardinal of the Mechelen archdiocese, and by 
many high officials in this small country's national govern
ment. These prominent individuals were invaluable in helping 
Denyn fund recitals, publicize St. Rombout's and the Carillon 
School, and gain a wide appreciation for the carillon as a 
concert instrument. 

Historically, 1922 probably was the most important year in the 
instrument's early modern development. A new carillon 
school was founded, the first ever Carillon Congress was 
held, and Jef Denyn celebrated 35 years as Mechelen's 
Carillonneur. Thus, it is appropriate at this time to introduce 
William Gorham Rice, the American who was a major contrib
utor to the establishment of the Mechelen School and who, 
ultimately, was responsible for introducing Jef Denyn's artistic 
renaissance to the New World. 

NOT JES 
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:A: Carillon in Arth 7/merica 
1883-1933 

Belfry at Gloucester. (Photo courtesy of 
Church of Our Lady of Good Voyage.) 

Although it is generally acknowledged that the first mechanical-action 

carillon in North America dates from 1883, there were no additional 

installations until the first modern instruments arrived in 1922. By 

1927, there were 23 carillons on the continent. One man can be cred

ited with initiating this impressive development and with educating 

North Americans about carillons. Tbe power of William Gorham Rice's 

words about the mystical allure and enchantment of bell music con

vinced a number of prominent individuals in North America to pur

chase carillons. From the publication of his first book in 1914, through 

his lectures, exhibitions and radio addresses, Rice laid the groundwork 

for the introduction of fine carillons to the New World. In Chapter 11, 

the first 50 years of the carillon are described, spanning the period 

from 1883 through 1933. Included is an examination of the installa

tion of English instruments of superior quality, the impact of design 

and novel tuning changes on carillons destined for the North 

American market, and a brief look at the New World's first carillon

neurs. All this activity is set against the backdrop of William Gorham 

Rice 's progressive involvement with the carillon art. 
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Prior to 1922, there was no real carillon culture in North 
America. No foundries cast carillon bells, no instrument 
builders whatsoever were active in the carillon field . Although 
there were four locations with "carillon" status, two of these 
instruments were playable only from revolving drums until 
they received mechanical-action keyboards in the middle of 
this century. 1 The French firm of Bailee cast both of these 
automatic instruments, the first one of 23 bells installed in 
1856 at Notre Dame University in South Bend, Indiana, and 
the second a 43-bell carillon installed at St. Joseph's Church in 
Buffalo, New York, in 1870. 

The other two carillons were both located in the Philadelphia 
area. One was at the Holy Trinity Church, where Severinus 
van Aerschodt had installed a 25-bell instrument in 1883. Many 
scholars consider this instrument to have been the first carillon 
in North America .2 Because it had a mechanical-action key
board, it was closer to the modern perception of a carillon as 
a set of bells on which music could be played, rather than an 
automatic instrument only capable of sounding pre-programmed 
melodies. 

The last instrument was at the Immaculate Conception Chapel, 
located on the grounds of St. Vincent's Seminary in German
town, where Paccard had installed 26 bells in 1900. This 
instrument had a revolving drum which was activated by 
pushing foot pedals. Once the drum was in motion, a type of 
piano keyboard (Maisonnave) was used to play the bells. 

Thus, by 1900, there were three instruments with groups of 
bells played by mechanical devices, and a single carillon 
playable from a keyboard . Although North Americans were 
familiar with the sounds of single bells, peals and even 
chimes, it would be another 22 years before they would be 
introduced to the first modern carillon. 
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(Illustration by Lynn Baumgartner.) 
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William Gorham Rice (1856-1945) 
His untiring efforts to promote the 
carillon art in North America spanned 
34 years. ( Photo courtesy of GCNA 
Archives.) 

WilllilAM GORlHIAM RilCJE 

Champion of the Carillon 

It is virtually impossible to overstate the influence of William 
Gorham Rice (1856-1945) in introducing the carillon to North 
America. From the settling of the continent by Europeans, it 
was almost 200 years before the first four carillons arrived. 
The next 19 instruments were installed within five years of 
each other. William Gorham Rice 's untiring efforts to promote 
the instrument spanned 34 years, bringing forth a flurry of 
activity in the field that has not been duplicated anywhere. 
When he died in 1945, he had started the Carillon League, 
helped initiate The Guild of Carillonneurs in North America, 
been instrumental in the founding of the Mechelen Carillon 
School, aided dozens of cities, churches and colleges to 
acquire carillons, written books and articles, and given innu
merable lectures. Through all this activity, Rice played an inte
gral part in the beginnings of a unique North American caril
lon art, one which would prove singular in its artistic contri
butions relative to carillon installation, style of playing and 
compositions. The story of Rice's life is fascinating, and an 
examination of his many activities is essential to acquire a 
sense of their significance to the evolution of the art. 

William Gorham Rice was born in Albany, New York, on 
December 23, 1856. The progeny of an upper-class family in a 
prosperous Eastern city, Rice evinced the good schooling 
which marked a well-rounded, polished young man. In 1875, 
he was graduated from the Albany Academy. After working as 
a federal Civil Service Commissioner for a few years, he went 
on to serve the State of New York in that capacity for 22 years. 
In 1892, Rice married Harriet Langdon Pruyn.3 A cultured, 
well-read woman from a prominent Albany family, Harriet was 
considered a patron of both civic and cultural enterprises. 

The Rice household in Albany was known as a place where 
visitors from abroad were made to feel welcome. Harriet and 



William frequently visited Europe, especially the Netherlands, 
from which Harriet's ancestors had emigrated in the 1600s.4 

After 1911 , the year in which William first began his discovery 
of the carillon art, they would tour Europe each year, some
times for extended visits. 

A Fascination with Carillons Begins 

William Gorham Rice, Jr. , credits his mother, Harriet, with 
piquing his father's fascination with carillons. 5 On one of 
their frequent trips abroad, she had sought some hobby to 
help her husband pass the time, and so introduced him to the 
instruments which were so closely associated with the culture 
of the Low Countries. Once Rice became enamored of bells 
and bell music, there seemed to be no deterring his enthusi
asm. Although he was quite attracted to the towers and the 
mechanics of these European instruments, he was equally 
captivated by the artists who played them. 

William Gorham Rice began his study of the carillon and his 
search for information about the instrument simply enough
he visited libraries. Since the couple was in Europe when he 
developed his new-found interest, Rice perused the shelves at 
prestigious libraries in such cities as Antwerp and Brussels in 
Belgium, the Hague, Gouda and Amsterdam in Holland, and 
the Bibliotheque Nationale in Paris. At first, he was disap
pointed in his search. For example, when he visited The 
British Museum in 1911 , the Assistant Keeper of that august 
institution informed him that he knew of "no works on caril
lons. "6 His perseverance gradually began to yield results. At 
the Bibliotheque Nationale he found "much interesting materi
al about carillons,"7 and his enthusiasm seems to have multi
plied with each reference to the instrument. It was in Antwerp 
also that he first heard the name of Jef Denyn from a friend, 
who told him to travel to Mechelen, Belgium, to hear the bell
master perform in recital. 8 

While still in Holland in 1911 at the Gouda city library, Rice 
unearthed a document containing a list of Dutch carillons. 
From this listing, he addressed postcards simply to "Mr. 
Carillonneur" and sent them to each Belgian and Dutch city 
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Harriet Pruy n Rice 
(1868-1939) is credited 
with first interesting her 
husband in the carillon 
art in Europe. (Photo 
courtesy of GCNA 
Archives.) 

that was recorded as having a carillon.9 As replies came back 
from representatives in various cities, Rice embarked upon 
what appears to have been the first systematic examination of 
carillons in the world. It was his intention to provide a com
prehensive review of the carillon "in all its aspects-historical , 
musical, literary and civic." 10 

At the same time that he was examining the resources of 
diverse European libraries, Rice began a physical inspection 
tour to cities where his research had indicated the presence of 
carillons. He made the ascent in scores of towers, noted bell 
sizes, took dimensions of keyboards, and when possible, 
recorded the weight of individual bells and the total weight of 
a given carillon.11 Judging from his commentary later, these 
site visits were most thorough. Although he concentrated his 
visits on examining instruments in Belgium and Holland, Rice 
also visited Northern France and climbed towers in Douai, 
Arras, Lille, Cambrai and Dunkirk. Methodical in his determi
nation to verify data, Rice preferred to match what he had 
read in dusty tomes with the information he found upon 
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William Gorham Rice andjef Denyn 
ill Meche/en . 7be two men met in 
1912, when Denyn was 50 years old. 
(Photo courtesy of Konink/ijke 
Beiaardschool 'Je/ Denyn . ") 

inspection of the instruments. Hence, he even made arra nge
ments to visit sites outside the normal scope of Low Country 
culture, such as Malmedy and Duren, border towns in western 
Germany. He knew that in earlier centuries the Netherlandish 
culture had played an important role in influencing Rhineland 
culture, and he had reports of old bell towers in the region. 12 

Meeting Jef Denyn 

Rice was positively entranced by meeting and especially in 
hearing Jef Denyn play the carillon at St. Rombout's Cathedral 
in Mechelen. The two men met in 1912, when Denyn was 50 
and at the peak of his artistry. 13 In addition, Rice was awe
struck by the Mechelen audiences-thousands of listeners 
were captivated by Denyn's flamboyant performances. 

Thus began a friendship which would last 29 years, until Jef 
Denyn died in 1941. It was through Denyn that in 1913 Rice 
met Prosper Verheyden (1873-1948), the man who would 
become the secretary for the future carillon school in Belgium. 1• 
Verheyden was a great promoter of the instrument in Mech
elen, as well as carillons throughout the Low Countries. In his 
research, Rice benefited greatly from his close relationship with 
Verheyden, and the two men provided each other with myri
ads of information on the carillon and campanology in general. 

In the period from 1912 to 1914, Rice wrote numerous articles 
in the United States about what he had seen and heard con
cerning carillons in Belgium and Holland. These articles were 
to form the basis for his first book, Carillons of Belgium and 
Holland: Tower Music in the Low Countries. In all of his writ
ings and presentations, Rice prominently featured the St. 
Rombout's carillon and "bellmaster" Jef Denyn. His efforts on 
behalf of the carillon art were all the more important in that 
he kept alive a subject, both in North America and Europe, 
which understandably would diminish with the advent of 
World War I in 1914. 



Rice as Historian and Scholar 

Carillons of Belgium and Holland was 
the first book in English written specifi
cally about the carillon. Its publication 
in 1914 resulted from three years of vis
its, research and personal contacts. One 
of the great benefits of this book was 
that, especially for North American read
ers, it provided the carillon with an his
torical perspective. The carillon might 
be an instrument considered novel to 
this side of the Atlantic Ocean, but in 
Belgium and Holland it had been an 
integral part of everyday life for several 
hundred years. With the thoroughness 
that would mark his research through
out his life, Rice painstakingly set the 
scene of the carillon's prominent place 
in the daily lives of Belgian and Dutch 
citizens. He examined the historical im
plications of life in the Low Countries 

· under the King of Spain, Charles V, in 
the early 1500s. He explored the devel
opment of the carillon as a unique mu
sical instrument during this period of 
foreign domination, and its rise to promi
nence as a distinctive symbol of the cul
ture of the Low Countries.15 He postulat
ed that although the geographical size of 
these countries was small, the civic pride 
and economic might that had provided 
the necessary environment for creative 
geniuses such as Jan Vermeer, R~mbrandt 
van Rijn, Antoon van Dyck and •Peter 
Paul Rubens also figured greatly in the 
development of the carillon. 

Rice felt that the magnificent towers in 
the wealthy towns and cities of such 

Left: The Zuidertoren in 
Enkbuizen, the Netherlands, was 
constructed in 1524. Fran{:Ois 
and Pieter Hemony installed the 
first carillon in this tower in the 
1650s. (Photo courtesy of Frits 
Reynaert.) 

Right: The Hotel de Ville, or City 
Hall, of Douai was built in the 
14th and 15th centuries in the 
elaborate French architectural 
style common to the period. 
Although there bad been bells in 
this tower since 1471, it was not 
until the middle of the 19th cen
tury that the city could boast a 
complete carillon. William 
Gorham Rice examined this his
toric carillon before it was 
destroyed in World War I. (Photo 
courtesy of Rees Carillon 
Archives.) 

39 

I• 



40 

rich provinces as Brabant and West Flanders enhanced the 
cultural appeal and artistic value of their carillons. As part of 
his historical research, Rice quoted one book in particular, 
The Present State of Music in Germany and The Netherlands, 
written by Charles Burney in 1773. 16 Amid his descriptions of 
the eighteenth-century musical scene in Germany and the 
Netherlands, this Englishman had reported that there was "a 
passion for carillons in the Netherlands." (At the time, the 
appellation "the Netherlands" included the countries of mod
ern-day Belgium and the Netherlands.) Shortly after beginning 
his research, Rice also became infected with the same passion 
for carillons that Charles Burney had recorded more than 125 
years earlier. 

In Carillons of Belgium and Holland, Rice quoted Burney's 
observations about carillons in Courtrai (Kortrik), Groningen, 

Amsterdam, Liege 
and Aix-la Chapelle 
(Aachen).17 Along 
with recording 
Burney's findings, 
Rice naturally pro
vided his own 
opinions of the 
many instruments 
he had inspected 
on his tours, and 
included a designa
tion of the superior 
ones with what 
would become his 
famous notation, 
"among the best." 

Eager to educate 
his readers about the legitimate musical credentials of the car
illon , Rice frequently quoted sources from outside Belgium 
and Holland, especially from distinguished travelers. For 
example, he quoted Francesco Belli , who had recorded the 
commentary of Giorgio Giorgi, the Venetian Ambassador to 

Holland, upon visiting that country in 1626: 

The bells in these low countries serve for music; their 
timbre is so sweet and their harmony so complete 
that they express and include all the notes of the 
voice, and in the Hague, the striking of the hour is 
preceded by a concert from the belfry which is most 
melodious and delicate. 18 

Never mind that the music which Belli said had so enraptured 
this Venetian diplomat probably had come from the mechani
cal drum which was connected to all carillons in the Low 
Countries in the seventeenth century. What Rice found note
worthy about the ambassador's comments was that these bells 
apparently were pleasing to the ear-that is, they had been 
well tuned, so that the sound of the melodies emanating from 
them was a pleasant experience for listeners, rather than the 
excruciatingly discordant tones so often heard in other locales. 
Rice obviously included this and sundry other references so 
as to impress his readers with the fact that notable individuals 
had been influenced by the sound of carillon bells in the Low 
Countries for several centuries. 

Of more musical and historic value than these pleasant anec
dotes, however, was Rice 's thorough research with then extant 
manuscripts regarding carillons. He spent untold hours sifting 
through data accumulated from many sources, and was the 
first researcher to compile an overall view of the development 
of the carillon in all its ramifications. As such, his work 
remains viable as a reference tool to this day. Although he 
would go on to publish many other substantive articles and 
books, the 1914 book stands as his definitive profile on the 
carillon art. 

An example of Rice's diligence in recording pertinent informa
tion on various topics in the landmark Carillons of Belgium 
and Holland is the space allotted to bellfounders. The 1914 
book represents the first comprehensive description in English 
of the work of both historical and modern founders . Rice pro
vided general information about Fran~ois and Pieter Hemony, 
and about their historic carillons in Belgium and Holland. He 
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In Carillon Music and 
Singing Towers of the 
Old World and the New, 
William Gorham Rice 
revised bis earlier listing 
of the world's "best caril
lons" to include instru
ments cast in the 1920s 
by Taylor and Gillett & 
Johnston . This photo 
appeared originally in 
The Carillon, a catalog 
distributed in the 1920s 
by Taylor. (Reprinted 
with permission from 
John Taylor Bellf.ounders, 
Ltd.) 
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described Pieter Hemony's eight-page folio ("octavo") on the 
uselessness of C sharp and D sharp in the lower part of the 
carillon. '9 This obscure but historically significant document 
Rice located at the University Library in Amsterdam. It is pos
sible that he was the first researcher in several hundred years 
really to utilize information from the Hemony folio . 

Another personage of interest to Rice was the eighteenth-cen
tury Dutch carillonneur, Johan Philip Albrecht Fischer. (See 
Chapter I.) Rice made a number of comments about the his
torical importance of Fischer's "small quarto" entitled Verhan
deling van de Klokken en bet Klokkespel. -zo He seemed delight
ed with Fischer's later observation that to play well required 
"a musician with a good knowledge of music, good hands 
and feet , and no gout."2 1 

A work by Alex
ander Schaepkens, 
published in 1857 
under the title, Bells 
and 7beir Use, Rice 
found particularly 
intriguing because 
of the author's men
tion of specifica
tions for a contract 
on a seventeenth~ 
century carillon.22 

Rice inferred from this reference that specifications for new car
illons were the order of the day even 300 years ago. 

Rice was equally enthusiastic about the work of Reverend H.R. 
Haweis, whose Music and Morals had appeared in 1875. In his 
commentary, Haweis championed the installation of carillons 
in England over chimes or bells for change-ringing. Rice was 
pleased to find Haweis' enthusiasm for the carillon, and quoted 
the Englishman's opinions on several occasions.23 (Unfortun
ately for the carillon world, Reverend Haweis' recommenda
tions generally were ignored in Britain, as the predominant 
form of bell usage to this day remains change-ringing.) 

It is entertaining as well as educational to note the quaint 
comments amid the additional data supplied for some of the 
Appendix listings of the 1914 book (and repeated in later edi
tions). The Appendix provided a wealth of information specif
ically on Low Country carillons .and their settings. It was the 
first comprehensive listing of all known carillons, data glean
ed from his exhaustive research on these historic instruments. 

Many of the entries were colorful, especially in their presenta
tion. For instance, under the entry for Leiden, Rice reported: 
"An attractive spot in which to hear the bells [of Leiden] is by 
the little dolphin fountain behind the Town Hall. Unfortunately, 
the playing of the fountain (Sat. 3-6) and the playing of the 
carillon do not coincide."24 

About the Schiedam carillon, Rice noted: "The bell-master is 
an interesting man and interested in his carillon, for both his 
father and his father's father were city carillonneurs of Schie
dam. These three Textors have held the position successively 
since 1791 and the present one takes proud care of his labo
ratory."25 This particular story illustrated two important points 
for a North American reader: In Schiedam there was a "caril
lon dynasty" of sorts, with the same family occupying a posi
tion for 123 years-about 40 years per carillonneur. Also, 
there had been a carillon tradition in Schiedam since 1791-
when the United States had enjoyed a mere handful of years 
of independence from Britain. 

With anecdotes such as these, is it any wonder that North 
Americans found Rice 's expositions delightful? His writings 
were not merely dry, scholarly narratives concerning the his
tory of an esoteric, ancient art. Indeed, Rice made no apolo
gies for his obvious enthusiasm for the carillon and its history 
in his writing, but he was careful to maintain a scrupulous 
adherence to verified data-thereby setting himself apart from 
the work of some of his predecessors. 

In this valuable Appendix, Rice quantified the many instru
ments he had seen and heard, and it was the first place he 
published his personal comments as to the quality of those 
instruments he had inspected. For example, Rice named the 



carillon in Vlissingen, Holland, as being 
a Taylor instrument, with the notation 
"among the best. "26 This notation was 
particularly significant in that it illustrat
ed that an English company was mak
ing inroads into the Dutch bell market. 
The quality of Taylor carillons was 
readily apparent, and Rice was careful 
to explain the role of the foundry in 
the re-discovery of tuning methods. 

The information contained in the Ap
pendix serves to illustrate the small 
size of the majority of instruments com
pared to those being installed currently 
in Belgium and the Netherlands. Most 
carillons pre-dating 1914 were three 
octaves or smaller; in fact, many were 
only two octaves. 

From a scholarly perspective, the works 
of William Gorham Rice remain essen
tial in any comprehensive review of the 
literature. In fact, it is extraordinary that 
75 years after their publication, Rice's 
books remain so pertinent to the field 
of campanological research. What is 
remarkable to a modern reader of his 
numerous books and manuscripts is 
that before William Gorham Rice's 
entrance on the scene, no one individ
ual seems to have taken the initiative to 
compile this information into any com
prehensive profile. Rice was well aware 
of his unique position as scholarly his
torian in the field, and this opportunity 
seems to have been uppermost in his 
untiring efforts to record data and edu
cate the public. To this end, he pub
lished an enormous amount of data, 
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Above: The Metropolitan Church in Toronto 
received a two-octave Gillett & Johnston carillon 
in 1922. This installation was the first modern 
instrument in North America. (Photo courtesy of 
James B. Slater.) 

Below: The Church of Our Lady of Good Voyage 
in Gloucester, Massachusetts, received a 31-bell 
Taylor carillon in 1922. In his second book, 
William Gorham Rice touted this instrument as 
the "first modern carillon to be erected in the 
United States" (Carillon Music, p . 267). Also sig
nificant was the fact that this carillon had been 
admitted to the United States duty free through a 
special act of Congress. (Photo courtesy of Our 
Lady of Good Voyage Church.) 
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both in well-researched articles and in book form. After the 
high acclaim accorded to his 1914 book, Rice would go on to 
publish a second edition. Then in 1916, he published 7be 
Carillon in Literature: A Collection from Various Authors with 
Some Notes on the Carillon Art. In 1925, Carillon Music and 
Singing Towers of the Old World and 7be New appeared. 27 

A Carillon Ambassador 

When he published his 1914 book, the information Rice 
included on these European towers and carillons proved 
invaluable for historical documentation--especially since 
many were destroyed in World War I. Consequently, Rice's 
publications in some instances represent the only complete 
record remaining on certain carillons in the Low Countries. 28 

From 1912 to 1922, Rice was a veritable ambassador for the 
carillon art in North America, giving 35 addresses and presen
tations in various American cities. 29 In the early 1920s, the 
many social and cultural activities which had been deferred 
due to the War effort were resumed. Rice found himself to be 
a popular speaker. He did not pretend to be a musician, but 
rather concentrated his lectures on his obvious skills as an 
historian and chronicler of the carillon art. To provide visual 
impact for his enthusiastic speeches, he used the lantern 
slides that he had taken while on various tours in Belgium 
and Holland. 

One of his talks was to the Century Club in New York, deliv
ered to architects, painters, musicians, professors and editors. 
It must have been a charged atmosphere to appear in such a 
prestigious group, with all of the members assembled to hear 
Rice speak about the carillon. Another valuable service he 
performed was to mount the carillon exhibit at the Smithson
ian Institute, in Washington, D.C. Thousands of visitors would 
have seen this exhibition. 

By his own estimate, at least 20,000 people heard Rice 's radio 
address in Schenectady, New York, in June, 1922.30 As a 
result of this one broadcast, he received letters from as far 
away as Los Angeles and the Azores Islands. 

The First Carillon Congress 

William Gorham Rice continued to be in the forefront of other 
important carillon-related events during the summer of 1922. 
He and Harriet traveled to Mechelen to celebrate Jef Denyn's 
35 years as the City Carillonneur. More importantly, however, 
was the primary purpose of their trip to Belgium-to take 
part in the grand opening of the Mechelen Carillon School. It 

was no coincidence that the first day for the new School was 
August 12, 1922, the same date that the historic First Carillon 
Congress convened in Mechelen. William and Harriet Rice 
had been quite influential in getting President Hoover and the 
Educational Foundation of the Commission for Relief in Bel
gium to allocate substantial funds for the School.31 

William Gorham Rice also was a prominent figure at the first 
Congress. This was a conference with a heady agenda for all 
attendees, not the least of whom was Rice. He listened enrap
tured to all the presentations. He seemed particularly taken 
with the two papers delivered by William Wooding Starmer, 
who spoke on the bellfounding and tuning practices which 
had been developed by English founders. 32 

At this Congress, Rice was no mere observer, but an important 
contributor to the proceedings. The title of his presentation, 
"The Growth of Interest in Carillons in the United States," 
reflected a subtle shift in his interests and focus .33 While gra
ciously paying homage to Jef Denyn and the city of Mechelen 
and acknowledging the singular importance of the internation
al gathering, Rice concentrated on the status of recent North 
American carillon installations. He proudly reported the facts 
surrounding the background of new instruments--albeit small 
ones--at Gloucester, Massachusetts, and Toronto, Ontario. 
Eager to demonstrate the interest shown by musicians for the 
instrument, Rice mentioned the names of young carillonneurs 
in Canada and the United States, such as Percival Price (then 
at Toronto) and G.B. Stevens (at Gloucester). 

In his reportage concerning the status of the carillon in North 
America, Rice noted the tremendous international success of 
his first book, Carillons of Belgium and Holland. He was un-



derstandably proud of his publication efforts to date, and re
ported that the book had gone through four editions since first 
appearing in 1914. 

Rice also spoke about the founding of the Carillon School, and 
congratulated Henry de Coster for his efforts to establish the 
institution in Mechelen. He expressed the hope that the School 
would become a center for t_he training of carillonneurs from 
many lands. Additionally, he urged the Congress participants 
to get a recording of Jef Denyn at the keyboard. It was obvi
ous to Rice that the master carillonneur's distinctive style 
should be recorded for the sake of posterity. (Denyn was 60 at 
the time of the 1922 Congress.) 
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Prior to 1922, it was much more common to 
find chimes rather than carillons in North 
America. 1be Meneely foundry of Watervliet, 
New York, delivered this 15-bell chime in 1926 
to the Iowa State Teachers' College (now the 
University of Northern Iowa) in Cedar Falls. 
Most of these Meneely belts remained when Petit 
& Fn'tsen installed a 47-bett carillon in 1968. 
(Photo courtesy of Richard Watson.) 



" , ,1 

46 

TIHIJE JFIRST MODJERN CARillONS 
(1922-1926) 

Historical Perspective 

It is important to remember that before the appearance of 
Rice's first book in 1914, there were only those four small 
French and Flemish instruments in all of North America. Rice 
was familiar with these carillons and mentioned them in his 
books. Prior to his efforts, there seems to have been little 
interest on the subject. No North American carillon music, in 
the form of original compositions or arrangements, is extant 
from the period from 1856 through 1900. Conversely, from 

1914 until 1925, 
when Rice's second 
book was pub
lished, only a few 
new instruments 
were installed. This 
figure is all the 
more remarkable 
when one consid
ers that during the 
war years, 1914 
until 1918, no caril
lons had been 
built. Thus, all 19 

instruments actually were cast and installed in the five years 
spanning 1922 to 1927. The pace of carillon-related activity 
would accelerate from 1927 onward, with an additional 32 
carillons dedicated in North America before the advent of 
World War II in 1939. 

It has been suggested that the proliferation of chimes in North 
America laid the foundation for these new instruments. While 
there is some truth in this contention, it was only after the 
arrival of carillons on the continent that audiences became 
demonstrably appreciative of bell music. Furthermore, there is 

no evidence, either in the nineteenth or the twentieth century, 
of a given chime in North America attracting any sizeable 
group of listeners. This statement is not to suggest that, by 
their nature, chimes are inferior to carillons, but simply to 
make the point that the two musical instruments are quite dif
ferent in complexity and potential for creating music interest
ing enough to attract musicians and audiences alike. 

The Introduction of English Instruments 

In 1922, the first modern carillons to arrive in North America 
differed only slightly from their European counterparts. They 
were small, two-octave instruments. Upon close observation, 
however, it becomes obvious that even at this early stage, a 
significantly different instrument was being developed for 
North America than was commonly found in European caril
lons. These differences would become more pronounced as 
the carillons became increasingly larger, but these first instru
ments had four distinguishing characteristics: they were 
English-made; the bells were cast and tuned using the latest 
scientific discoveries; the keyboards reflected thoughtful 
craftsmanship; and the mechanisms were engineered to with
stand long use. These qualities and attributes were to be the 
hallmark of English-made carillons frdm the 1920s onward. As 
is evident from the preceding section, the crucial element in 
the acceptance of these new instruments-indeed, the very 
reason for their being imported-was the untiring efforts of 
William Gorham Rice. 

To appreciate the reasons these new English carillons were 
accepted so readily, it might be helpful to review briefly the 
most pertinent of nineteenth-century tuning practices. As was 
noted in Chapter I, the English bellfounders were credited 
with producing bells which were harmonically in tune with 
each other. Taylor, in particular, pioneered the use of equal 
temperament in its bells, thus breaking with the more tradi
tional meantone system which Continental founders had used 
for centuries. 

The collaboration between the Taylor foundry and Canon 
Arthur B. Simpson had resulted in 10 bells cast in 1899 for Iowa 



State College in Ames.34 Although this 
chime was the first set of scientifically
tuned bells on the North American conti
nent, it did not result directly in any car
illons being sent from Taylor to North 
America. 

Initially, it seems as if Taylor should 
have had major advantages over Gillett 
& Johnston in acquiring new contracts 
in North America. After all, Simpson 
had worked first with Taylor before 
making his findings generally known. 
So it seems logical to assume that 
Taylor would have had a head start 
over its competitors. Nevertheless, this 
was not to be the case. 

Even though Taylor had pioneered the 
tuning practices which made the mod
ern carillon possible, Gillett & Johnston 
was the first foundry to install a carillon 
in North America. In 1922, it installed a 
two-octave instrument at the Metro
politan Methodist Church in Toronto. 35 

Later that year, Taylor installed an in
strument of similar compass at the 
Church of Our Lady of Good Voyage in 
Gloucester, Massachusetts. The follow
ing year, Gillett & Johnston installed a 
two-octave instrument at Grace Epis
copal Church in Plainfield, New Jersey, 
and Taylor provided the Phillips Aca
demy in Andover, Massachusetts, with 
a 30-bell carillon. In 1924, Taylor instal
led modest-sized carillons at Samford 
University and at the First Presbyterian 
Church in Birmingham, Alabama. The 
first three-octave instrument was in
stalled at St. Peter's Episcopal Church 

In 1923, Gillett & Johnston installed a 
small carillon at Grace Episcopal Church 
in Plainfield, New Jersey. (Photo courtesy 
of Grace Episcopal Church.) 
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Above: Ruth Conniston-Morize 
at the practice keyboard for the 
Park Avenue Baptist Church in 
1928. This photo appeared origi
nally on a Christmas card sent 
to the Corbett family . (Photo 
courtesy of Richard Watson.) 

Below: John D. Rockefeller, Jr., 
became interested in carillons 
in the 1920s, largely through the 
efforts of William Gorham Rice. 
In addition to supporting the 
Meche/en Carillon School finan
cially, he would purchase two 
large carillonr--at the Park 
Avenue Baptist Chu rch (the 
Riverside Church), and at the 
University of Chicago. (Photo 
courtesy of GCNA Archives.) 

in Morristown, New Jersey. That same 
year, Gillett & Johnston delivered a two
octave carillon for St. Stephen's Church 
in Cohasset, Massachusetts. In 1925, 
Gillett & Johnston installed another 
small carillon at the Norfolk Memorial in 
Simcoe, Ontario. 

Park Avenue Baptist Church 
Carillo~A New Standard 

Later that same year, Gillett & Johnston 
installed the largest carillon anyone had 
cast to date at the Park Avenue Baptist 
Church in New York City. The foundry 
already had modified its designs some
what from when the Toronto instrument 
was installed in 1922 to when the con
tract was awarded for the enlarged 
Cohasset carillon in 1925. When Gillett 
& Johnston received the order for the 
large New York carillon, Cyril Johnston 
knew that he would need to re-design 
his carillon completely to accommodate 
a four-and-a-half-octave instrument 
with a bourdon of E weighing 20,000 
pounds. (It is also possible that, due to 
the somewhat overlapping time frame 
between the Massachusetts and New 
York installations, the Cohasset carillon 
benefited from some engineering modi
fications which Johnston intended to 
incorporate subsequently into the Park 
Avenue instrument.) 

Whatever the claims the English bell
founders made concerning the singular 
merits of their respective products, it is 
clear that the Park Avenue carillon 
changed the picture for what had been 
accepted previously as standard for the 



instrument. This large carillon, and the keyboard specially 
designed for it, provided the basis for what later would 
become known as the North American Standard keyboard. 
The Park Avenue instrument was at least half an octave larger 
than the three-to-four-octave carillons common in Europe. 
Such a difference might seem minor-until one realizes that 
this enlargement was at the bass, or heavy, end of the Park 
Avenue instrument. 

The unique specifications of the Park Avenue carillon, and the 
challenges they represented to an instrument builder, appar
ently made Cyril Johnston amenable to working with an indi
vidual whom the donor hired as a carillon advisor. John D. 
Rockefeller, Jr., sought professional assistance from Frederick 
Mayer, Organist for the West Point Military Academy. 36 It 
seems that Mayer was familiar with the recently installed 12-
bell Meneely chime in the West Point Academy Chapel. Mayer 
was interested in bells and carillons, and felt confident enough 
in his new position with Rockefeller to give himself the appel
lation "Carillon-Architect." 

While Johnston's keyboard modifications are discussed in 
more detail in Chapter IV, it is pertinent to mention here that 
·he enlarged the pedal span to two and a half octaves. This 
change was a deviation from design practices found on 
European instruments, which commonly had one and a half 
octaves in the pedal. Furthermore, all the bells could be 
played from the manual keyboard-another significant differ
ence from European carillons. Lastly, the pedalboard was con
cave, similar to that of an organ. (This latter modification pos
sibly was made on Mayer's recommendation.) 

For the mechanical action of the Park Avenue carillon, Johnston 
designed transmission bars of greater diameter than bars for 
any previous installation. On both the keyboard and in the 
belfry, this added heft would keep the bars stable and reduce 
torque. Counterweights were attached to some of the transmis
sion bar arms in an attempt to assist the player, but this modi
fication did not prove entirely satisfactory. On a more positive 
note, the cast-iron clappers Johnston used for the Park Avenue 
carillon did accomplish their purpose of making the bells 

Bells in the old Michiels carillon at the 
House of Hope Presbyterian Church 
in St. Paul, Minnesota. This Belgian 
instrument was installed in 1923. 
In the Appendices to Carillon Music, 
William Gorham Rice was not too 
complimentary about the bells, noting 
that several were "not in tune" (p. 360). 
(Photo courtesy of Theophil 
Rusterholz.) 
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sound more mellow. Return springs, which were used on sev
eral octaves of the smaller bells to facilitate the entire mecha
nism's return to its rest position, also worked well. 

For its time, the 53-bell carillon at Park Avenue represented a 

One Belgian Installation 

unique experi
ment. Partly be
ca use of its size, 
this particular 
carillon changed 
the perception 
about the possi
bilities for the 
instrument in the 
eyes of bell
founders, caril
lonneurs, donors 
and the public 
alike. In reality, 
the first real 
North American 
carillon, of a size 
that later would 
become standard, 
had arrived, issu
ing in a new era. 

In 1923, Marcel Michiels, Sr., of Doornik, Belgium, installed a 
28-bell carillon at the House of Hope Presbyterian Church in 
St. Paul, Minnesota . The instrument had been given by Emily 
Hoffman Noyes in memory of her husband. The Noyes family 
had traveled in Europe after World War I, and had become 
familiar with the sound of carillon bells in Belgium and the 
Netherlands. The House of Hope Carillon was the only instru
ment installed in North America by this founder. At two and 
one half octaves, this Michiels carillon was larger-in terms of 
number of bells-than the 23-bell instruments first installed at 
Toronto or Cohasset. As such, it would have permitted a 
greater range of music than these two English instruments. 

NIW [NSTR1UMINTS (1927-1933) 

English Installations 

Every year during the 1920s, a minimum of two or three caril
lons was purchased. Both Taylor and Gillett & Johnston had 
been awarded an equal share of carillons in the first few 
years. By 1927, however, an interesting trend had begun to 
develop between Gillett & Johnston and Taylor as they com
peted to install carillons. Quite suddenly, there seemed to be 
a real possibility that Gillett & Johnston would dominate the 
fledgling North American carillon market because from April, 
1924, all the way through May, 1927, no instruments were 
ordered from Taylor. Gillett & Johnston delivered one carillon 
in 1924, two in 1925 (including the large one for Park Avenue), 
two in 1926, and one in 1927, all before Taylor finally was 
able to break the monopoly by securing an order for a four
octave instrument at the First United Church of Germantown, 
Pennsylvania. 

Even after the Germantown installation, Taylor lagged behind 
Gillett & Johnston in securing orders for carillons. In all, seven 
carillons were delivered in 1927, five by Gillett & Johnston
including the important installation for the Houses of Parlia
ment in Ottawa-and two by Taylor. As is evident from Chart 

A, these were definitely the glory years for Gillett & Johnston. 

In spite of Gillett & Johnston's obvious successes, one of the 
two Taylor instruments installed in 1927 had special signifi
cance in the annals of carillon history. This instrument was the 
one destined for the city of Albany, New York. As early as 
December, 1918, the idea of a carillon in Albany to commemo
rate World War I dead had been discussed.37 It had taken eight 
years to convince city officials that a carillon would indeed 
enhance the cultural life of Albany. The prominent position of 
the Rices in Albany social life, as well as the strong support of 
their many friends in the community, undoubtedly contributed 
to their success in convincing city administrators of the advan
tages of a carillon. Of course, they could hardly ignore the 



tremendous success of Rice's publica
tions, lectures and exhibits, as well as 
his habit of spending large sums of 
money for carillon-related causes such 
as the Mechelen School. 

Thus it was that in 1927, after a hugely 
successful public relations campaign, the 
city of Albany hired Taylor to install a 
60-bell carillon in the tower of City Hall. 
Albany became the first city in North 
America to possess a municipal carillon, 
with a large portion of the costs under
written by its citizens.38 This four-octave 
Taylor instrument had 47 bells, with the 
top 13 bells duplicated-a common 
Taylor practice of the era. 

Jef Denyn, Rice's personal friend, dedi
cated the Albany carillon on September 
18, 1927, on what would be his only 
North American tour. Jef van Hoof, the 
theory and harmony instructor at the 
·Carillon School, composed Preludium 
Quasi una Fantasia for this momentous 
occasion. Thus, it was in Albany that 
Denyn, the foremost performer on the 
instrument, premiered the composition 
which van Hoof had dedicated to Rice . 
As part of the inauguration festivities, 
Rice was joined by Denyn and their 
good friend, Prosper Verheyden, as the 
three men gave a series of lectures and 
presentations on various topics, includ
ing carillons in North America, bell cast
ing techniques and the status of, the 
Mechelen Carillon School. 39 

The Albany contract was fortuitous for 
Taylor. In 1928, the foundry received 
orders for a new carillon at Trinity 
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CHART A 

8nrlsi Carillons 5nstalleJ from 1922 to 1912 

Year Taylor Total Gillett & Johnston Total 

1922 Toronto 1 Gloucester 1 

1923 Andover 1 Plainfield 1 

1924 Birmingham 2 Cohasset 1 

& Morristown 

1925 (none) New York & Simcoe 2 

1926 (none) Mercersburg & Guelph 2 

1927 Albany & 2 Ottawa, Detroit, Chicago, 5 
Germantown Princeton, Toronto 

1928 Springfield & Rochester & Norwood 2 

Bloomfield Hills 2 

1929 Lake Wales, Ames 3 Nashville & Mariemont 2 
& Indianapolis 

1931 Lincoln 1 Wellesley & New Milford 2 

1932 Durham & 2 Chicago 1 
Hartford 

It is interesting to note that Gillett & Johnston would cast carillons for 12 consecutive years (1922-1934) 
before it suffered a setback in the market. As Chart A shows, the foundry installed a record-breaking 
5 instruments in 1927. Conversely, the most profitable year for Taylor was 1929, when it installed 3 
carillons. 
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Stn'king view of the Peace Tower and 
Houses of Parliament in Ottawa, 
where Gillett and Johnston installed a 
53-be/l carillon in 1927. Percival 
Price played for the inauguration of 
this prominent instrument on July 1 
(Dominion Day), during the Dia
mond jubilee celebrations. (Photo 
courtesy of Rees Carillon Archives.) 

United Methodist Church in Springfield, Massachusetts ( 48 
bells), and the enlargement of a carillon in 1926 for Christ 
Church Cranbrook in Bloomfield Hills, Michigan (46 bells). That 
same year, Gillen & Johnston was awarded contracts for caril
lons at the Mayo Clinic in Rochester, Minnesota (23 bells) and 
the Norwood Town Hall in Norwood, Massachusens (50 bells). 

Then in 1929, Taylor managed to reverse the earlier trend 
towards the exclusive purchase of Gillett & Johnston instru
ments and began to dominate the North American market for 
the first time. In that year, Taylor finished installing a 53-bell 
carillon at the Mountain Lake Sanctuary in Lake Wales, Flo
rida; the 50-bell carillon for the Scottish Rite Cathedral in 
Indianapolis; and the expansion of the 10-bell Taylor chime 
to a 36-bell carillon for Iowa State University in Ames. 

Conversely, the Gillett & Johnston foundry did not acquire 
another really significant contract in North America, with 
the notable exception of the large, 72-bell carillon that John 
D. Rockefeller, Jr., purchased for the University of Chicago in 
1932. Gillett & Johnston continued to build and install a num
ber of instruments, mostly of a smaller compass, but lucrative 
contracts for the "grand carillons,"40 as they had been dubbed, 
all were awarded to Taylor. While there are no clear answers, 
it is interesting to speculate not only about what really hap
pened in the three-year period when Taylor did not build a 
single carillon for North America, but also about what finally 
reversed the trend in Taylor's favor. 

American-Made Carillons 

Concurrent with the importation of these fine English instru
ments was the desire by one New York bellfoundry to com
pete in the carillon market. Of the two Meneely bellfoundries 
in New York, one was located in Watervliet, and the other in 
Troy. The laner firm, called the Meneely Bell Company, pri
marily cast single bells and chimes, and showed little interest 
in carillons.4 1 It was the Watervliet foundry, Meneely & Com
pany, which expressed interest in producing a carillon, espe
cially when challenged by William Gorham Rice to do so.42 



In the summer of 1928, the Meneely/Watervliet foundry in
stalled a modest 23-bell carillon for St. James Church at Dan
bury, Connecticut.43 This carillon reflected Meneely's usual 
occupation as a maker of chimes, since the original bell 
installation completed earlier in the year had been for a 14-
bell chime. This expansion from chime to carillon qualified 
the Danbury instrument for the distinction of being the first 
American-made carillon. In addition to the Danbury instru
ment, Meneely cast a two-octave carillon for the Trinity 
Evangelical and Reformed Church in Philadelphia in 1929. 44 

A third Meneely carillon, of 31 bells, was cast in 1931 for 
the Storrs Congregational Church in Storrs, Connecticut. 

Although the contributions of the Watervliet foundry are 
dwarfed by the number of English carillons installed in North 
America during these first years, they still are important in the 
history and development of the instrument. Andrew Meneely 
proved that it was possible for an American foundry to cast 
and tune a small carillon. William Gorham Rice, as well as 
carillonneurs such as Kamiel Lefevere and Percival Price 
spoke approvingly of Meneely's early attempts and later in
stallations. There was even a period when Taylor and Me
!1eely might have become partners, but the suggested merger 
apparently was not to Meneely's liking.45 It is tantalizing to 
speculate just how many and what kind of instruments might 
have resulted from this proposed joint venture. 

T]H[JE IlMPACT 
AND DlESilGN 

New Developments in Tuning 

OJF TlUNilNG 
C]H[ANGJE§ 

Both English foundries had begun on an equal footing in North 
America. It is clear that Taylor understood and could reproduce 
Simpson's findings accurately, especially in its bass bells. The 
foundry even is credited with naming the newly-developed 
tuning process--the Taylor True-Harmonic System.46 
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In an obvious competitive jab at the work being done by the 
Taylor foundry, Gillett & Johnston promulgated what it called 
the "harmonic series of a good bell. "47 Promoted by Frederick 
Mayer, this series actually included the five partials previously 
labeled by Taylor in its system. In addition, the Gillett & 

Johnston series contained Mayer's addition of the tenth 
(upper tierce), and the twelfth (upper quint). The organist 
claimed that these two higher partials were found only in the 
"best bells"48 

-the implication 
being that Gillett & 

Johnston carillons 
included bells with 
these partials tuned 
and Taylor's instru
ments did not. Ob
viously, Gillett & 

Johnston and Tay
lor were serious 
competitors, and 
their public rela
tions strategies fre
quently overlapped 
in the new North 
American market. As is evidenced by Mayer's pronounce
ments, each foundry also acquired its own adherents. 

Similar to statements made by Taylor and Gillett & Johnston, 
the Meneely /Watervliet foundry also publicized the tuning 
practices it used for carillon bells as the "five-point harmonic 
tuning," conveniently making no mention of the fact that 
Gillett & Johnston or Taylor also had the capability of har
monic tuning. Not above using the press for its own public 
relations purposes, the Meneely foundry was highlighted in 
1929 in Albany's Knickerbocker Press, in an article glowing 
with flag-waving praise for the American effort. Vice president 
Alfred Cluett Meneely, who had supervised the "five point 
harmonic tuning" of the Schneider carillon at Trinity, was 
quoted extensively in the article entitled "Carillon Cast in 
Watervliet Praised Highly-Declared to Equal Any of Those 
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Above: View of the 
Meneely Bell Foundry 
in Wateroliet, New 
York. ( Photo courtesy 
of GCNA Archives.) 

Below: Andrew 
Meneely (1802-1851) 
headed the Meneely 
foundry in Wateroliet, 
New York. Although 
primarily a producer of 
chimes, Meneely was 
encouraged hy William 
Gorham Rice to at
tempt carillons. From 
1928 to 1936, the 
Watero/iet Jou11dry pro
duced 4 carillons. 
(Photo courtesy of 
GCNA Archives.) 

Produced in Europe." A colorful 
excerpt from this article provides an 
example of the flavor of Alfred 
Meneely's declarations: 

At times the claim has been 
advanced that American man
ufacturers were unable to 
produce this five point har
monic tuning effect. ... Since 
the Schneider carillon has 
been installed, I believe, we 
have proven that a tone, not 
only equal to that of bells 
produced by British or any 
other European manufactur
ers, can be obtained in bells 
made in this country, but that 
we have succeeded in elimi
nating hollow like sounds, 
that often interrupts [sic] per
fect harmony in even the best 
foreign made carillons.49 

This quote also provides another exam
ple of the importance to North American 
audiences of a carillon sounding "in 
tune" before its maker could claim any 
success. This preference was to become 
a distinguishing feature of the North 
American carillon. 

New Design Trends 

It is sometimes possible to chart the 
progress of an instrument builder by 
making a comparison of his instru
ments over a given period of time. 
When this comparison is made to caril
lons installed in North America from 



1922 to 1932, some rather dramatic changes emerge. As men
tioned above, the early carillons were modest instruments
the first ranged from two to two-and-a half octaves of bells. 
Correspondingly, the keyboards and mechanisms for these 
small carillons were lightweight. This observation holds as 
true for Gillett & Johnston's Toronto and Plainfield installa
tions as it does for Taylor's instruments in Gloucester or 
Birmingham. 

Taylor might have been out of the market for a few years, but 
when the foundry did begin to provide carillons in 1927, it 
was with the noteworthy installations in Germantown, Penn
sylvania, and Albany, New York. These two installations re
established the Taylor name in North America. Significantly, 
they also provided the framework for the company's receiving 
the important contract in 1928 for the 53-bell carillon at the 
Bok Tower in Lake Wales, Florida. These three installations in 
particular finally placed Taylor in the forefront for carillon 
design, tuning and instrument building. In 1931, the foundry 
installed the four-octave carillon at First Plymouth Church in 
Lincoln, Nebraska. Aside from the fact that the Lincoln instru
ment had the weakest treble bells of any that Taylor cast for 

, North American carillons, there were few changes. Taylor's 
basic format for bell profiles and weights, for the disposition 
of bells in the tower, and for the design and layout of the 
mechanism, had been outlined in 1929, with refinements 
beginning in the early 1930s. Although his true talent was just 
emerging during this early period, Frank Cecil Godfrey (1897-
1977) would become known as the individual most responsi
ble for the installation of Taylor's quality instruments. 50 

(Godfrey's exemplary work is discussed in greater detail in 
Chapters III and IV.) 

Gillett & Johnston's commitment to experimentation would 
become one of the foundry's trademarks. Throughout the life 
of the firm, Cyril Johnston and his successors continued to 
experiment with carillon design and construction. Conversely, 
the Taylor foundry was more conservative in its design 
changes. When one of Taylor's engineers or instrument 
builders found a technique that worked-whether it involved 

Edmund Milroy at the key
board of the Metropolitan 
Church in Toronto, c. 1933. 
Note the rudimentary action, 
including unusual turnbuck
les. 7be keys were painted 
white and black, like keys on a 
piano. (Photo courtesy of James 
B. Slater.) 
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tuning, casting, transmission bar design, or keyboard con
struction, the firm standardized its use and generally stuck 
with the procedure. In this way, Taylor was able to maintain 
a uniform level of quality from instrument to instrument 
which Gillett & Johnston's more haphazard approach often 
lacked. In fact, Gillett & Johnston almost never built the same 
instrument twice. It seemed almost as though Gillett & John
ston's shop employees never were entirely sure of what they 
had-when experimentation should cease and production 
begin. While this penchant undoubtedly led to some interest
ing innovations, it also contributed to uneven quality. 

Thus, by 1932, ten years after the first real carillons were 
installed in North America, some fairly dramatic developments 

had occurred 
within the work
shops and tuning 
quarters of the 
English bell
founders. 

Interestingly, 
another phenom
enon common to 
carillons ordered 
for North Amer
ican cities, 
whether of Eng
lish or American 
origin, was that 
the bellfounders 

provided all components, including bells, keyboard, mecha
nism, and when purchased, clock and chiming mechanisms. 
This ability to manufacture and install all elements was 
unique , and has occurred only in the twentieth century.51 

Total control of a project influenced total responsibility and 
concurrent quality control. 

A NORTJHI 
CARilllON 

TheFirstCarillonneurs 

AMJERilCAN 
MOVJEMJENT 

But what of the individuals who played these wonderful new 
instruments? How did they come to the profession, and what 
marks did they leave on the art? Again, William Gorham 
Rice's name comes to the fore . The great majority of these 
early instruments resulted from a veritable barrage of informa
tion on carillons generated by his books, lectures, magazine 
articles and personal contacts. He constantly extolled the 
virtues of a carillon and how it could enhance the musical 
and cultural life of a city or town. Because of his affiliation 
with the Mechelen Carillon School, it was natural that Rice 
came in contact with several younger Belgians studying at the 
institution. In fact , he was instrumental in getting two Belgian 
carillonneurs to come perform on North American instru
ments. His reasoning was sound. The new carillons being 
installed at such a rapid pace needed carillonneurs, and the 
Mechelen School was eager to recommend some of its gradu
ates. At the same time that he tried to lure Belgians to immi
grate to the New World, Rice was encouraging young North 
Americans to begin playing the instrument, and then to enroll 
at Mechelen to formalize their training. 

Percival Price 

As Rice was publicizing the carillon in 1922, there already 
was one man who held the title of the first twentieth-century 
North American carillonneur.52 Percival Price (1901-1985) 
would become a legend in his own time, and many credit 
him with being the symbolic leader of the North American 
carillon movement. In 1922, Price began his carillon career at 
the Metropolitan Church in Toronto. At the age of 21, he 
became the Church's first Carillonneur, and also paved the 
way for the carillon profession in North America. 53 Price had 



The 57-be// earl/Jon for 
the Bok Singing Tower 
in La,ke Wales, Florida, 
represented an impor
tant contract for Taylor. 
Anton Brees played the 
first recital on Dec
ember 2, 1928. Pres
ident Calvin Coolidge 
formally dedicated the 
Mountain La,ke Sanc
tuary and Singing 
Tower ( now known as 
Bok Tower Gardens) 
on February 1, 1929. 
(Photo courtesy of 
Anton Brees Caril/on 
Library.) 
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received his musical training largely at the University of 
Toronto, and his position at the Metropolitan Church followed 
soon upon his graduation. He remained in Toronto until 1926. 
Shortly after beginning in his new capacity as Carillonneur, 
Price was contacted by William Gorham Rice, who expressed 
pleasure at the young man's enthusiasm and dedication to the 
carillon. It was probably through his association with Rice 
that Price initially became acquainted with other carillonneurs. 

With Rice's encouragement, Price traveled to Belgium, spend
ing the 1926-1927 academic year at the Mechelen School. 
Thus, he became the first North American to be trained by Jef 
Denyn. He graduated in 1927, and returned to North America, 
for a brief time playing at the Park Avenue Baptist Church. 
Later that same year, Price became Dominion Carillonneur for 
the Houses of Parliament in Ottawa, Ontario, a position he 
would hold until 1939. 

While Percival Price had begun playing the carillon as a com
plete amateur, two Belgians who immigrated to North Amer
ica had quite different backgrounds and attitudes from Price's. 
Kamiel Lefevere and Anton Brees had grown up listening to 
carillons and had been trained especially to play them. 

Kamiel Lefevere 

Born and raised in Mechelen, Kamiel Lefevere (1888-1972) 
had been well acquainted with the carillon art through the 
dynamic personality of Jef Denyn. He had attended the fa
mous Monday evening recitals Denyn gave at St. Rombout's, 
and noted the maestro 's ability to draw thousands of listeners 
when he performed. Lefevere had taken carillon lessons from 
Denyn in the early part of the new century, probably around 
1919. He enrolled when the Carillon School opened in 1922 
and graduated in 1924, along with Staf Nees. 

From its inception, the Carillon School had visitors from other 
European countries and from the New World. As a result of 
some of these contacts, Lefevere received a number of invita
tions to play internationally. For instance, in 1924 he played a 
guest recital in Cattistock, England,54 and in 1925 dedicated 

the 23-bell Taylor carillon at St. Stephen's Church in Cohasset.55 

He played the Cohasset instrument for the next three sum
mers, returning to Belgium each autumn. 

When Lefevere finally did decide to emigrate from Belgium in 
1927, it was to accept the notable position he would hold for 
more than 30 years, that of Carillonneur for the large Gillett & 

Johnston carillon at the prestigious Riverside Church. (This 
was actually the Park Avenue Baptist Church carillon, which 
was enlarged to 72 bells when the institution moved to its 
new location on Riverside Drive in 1930.) Because of his 
prominent position at the Riverside Church, Lefevere came to 
be regarded as a carillon authority. He seems to have enjoyed 
his popularity and the frequent interviews he did for radio 
and newspaper reporters. 

With his popularity and high profile, it seems curious that 
Kamiel Lefevere did not seem to have been much influenced 
either by his carillon at the Riverside Church or by the many 
guest recitals he routinely gave at other carillons on the conti
nent. Although he was to spend much of his adult musical 
career in North America, Lefevere's playing style, composi
tional form and musical inclination appear to have remained 
heavily dependent upon his earlier training and Flemish her
itage.56 Denyn's strong personality and musical preferences 
were to have an exceptional impact on many of his former 
students throughout their lives, and Lefevere was one who 
never outgrew the influence of his former teacher. 

Anton Brees 

The second Belgian to have a long and varied career in North 
America was Anton Brees (1897-1967). Brees had received his 
musical training at the Royal Flemish Conservatory in Antwerp, 
attending that institution from 1914 to 1918.57 His initial carillon 
instruction had been from his father, Staf Brees, who was Caril
lonneur and Organist at the Notre Dame Cathedral in Antwerp. 
Anton studied briefly in 1922 with Jef Denyn in Mechelen, but 
did not remain to graduate. 



After a flurry of activity performing guest recitals in the Low 
Countries, Brees decided that the future of the carillon-for 
his purposes, anyway-lay in the New World. He was only 
28 when he arrived in the United States in 1925. He served 
briefly that year as Carillonneur for the 53-bell Park Avenue 
Baptist Church in New York. 58 In 1926, Brees re-located to 
Mercersburg, Pennsylvania , where he accepted the position as 
Carillonneur for The Mercersburg Academy. 

Then in 1928, Brees moved to Lake Wales, Florida, where he 
became Carillonneur at one of America's pre-eminent carillons, 
the Bok Tower in the Mountain Lake Sanctuary. Brees would 
continue in this full-time position for 39 years, and would in
fluence many younger musicians interested in the carillon art. 

During a 1924 visit to England, Brees had played the carillon 
at the Taylor foundry in Loughborough, at which time he 
became acquainted with Dennison Taylor. As a result of this 
association with Taylor and his obvious affinity for large con
cert instruments, Brees would be called upon to dedicate a 
total of 14 new carillons in North American cities. Playing 
these dedicatory recitals would have the added advantage of 
keeping Brees' name in the limelight of the new carillon field. 

Kamiel Lefevere, Anton Brees and Percival Price, North 
America's first three carillonneurs, together held the most 
important and prestigious positions on the continent in the 
1920s and 1930s. All three men performed innumerable 
recitals, composed and arranged music, played dedications for 
new instruments and promoted the carillon in different ways. 
Likewise, each was to have a distinctive influence on the 
younger performers on the instrument. 

Other North American Carillonneurs 

Brees had a number of carillon students. One of particular note 
was Robert B. Kleinschmidt (1910-1959), a native of Philadel
phia. Kleinschmidt was representative of that classification of 
early carillonneurs who were born in North America and who 
received some training from overseas carillonneurs. At the age 
of 17, Kleinschmidt began playing the four-octave Taylor caril-

Adele Colson, Kamiel Lefevere, Jef Denyn, John 
Gebruers, and Percival Price, posing in the 
tower of St. Rombout's. Price received his diplo
ma from the Meche/en Carillon School in 1927. 
(Photo courtesy of Koninklijke Beiaardschool 
']ef Denyn. ") 
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When it moved to its new loca
tion on Riverside Drive in 1930, 
the congregation of the Park 
Avenue Baptist Church changed 
the institution 's name to the 
Riverside Church. (Photo cour
tesy of Rees Carillon Archives.) 

Ion at the First United Methodist Church 
of Germantown shortly after it was 
installed in 1927. Kleinschmidt was 
introduced to Anton Brees when the lat
ter was at the Curtis Institute in 1932. It 
would not be until the summer of 1935, 
however, that Kleinschmidt received his 
first formal carillon training at Duke 
University, while Brees was Carillon
neur-in-Residence. 59 

Another Brees student of this era was 
Hilton Rufty 0910-1974). Rufty first met 
Brees in 1932, at the dedication of the 
53-bell Virginia War Memorial Carillon 
in Richmond, Virginia, which Brees had 
been invited to inaugurate. Rufty be
came Carillonneur for this instrument in 
1933. 

One Canadian of this period who 
became interested in the carillon was 
Sidney Giles 0915-1985). In 1932, he 
started playing the carillon at Toronto's 
Metropolitan Church, occupying the 
same position that Price had held earli
er. After he left Toronto, Giles studied 
briefly with Price before going to 
Mechelen. (He would graduate from 
the Carillon School in 1937 "with dis
tinction .") Upon his return to North 
America , he would become Carillon
neur at the Scottish Rite Cathedral in 
Indiana polis.) 

It was during this same era that another 
important carillonneur arrived on the 
scene. Like Robert Kleinschmidt, Arthur 
Bigelow 0909-1967) trained to be an 
engineer. In that capacity, he had stud
ied engineering at the University of 



Pittsburgh from 1928 until 1930. Then he moved to Belgium 
and attended the Mechelen Carillon School, graduating "with 
distinction" in 1932. Two years later, he became Carillonneur 
at St. Pieter's Church in Louvain, and continued in that capaci
ty until 1940. (Since Bigelow's impact on the North American 
carillon scene would not be felt until after he returned to the 
United States in 1941, discussion of his contributions is 
reserved for Chapters III and IV). 

Yet another individual interested in bells and carillons was 
Melvin C. Corbett (1893-1966).60 He acquired the distinction of 
becoming the first carillonneur for the first American-made car
illon at Danbury, Connecticut, which was installed by Meneely 
in 1927. (This was only five years after the first English caril
lons were installed at Toronto and Gloucester.) Corbett was 
trained as a mechanical engineer and this background undoubt
edly aided him when he provided technical assistance to the 
Meneely Watervliet foundry, as they enlarged the Danbury 
chime into a carillon. Corbett himself was trained by Ruth 
Muzzy Conniston (whose married name would become Ruth 
Conniston-Morize). She played the carillon at the Park Avenue 
Baptist Church from 1927 until 1930. Conniston-Morize studied 

. briefly with Percival Price, and she succeeded him when he left 
in 1927.61 

Rice's Continued Promotion of the Carillon 

With all this interest in playing the carillon, William Gorham 
Rice obviously was gratified that a true carillon following was 
emerging in North America barely a dozen years after his initial 
meeting with Jef Denyn in 1912. He accelerated his efforts to 
encourage new carillon activity in North America and Europe. 
The couple traveled to Europe annually, and made the carillon 
scene part of their itinerary. In 1925, the Rices attended the 
Second Carillon Congress in 's Hertogenbosch, the Nether
lands.62 Although this second gathering of those interested in 
the carillon world was held with less fanfare than at the first 
meeting in 1922, it still was an important event to the evolu
tion of the art. 

Anton Brees seated at a Taylor key
board. This photo originally appeared 
in The Carillon, a catalog Taylor dis
tributed in the 1920s. (Reprinted with 
permission from John Taylor 
Bel/founders, Ltd.) 
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Above: Robert B. 
Kleinschmidt (1910-
1959) began playing 
the Sbelmerdine Caril
lon at the First United 
Methodist Church in 
Philadelphia shortly 
after it was installed in 
1927. He was intro
duced to Anton Brees, 
bis future instructor, at 
the Curtis Institute in 
1932. (Photo courtesy 
of Eleanor Klein
schmidt.) 

Below: Sidney Giles 
(1915-1985) began 
playing at Toronto 's 
Metropolitan Church in 
1932. He studied briefly 
with Percival Price 
before going to the 
Meche/en Carillon 
School for a diploma. 
(Photo courtesy of 
GCNA Archives.) 

At the 's Hertogenbosch meeting, Rice 
presented a lecture based on his sec
ond book, Carillon Music and Singing 

Towers. Willy Godenne later reported 
that on this same trip the Rices visited 
Mechelen to see the School's first publi
cation of carillon music.63 

The Carillon League 

During this heyday for the carillon, 
many interested individuals joined an 
association called the "Carillon League 
of the Old World and the New," a 
group of enthusiasts dedicated to "the 
beauty and glory of the carillon."64 

William Gorham Rice was quite instru
mental in the founding of this organiza
tion, and served as its treasurer and 
general champion. It was truly interna
tional in nature, with contributions reg
ularly from members in North America, 
Europe and even the South Pacific. 
That august personage, Jef Denyn, gave 
it his imprimatur: "the Carillon League, 
a valuable aid to the Carillon School" 
-as well he might, considering the 
enormous financial and public relations 
benefit the School received from League 
members. Richard Cabot promoted the 
organization with its opportunities for 
new carillon music, "developing a fund 
of inner resources, enriching the memo
ry, linking it with the best moments of 
the past."65 

Begun in 1930, the Carillon League pre
ceded the formation of The Guild of 
Carillonneurs in North America by six 
years, and the World Carillon 



Federation by 44. At its zenith in the mid-1930s, the Carillon 
League would provide a means of communication for anyone 
interested in carillons on an international basis. 

Rice's Influence on Donors and Supporters of Carillons 

As part of his yeoman efforts to introduce the carillon to 
North America, William Gorham Rice actively courted a great 
number of America's elite. Several of these individuals eventu
ally became donors of carillons themselves. Even after they 
had made donations Rice kept these large donors abreast of 
new developments at the Mechelen Carillon School and of 
news on the North American carillon scene. 

One of the more significant donors was John D. Rockefeller, 
Jr., who bought the two largest carillons in the world--the 7 4-
bell carillon for the Riverside Church in New York, and the 
72-bell carillon for the University of Chicago.66 The New York 
· instrument started out as a 53-bell carillon for the Park Avenue 
Baptist Church, and was enlarged to 74 bells when the church 
congregation moved and became the Riverside Church. The 
Chicago instrument was installed in the Rockefeller Memorial 
Chapel. Both carillons were dedicated to Rockefeller's mother, 
Laura Spelman Rockefeller. Unlike the New York instrument, 
the Chicago carillon was designed, cast and installed all at 
one time. Rockefeller was introduced by Rice to Jef Denyn 
and the administrators of the Carillon School, and he became 
a frequent contributor to its support. 

Other donornwere Jane and Hugh Bancroft, who purchased a 
two-octave Gillett & Johnston carillon for St. Stephen's Church 
in Cohasset, Massachusetts, in 1924.67 Only a year later, the 
Bancrofts purchased another octave and a half of bells, and 
then provided funds in 1928 for the expansion of the instru
ment to 51 notes. They, too, became annual contributors to 
the Carillon School and members of the Carillon League. 
Another prominent personage was Walter F. Tilton, donor of 
the 50-bell carillon installed in the city hall tower at Norwood, 
Massachusetts. 

Edward Bok (1863-1930) 
donated the 57-be// Taylor car
illon and magnificent grounds 
for the Bok Singing Tower in 
honor of his grandparents. A 
carillon enthusiast and promi
nent supporter of the nascent 
art in North America, Bok 
insisted that the position of 
Carillonneur be full time and 
he hired Anton Brees in that 
capacity. (Photo courtesy of 
Anton Brees Carillon Library.) 
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Thomas Rees (1850-1933), a 
prominent newspaper publisher 
in Springfield, 11/inois, was an 
avid supporter of the carillon 
and frequent correspondent 
with William Gorham Rice. He 
left a carefully-stipulated 
bequest to the Springfield Park 
District f or a large instmment 
to he situated in a restful park 
selling. 1be 66-bel/ Thomas 
Rees Memorial Carillon would 
be installed in 1961 in Wash
ington Park. (Photo courtesy 
of Rees Carillon Archives.) 

Edward Bok (1863-1930) ordered 71 bells (18 were duplicate 
trebles) from the Taylor foundry in 1926.68 He situated an 
elaborate art-deco tower so as to dominate the many acres of 
beautifully-landscaped grounds. Bok regularly received infor
mation about carillons from Rice, and had contacts with Thomas 
Rees and other donors. In an historic effort to provide the 
public with as much carillon music as possible, Bok hired 
Anton Brees to come to Lake Wales and play the carillon in 
a full-time capacity. 

Thomas Rees (1850-1933), a prominent newspaper publisher in 
Springfield, Illinois, was also among the proponents of the car
illon art. He learned of carillons firsthand, from numerous trav
els in Belgium and the Netherlands, and collected many of the 
publications written by William Gorham Rice.69 During World 
War I, President Wilson had appointed Rees to the International 
Board of Arbitration for newspapers and later for unions. He 
assisted Edward Bok in the planning and design of the Bok 
Singing Tower in Lake Wales, and was well acquainted with its 
Carillonneur, Anton Brees. After his death in 1933, a carefully
stipulated bequest provided the Springfield Park District with 
funds for the purchase of a 49-bell carillon.70 

CONCllU§ION 

It is interesting to speculate that if England had installed many 
carillons in the 1880s and 1890s, English bellfounders would 
have concentrated more on the craft of carillon building. 
Given North America's close historic ties with the British Isles, 
such a decision might have resulted in the installation of more 
carillons about a half century before they actually began to 
dot the landscape. Once again, this historical perspective 
serves to illustrate William Gorham Rice's contention that in 
previous eras, carillons were enormously popular within 
closely defined geographic areas . 

Because of Rice's tremendous contributions, the twentieth
century carillon in North America occupies a unique place in 



the history of the art. Perhaps logically one might expect that 
the New World instrument should have reflected similar 
developments in Europe, but it did not. Instead, during its 
first 50 years, an amazing chain of individuals and events 
assured that the North American carillon would evolve largely 
independent of its European counterparts. The next 40 years 
were to provide even more evidence of the growing North 
American carillon movement. 
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:A: 8merrence of a Ar,h 7/,merican 71:r, 
/934-1975 

Soldiers ' Tower at the University of Toronto. New 
bells and keyboard were hoisted by crane to the 
tower in 1975. (Photo courtesy of Richard 
Watson .) 

Following its impressive beginnings in the 1920s and early 1930s, 

the carillon art continued to flourish in North American cities. This 

chapter provides an overview of the next 40 years, covering promi

nent individuals who influenced the art and important events 

which occurred from 1934 to 1975. During this span, there was 

a veritable burgeoning of interest in the carillon, including the 

installation of many instruments and a new emphasis on the 

professionalism of the musicians who played them. Chapter III is 

divided into three sections. The first covers the years from 1934 

to 1944, an eventful period which was highlighted by the founding 

of The Guild of Carillonneurs in North America. The forward 

momentum begun during this era was stopped temporarily with the 

advent of World War ll. 1 The second section, 1945 to 1960, begins 

with a review of the impact of the war on North America. Although 

the New World did not begin to suffer the effects of this conflagra

tion to the degree felt in Europe, it still was influenced by diverse 

events. The third section spans the period from 1961 to 1975. 

During this time, the carillon in North America would achieve new 

levels of acceptance, paving the way for the instrument's evolution 

into a true concert instrument. 



TJEN YJEARS OJF GROWTJHI 
1934-1944 

Although the early years of activity at North American sites 
had revolved more around the instruments, the carillonneurs 
themselves would dominate this new era. Hence, it is fitting 
to begin this section with the achievements of some of the 
more prominent individuals in the field, including Percival 
Price, Anton Brees, Kamiel Lefevere, and a number of their 
students. A description of the bellfounders' activity follows. 
Also included is a description of how different international 
carillon-related events and activities were to influence the 
development of the art in North America. 

Influential Carillonneurs in North America 

In 1934, Percival Price was still receiving accolades from pub
lication of Tbe Carillon,2 the year before. This book, which 
would remain the standard work on the subject for decades, 
established the two major contributions for which Price would 
be remembered: scholarship and instruction. While the em-

. phasis of Tbe Carillon had been on the evolution of the in
strument in Belgium and the Netherlands, Price also chroni
cled the first years of the modern carillon in North America. 

Price left Ottawa in 1939 to become Carillonneur at the Uni
versity of Michigan, where Taylor had installed a fine instru
ment in 1936. He would spend the rest of his professional 
career here--over 30 years-before retiring in 1971.3 

By 1939, Price had almost completely rejected the tenets of his 
Flemish instruction, defining for himself and his colleagues a 
more distinctively North American approach to the carillon. For 
example, while still in Ottawa, he had seen the futility of using 
the technique of tremolo, so admired by Flemish performers, 
on the sonorous bells being produced in English foundries. 
When he did use the technique, he did so sparingly. 

During his time at Ann Arbor, Price expanded upon a singular 
system of music notation,4 just one example of the many 
eccentricities for which he would be known in later years. 
Price's compositions show an interesting progression. While 

Percival Price at Ottawa in 
1936. (Photo courtesy of GCNA 
Archives) 
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with a review of the impact of the war on North America. Although 

the New World did not begin to suffer the effects of this conflagra

tion to the degree felt in Europe, it still was influenced by diverse 

events. Tbe third section spans the period from 1961 to 1975. 

During this time, the carillon in North America would achieve new 

levels of acceptance, paving the way for the instrument's evolution 

into a true concert instrument. 



TJEN YlEARS OJF GROWTlHI 
1934-1944 

Although the early years of activity at North American sites 
had revolved more around the instruments, the carillonneurs 
themselves would dominate this new era. Hence, it is fitting 
to begin this section with the achievements of some of the 
more prominent individuals in the field, including Percival 
Price, Anton Brees, Kamiel Lefevere, and a number of their 
students. A description of the bellfounders' activity follows. 
Also included is a description of how different international 
carillon-related events and activities were to influence the 
development of the art in North America . 

Influential Carillonneurs in North America 

In 1934, Percival Price was still receiving accolades from pub
lication of Tbe Carillon,2 the year before. This book, which 
would remain the standard work on the subject for decades, 
established the two major contributions for which Price would 
be remembered: scholarship and instruction. While the em-

. phasis of Tbe Carillon had been on the evolution of the in
strument in Belgium and the Netherlands, Price also chroni
cled the first years of the modern carillon in North America. 

Price left Ottawa in 1939 to become Carillonneur at the Uni
versity of Michigan, where Taylor had installed a fine instru
ment in 1936. He would spend the rest of his professional 
career here--over 30 years-before retiring in 1971.3 

By 1939, Price had almost completely rejected the tenets of his 
Flemish instruction, defining for himself and his colleagues a 
more distinctively North American approach to the carillon. For 
example, while still in Ottawa, he had seen the futility of using 
the technique of tremolo, so admired by Flemish performers, 
on the sonorous bells being prqduced in English foundries. 
When he did use the technique, he did so sparingly. 

During his time at Ann Arbor, Price expanded upon a singular 
system of music notation,4 just one example of the many 
eccentricities for which he would be known in later years. 
Price's compositions show an interesting progression. While 

Percival Price at Ottawa in 
1936. (Photo courtesy of GCNA 
Archives) 
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his early efforts show an adherence to the compositional style 
favored by Jef Denyn,5 his independent-mindedness also be
came apparent in his works for the carillon. Frequently, Price 
composed using a single melodic line with only an occasional 
second voice added in the treble, and what he termed a 
"thin" base line. Examples of this penchant include: Air for 
Carillon (1939); Kellosave/ Variations (1940); and Sonata for 
4 7 Bells (1944). 

As he became more 
confident of himself 
as a prominent 
spokesman for the 
profession, Price 
spoke out with 
more frequency on 
a number of issues. 
The most important 
vehicle for him to 
express these opin
ions was the Guild 
Bulletin, of which 
he became editor 
in 1940. 

Price had become 
interested in key
board design and 
mechanisms back 
in the 1920s, and 

gave advice on a number of installations in the 1930s and 
1940s. He began to make modifications on the Taylor instru
ment at Ann Arbor in the 1940s and continued to advise on 
other carillons throughout his career.6 

In addition to his position as full-time Carillonneur at the Bok 
Tower in Lake Wales, Anton Brees was a popular guest in
structor at different institutions. During summer sessions in the 
1930s, he was Carillonneur-in-Residence at Duke University 
and later in the decade at Christ Church Cranbrook in Bloom
field Hills, Michigan.7 He also was invited to perform a num
ber of dedicatory recitals, mostly for Taylor installations. 

Brees continued to play in the same style and manner as he 
had been taught in Belgium. He is credited definitively with 
only two original works for carillon: Andante and Serenade, 
both composed in the 1930s. Neither work was published, 
nor have they been played with any regularity. He did make 
some carillon arrangements of music from other instruments. 

Possibly Brees' greatest influence on North American carillon 
music revolved around his association with the three young 
composers who studied with him in 1931. Samuel Barber 
(1920-1981), Nino Rota (1911-1979) and Gian-Carlo Menotti 
(1911- ) were students at the Curtis Institute of Music in 
Philadelphia who elected to spend the winter of that year in 
Florida , studying carillon with Brees. The results of their ef
forts were the first compositions for modern carillon.8 Barber 
wrote Allegro, Dirge, Legend, Round and Suite for Carillon. 
Menotti composed Six Compositions for Carillon and Improv
isation. Rota wrote Campane a Sera, Campane a Festa, 
Novena di Natale, and lmprovisazione. 

It is important to remember that these three youthful composers 
had no pre-conceived notions of how to write for the carillon. 
Naturally, they were influenced by the sonority of the bells of 
the Bok Tower carillon and in all probability were grateful for 
the patronage of Mary Louise Curtis Bok, Edward's widow. 
The compositions of these men stand as distinctive examples 
of a truly independent approach to writing for the instrument. 
The music they composed remains some of the most beautiful 
music of the era , and much of it is still in the repertoire today. 

Kamiel Lefevere was to retain the position he took in 1930 at 
the Riverside Church in New York City for the duration of his 
career in North America . His high profile made Lefevere an 
influential person throughout the East Coast especially, and 
he enjoyed close relations with William Gorham Rice and 
other prominent figures in the carillon field. He became the 
second president of the GCNA, and hosted the organization's 
1939 Congress in New York.9 He was a strong voice in sup
port of Jef Denyn and the activities at the Mechelen Carillon 
School, and traveled to Europe frequently. Lefevere also dedi
cated a number of new carillons, most notably at the Univer
sity of Chicago in 1932 and later at the Culver Military 
Academy in Culver, Indiana, in 1951. 



Lefevere wrote 12 original compositions, several of which 
were published by the Mechelen Carillon School. He also 
wrote many carillon arrangements. A perusal of Lefevere's 
compositions and arrangements reveals a peculiar fact. 
Although he was Carillonneur at the world's largest carillon, 
he seems to have composed music with the idea that all 
instruments should reflect the prototype at St. Rombout's. 10 As 
might be expected, he called for heavy use of the tremolo in 
almost all of his works. 

Leaving aside the obvious fact that the Riverside carillon was 
too large, it still was odd that he chose to ignore so much of 
his instrument's bells, especially since the majority of the 
instruments of this era, built by Taylor and Gillett & Johnston, 
were of better quality than the carillon at St. Rombout's, on 
which Lefevere had received his instruction. With well-tuned 
bells and well-designed keyboards and mechanisms, these 
English instruments afforded performers the chance to play a 
wide variety of music. Lefevere's near obsession with tremolo 
also would continue in his playing style, whether the instru
ment on which he performed contained weak trebles or not. 

A New Generation of Carillonneurs 

·Ira Schroeder (1902-1994) had begun his carillon career at Iowa 
State University in Ames in 1931, a position he would hold until 
his retirement in 1969. He received some carillon instruction 
from Harold Simonds at the University of Chicago and from Jef 
Denyn in Mechelen. 11 Schroeder was a charter member of the 
GCNA in 1936, and would remain quite active through the years. 

Robert B. Kleinschmidt (1910-1959) received his first formal car
illon training in 1935 at Duke University while Brees was 
Carillonneur-in-Residence. By this time, he had been playing 
the Shelmerdine Carillon at the First United Church in 
Germantown (Philadelphia) for eight years. 12 An engineer by 
training, Kleinschmidt worked with Stromberg-Carlson to 
develop a means of electronically reproducing bell sounds. 
He did some of the earliest North American work on bell 
acoustics in the 1930s. During this same period, he taught 
engineering at Lehigh University at Bethlehem, Pennsylvania. 

Throughout the 1930s and 1940s, Kleinschmidt visited virtually 
every carillon on the Eastern Seaboard. He made a habit of 

Above: Ira Schroeder 
was Carillonneur at 
Iowa State University in 
Ames/or 38 years. 
(Photo courtesy of Anton 
Brees Carillon Library.) 

Below: In 1939, Robert 
Donnell succeeded 
Percival Price as the 
Dominion Carillonneur 
at the Houses of Par
liament in Ottawa. He 
would remain in this 
position until his retire
ment in 1975. (Photo 
courtesy of Anton Brees 
Carillon Library.) 
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Ray Wingate became 
Carillonneur at the 
Davis Memorial 
Carillon at Alfred 
University in 1937. 
(Photo courtesy of 
Peggy Rase.) 

copying music at each location from the local carillonneur's 
personal library. During his tenure with Anton Brees, he also 
was allowed to copy music from the extensive library in 
Florida. Kleinschmidt must have been very persuasive and 
personable indeed to have gained access to fairly rare music. 
It is because of his industrious work that many manuscripts 
from that era remain extant. 

Kleinschmidt showed imagination and skill as a composer as 
well. Compositions such as Second Suite for Carillon, written 
in 1934, demonstrated his awareness of the necessity to write 
for carillon in a spare manner. He used no block chords, fre
quently put the melodic line in the bass, and was careful not 
to cross voices. As a result, musical themes were reproduced 
with unusual clarity.13 

Sidney Giles 0915-1985) stayed at Toronto's Metropolitan 
Church until 1936. Then he studied carillon briefly with 
Percival Price before traveling to Europe for several years. He 
received his diploma "with distinction" from the Mechelen 
Carillon School in 1937. Upon his return to North America in 
1939, Giles became Carillonneur at the Scottish Rite Cathedral 
in Indianapolis, serving in that capacity until 1945. 

Giles' music of the period reflects the influence of his training in 
Mechel en. 11 While some of his compositional cliches showed 
the influence of Jef Denyn's stylistic preferences-including the 

use of tremolo, the melodic line solely in the treble bells and 
the frequent use of the low B flat-Giles nonetheless showed 
remarkable skill as a composer for the carillon. 

Similar to Kleinschmidt, Hilton Rufty 0910-1974) had been an 
occasional student of Anton Brees. Although he lacked much 
formal carillon instruction, Rufty showed a keen awareness of 
the possibilities of writing for carillon. 15 His compositions 
showed the influence of the sonorities of the 53-bell Taylor 
carillon in Richmond, Virginia, where he had become Caril
lonneur in 1933. His music exuded a vitality, spirit and energy 
that was infectious. 

Robert Donnell 0909-1985) attended the Mechelen Carillon 
School and graduated in 1938. 16 In 1939, he succeeded 
Percival Price as Dominion Carillonneur for the Houses of 
Parliament in Ottawa, a position he would hold until his 
retirement in 1975. Another charter member of the Guild, 
Donnell would be active especially in his younger years. 

Ray Wingate 0886-1968) came to the carillon with good 
musical training. 17 After graduating from the New England 
Conservatory of Music, he taught briefly at Lawrence, Kansas, 
before returning to the East Coast to head the music depart
ment at Alfred College (which would become Alfred Univer
sity) in Alfred, New York. While at Alfred, Wingate taught 
voice, piano and organ. In 1937, a gift to the University result
ed in a three-octave carillon for the institution. Ray Wingate 
became the institution's first Carillonneur, arranging hundreds 
of hymns, popular and classical pieces for the Alfred instru
ment. From 1937 through 1939, Wingate took occasional 
lessons from Lefevere in New York. 

Melvin C. Corbett 0893-1966) in particular deserves mention 
for his work with the Meneely/Watervliet foundry. 18 He com
posed a few works for carillon, notably Air on Five Notes and 
Variations 0936) and Impromptu 0938). Air reflects both 
Corbett's experience with playing chimes and his recognition 
that on the English carillons of the period the bass notes 
sounded the best. Therefore, he chose to put much of the 
melodic line in the bass. Corbett also arranged a large amount 
of music that remains in the repertoire for two- and three
octave carillons. 



Arthur Bigelow, (1909-1967) whose influence on the North 
American carillon art would become so great, was just begin
ning to work on a number of projects at this time. He had 
remained in Europe until 1941, playing the carillon in Louvain 
and researching data on dozens of carillons and hundreds of 
bells. Returning to the United States to teach languages at 
Princeton University, he soon became Bellmaster of the three
octave University carillon. 

Around this time, Bigelow also began to perform technical 
work on a number of carillons in the Philadelphia area. He 
worked especially on the Princeton Carillon. Although he 
was interested in casting bells, Bigelow was greatly restricted 
in doing so because the war had produced a shortage of tin 
and-to a lesser extent~opper. 19 

Activities of the Carillon League 

At its zenith in the early 1930s, the Carillon League provided 
an important means of communication for the instrument's 
proponents, donors and others interested in receiving infor
mation that was not available elsewhere on carillon-related 
activities. An examination of League publications, especially 
the well-distributed Newsletter, reveals unequivocally that the 
·dominant force behind the organization was William Gorham 
Rice, who had the energy and sufficient funds required to 
promote the group's activities. Evidently, he was subsidizing a 
large portion of the cost of League operation, particularly that 
of the dissemination of information. Most of the League mail
ings bore the address of the Rice residence in Albany, and he 
frequently took advantage of this fact by providing news of 
what was happening relative to the carillon in his hometown.20 

The inclusion of news from Europe and Australia demon
strates the truly international scope of the League publica
tions. What is remarkable about these mailings is the obvious 
commitment of time Rice devoted to them. It seems that he 
tried to distribute them as frequently as once a month. In 
order to provide his readers with updated information on all 
sorts of carillon-related topics, Rice corresponded with hun
dreds of individuals. 

The organization's board of directors was truly international. 
For example, in 1934, the directors were as follows: Milo H. 

Edward Gammons. 
(Photo courtesy of 
Anton Brees Carillon 
Library.) 
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Gates, President (U.S.); E. de Cartier, Vice President (Belgium); 
M.A. Brandts Buys, Vice President (the Netherlands); E. R. 

Holme, Vice President (Australia); H.A. Moses, Vice President 
(U.S.); and William Gorham Rice, (Treasurer U.S.).21 Other 
than the president and treasurer, who maintained distinct 
positions, the other members of the board probably received 
the appellation "vice president" in order to lend equanimity to 
their positions in their home countries. 

Rice continually stressed to his readers the importance of 
press exposure in educating the public about the carillon. For 
example, in the April , 1934, Newsletter, Rice extolled the suc
cess of Percival Price's book, 7be Carillon, which had 
received "high praise by 7be London Times critic as finely 
covering the technical side of carillon music and well supple
menting the aesthetic and artistic ground covered in the book 
Carillon Music by William Gorham Rice."22 (With this one 
quote, Rice thus neatly informed his readers of accolades 
received by Price and himself as well.) 

He frequently mentioned favorable articles in newspapers and 
magazines which featured sundry carillon events, reporting 
with infectious enthusiasm the large crowds of listeners who 
attended many recitals.23 By the same token, however, Rice 
was conscientious in rectifying inaccurate statements as he 
found them in the press. For example, he corrected erroneous 
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7be Guild o/Can'llonneurs in North America 
was f ormally established in 1936 at the Ollawa 
Congress. (Photo courtesy o/GCNA Archives.) 

reports made by several British journal
ists that the 23-bell Surrey Park carillon 
was the largest in England, insisting 
that this distinction be accorded to the 
47-bell instrument at the Loughborough 
War Memorial. 24 

While the April, 1934, issue had con
tained more information on carillon 
activity overseas, the May Newsletter 
was concerned primarily with the North 
American scene. In this latter issue, 
Rice profiled Dr. Remsen B.Ogilby, the 
president of Trinity College in Hartford, 
Connecticut. Ogilby had become so 
enamored of the carillon that he stud
ied with Anton Brees before beginning 
to give recitals at the Plumb Memorial 
Carillon on a regular basis. Later in 
1934, Dr. Ogilby would have a chance 
to demonstrate his enthusiasm for the 
carillon further when Trinity hosted the 
historic meeting which would initiate 
the founding of The Guild of Carillon
neurs in North America (GCNA). 

Although the Carillon League eventual
ly would be superceded by the GCNA, 
it proved to be a valuable means of 
communication for carillon enthusiasts 
of the era, providing relevant informa
tion on such diverse topics as the 
installation of new instruments, studies 
at the Mechelen Carillon School, and 
current activities of carillon organiza
tions around the world. 



The Trinity College Gathering 

On October 3 and 4, 1934, during the depths of the Great 
Depression, a group of individuals met at Trinity College at 
the invitation of President Ogilby. 25 Present at this historic 
gathering were more than 30 carillon enthusiasts, including 11 
carillonneurs. Among the attendees were William Gorham 
Rice, then 78, and his wife, Harriet, then 66. It was under
standable that the younger and more energetic people present 
took over some of the tasks of furthering the word about car
illons. All the men and women gathered at Trinity were at 
least one generation younger than the Rices. Many others in 
the group were in their twenties and thirties. 

Even though no published proceedings remain extant from 
this gathering, 26 Rice must have been pleased. Twenty years 
after the appearance of his first book, there were enough car
illonneurs in North America to elicit serious discussion about 
the formation of a professional group. Remsen Ogilby, Per
cival Price and Edward Gammons spearheaded the plan to 
organize a North American body, aware of its European roots, 
but determined to establish itself as a distinctly separate enti
ty. In fact, the impetus for such an independent organization 
had been building for a number of years. Even before the 
·Trinity meeting, Edmund Milroy, Carillonneur at the Metro
politan Church in Toronto, had sent a letter to President 
Ogilby outlining plans for an organization of carillonneurs. 27 

It was obvious that numerous individuals recognized the 
advantages of forming an association of peers. 

After the opening recitals and preliminaries were over, Ogilby 
turned the meeting over to Percival Price, who initiated a dis
cussion on playing technique. This topic in turn engendered a 
spirited debate on the merits of the dip-bar, a somewhat con
troversial innovation introduced earlier by the Taylor foundry.28 

The subject of keyboard and pedalboard measurements was 
also the focus of a rather lengthy discussion, followed by 
commentary as to the optimal s~ze for a carillon. 29 

A number of other pertinent discussions were indicative of 
the differing points of view taken by some carillonneurs at 
the Trinity meeting. A particularly revealing example of this 
dissension concerned discussion of the type .of music that 
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should be played on the carillon. Undoubtedly reflecting his 
Flemish training and heritage, Lefevere expressed his view 
that the carillon was primarily a folk instrument and thus 
should have music entertaining to the common man. Con
versely, Edward Gammons chose a different emphasis, main
taining that while it was important to please the crowds, a 
consistent standard of music and performance was essential if 
the carillon were to be considered a valid musical instrument. 
Bryan Barker's views were more akin to those expressed by 
Gammons. Barker also seemed to prefer music of a more 
idiomatic nature, expressing dismay that he frequently was 
asked to play popular tunes. 

At this meeting, Rice contributed to the activities by giving a 
presentation with lantern slides about the "Singing Towers of 
Flanders." He also reported on the activities of the Carillon 
League, emphasizing the importance of the organization as a 
forum for the international exchange of news and ideas. It is 
unclear if he was concerned about the future of the League, 
or was a bit uneasy as to how it would co-exist with the 
fledgling Guild being organized. 

The momentum from the Trinity meeting had set in motion 
an enthusiasm for an organization that would not be damp
ened. Before leaving Hartford, the group set up a committee 
assigned to determine the time and place of subsequent meet
ings. The committee members were Ogilby, Gammons, Price, 
Lefevere, Barker and Rice. What is noteworthy about this 
committee is that, with the exception of Rice, the others were 
carillonneurs with carillon positions. 30 

The Ottawa Congress--Founding of the GCNA 

For unknown reasons, a proposed 1935 meeting of the Trinity 
attendees in Philadelphia never took place.31 In 1936, Percival 
Price invited this group, plus other interested individuals, to 
Ottawa, where The Guild of Carillonneurs in North America 
was formally established. This historic event occurred at the 
Houses of Parliament from September 1 through 3, 1936.32 

Some of the original resolutions drawn up and approved at 
the Ottawa Congress are worthy of mention. The aims of the 
Ottawa delegates were laudable: to standardize the carillon 
keyboard, to provide advice on new installations, to foster the 
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composition of original music for carillon, and to maintain 
contacts between carillonneurs.33 More than 30 individuals, 
including 20 carillonneurs, gathered for the first day of activi
ties, during which Edward Gammons was elected Congress 
Chairman. Subsequently, Gammons was elected President and 
Percival Price became Secretary-Treasurer of the newly-formed 
Guild. The original Executive Committee was expanded to 
include Harold B. Simonds and Wilmot Pratt. In a commend
able recognition of the enormous contributions William Gor
ham Rice had made to the carillon world, he was named 
Honorary President of the organization at this meeting. 

Gammons set the 
tone of the confer
ence by presenting 
a paper on the his
tory of the carillon. 
He credited the 
Low Countries with 
developing the car
illon and English 
bellfounders with 
excellent tuning 
and a high degree 
of technical exper
tise. His primary 
focus was on the 
fact that it was for 
the North American 
market that these 

better (and bigger) instruments were destined . Gammons' dis
tinction on this point is important in that his comments were 
reflective of a changing attitude on the part of North American 
carillonneurs towards their instruments. Fourteen years after 
the English carillons were installed at Toronto and Cohasset, 
there had emerged significant differences between new instru
ments here and those being installed in Europe. Therefore, it 
was the contention of Gammons and many other carillon
neurs that the future of the instrument lay in the New World. 

In another presentation, Price gave a paper on arranging for 
the carillon. In an interesting speech complemented with 
slides, Rice presented the carillon from the listener's perspec-

tive, commenting on the emerging tradition of evening recitals 
in North America .and Europe. 

Among the recitals given at the Ottawa Congress were perfor
mances by Percival Price, Robert Donnell, Remsen B. Ogilby, 
Ira Schroeder, Harold Simonds, Melvin Corbett, Dorothy 
Mulroney and Sidney Giles. Kamiel' Lefevere was invited and 
scheduled to perform a recital at this gathering, but chose not 
to attend. Apparently, he was uncomfortable with the "inde
pendent" direction the nascent group of North Americans 
seemed to be taking. Price later theorized that Lefevere, as a 
disciple of Jef Denyn and still tied to Flemish tradition, did not 
wish to appear disloyal .34 As a matter of fact , Denyn had been 
invited to play at the Ottawa Congress, but declined because of 
his age. In his place, he sent Victor van Geyseghem, a young 
instructor at the Carillon School. In a talk rather revealingly 
entitled "the Carillon as a Flemish Instrument," van Geyseghem 
ended with a polite but emphatic warning to the group not to 
stray from the leadership of Jef Denyn and the Mechelen tradi
tion. He also exhorted the North Americans to stop building 
instruments "having too many bells and too many pedals to 
play," and keyboards measurements which differed from those 
instruments built by Desire Somers.35 

Upon learning that he was not elected President-even 
though he had not seen fit to attend the gathering-Lefevere 
refused to join the GCNA. Later, at a special meeting of the 
Executive Committee, Dr. Ogilby, ever the diplomat, suggest
ed that Gammons step down and Lefevere replace him. Dr. 
Ogilby's comment was: "I can readily understand something 
of his regret that the Carillon School is no longer going to 
dominate the situation in America, but on the other hand, I 
did not think he would be the one to sulk in his tent like 
Achilles .... It would be difficult for us if the two outstanding 
Belgian carillonneurs in this country, Anton Brees and Kamiel 
Lefevere, both refused to join hands with us."36 When Gam
mons graciously withdrew, Lefevere accepted the presidency. 
Anton Brees, however, never did join the organization. 

The next Congress, timed to coincide with the New York 
World's Fair, was held in 1939, with President Lefevere as 
host. 37 World War II was declared the day the New York 
Congress adjourned. 

{ 
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Publication of the GCNA Bulletin 

One important consequence of the 1939 Congress was the pub
lication in 1940 of the Guild's First Bulletin, the precursor of 
what would become the Bulletin of Tbe Guild of Carillonneurs 
in North America. Although the first issue was little more than a 
newsletter, editor Percival Price did include some historically 
significant data concerning the status of all the instruments in 
North America as of 1940, along with the names of carillon
neurs who played them. 38 In addition to sundry short notices 
by other contributors, Robert Kleinschmidt provided a summary 
of available carillon recordings and a list of music published for 
the carillon throughout the world. 

From 1936 until the beginning of World War II , Guild mem
bers were active in a number of activities. They expressed 
interest in all aspects of the North American carillon art, in
cluding keyboard standardization, music publication and re
cordings. Although there would be regional gatherings, official 
activities, including the publication of the Bulletin, ceased 
until after the War ended. 

Installations and Renovations 

Between 1934 and the start of World War II , 10 more carillons 
were installed. Taylor and Gillett & Johnston continued to 
dominate the market and they both had well-established repu
tations in North America. Taylor received the order for its sec
ond "grand carillon" for the University of Michigan at Ann 
Arbor. It was on the Ann Arbor carillon, installed in 1936, that 
the engineering skills and mechanical genius of Frank Cecil 
Godfrey (1897-1977) became apparent. As works manager and 
carillon designer for Taylor, Godfrey also had installed the 
Lincoln, Nebraska, carillon in 1931. It was at Ann Arbor, how
ever, that he fully demonstrated the extent of his skills. As 
Ronald Barnes so succinctly phrased it, the Ann Arbor carillon 
was designed with the "needs of the player and the instrument, 
not the dubious and stubborn claims of tradition and conve
nience. " 39 

Frank Godfrey's approach to carillon construction was in some 
ways similar to Cyril Johnston's. Both men naturally preferred to 
design an instrument in its entirety, since this approach made for 

Belfry view of Gillett & Johnston bells 
installed in the 1930s at the University of 
Wisconsin in Madison. 7be original 25-
bell instrument was enlarged by 5 bells in 
193 7. (Photo courtesy of the Department 
of Photography, University of Wisconsin 
Extension Division.) 
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Clinton Meneely headed 
the second Meneely 
bellfoundry, located in 
Troy, New York. He is 
best remembered fo r 
casting untuned bells, 
and was not shy about 
expressing negative 
opinions regarding the 
nascent carillon art in 
North America. (Photo 
courtesy of GCNA 
Archives.) 

a unified design mechanically, and a more even tonal balance 
in the bells. On some occasions, though, lack of funds from 
purchasers necessitated a design permitting the possibility of 
incremental expansion. When confronted with a tall , fairly nar
row chamber to house a huge instrument, Godfrey customarily 
placed all of the bells above the cabin. At Ann Arbor, however, 
where there was plenty of space, he positioned the four largest 
bass bells around the cabin, with the rest above. (More on God
frey 's placement of bells is discussed in Chapter IV.) 

Godfrey also refined the Taylor practice of consistently using 
the balanced frame configuration with a central transmission. 
(By contrast, Cyril Johnston used a side transmission almost 
exclusively for all his instruments.) By the time the Ann Arbor 
instrument was installed, Godfrey had gained a deserved repu
tation as an instrument builder insistent on constructing all 
parts for long-term durability. This attribute made him a wel
come professional to donors and carillonneurs alike. 

Taylor would install only one other substantial carillon before 
the start of World War II in 1939-the 47-bell instrument for 
the Luray Singing Tower in Luray, Virginia. After he played 
for the inauguration, Anton Brees gave lessons briefly to 

Charles Chapman (1904-1986), who in turn began to play 
weekly recitals. 

During this same time, Gillett & Johnston was awarded con
tracts for three small carillons in Michigan and Wisconsin. In 
1935, the foundry installed a 23-bell carillon at Christ Church 
Episcopal at Grosse Pointe Farms and an instrument of the 
same compass at Michigan State University in Lansing. The 
next year it installed a 25-bell carillon at the University of 
Wisconsin in Madison. 

American-Made Carillons 

The Meneely foundry in Watervliet, New York, cast four caril
lons, from 1928 until 1936, none of them over three octaves.40 

The first three had been installed by 1931. The fourth instru
ment, for the Washington National Carillon in Valley Forge, 
Pennsylvania, was cast and enlarged over a number of years. 
This final Watervliet instrument was completed in 1937, with a 
total of 37 bells.4 1 

The second Meneely foundry , located in Troy, New York, cast 
single bells and chimes, and showed little interest in carillons. 
In fact, the management of the Troy foundry made no bones 
about what it thought of spending time and effort on the new 
instrument. Clinton Meneely made the following memorable 
declamation in a speech he gave in 1935 to a gathering of 
engineering societies in Schenectady, New York: 

When considering musical qualifications, there is one 
last point that I wish to bring up. Strictly speaking, no 
bell is a musical instrument. The standards that are 
set upon any musical instrument before it can be 
admitted to symphony orchestra, except to produce 
a momentary effect, are very exacting. No bell can 
ever be made which will satisfy these standards. As a 
result, no true musician can ever admit that any set 
of bells will be perfect. It will approach such an ideal 
only when used for the simple, familiar melodies; 
and to allow the playing of the more complicated 
works on a set of bells is a feature of sensationalism 
that belongs on the vaudeville stage.42 



Other Installations 

Three other carillons were installed during this era. The first 
was installed in 1938 at Alfred University, where Omer Michaux 
of Belgium had collected bells from a variety of founders. Two 
additional instruments were cast by Marcel Michiels, Jr., of 
Doornik, Belgium. (He was the son of the founder who in 
1923 had installed the small instrument for the House of Hope 
Church in St. Paul, Minnesota.) In 1940, an instrument of 47 
bells cast by Michiels, Jr., went to l'Eglise St. Jean Baptiste in 
Ottawa. The second was a 35-bell carillon installed a year 
later at Stanford University in California. 43 

Although the Meneelys contributed only a handful of carillons 
in North America, they still deserve mention for their attempts 
to develop the instrument against fairly large odds. The tuning 
of the Watervliet carillons surpassed any of the Continental-as 
opposed to English-efforts in North America until after 1945. 
Even if the Meneely installations were of seeming insignificance 
at the time, they were perhaps a harbinger of the fact that the 
English founders would have diminished control over the 
North American market in the future. 

AlFllER llHllE WAR-1945-1960 

The Passing of William Gorham Rice 

One of the most significant events signaling the dawning of a 
new era for the carillon was the death in 1945 of William 
Gorham Rice. When he died on September 10, Rice had lived 
through three major wars: the Civil War, World War I and 
World War II. He had founded the Carillon League, assisted in 
the creation of The Guild of Carillonneurs in North America, 
supported the Mechelen Carillon School-and continued to 
assist it financially-encouraged the purchase and installation 
of many carillons, and published numerous books and articles. 
As such, he witnessed the beginnings of the North American 
carillon movement. This listing is quite a testament to one 
man's ingenuity, energy and perseverance. 
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Probably the most telling examples of William Gorham Rice's 
prominence in promoting the carillon art in North America 
were two outstanding and enduring legacies: the acquisition 
of the Albany City Hall Carillon in 1927, and his title of 
Honorary President, accorded him at the GCNA's historic 
Ottawa Congress. As Kamiel Lefevere said of this remarkable 
man: "Beiaardkunst is al wat hij voor leeft. " ("The art of the 
carillon is all that he lives for.")44 

Prominent North American Carillonneurs 

In addition to his duties as carillonneur, Bulletin editor and caril
lon advisor, Percival Price was quite interested in scholarship 
and used his venue 
at the University of 
Michigan to research 
a number of topics 
pertinent to the car -
illon. He continued 
to use the Bulletin 
as a forum to pre
sent his ideas. For 
example, he delin
eated what he con
sidered to be the 
"elements of carillon 
music" for the 
December, 1947, 
issue of the journal. 
An additional exam
ple of Price's schol
arship was his 
examination of the 
music of Joannes de Gruytters.45 He also had success publishing 
another book, this time through the University of Michigan Press: 
Campanology Europe 1945-7 appeared in 1948.46 Noteworthy 
carillon arrangements Price completed during this period include 
Variations on "7be Miller of the Dee" (1949); Variations on the 
"Vicar of the Bray"(l950); and Blow the Man Down (1958). 

Although he would design playing mechanisms for carillons 
such as the one in Niagara Falls, most of Price's efforts during 
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In 1947, Alfred Paccard cast 47 hells/or 
the First Presbyterian Church in Jackson, 
Tennessee. It was on this instrument that 
Paccard and Arthur Bigelow began a col
laboration which would last 20 years. In 
this photo, Bigelow is shown with one of 
the Jackson hells at the Annecy foundry. 
(Photo courtesy of Paccard Fonderie de 
Cloches.) 

this period were reserved for work on his instrument at Ann 
Arbor. In 1951, he returned to Glendale, Ohio, to advise on 
the carillon there.47 

In 1946, Arthur Bigelow began to work with Schulmerich 
Electronics, although he always -claimed that he was only a 
consultant to the firm. They disbanded their relationship 
when Schulmerich was determined to install electronic caril
lons everywhere it saw an opportunity. It was during this peri
od that many GCNA members distanced themselves from 
Bigelow in protest for his stance. He began to work with 
Alfred Paccard in the 1950s and 1960s, and served as a caril
lon advisor to many of the French foundry's installations.48 

(More of Bigelow's work is discussed later in this chapter and . 
also in Chapter IV.) It was during this era that Bigelow pub
lished Carillon: An Account of the Class of 1892 Bells. 49 

Beside the dynamic activities of Percival Price and Arthur 
Bigelow, the influence of Anton Brees was on the wane. 
Admirers could not refute the fact that Brees confined his 
selections of music largely to playing hymns, folksongs and 
simple piano melodies. Perhaps he simply did not wish to 
exert himself too much. Whatever the reason, this rather sim
plistic approach to playing and programming remained Brees' 
trademark until his death.50 

Kamiel Lefevere never really learned to appreciate the con
cert-sized instruments he played in North America. His com
positions and arrangements indicate that he probably com
posed mostly on the piano, where it might be appropriate to 
keep the melody in the manual and end with close positioned 
chords. Such preferences sound fine on piano, but on carillon 
they do not. Consequently, Lefevere's pieces rarely are heard 
anymore. In fact , his influence did not endure long after his 
death. His importance seems to have revolved around his 
place historically as one of North America's first carillon
neurs, and his position at the Riverside Church, the showcase 
of the new, larger instruments. 

Theophil Rusterholz (1907- ) began playing again at the 
House of Hope Church in St. Paul, Minnesota, in 1942. (He 
had also played here from 1928 to 1929). He was active for 
years in the GCNA, but his diligence as the organization's 
legal advisor would represent his most time-consuming 



efforts. Beginning in 1954, he accepted the thankless position 
he would continue to hold for almost 40 years. As a result of 
Rusterholz' work, the Guild finally became incorporated in 
1962, after years of effort. He published a number of works, 
including Tbeme and Variations and Memorial (dedicated to 
Arthur Bigelow). Some of his arrangements, such as Prelude I 
and Sheep May Safely Graze, are played frequently. 

Canadian carillonneur Emilien Allard (1915-1976) had begun his 
studies with Staf Nees.51 He accepted his first carillon position in 
1955 at the Oratoire St-Joseph in Montreal. He quickly estab
lished a reputation for memorable performances, and won a 
number of prizes for his playing, including the Mechelen School's 
pri.x international du carillon in 1958. That same year, he was 
Guest Artist at the Brussels World's Fair. Allard would remain at 
the Oratoire for 20 years until moving to Ottawa to replace 
Robert Donnell as the Dominion Carillonneur at the Houses of 
Parliament. 

During this period, Ira Schroeder continued to be quite active 
at Iowa State University and on various GCNA committees. 
Through his substantial efforts to promote the carillon at 
Ames, he was instrumental in the formation of the Stanton 
Memorial Carillon Foundation in 1954. This was one of the 
.few such organizations in the United States which actively 
supported a carillon program. 52 

Ronald Barnes (1927- ) began what would be a tremendously 
productive career with the carillon in 1946, when he became 
Carillonneur at First Plymouth Church in Lincoln, Nebraska. He 
traveled to Ottawa in the summer of 1948 to study with Robert 
Donnell. This was to be his only formal carillon instruction. 
Barnes then attended Stanford University in California and 
played the Michiels carillon during his time there. In 1951, he 
was hired as the Carillonneur at the University of Kansas. In 
1952, Barnes wrote Sarabande and Prelude, and went on to 
encourage composers such as Roy Hamlin Johnson to write for 
the carillon. 

In addition to developing an early reputation as a fine per
former, Barnes proved himself a' careful scholar. A particularly 
good example of his diligent research was reflected in Barnes' 
thesis on the Preludes of Matthias van den Gheyn. 53 He served 
as the editor of the Bulletin for four years, beginning in 1957. 

Ronald Barnes at the practice keyboard, 
University of Kansas in lclwrence. (Photo 
courtesy of Berkeley Carillon Institute.) 
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Milford Myhre at Culver in 1961 . (Photo courtesy 
of Anton Brees Carillon Library.) 

Milford Myhre (1931- ), who would have his own remarkable 
career, began his studies with Ronald Barnes at Lincoln in 
1948. He succeeded Barnes in that position in 1950. Myhre 
studied briefly with Staf Nees at the Mechelen Carillon School 
in 1955. Then he moved to Indiana in 1957 to accept the 
Carillonneur's position at Culver Military Academy, where he 
would remain for ten years. At the 1957 Guild Congress in 
Cleveland, Myhre presented a significant paper entitled "What 
Shall the Carillon Play?", in which he succinctly outlined his 
views on music suitable for carillon.54 He wrote several origi
nal compositions for carillon during this period, notably 
Prelude on the King 's Majesty (1959) and 7bree Designs (1960). 

James Lawson (1919- ) was Carillonneur at the University of 
Chicago from 1953 to 1960. During his tenure there, he pub
lished numerous carillon works from a variety of composers. 
In some instances, his edition of a particular composition was 
the only one extant-as with Clifford Ball's Toccata for 
Carillon or Arthur Bigelow's Caprice for Carillon, both pub
lished in the mid-1950s. He move to New York in 1960 to 
accept the position at the Riverside Church. 

Installations and Renovations 

Immediately following the end of World War II , carillon im
portation began anew. Taylor was the first foundry to receive 
an order to cast bells for a North American carillon. In 1946, it 
supplied the bells and clappers for the carillon at the Rain
bow Bridge Tower in Niagara Falls, Ontario.55 This was a 
large instrument of 55 bells, with a bourdon of 20,000 pounds 
and a bass note of E. 

In 1951 , Taylor installed a 53-bell carillon in the World War II 
Memorial Campanile at the University of Kansas in Lawrence. 
This heavy carillon was the sixth instrument designed and 
installed by Frank Godfrey and, by all accounts, it represented 
his best efforts yet. Among other design elements, Godfrey's 
decision to place all the bells of this massive carillon above 
the cabin was well considered, given the relatively narrow 
space allotted for the bell chamber. The Lawrence instrument 
embodied all of the principles that Godfrey and the Taylor 
foundry believed should be in a fine carillon: a well-designed 
and engineered mechanism, a solidly built keyboard, and 



Right: Frank Godfrey on site at the installation 
of the University of Kansas ' World War II 
Memorial Carillon in La,wrence. This 53-bell 
carillon was the sixth instrument designed and 
installed by Godfrey in North America. (Photo 
courtesy of Berkeley Carillon Institute.) 

Left: Anton Brees dedicated this instrument 
in June of 1951. (Photo courtesy of Berkeley 
Carillon Institute.) 
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Above: View of the on'ginal van 
Bergen bells at the University of 
Montana in Missoula. Harmannus 
van Bergen installed 47 bells in the 
tower of Main Hall in 1953. (Photo 
courtesy of Richard Watson.) 

Below: Van Bergen f oundry in 
Greenwood, South Carolina. (Photo 
courtesy of Rees Carillon Archives.) 

beautifully sonorous bells especially in the bass. This instru
ment was to be qujte important in the development of the 
carillon art in North America.56 

Unfortunately, the company which really never recovered 
from the effects of the war was Gillett & Johnston. The 
Croydon foundry , located just outside London, was severely 
damaged during a bombing raid. The company began to 
operate again in the late 1940s, doing clockwork repairs and 
casting some bells. Then in 1950, just as the firm was return
ing to work on carillons, Cyril Johnston passed away. There 
had been one instrument in partial production when Johnston 
died-the 51-bell carillon destined for Culver Military Acad
emy in Culver, Indiana. 57 Some of the mechanical innovations 
made by Johnston for this instrument-such as adjustable 
clappers, ball bearings on some of the transmission bars, and 
a concave and partially radiating pedalboard-still remain in 
the Chapel tower. 

The installation of the Culver carillon was done while the tower 
was nearing completion. Without Johnston there to supervise, 
this installation was fraught with enough serious problems that 
Academy officials chose not to recommend Gillett & Johnston 
to other potential buyers.58 Shortly afterwards, Gillett & John
ston reverted to designing, servicing and installing tower clocks, 
the work which had occupied the firm when it was first open
ed in 1844. 

The Paccard foundry received its first order after the war in 
1947, when it was hired to cast a four-octave carillon for the 
First Presbyterian Church in Jackson, Tennessee. This carillon 
represented the first instrument Paccard installed in North 
America since it had delivered the 26 bells for St. Vincent's in 
Philadelphia in 1900. Although the Paccard foundry had been 
in existence since 1796,59 it suffered the same loss of bell-
forming, casting and tuning knowledge that had afflicted the 
English, Dutch and Belgian founders in the nineteenth centu
ry. After making a thorough study of bells all over France,60 

Alfred Paccard decided to alter the profile of his bells. This 
modification also proved advantageous in that it reduced the 
strength of the minor third and allowed for increased intensi
ty of the strike tone.61 Thus, by making two radical 
changes-increasing the proportion of overall size for the tre-



ble bells and reducing the prominence of the minor third in 
all of his bells-Paccard had designed a carillon with truly 
harmonious bells. (Some refer to them as "sweet" bells.) 

Although the bells for the Jackson carillon were cast in 1947, 
the instrument was not completely installed until several years 
later. It was on this instrument that Alfred Paccard and Arthur 
Bigelow began a collaboration which would last 20 years. 
Bigelow was quite pleased with the quality of the Jackson 
bells, commenting: "Every bell is tuned to the same perfection 
and their thirds and fifths are dead perfect. The scale of the 
smaller bells of the carillon is increased to give more punch 
and tone to the treble."62 

In 1948, Bigelow supervised the installation of two large 
Paccard bells for St. Vincent's in Philadelphia and cast 19 
smaller bells himself at the Krieger foundry in New Brunswick, 
New Jersey.63 Bigelow's castings represented the first time that 
carillon bells were cast in North America since the early 1940s, 
when he cast 14 bells for the Princeton instrument.64 The St. 
Vincent's bells were the first of many bells cast by Bigelow. 

The first Dutch firm to import carillons to North America after 
the war was van Bergen Bellfoundries, of Heiligerlee, the 
Netherlands.65 In 1940, Harmannus van Bergen had immigrat-

. ed to Greenwood, South Carolina, and began selling Heiliger
lee bells from this location. In 1949, he sold a 41-bell carillon 
to St. Martin's Episcopal Church in New York City. A few 
years later, one of the swinging bells was attached to the car
illon keyboard, creating a 42-bell instrument. This was the 
first of many Dutch carillons destined for North America fol
lowing the war. 

In the 1950s, Petit & Fritsen, of Aarle-Rixtel, the Netherlands, 
began to import a number of carillons to the New World.66 

The firm benefited from Gillett & Johnston's demise following 
the installation of the Culver carillon when it was awarded 
the contract for a four-octave instrument for Central Christian 
Church in San Antonio, Texas. Installed in 1953, this was the 
first complete four-octave carillon cast by Petit & Fritsen for 
North America. 

In 1951, Petit & Fritsen had been awarded a contract to build a 
keyboard and enlarge the old Gillen & Johnston carillon with 

The 56 bells for the carillon at the 
Oratoire St.-joseph in Montreal were 
first destined for the Eiffel Tower in 
Paris. This photo shows the Paccard 
bells temporarily erected in the shop of 
the Annecy foundry. (Photo courtesy 
of Paccard Fonderie de Cloches.) 
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Frederick Marriott played a week of 
recitals in 1954 on the 42-bell caril
lon at the Instituto Politecnico 
Nacional in Mexico City. 7bis was 
Mexico's first carillon, cast by Petit & 
Fritsen in 1952for the Netherlands ' 
contribution to q commercial exposi
tion. (Photo courtesy of Gerard 
Fritsen .) 

' o I 

20 new bells at Michigan State University in East Lansing, 
Michigan. That same year, Petit & Fritsen installed a small caril
lon at the Convent of the Transfiguration in Glendale, Ohio. In 
1952, the foundry added 39 bells to an 8-bell Gillett & Johnston 
chime at Grosse Pointe Memorial Church in Grosse Pointe 
Farms, Michigan, thereby creating a . four-octave instrument. 

The year 1953 marked the beginning of a partnership between 
Petit & Fritsen and the I.T. Verdin Company (now the Verdin 
Company) of Cincinnati, Ohio. Just as the Hemonys had worked 
with Spraekel, Petit & Fritsen's collaboration with Verdin contin
ued an historical precedent. Established in 1842, Verdin first 
made its reputation by designing, manufacturing, installing and 
repairing tower clocks.67 

1953 also is significant as the year when the three Dutch bell
founders were asked to work cooperatively on a carillon for 
North America . Van Bergen, Petit & Fritsen and the newest 
Dutch foundry to enter the carillon market-Eijsbouts of 
Asten-were the three companies involved in this venture. 

Until the advent of World War II, Eijsbouts had worked with 
the Taylor foundry, and sometimes with Gillett & Johnston, to 
install English bells in the Netherlands.68 Beginning in 1947, 
Tuur Eijsbouts began casting and tuning swinging bells in 
Asten, and the foundry cast its first small instrument-a travel
ing carillon-two years later. Campanologist Andre Lehr 
began working at Eijsbouts in 1949.69 

The three Dutch competitors cast bells for the four-octave 
instrument which would become known as the Netherlands 
Carillon in Arlington National Cemetery, across the Potomac 
from Washington, D.C. This carillon was a gift from the peo
ple of the Netherlands to show their appreciation for the 
assistance of the United States during World War II. Unfor
tunately, the mix of bells from three foundries was less than 
satisfactory. A cooperative venture of this sort has not been 
attempted since the Arlington carillon. 

Meanwhile, the partnership of Arthur Bigelow and Alfred 
Paccard was expanding. In 1953, Bigelow enlarged the 
Meneely chime at Valley Forge by 30 Paccard bells, creating a 
carillon of 58 bells. A new keyboard, designed and built by 
Bigelow, was installed along with the broek wiring system for 



some of the bass bells.70 In the mid-1950s, Paccard installed a 
55-bell carillon at the Oratoire St-Joseph in Montreal. This was 
the largest instrument the French foundry would install in 
Canada. 

Possibly Arthur Bigelow's greatest accomplishment as a carillon 
designer was for the 56-bell carillon installed in 1958 at the Uni
versity of the South in Sewanee, Tennessee. Bigelow's earlier 
successes with Alfred Paccard relative to modifications in bell 
profile and tuning, coupled with numerous mechanical refine
ments, resulted in what was arguably his most sophisticated car
illon. Soon after its installation, the Sewanee carillon began to 
receive accolades from carillonneurs throughout the region. By 
contrast, the 47-bell carillon that Paccard and Bigelow installed 
in 1959 at Hollins College in Roanoke, Virginia, received little 
acclaim. 

Petit & Fritsen installed several more small carillons in the 
1950s, and the foundry extended sales to Mexico as well. As 
part of a commercial exposition organized by the Dutch gov
ernment in 1954, a carillon of 42 Petit & Fritsen bells was put 
on display in Mexico City. The Dutch firm Phillips purchased 
this instrument and donated it in 1955 to the Institute Politec
nico Nacional. In 1957, Petit & Fritsen received an order for a 
concert instrument of four octaves for the First Evangelical 
Lutheran Church in Green Bay, Wisconsin. It was during this 
period that Petit & Fritsen decided to change the profile of its 
bells, making the larger bells lighter and the smaller bells 
heavier. 71 At about the same time, the firm began to increase 
the ratio of tin to copper for its treble bells. 

In 1959, Petit & Fritsen secured the contract for the 77-bell 
carillon at Kirk in the Hills Presbyterian Church in Bloomfield 
Hills, Michigan . This instrument represented a coup for any 
foundry, at least in terms of purchase price, because in num
ber of bells, though not of weight, this would be the largest 
carillon ever cast. 

The 1950s and 1960s were akip to the 1920s and 1930s rela
tive to the installation of carill@ns in North America. The dif
ference in later years was that Dutch founders , along with the 
Paccard foundry, received the majority of contracts. This activ
ity was a precursor to the orders for larger carillons to come 
in subsequent years. 
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GCNA Activities 

It was at the Princeton Congress that the GCNA formalized its 
definition of a carillon: "A Carillon is a musical instrument con
sisting of at least two octaves of carillon bells arranged in chro
matic series and played from a keyboard permitting control of 
expression through variation of touch. A carillon bell is a cast 
bronze cup-shaped bell whose partial tones are in such harmo
nious relationship to each other as to permit many such bells 
to be sounded together in varied chords with harmonious and 
concordant effect." 72 This seemingly innocent definition had 
been the cause of endless hours of debate and clarifications as 
members dealt with the complex issues of size, mechanical
action linkage, etc. This agreement signaled that the organiza
tion could move forward to more pressing concerns. 

Over the next few Congresses, there would be some signifi
cant developments in the fledgling organization. Percival Price 
was elected president of the organization at the 1947 
Congress in Luray, Virginia, with Ray Wingate succeeding him 
at the Springfield, Massachusetts, Congress in 1949. The 1952 
Congress in Mariemont, Ohio, highlighted the members ' 
desire for a changed format in the Bulletin. (The editorship of 
the publication was a thankless task. There would be no pub
lication of the Bulletin in 1955 and 1956.) At the 1957 
Congress, held in Cleveland, Arthur Bigelow gave a lecture on 
proposed standards for bells . In 1960, the Guild met at sites 
in Jackson and Sewanee, Tennessee. Frederick Marriott was 
elected president, and Milford Myhre gave a particularly effec
tive talk and demonstration on arranging for carillon. The 
forum Myhre chose would set a precedent for subsequent 
presentations on a variety of topics.73 

International Activities 

The years immediately succeeding World War II were difficult 
ones in Europe, as countries struggled to regain some sense of 
economic, social and cultural stability. The war had been a 
disaster as well for the art of the carillon in Europe. Not only 
did foundries stop casting bells, but thousands of existing bells 
and many carillons had been confiscated by invading Nazis. 
Although some historic carillons and single bells were saved 
through heroic efforts, a great number were melted down for 
their metal value. This tremendous loss of bells proved a boon 
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Left: 7be Meche/en Carillon School moved to this 
building, familiar to students and instructors as 
"Het Schip, " in 1947. (Photo courtesy of 
Koninklijke Beiaardscbool 'Jef Denyn. ") 

Right: Sta/ Nees became the director of the 
Meche/en Carillon School in 1941 . 7be institu
tio11 s name was changed to the Koninklijke 
Beiaardschoo/ 'Jef Denyn " (Royal Carillon 
School 'Jef Denyn '') during Nees' tenure. (Photo 
courtesy of Rees Carillon Archives.) 



to bellfounders afterwards, particularly in the Netherlands.74 

For about 25 years after the war, these founders replaced 
thousands of individual bells and scores of carillons. 

In the 1940s, the name of the Mechelen Carillon School was 
changed to the Koninklijke Beiaardschool "Jef Denyn (Royal 
Carillon School "Jef Denyn")." Staf Nees had succeeded 
Denyn as the director of the institution in 1941. During his 
tenure, Nees successfully guided the School through the post
war years, in the process teaching many of the next genera
tion of carillonneurs.75 Hailed for his virtuosity in the flam
boyante style made famous by Jef Denyn, Staf Nees was 
much in demand as a recitalist in Europe. He became familiar 
to North American audiences when he traveled to the New 
World for several months in 1959, performing 40 recitals. 

The Nederlandse Beiaardschool (Netherlands Carillon School) 
opened its doors in Amersfoort in 1953.76 In 1953, Leen 't 
Hart, the School's first director-and for 15 years its sole 
instructor-began to teach in a single room of the Plompe
toren (or Dieventoren), where students were taught on a 
practice keyboard. A number of foreign students joined their 
Dutch counterparts at the School, including Daniel Robins 
0937-1970), who in 1960 became the first American to gradu
ate from the institution. 

A NORTlHI AMERICAN 
PlHIENOMENON-1961-1975 

Installations and Renovations 

In late 1961, Verdin and Petit & Fritsen installed a 66-bell car
illon at Washington Park in Springfield, Illinois. The design of 
the Thomas Rees Memorial Carillon was influenced heavily by 
advisors Arthur Bigelow and Wendell Westcott. Both men, 
who had studied in Belgium, recommended that the Spring
field Park Board, charged with the task of the project, order 
an instrument "comparable to the great Caril!ons in Mechelen 
and Lou vain .. . :•n 
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The brilliance of the Rees Carillon's bells, especially the small 
trebles, has been noted since they were first heard. The tre
bles had been cast with a percentage of 22% tin, a requisite 
in the bid specifications composed by Bigelow and Westcott. 
The modified profile and additional tin in the smaller bells 
accounted for their brilliant tone and contributed to their abil
ity to sustain sound for a long time. Subsequent to the Spring
field installation, Petit & Fritsen would advertise the sonority 
of its bells as "the Fritsen sound." The Rees Carillon would 
become an important site in the development of the concert 
instrument in North America .78 

In the 1960s, Petit & 
Fritsen cast bells for 
a number of smaller 
instruments before 
securing a contract 
in 1967 for a 49-
bell carillon at 
the Netherlands 
Carillon in Victoria, 
British Columbia. 
This instrument, the 
sole carillon in wes
tern Canada, was 
largely the inspiration of Herman Bergink, the Dutch immigrant 
who would be Carillonneur there for 24 years. (With the addi
tion of 13 more bells in 1971, the Netherlands Carillon was to 
become the largest carillon in Canada, with a total of 62 bells.) 

In 1968, the University of Northern Iowa at Cedar Falls expand
ed its 15-bell Meneely chime into a carillon by adding 32 new 
Petit & Fritsen bells. Four of the original Meneely bells were re
cast in Aarle-Rixtel, and Verdin worked with the Dutch firm to 
install the 47-bell carillon. The following year, 61 Petit & Fritsen 
bells were installed atop the Thomas M. Starke Student Build
ing at the University of California in Santa Barbara.The key
board for this carillon was the first built by Petit & Fritsen to 
the 1966 North American Standard. Also in 1969, Verdin and 
Petit & Fritsen received a contract to enlarge the 23-bell Gillett 
& Johnston instrument in Mariemont, Ohio. Twenty-six bells 
were added to the Mary M. Emory Carillon, creating an instru
ment of 49 bells. 
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Above: Bells of the Rees Memorial 
Carillon as installed in 1961 by 
Petit & Fritsen . 1be first 28 bells 
had clappers mounted on angle 
irons. When these bells were 
played, both clapper and key tend
ed to bounce. In 1978, Verdin 
installed the clappers on the inside 
of the hells, and replaced the origi
nal radial action with transmis
sion bars. (Photo courtesy of Don 
Ewillg.) 

Below: Wendell Wes/coll playing 
the Petit & Fritsen traveling caril
lon as it was hoisted from the boat 
in the 1960s. (Photo courtesy of 
Richard Watson.) 
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Petit & Fritsen cast four carillons from 
1970 through 1975, the most important 
being the 48-bell carillon for St. Thomas' 
Church (Whitemarsh) in Fort Washing
ton, Pennsylvania. Installed in 1974, the 
St. Thomas · carillon was the first instru
ment to be designed completely by 
Richard Watson, who had joined the 
Verdin firm in 1973. This was the first 
instance in North America in which a 
carillonneur had been hired in a full
time capacity as a carillon designer. 

Other Petit & Fritsen installations in
cluded: the 61-bell Brownell Memorial 
Carillon in Morgan City, Louisiana 
(1971); the 35-bell instrument for 
DePauw University in Greencastle, 
Indiana (1973); and the 35-bell carillon 
for the National Zoo in Washington, 
D.C. 0975). 

Taylor also was active in the 1960s, 
although not as much as in previous 
decades. The foundry's most important 
carillon of this era was the instrument 
ordered for the Washington National 
Cathedral in 1963. This 53-bell instru
ment was built in the tradition of the 
"grand carillons" at Ann Arbor, Lake 
Wales and Lawrence.79 With the addition 
of 44 bells in 1964, the 10-bell Taylor 
chime at Yale University in New Haven, 
Connecticut, was expanded to an instru
ment of 54 bells. The Yale carillon was 
the final "grand carillon" designed and 
installed by Frank Godfrey.8() 

The last Taylor carillon in the decade 
was ordered in 1968 for the Cathedral 
of St. John the Evangelist in Spokane, 
Washington. This 49-bell instrument was 
more akin to the lighter instruments 
built by Taylor earlier in the century.81 



The Paccard foundry also was busy with orders for North 
American cities during this period. The firm's most important 
carillon was installed in 1963 at the Basilica of the National 
Shrine of the Immaculate Conception in Washington, D.C. 
Alfred Paccard and Arthur Bigelow collaborated on this 56-
bell carillon, with the latter contributing to the instrument's 
design. Bigelow also was primarily responsible for designing a 
new four-octave Paccard carillon ordered for the University of 
California at Riverside. In 1967, Paccard installed a 48-bell in
strument for Marquette University in Milwaukee, Wisconsin. 
Bigelow had developed plans for this carillon, but died before 
the instrument was completed.82 

The mid-1960s was the first time since the three Dutch founders 
had collaborated on the carillon in Arlington National Cemetery 
in 1953 that Eijsbouts received an order for another North Am
erican instrument. During this period, Eijsbouts formed a part
nership with Schulmerich of Sellersville, Pennsylvania. This 
alliance resulted in an order for a 47-bell instrument for the 
Church of the Covenant in Cleveland, Ohio. Much of the instal
lation in 1968 was done by Schulmerich personnel. Later this 
same year, Eijsbouts installed the 49-bell Rushton Memorial 
Carillon at Samford University in Birmingham, Alabama. The 
keyboard for this instrument represented Eijsbout's interpreta
tion of the 1966 Standard. 

From 1970 through 1975, Eijsbouts cast a number of carillons 
and expanded the University of Wisconsin instrument to 56 
bells. Significant installations during these years include the 
two carillons ordered for the campus of Indiana University at 
Bloomington. In 1971, Eijsbouts installed the 61-bell Metz 
Carillon, and also the 42-bell School of Music Carillon. Other 
installations included a SO-bell carillon for the University of 
Rochester, New York (1973), and a 49-bell carillon for the 
First Presbyterian Church in Gastonia, North Carolina (1973). 

In the 1960s the van Bergen foundry received orders for two 
modest carillons. In 1966, its largest order was for a 60-bell 
instrument for Furman University in Greenville, South Carolina. 
In 1970, van Bergen cast a 49-bell carillon for Concordia 
Seminary in St. Louis. 

Also in 1970, Whitechapel (of Whitechapel, England), cast a 
two-octave instrument for West Hartford, Connecticut. 
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Above: James Slater at the Eijsbouts 
keyboard of the 61-bell Metz 
Memorial Carillon at Indiana 
University in Bloomington. 7bis 
original keyboard was Eijsbouts' 
interpretation of the North Amer
ican Standard adopted by the 
GCNA in 1970. 7be Eijsbouts key
board was replaced by a new 
Meeks, Watson & Co., keyboard in 
1994. (Photo courtesy of Richard 
Watson.) 

Below: 7be bourdon for the origi
nal 49-bell carillon at Samford 
University in Birmingham, Ala
bama, was a G, weighing 1,411 
pounds. 7bis instrument was 
enlarged to 60 bells in 1980. 7be 
current bourdon is a C of 4,850 
pounds. (Photo courtesy of Royal 
Eijsbouts.) 
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Various North American Activities 

From 1961 through 1975, GCNA Congresses demonstrated that 
the organization increasingly was interested in improving the 
quality of the carillon repertoire. Celebrating its silver anniver
sary in 1961 at the Culver, Indiana, Congress, the Guild again 
began to publish music. Presentations by Ronald Barnes on the 
"artistic validity of carillon music" and by Daniel Robins on the 
aesthetics of the carillon give some indication as to the level of 
discussion. Robins was critical of the degree of instruction he 
had received in the Netherlands and opined that since the caril
lon was still considered a folk instrument in Europe, it was of 
limited value to North Americans intent on furthering the art.83 

In 1965, at the Congress at Iowa State University in Ames, he 
again gave a notable presentation, this time on the need for 
keyboard standardization. This topic had engendered much dis
cussion, and the membership appeared eager to come to some 
sort of conclusion on the issue. Percival Price and Arthur 

In 1964, the GCNA 
Congress was held in 
Washington, D.C. 
Ronald Barnes, who 
had been appointed 
Cari//onneur at 
Washington National 
Cathedral the year 
before, seroed as 
Congress host. (Photo 
courtesy of GCNA 
Archives.) 

Bigelow both presented their positions on the subject. At the 
1966 Congress in Princeton, the Guild finally approved a North 
American Standard keyboard. (Details regarding Price and 
Bigelow's efforts on keyboard standardization appear in 
Chapter IV.) At the 1972 Congress in Toronto, Percival Price 
was honored for 50 years of service to the Guild. 

The 1973 Congress showcased carillon activities at Indiana 
University in Bloomington. Dutch carillonneur Arie Abbenes 
had been invited to spend the academic year as a visiting 
associate professor and carillonneur at the School of Music. 
This appointment was made with the intention of establishing 
a carillon program as part of the School of Music's offerings 
and demonstrating the institution 's well-intentioned but short
lived interest in the carillon. Abbenes taught carillon, gave 
lectures, and dedicated new carillons in North America, in the 
process providing a fresh perspective on the Dutch carillon 
scene.8

·
1 



Also in 1973, Frank Law established the Liaison Committee of 
the GCNA. The mandate of this committee was to contact 
institutions which possessed carillons that were not played. 
One result of these efforts was the re-activation of the carillon 
program at Alfred University in Alfred, New York, in 1975. 

A number of institutions sponsored regional carillon confer
ences or master classes during this era. For example, one of 
the conferences sponsored by the University of Michigan fea
tured Milford Myhre and composer Roy Hamlin Johnson.85 Ira 
Schroeder also hosted a number of conferences at Iowa State 
University. In 1974 William De Turk became the first Carillon 
Scholar at the Bok singing Tower in Lake Wales. De Turk later 
described this unique program as an apprenticeship designed 
to introduce a young carillonneur to different activities such 
as programming and critiquing performances.86 Milford Myhre 
was credited with the program's success. 

International Carillon Festival 

The dedication of the Rees Carillon had provided an opportunity 
for the Springfield Park Board to approve funding for a unique 
event in the history of the carillon in North America. Although 
the first International Carillon Festival in 1962 had been small 

. in scope, audience attendance proved that there was still public 
interest in making the event an annual affair. Interestingly 
enough, the first mention of a carillon festival in Springfield had 
been made in a letter from Gerard Fritsen to Robert Stuart a 
few years earlier.87 Park Board President Stuart and the rest of 
the trustees were amenable to Raymond Keldermans' proposal 
of a special event centered around the new carillon, although 
not with the intention of making it a yearly occurrence. 

In the spring of 1963, an organizational meeting was held at 
the Park District offices to form the Rees Carillon Society, a 
volunteer group to help the Park District and the Carillonneur 
promote the Rees instrument and the carillon art. 88 During 
its first ten years, the International Carillon Festival was well
attended, with crowds coming tp hear guest recitals by Wendell 
Westcott, Frederick Marriott, anctl Leen 't Hart, among others.89 

The culmination of this first decade at the Rees Carillon was 
the GCNA Congress held in 1971 concurrently with the Inter
national Carillon Festival. Sixteen advancement candidates (a 
record to this date) played for a total of 9 judges. 
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Above: Arie Abbenes 
was a guest associate 
professor and carillon
neur at Indiana 
University School of 
Music during the 1972-
1973 academic year. 
His appointment pro
vided North Americans 
with a fresh perspective 
on the Dutch carillon 
scene. (Photo courtesy 
of Rees Carillon 
Archives.) 

Below: Piet van den 
Broek, Robert Stuart, 
Robert Donnell and 
Raymond Keldermans 
at the International 
Carillon Festival in 
Springfield, Illinois, in 
1967. The idea/or a 
carillon festival initially 
had come from Gerard 
Fritsen, who suggested 
such an event in corre
spondence with Spring
field Park Board 
President Stuart. (Photo 
courtesy of Rees 
Carillon Archives.) 
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Percival Price at the keyboard of 
the Baird Carillon at the Un iversity 
of Michigan in Ann Arbor. Price 
was honored for 50 years of seroice 
to the carillon at the 1972 GCNA 
Congress in Toronto. (Photo cour
tesy of Rees Carillon Archives.) 

Influential North American Carlllonneurs 

During his long and productive career, Percival Price wrote 
scores of original carillon compositions and hundreds of 
arrangements. He was acutely aware of the potential and the 
limits of composing and arranging for the carillon. Price was 
among the first in North America tb consider carefully the 
peculiarities of carillon bells and the importance of allowing 
for their singularities when composing for the instrument. 

It was during this decade, after almost 40 years of playing, 
composing, and teaching, that Price promulgated his basic set 
of rules for carillon arrangements. These rules included: using 
the original score; becoming very familiar with the music; 
determining if the original score should be transposed; care
fully selecting tempo indications; and avoiding the use of 
"meaningless rests."90 Among Price's notable contributions to 
the repertoire at this time were Piece No. 2 (1964) and Sketch 
No. 4 (1970). In addition, he continued to consult on new and 
renovated instruments. 

One of Price's students had been Wendell Westcott (1911- ), 
who had gone on to graduate from the Mechelen Carillon 
School in 1957. His enthusiasm for performance practices had 
led to his publishing a useful booklet entitled "An Introduc
tion to Carillon Technique and Arranging" several years earli
e r. In addition to textual suggestions, Westcott had included 
examples of arranging techniques. In a book published in 
1970, Bells and Their Music,91 he provided a general account 
of the history of bells, including the carillon. 

In addition to his duties as Carillonneur for Michigan State 
University at Lansing, Westcott was much in demand as a 
recitalist and he dedicated many instruments during this peri
od especially. He wrote some original works, including Silver 
Bells (1962) and Fughetta for Carillon 0971), as well as many 
transcriptions. 

Daniel Robins (1937-1970) succeeded James Lawson in 1960 as 
Carillonneur at the University of Chicago. A fine performer 
with a flair for playing technically-demanding pieces, Robins 
quickly established a reputation for innovative programming. 
Over a span of several years, he performed extravaganzas 
such as carillon and calliope or carillon and brass. Thousands 
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Daniel Robins was Carillonneur at 
the University of Chicago 's Rocke
feller Chapel from 1961 to 1969. 
During numerous highly-publicized 
summer series, Robins' virtuoso per
formances, complete with tuxedo, 
attracted thousands of listeners to 
the Hyde Park campus. (Photo cour
tesy of Rees Carillon Archives.) 
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In 1963, Albert Gerken succeeded 
Ronald Barnes as Caril/onneur 
for the World War JI Memorial 
Carillon at the University of Kansas 
in Lawrence. He has remained in 
that position for over 30 years, emerg
ing as one of North Americas pre
eminent carillonneurs and com
posers. (Photo courtesy of Rees 
Carillon Archives.) 

attended these momentous concerts in Hyde Park, for which 
Robins customarily donned a tuxedo. 

In spite of his penchant for entertainment, Robins took com
posing for the carillon very seriously. His best known work is 
Five Short Pieces (1961). Written in a "modern" idiom, this 
composition exemplified Robins' command of the octatonic 
scale and frequent use of minor thirds, fourths and tri-tones. 
Especially when played on a large concert instrument such as 
that at the University of Chicago, Five Short Pieces is a power
ful composition. In 1966, Robins re-worked an earlier piece, 
Resonet in laudibus, into a more flamboyant composition. 
Whereas the previous piece had been simply written and 
calm, the revised work was more typically Robins, with its 
broken chord figuration in sixteenths. Robins also commis
sioned composers to write technically demanding works for 
him. Easley Blackwood's Chaconne (1961) is an outstanding 
example of the success which sometimes results from collabo
rative efforts between a composer and performer. 

During his brief professional career, Robins had few students. 
One of them, Robert Lodine (1928-1985), succeeded him as 
University Carilloneur in 1969. 

The influence of Frank Pechin Law (1919-1985) was markedly 
different from the composer-carillonneur typified by Daniel 
Robins. Although he wrote a number of arrangements for car
illon , Law primarily played the works of others. He was noted 
for programming a wide variety of composers and composi
tional styles in his recitals. Although occupied with his posi
tion as Carillonneur for the Washington Memorial National 
Carillon at Valley Forge, Pennsylvania, Law nevertheless 
embarked upon a personal crusade to re-activate the Nether
lands Carillon in Arlington National Cemetery. Prior to his 
efforts in the mid 1960s, this instrument had been largely 
ignored. After he was named its director by the National Park 
Service, Law organized an annual summer series at this site. 

In addition to carrying out activities on numerous Guild com
mittees, Law served as the organization's president from 1973 
to 1975. He introduced many students to the carillon, includ
ing such active carillonneurs as Janet Dundore, Frank Della 
Penna and Edward Nassar. 
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Arthur Bigelow continued to publish books and articles on 
different aspects of the carillon. In 1961, he published The 
Acoustically Balanced Carillon, 92 a book which established 
him as a solid researcher in the field and delineated some of 
his ideas on bell design. Bigelow still experienced a sense of 
alienation from some members of the GCNA as his interest in 
electronic carillons increased. Nevertheless, he maintained 
some involvement with the Guild. In 1966, Bigelow hosted 
the Princeton Congress, having nearly completed four years 
of renovations to the Cleveland Tower carillon.93 

Raymond Keldermans 0911-1984) became the Carillonneur 
for the Rees Memorial Carillon in Springfield, Illinois, in 1961. 
He had received initial training at the Mechelen School before 
World War II, and returned to the institution for a brief period 
of study with Piet van den Broek in 1965, earning his final 
diploma that summer. Keldermans invited recitalists for the 
first 15 years of the International Carillon Festival, and hosted 
the 1971 CGNA Congress in Springfield. 

Contrary to what might have been expected because of his 
Flemish background and training, Keldermans preferred to 
write in a more contemporary idiom for the carillon. Repre
sentative of his original compositions are: Baroque Suite 

. 0965); Nocturne for Carillon; and Mafra Suite 0970). 

Ronald Barnes became Carillonneur at the Washington National 
Cathedral in 1963 and continued his study of different aspects 
of the carillon art. When Barnes played the dedicatory recital 
on this carillon, the occasion was a momentous one-and for 
more than the mere fact that it was the first Taylor instrument 
not dedicated by Anton Brees. With his selections of seven
teenth and eighteenth-century carillon music, followed by 
American compositions, Barne~ was signaling the stature the 
carillon had achieved as a concert instrument. Among Barnes' 
own compositions during this decade were Promenade 0961) 
and Fantasy Western Wind 0966). 

Early in the 1960s, Nellie Lee Bok took over the responsibili
ties of running the carillon program at the Bok Tower in Lake 
Wales . She invited a number of prominent carillonneurs to 
perform a "series of recitals alternating with those of Brees."94 

At the beginning of 1968, Milford Myhre succef'ried Anton 
Brees as the full-time Carillonneur. Among Myhre's composi-
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tions around this time was Fantasy on King 's Weston 0964), 
written originally for the dedication of the Washington 
Cathedral carillon. A virtuoso piece, this composition has 
since become standard in the repertoire. Myhre also served as 
president of the GCNA from 1971 to 1973. 

Albert Gerken 0937- ) took carillon lessons from Percival 
Price while completing a master's degree at the University of 
Michigan in 1962. He became University Carillonneur for the 
World War II Memorial Carillon in 1963. Gerken served as 
editor of the Bulletin from 1965 to 1969, taking responsibility 
for six issues. From the beginning of his career, Gerken was a 
frequent contributor at GCNA Congresses, especially with 
regard to performance practices. His original works for caril
lon during the period include Prelude and Fugue 0974) and 
Pastel in Bronze 0975). 

International Activities 

In 1972, under the leadership of Pier van den Broek 0916- ), 
the Mechelen Carillon School celebrated the anniversary of its 
first 50 years. 95 Among the dignitaries who spoke was Willy 
Godenne, who provided a detailed listing of the School's his
tory and the accomplishments of its proponents since its be
ginnings in 1922. He was careful to mention the role of pro
minent North Americans such as William Gorham Rice and 
John D. Rockefeller, Jr., in the early history of the institution.96 

He then went on to enumerate the North Americans who had 
studied at the School, and spoke of the enthusiastic welcome 
the New World had accorded Jef Denyn on his visit to America. 

Speaking on behalf of the North American delegation, Guild 
president Milford Myhre presented a paper entitled "The 
Development of the Art of the Carillon in North America. "97 

In this presentation, Myhre offered this gracious compliment: 
"We in the Guild realize that nearly all of the carillonneurs in 
America have received training at this school, either directly 
or from those who were once trained here. We are grateful 
for the existence of this important institution during the past 
fifty years and wish it much continued success in the future."98 

Piet van den Broek continued Jef Denyn's approach to the 
study of the carillon.99 Although there now were other teachers 
and places to learn the carillon art, the Mechelen School still 
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In 1953, Lee11 't Hart became the director of the Nederlandse Beiaardschool 
(Netherlands Carillon School) in Amerifoort. (Photo courtesy of Rees Carillon 
Archives.) 

was a viable force in the carillon world, publishing music, en
couraging compositions for the instrument, holding competi
tions, and generally working to raise the level of the carillon art. 

In 1968, after it had been open for 15 years, the Netherlands 
Carillon School in Amersfoort finally began to receive subsidies 
from the federal government to help defray operational costs. 
This additional funding made possible the hiring of Peter 
Bakker, 100 then City Carillonneur for Hilversum and Nijkerk. 
Bakker's superb teaching skills were responsible for producing 
many fine carillonneurs during his 17 years at the School. 

Recognizing the fact that there was a need for more music for 
the instrument, Leen 't Hart took it upon himself to publish 
many scores under the auspices of the School. This undertak
ing eventually would lead to more than 300 published works. 
His intention was to provide a music library that would be 
suitable both for beginning students and for more advanced 
carillonneurs. 10 1 

Although the preponderance of graduates at the School have 
been Dutch, there have been many students from other coun
tries as well, including the United States and Canada. In fact , 
Leen 't Hart seems to have had a special affinity for North 
Americans, and continued to encourage many students to 
come to Amersfoort and study wit.h him. 102 

Beginning in the 1960s, Leen 't Hart made a special effort to 
travel to North America every year. 103 He played a guest 
recital at the 1962 GCNA Congress in Ann Arbor, and there
after attended many Guild Congresses. In this way, he was 
continually aware of new carillon students and of new caril
lon-related trends in North America . Especially in the 1970s, 
't Hart's repeated visits to the United States bore fruit when 
quite a few North Americans studied at Amersfoort. During 
this era, 't Hart was probably the best-known European caril
lonneur in North America .104 

1974 would be a momentous year for the art in France, espe
cially with the founding of a new carillon school by Jacques 
Lannoy. The Ecole Fran~aise de Carillon opened in Tourcoing, 
a small city near the Belgian border. Although most of the 
graduates would be French, a number of foreign students also 
would graduate in succeeding years. 

In 1974, Frank DellaPenna entered the French School, the first 
American to do so. A year later, DellaPenna won the Prosper 
Verheyden Prize, the first place award at the competition 
sponsored by the Mechelen Carillon School. This playing 
competition was begun by Staf Nees in the early 1950s. That 
same year, California carillonneur Ennis Fruhauf won the city 
of Mechelen's composition competition with Triptych . (This 
work, dedicated to Fruhauf s former teacher, Percival Price, 
was published later by the GCNA.) 

World Carillon Federation 

The Third World Carillon Congress met in Douai, France, from 
September 6-9, 1974.105 Jacques Lannoy, the City Carillonneur 
and the president of the Guilde des Carillonneurs de France, 
was host to this historic event. Approximately 130 participants 
from nine countries attended this Congress. By a unanimous 
vote, these delegates officially established the World Carillon 
Federation on September 9. Among the representatives from the 
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member countries to serve on different committees was Milford 
Myhre, who chaired the International Committee. It was decided 
that a World Congress would be held every four years. In addi
tion to numerous recitals, there were presentations and displays 
about carillons and carillon-related activities. Percival Price was 
named Honorary Chairman of the Douai Congress and Hon
orary President of the World Carillon Federation. Several of his 
compositions were performed and he was honored for his con
tributions to the carillon art for more than 50 years. At this 
Congress, there was a notable discussion concerning keyboard 
standardization. io6 

Since its inception, North American carillonneurs have been 
active in the World Carillon Federation, both on its Executive 
Committee and on the International Committee. 

CONClUSION 

The second 40 years of the modern carillon in North America 
really had no historical precedent. During this period, 124 car
illons were installed, many of them larger and finer that those 
built in Europe. Almost from the beginning, there were a 
number of locations at which the position of Carillonneur was 
full time-for example at the Riverside Church in New York, 
the Houses of Parliament in Ottawa, the Bok Tower in Lake 
Wales, and the University of Michigan in Ann Arbor. 

More importantly, because of the high quality of many of these 
carillons and the demands of those who played them, a unique 
repertoire emerged for the North American carillon-music in 
which the potential of the carillon as a concert instrument was 
being explored. This evolution would become even more ap
parent as scholarship intensified and the literature of original 
works for carillon continued to grow in coming decades. 107 
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Above: Cari//onneur 
Jacques Lannoy cham
pioned the cause of a 
French style of playing, 
andfoundedtbe Ecole 
Fran{:aise de Carillon 
in Tourcoing in 1974. 
This same year, be 
hosted the World 
Carillon Congress in 
Douai, where the 
World Carillon 
Federation was 
formed. (Photo cour
tesy of Rees Carillon 
Archives.) 

Below: Piet van den 
Broek was the director 
of the Meche/en Caril
lon Schoo/from 1965 
until bis retirement in 
1981. He taught a 
number of young 
North American cari/
lonneurs. (Photo cour
tesy of Konink/ijke 
Beiaardscboo/ 'Jef 
Denyn. ") 
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NOTES 

1. IL was Milford Mhyre's contention that World War II activity marked 1939 
as a "logical termination date for the first period of carillon growth in North 
America. " See Milford Myhre, "The Development of the Art of the Carillon 
in North America," Willy Godenne and Henry Joosen, eds., Jubileumboek 
1922-1972. (Mechelen: Koninklijke Beiaardschool Jef Denyn, 1973), p. 302. 

2. Percival Price, The Carillon (London: Oxford University Press, 1933). 
Although Price's book was published in 1933, it was just beginning to get 
the worthy attention it deserved in 1934. 

3. For background on Price, see James B. Slater, "A Tribute to North Amer
ica's First Carillonneur," Bulletin of The Guild of Carillonneurs in North 
America 23 (November, 1972): IO. 

4. In this syMem, Price indicated handling (or pedaling) by the direction of 
the note stems: if the stem was up, that meant the right hand (or foot) 
should be used. If the stem was down, the left hand (or foot) was to be 
used. Price probably had encountered the practice of indicating handling by 
the direction of the note stems during his sojourn in Mechelen. A number 
of the carillon compositions published by the School reveal this conven
tion-see, for example, Jef van Hoof's Preludium quasi una Fantasia. On 
this subject, Richard Watson called to the authors' attention the article by 
William Wooding Starmer, entitled "The Carillon" (reprinted from the April, 

· 1927, issue of The Organ.) In commenting on three short examples of caril
lon music, Starmer explained: "In the three extracts from original composi
tions for carillon ... No. 3 includes chords arpeggiando, sustained chords 
tremolando, &c; and the upper stave indicates by which hand the notes are 
to be played by the direction of the tails .... " Starmer's example No. 3 was 
none other than the opening bars of Jef van Hoof's Menuet. The Preludium 
and the Starmer article both were published in 1927, the year that Price 
graduated from the Mechelen School. 

5. Written in 1922, Price's first composition was 1bemefor McGill Square 
Bells. It was a brief work-only 8 measures long-reflecting the fact that 
the Toronto carillon had but two octaves. Another early work, Melody for 
23 Bells, showed a growing confidence on the pan of the young composer. 
Prelude I, written in Mechelen in 1926, demonstrated the influence of Jef 
Denyn throughout, including several chromatic runs and lots of tremolo. It 
seems as if the only contribution from Price was the introductory theme 
using bass bells. 

6. Some of the changes Price made to the Ann Arbor carillon were with the 
assistance of noted harpsichord builder John Challis. For more information 
on this collaboration, see Chapter IV. A number of other modifications 
designed by Price were carried out with the assistance of the University 
Physical Plant 's machine shop. Price also moved the treble bell framing 
from its placement in Godfrey's original design just above the cabin to the 
top of the carillon. 

7. At Cranbrook, Brees was paid more than $500 per recital for the summer 
series. This was an unheard of sum of money to receive during the years of 
the Great Depression, and the fact that Brees was able to command such 
fees testifies to his financial acumen. 

8. G. Schirmer and Sons of New York printed these compositions in 1932. 
They represent the first carillon music printed in North America. 

9. See Percival Price, "The Second North American Congress of Carillonneurs 
and the Foundation of The Guild of Carillonneurs in North America," Bull
etin of The Guild of Carillonneurs in North America 25 (May, 1975): 1-20. 

10. This fact becomes all the more obvious from an examination of Le
fevere's original compositions. His unpublished compositions such as 
Rondo, Carillonesque, Allegro or Avondstemming, as well as published 
works such as Lento Doloroso, Allegro or Menuet 2, were all composed for 
smaller, four-octave instruments, with a low B-flat added occasionally. It 
was as though Lefevere consciously chose to write for only half of his 
instrument at Riverside. 

11. See George Gregory, "Tribute to Ira Schroeder, " Bulletin of The Guild of 
Carillonneurs in North America 44 0995): 35. 

12. Eleanor Kleinschmidt kindly provided the authors with information on 
her husband's career with the carillon. 

13. Some of Kleinschmidt's earlier compositions demonstrate his thorough 
understanding of writing idiomatically for the carillon. Composed in 1932, 
Prelude on the Whole Tone Scale is a good example of Kleinschmidt's com
positional style. A year later, Kleinschmidt wrote Prelude in C minor, a 
work which further demonstrated his developing skills as a composer. This 
composition was followed by First Suite, unfortunately now lost. 

14. For example, Giles' Menuet and Trio for Carillon had been written 
when he was a student in Mechelen. The range of this piece would have 
been impossible on the two-octave Toronto instrument with which he was 
familiar, but it worked admirably on the St. Rombout's carillon. 

15. Rufty had benefited from good musical training, having studied with 
noted composer and pianist John Powell. As an indication of the influence 
Anton Brees was to have on the young composer, Rufty dedicated two 
compositions, Hallelujah and Suite for Carillon, to his teacher in 1933. 

16. Robert Donnell actually had begun his carillon playing on the two
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authors, Richard Watson recounted a number of interesting anecdotes about 
Jim Corbett, as he was known to many friends and colleagues. Corbett 
seems to have been particularly inventive in "getting the most out of the 
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"Latest Additional and Special Information," Newsletter (April, 1934), p . 1. 
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in a number of references. See, for example, Carillon League Leaflet II. 

22. Rice, "Latest Information," (April, 1934), p. 2. 

23. On one occasion, he exhorted Newsletter recipients thusly: "Members of 
the Carillon League can promote interest in carillon art by suggesting to 
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throughout the land. See Rice, "Latest Information," (April, 1934), p. 2. 

24. In his correction, Rice actually reported that the Loughborough carillon 
was a 55-bell instrument with only 47 notes, the upper octave having dupli
cate trebles. 

25 . See Percival Price, "The Sound that Went Before: A Tribute to Dr. 
· Remsen B. Ogilby and Some Pre-History of The Guild of Carillonneurs in 
North America," Bulletin of7be Guild of Carillonneurs in North America 23 
(November, 1972): 15-21. 

26. Ogilby later provided a summary of what occurred at the Trinity meet
ing. See Remsen B. Ogilby, "Meeting of Carillonneurs at Trinity College, 
Hartford," Bulletin of7be Guild of Carillonneurs in North America 14 
(November, 1961): 15-18. This short article was reprinted as part of Price's 
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College of Organists or the American Guild of Organists. See Price, "The 
Sound That Went Before," p . 17. 
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for a verbal sparring match between Lefevere and Price relative to the opti-
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30. This distinction would be repeated two years later when The Guild of 
Carillonneurs was formed at Ottawa. From its inception, the GCNA would 
be an organization dominated by its carillonneurs. This difference set it 
apart from most European guilds, and it was an advantage which was to 
become one of the GCNA's strengths. 
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bells are only playable from an electronic keyboard and from an automatic 
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foundries, see Prosper Verheyden, Beiaarden in Frankrijk (Antwerp: De 
Sikkel, 1926). 

60. Paccard was particularly interested in a French founder active in the 
1860s by the name of Hildebrandt, who had adhered to Andreas van den 
Gheyn's earlier formulas for casting thicker than normal treble bells, a prac
tice which resulted in trebles that "rang out" longer and had a more clearly 
defined strike-note. Paccard also made his sound bow (the bottom of the 
bell) flat on the outside, as opposed to the rounded bow of English bells. 

61. Bigelow had become friends with Alfred Paccard when he and his wife 
stayed in Dax, near Buglose, where Bigelow did some work on the Paccard 
instrument. See Arthur Lynds Bigelow, "An Account of My Trip Abroad in 
the Interest of Bells and Carillons, Summer, 1949," Bulletin of Tbe Guild of 
Carillonneurs in North America 5/ 1 (December, 1950): 9-16. Bigelow's com
ments about Paccard's diminishing of the minor third appears on p. 12. 

62. Ibid., p. 12. 

63. See Janet S. Dundore, "The Bigelow Collection," Bulletin of Tbe Guild of 
Carillonneurs in North America 27 (April, 1978): 98-102. Dundore describes 
the work Bigelow did for St. Vincent's on pp. 100-101. See also Janet Dun
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Any serious examination of what constitutes a 

concert carillon necessarily must include a 

delineation of the evolution of modern instru

ments in light of historical accomplishments. 

Ibis chapter deals with an essential aspect of a 

concert instrument-the development of a key

board of superior quality. While the evolution of 

the carillon 's bells and mechanism has been dis

cussed extensively in earlier chapters, mechani

cal improvements are mentioned here only rela

tive to their impact on the subject of keyboard standardization. With any 

keyboard instrument-whether piano, harpsichord, clavichord or caril

lon-the design of the keyboard itself is of utmost importance. Tbe degree 

of craftsmanship in a particular keyboard is indicative of the refinement 

inherent in a quality concert instrument. In other words, a concert caril

lon can be situated in a good acoustic belfry, contain well-tuned bells 

which are balanced between treble and bass, have correctly-sized clap

pers and a technically-sound transmission system, yet be considered infe

rior if its keyboard is of lesser quality. 
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The modern carillon in North America has been in existence 
for a relatively short period, approximately 75 years. The mod
ern carillon keyboard which now is in widespread use in 
North America was developed from research by a number of 
dedicated individuals who worked over a span of 35 years, 
from the mid 1930s until the late 1960s. Since that historic 
North American Standard first was adopted in 1966, the caril
lon keyboard has undergone continual refinements and minor 
adjustments designed to enhance the level of performance 
capability. Although this period might seem long when com
pared to the development of the modern grand piano-which 
was refined from approximately 1800 until 1950-the develop
ment time of the North American Standard carillon keyboard 
has been relatively brief. 1 

A number of points should be made in any discussion of caril
lon development. As noted earlier, with minor exceptions, the 
actual casting of bells for carillons has remained within the 
domain of European founders. Prior to about the 1930s, these 
bellfounders could and did make noticeably different key
boards relative to design and quality. Each builder relied on 
keyboard designs that he had used successfully in the past, 
except in those relatively rare situations in which the buyer 
stipulated a certain standard. 

Lack of a World Standard 

To this day, there is no world standard for keyboard design. 
Even within Europe, there has been intermittent disagreement 
regarding acceptable levels of keyboard standards. Although 
carillonneurs' organizations in individual countries in Europe, 
as well as in North America, now have delineated national 
standards, this fact alone does not always mean that the de
sign specifications for new or renovated carillons will adhere 
to those standards. 2 
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Drawing of the North American Standard key
board installed by Verdin in 198 7 at the Rees 
Carillon in Springfield, 11/inois. The modern NAS 
keyboard is renowned for its excellent design 
and construction. Refinements made during the 
last ten years especially have resulted in a key
board which is virtually noiseless when played. 
This particular keyboard has been played by 
scores of carillonneurs, to universal acclaim. 
(Illustration by Scott Richardson.) 
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Carillons & Horloges de Tours 
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La plu, haute rtloompen11 a l'Expoaltlo• d' Anver1, 1894 

ExpHltlon de Gand, 1913, Grand . prlx 

Des. Somers & fi Is 
Constructeurs, Fournlsseurs de l'Etat 

Rue Haute, 11, MALINES (Belgique) . 

OPBOUW VAN RADERWERK 
VOOR 

Klokke.~spel & Toren-Horloges 
Nerstelllngen Yer1atlerln1en 

Ontwerpen, plannen, beramlngen op 11nrr1111 

II fl fl 

Hoogste oaderscheldln!I op de Tutoonatellla9 vu A1twerpea, 1894 

Tenlooa1tellla1 van Bent, 1913, Groot-prlja 

Advertisement from the workshop of Desire Somers, the instrument builder 
who u•orked with jef Denyn to develop a Meche/en Standard (later called the 
De11y11 Standard) keyboard. This notice announces that Des. Somers & Sons 
received the highest award for the Jinns entry in the 1894 Exhibition in 
Alll11'erp, as well as the grand prize ill the 1913 Exhibition in Ghent, 
Belgium. (Reprinted with permission .from the 1924 program booklet for St. 
Romi>out s Cari/1011 in Meche/e11.) 

Over the years, the lack of a viable worldwide standard for 
keyboards undoubtedly has contributed to the fact that instru
ments have varied greatly in quality. For one thing, materials 
used in construction have differed. Some builders fashioned 
the structural parts of the keyboard (i.e., the uprights and 
main horizontal pieces) out of steel, while others preferred 
wood. At times, metal key spacers were employed, while in 
other instances materials such as wood, plastic, chrome, and 
occasionally even heavy cardboard have been utilized. 
Dimensions relative to key spacing and manual-to-pedal dis
tances also have varied widely. Since the horizontal space 
between keys and the vertical space between black and white 
keys differed depending upon the builders involved, carillon
neurs playing on keyboards built prior to 1966 often had to 
make dramatic adjustments from instrument to instrument: 3 

Some builders made little attempt to design their keyboards to 
be "carillonneur friendly." For example, at some sites, key
boards even were installed without music racks.4 

Another complicating factor is that most benches were not 
adjustable for height. This situation resulted in more than mere 
inconvenience for a tall musician. It meant that a carillonneur 
accustomed to playing on one type of keyboard often was 
required to make an awkward adjustment to adapt to a new 
keyboard, without the benefit of being able to raise or lower 
the bench. In other words, if the manuals and pedals were sit
uated closer together than the player was used to, being able 
to change the bench height slightly could alleviate some of the 
awkwardness. The ability to adjust bench height relative to key 
height greatly influences the comfort of the carillonneur and, 
consequently, the quality of the music produced. 

To what degree, then , has the evolution of keyboard stan
dards for countries with a substantial number of carillons 
actually made a difference in the quality of the overall instru
ment? Before this question is addressed, it might be helpful to 
provide some background as to how the carillon keyboard 
was developed over the past hundred years. 



The Denyn Standard 

The Belgian foundry of van Aerschodt 
dominated the carillon scene in the lat
ter part of the nineteenth century. 
Severinus van Aerschodt and his son, 
Felix van Aerschodt, were active in 
Louvain during this period. Whatever 
contributions the van Aerschodts may 
(or may not) have made to the history 
of the carillon, they were deficient, to 
say the least, in the development of a 
keyboard. In fact, they did not even 
make their own keyboards, but instead 
contracted with local instrument 
builders for the craft. Since these 
builders were designing carillon key
boards based only on what they 
thought might be suitable to play the 
instrument, it is not surprising that the 
results were less than satisfactory. 
Desire Somers (1849-1936) was one 
Flemish builder in particular who built a 
few keyboards for the van Aerschodts 
during the last decades of the nine
teenth century.5 

It took the emergence of Mechelen 
musician and engineer Jef Denyn 
before the carillon world began to take 
the issue of a keyboard standard seri
ously. From the 1890s through the 
1930s, Denyn was active as a carillon 
advisor, renovation expert, and key
board designer. Part of his det~rmina
tion to establish some kind of a stan
dard keyboard for carillons in the Low 
Countries was a result of his own frus
tration with the quality of existing key
boards.6 
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7be Meche/en keyboard (Denyn Standard), 
about 1910. These drawings show the smaller 
manual-to-pedal ratio of 700 mm. (27 ~ in.) 
than that adopted by the GCNA in 1966 for the 
North American Standard. (Reprinted with per
mission of Konink/ijke Beiaardschoo/ from the 
Gedenkboek Jef Denyn, pp. 201 and 202.) 
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In 1910, after assimilating all his observations on a variety of 
keyboards, Denyn determined the dimensions for what he 
termed the "Mechelen Standard," later known as the "Denyn 
Standard" .7 Since these dimensions were to form the basis for 
many of the Belgian and Dutch keyboards in subsequent 
years, a summation of the salient points of the Denyn 
Standard is pertinent at this juncture. Before listing these 
points, it might be helpful to explain a few terms relative to 
measurements. Key spacing refers to the distance between 
keys. In the Denyn Standard, this measurement was taken 
from the center of one key to the center of another. (A more 
accurate means of measuring key, or pedal, spacing would be 
to place the tape further back on the key and then measure 
from the left edge of one key to the left edge of the adjoining 

key.) Key width 
refers to the 
diameter of the 
key directly in 
front of the 
spreader, before 
it tapers to the 
playing end. The 
J all of the key 
refers to the dis
tance the key 
travels. The mea
surement of the 
key fall is always 
taken at the 
spreader. 

The Denyn Standard included the following dimensions: 

Manual dimensions 
-key spacing= 4.8 cm. Cl% in .) 
-key width = 2.4 cm. (1 in ., tapering to Ya in. at end) 

The fall of a black key (a sharp or flat) was less than the fall 
of a white key. For black notes, the fall was 5.2 cm. (2Yi6 in.). 
For white notes it was 7.2 cm. (2 1.Y16 in .) . The distance 
between keys, whether black or white, was 4.8 cm. Cl Ya in.). 

Pedalboard dimensions 
-pedal spacing =. 9 cm. (3o/16 in.) 
-pedal width= 4 cm. Cl Ya in .) 

Denyn generally coupled the pedal notes from C3 to G4 with 
the corresponding note on the manual keyboard. In other 
words, when a D was depressed with the pedal, the corre
sponding note/ key on the manual also was lowered by 
means of a transmission bar. If the same D was depressed 
solely on the manual keyboard, however, the corresponding 
pedal did not move. 

In his keyboard dimensions, Jef Denyn called for the pedal 
range to be from C3 to G4 (20 notes) on a four-octave instru
ment. (He considered an instrument larger than four octaves 
unnecessary.) These pedal notes corresponded to the same 
notes on the left side of the manual keyboard. 

Frequently, the transmission bars used by Denyn were square 
(i.e., not round) in composition. He seems to have felt that 
square bars were considerably stronger than round bars. It is 
also possible that they were more readily available in Belgium. 

With the Denyn Standard, the spacing of pedal to manual was 
quite small (700 cm., or 27:X in.). This measurement was taken 
exactly in the middle of the manual keyboard on a four-octave 
instrument. On the Denyn Standard keyboard, the manuals 
always began on G3. Thus, his measurement was taken from 
the center line of the E5 natural key to the top of the G3 natur
al pedal, with both key and pedal in the rest position. 

It should be pointed out that there were a few deviations from 
the Denyn Standard on various keyboards made at different 
times in Belgium. In retrospect, while these deviations relative 
to dimensions may seem trivial to the casual observer today, 
they remain of considerable importance to the carillonneur. 

Because Jef Denyn was a small man with small hands, he 
basically created a keyboard to satisfy himself.8 To a great 
extent, his keyboards were based on the more primitive eigh
teenth- and early nineteenth-century keyboards still in use at 
that time, modified for his own comfort. The most prominent 
of Belgian designers to make keyboards to Jef Denyn's speci-



fications was Desire Somers, who had worked previously 
under contract to van Aerschodt. 

Since Denyn designed keyboards with his own small physique 
in mind, for years all carillonneurs who studied in Mechelen 
were subjected to the discomfort of performing on instruments 
more suited to a short individual. To compound the problem 
further, the specifications for the Denyn Standard did not 
include allowance for an adjustable bench. 

The fundamental problem with the Denyn Standard was that 
its acceptance by both builders and carillonneurs effectively 
ended any refinements to keyboards in Belgium for almost a 
hundred years. As a comparison, if piano design modifications 
had been arrested for an equal period of time, that instrument 
would be vastly different today.9 It must be said, however, 
that Jef Denyn's concept of a standard keyboard for all of 
Belgium was basically a good one. He worked to refine more 
rudimentary attempts at keyboard design, an accepted practice 
used by all instrument builders. Nevertheless, his strong per
sonality, coupled with the adulation with which his accom
plishments were received in the Low Countries, rather 
obscured any objective attempt to improve the carillon key
board further. 

As a matter of fact, it would be almost 40 years before any 
group of European carillonneurs would vote for a keyboard 
standard. In 1949, the NKV (Nederlandse Klokkespel Veren
inging)-the Netherlands Carillon Society-became the first to 
adopt a standard for use nationwide.10 Since the influence of 
Jef Denyn still was obvious in the Netherlands, it is not sur
prising that the NKV also utilized Denyn's general specifica
tions, with very little change, in its 1949 "Dutch Standard". 

NORTH AMJERI(AN KJEYIBOARDS 
••••••••••• •l• ••••••••••••••• 

As noted in Chapter II , North America 's first carillons, made by 
Bollee for Notre Dame and Buffalo, were operated by means 
of mechanical drums, rather than from a mechanical action 

Desire Somers built this keyboard for 
the 25-bell van Aerschodt carillon 
installed in 1883 at Philadelphia 's 
Holy Trinity Church. The dimensions 
of this keyboard were nearly identical 
with those of the old Meche/en key
board at St. Rombout 's. This historic 
Somers keyboard is on display at the 
Verdin Bell and Clock Museum in 
Cincinnati. (Photo courtesy of the 
authors.) 
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keyboard. Hence, they really are not a part of the discussion 
on the development of keyboard standards. Apart from these 
earliest examples, there were a number of small carillons 
which would become influential in later decisions to create a 
standardized keyboard for the instrument. One such carillon 
was the 25-bell van Aerschodt instrument for Philadelphia's 
Holy Trinity Church. Desire Somers had built the keyboard for 
this carillon in 1883 in his Mechelen shop. It is reasonable to 
assume that the dimensions for this new instrument con
formed to other instruments being built in Belgium at the 
time. In 1883, Jef Denyn was only 21 years old, and not yet 
as active in instrument design as he would become later. 
Therefore, it is not absolutely certain to what degree he influ
enced Somers' design of the keyboard and mechanism. 

What is certain is 
that this key
board was hor
rendous from 
both an engi
neer's and a 
musician's per
spective.11 In 
fact, it is difficult 
to imagine how 
anyone could be 
expected to 
make music on 
it. 12 Probably the 
kindest word to 
describe the 

Somers' keyboard would be "primitive". There were 25 manu
al keys and 10 pedal notes on this keyboard. The dimensions 
of key and pedal spacing were virtually identical with the old 
Mechelen keyboard at St. Rombout's. 13 The keys were fabri
cated to 2.4 cm. (1 in .) throughout, and were not tapered at 
the ends. In this aspect, they resembled the broader keys of a 
chimestand.14 In other words, the playing end of the key was 
cylindrical, of the same diameter as the unturned part was 
square. While such keys were acceptable for a chimestand, in 
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which the whole hand was used to sound a note, they 
proved cumbersome for a carillon keyboard. 

The keyboard itself does not appear to have been sanded, or 
finished in any way, and must have been poorly assembled. In 
a later attempt to stabilize the keyboard, technicians nailed 
tongue-and-groove siding (the pine boards used commonly in 
railroad boxcars) to existing framing members. The overall 
impression of this Somers keyboard is a decidedly negative one. 

English Bellfounders Set Some Standards 

Once the English founders gained a foothold in the New 
World, and brought with them their own modifications on the 
Denyn Standard, early carillonneurs had something with 
which to compare the introduced Belgian instruments. In par
ticular, the craftsmanship of early English carillons was far 
superior. In 1922, Gillett & Johnston installed a 23-bell carillon 
at the Metropolitan Church in Toronto. Months later, Taylor 
installed a new instrument of the same compass at the Church 
of Our Lady of Good Voyage in Gloucester, Massachusetts.15 

From the outset, it was apparent that both English foundries 
had accorded greater attention to engineering design than had 
been the case for the builder of the van Aerschodt carillon in 
Philadelphia. While all three of these instruments were 
small-a mere two octaves--they were indicative of general 
size of the earliest of North American carillons. There were a 
few orders for slightly larger instruments in the following 
years. In 1923, Taylor was awarded the contract for the 35-
bell carillon in Morristown, New Jersey.16 

In their early twentieth-century carillons, English engineers at 
Taylor and Gillett & Johnston started with some of the Denyn 
Standard measurements, such as key and pedal spacing, but 
improved the overall keyboard design for a small instrument. 17 

A case in point is the two-octave Gillett & Johnston carillon 
built for Cohasset, Massachusetts, in 1924.18 In designing the 
23-bell carillon, Cyril Johnston followed the standard dimen
sions for a small instrument. When this carillon was expanded 
only a year later to 43 bells, the new size precipitated sub
stantial engineering modifications. 



Cyril Johnston approached keyboard 
design from a number of angles. First of 
all, he shortened the length of the sharp 
keys (the top row) so that if one were 
to sight directly down from above the 
keyboard, the bottom row of keys, both 
front and back, would extend past the 
top row. This modification was made to 
equalize the mechanical advantage be
tween sharp and natural keys. In other 
words, there now was no difference in 
touch-the amount of pressure needed 
to depress a key was equal, whether a 
natural or a sharp was played. 

Johnston made a similar improvement 
designed to make pedal action smoother. 
An integral part of the transmission sys
tem involves the action of the connecting 
rod and the transmission bar between the 
pedal and its corresponding manual key. 
To prevent the connecting rod from 
binding as the angle of the key changed 
when it was depressed, Johnston drilled 
a hole through the key and then routed 
an inverted V up from its bottom. He 
also clevissed the top connecting rod of 
the action to the arm of the transmission 
bar, and extended it up through the key, 
providing a stop nut by which the key 
could be pulled down by the · pedal 
action. This improvement allowed for 
smoother playing. Because the key had 
been routed from below so as to prevent 
binding, and because all of the pedal 
action now was supported at rest by a 
spring beneath each pedal, the carillon
neur could play the associated manual 
keys with no interference from the pedal 
action. 

James B. Slater at the keyboard installed in 1922 
at Toronto 's Metropolitan Church. Tbe heavy 
action of this old Gillett & Johnston keyboard 
made expressive playing difficult. (Photo by 
Ballard & Jarrett, courtesy of James B. Slater.) 
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Gillett & Johnston keyboard, fully 
assembled, on the shop floor of the 
Croydon foundry (c.1925). Tbere are 
30 pedal notes, the tops of which are 
sloped on either end. Tbe peda/board 
is concave and radiating. (Photo 
courtesy of Gillett and 
Johnston/Croydon, Ltd.) 
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Another change involved Johnston's placement of the bear
ings for the transmission bars. On the Cohasset instrument, 
he mounted a bearing close to each arm. This modification 
meant that all bearings were mounted in a diagonal configura
tion, rather than being positionec;l on a common vertical sup
port, as had been the case on earlier keyboards. Johnston's 
revisions relative to the location of bearings, as well as a 
number of other modifications, resulted in greater ease in 
controlling the pedals since they decreased the tendency for 
sideways bending of the transmission bars during playing. His 
work on transmission action formed the crux of what later 
was dubbed the "point-to-point system."19 Its relevance to the 
development of an improved transmission system is evident in 
the fact that the point-to-point system is still used in keyboard 
design today. 

Also re-designed for the Cohasset keyboard was the front 
spreader, the device for holding the keys in place. The Gillett 
& Johnston foundry used pairs of angles, top and bottom, to 
stabilize the spreader and the keyboard. Providing a vertical 
pin pivot arrangement for each key made installation, opera
tion and maintenance easier. For example, a single key could 
be removed without necessitating a major dismantling of the 
keyboard. 

In 1925, Gillett & Johnston received the contract for the Park 
Avenue Baptist Church in New York City.20 As noted in Chap
ter II, West Point organist Frederick Mayer received credit for 
designing both the carillon and its keyboard. While this was 
not the first case of an outside consultant being called in to 
give advice on a North American instrument,21 Mayer gained 
prominence because he worked extensively with Cyril John
ston on this carillon and a number of other Gillett & Johnston 
installations. 22 

By 1927, Gillett & J~hnston had made additional improvements 
relative to the engin~ering of a carillon keyboard. While the 
Cohasset instrument had been basically a European instrument 
modified by incremental changes, the 53-bell instrument the 
foundry installed in 1927 at the Houses of Parliament in 
Ottawa was indicative of the dawning of a new era in the 



development of the carillon.23 The Ottawa instrument had 
been conceived, designed, cast and installed as a complete 
instrument, with no thought (or need) for future expansion. 

It is important to remember that the English founders were 
the first to build a complete carillon. Before the twentieth 
century, bellfounding typically was one craft and keyboard 
construction was another. Since the English founders were 
responsible for the entire instrument, it is reasonable to sug
gest that they were more willing to utilize innovative ideas in 
their designs than their Continental competitors. Ronald 
Barnes put the point more succinctly with his statement that 
"these innovative English instruments were conceived and cre
ated as a complete entity, free of the hazards and shortcom
ings of chance."24 

The Ottawa keyboard incorporated a number of the innova
tions that Gillett & Johnston had made on the enlarged 
Cohasset keyboard-routed keys, the point-to-point pedal sys
tem, and other modifications to effect a mechanical advan
tage. In addition, there were a number of other refinements 
for Ottawa. The keys were more slender, or tapered, than at 
Cohasset. Each pedal was sloped on the topside, and the ped
alboard radiated on the bass end. It was also concave, an 
alteration probably recommended by Frederick Mayer, once 
again the consultant for a Gillett & Johnston carillon. 25 

The Laura Spellman Rockefeller Carillon at the University of 
Chicago was the largest and heaviest instrument Gillett & 

Johnston cast and installed at one time. Although the 72 bells 
were cast in Croydon in 1931, and the keyboard built later 
that same year, the magnitude of this project precluded its 
completion until the latter part of 1932. Cyril Johnston utilized 
many of the modifications on this massive instrument that he 
had refined for the Ottawa installation five years before. The 
mechanism had a side transmission system, counterweights, 
and pneumatic assist for the lqwest six bells. Considered state
of-the-art when it was built 65, years ago, the University of 
Chicago keyboard included specifications which later would 
become incorporated into the North American Standard-such 
as a key spacing of 2 inches on the manual and a concave 

CHART A 

Specifications 

Key spacing 

Projection of sharp keys 

Projection of natural keys 

Fall of key 

Pedal spacing 

Projection of pedals 
(from middle of keyboard) 

Projection of pedals 
(on natural notes, to outer ends) 

Projection of pedals 
(on sharp notes, to outer ends) 

Fall of pedal 

Width of pedals 

Measurements 

2 in. 

4 V. in. 

6 Y. in. 

3 Y, in. 

3 Y, in. 

9 in. 

9 % in.- 9 V. in. 

4 V. in.- 4 % in. 

5 Ya in. 

1 V. in. 
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Tbis chart shows the detailed keyboard specifications Taylor used for the 30-
bell Trinity installed in 1932. Tbere are 30 keys in the manual, and 16 pedal 
notes: C, D, E, F (all natural), then F sharp chromatic to F natural. (there is 
no F sharp or G natural.) this keyboard was indicative of a relatively early 
Taylor instrument of intermediate size-more than 2 octaves (such as 
Gloucester), but less than 4'h octaves (such as at Lake Wales). Tbis carillon 
also was of importance because it was familiar to those gathering at Trinity 
College in 1934 intent on forming a guild. 
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Wylie Crawford at the keyboard Cyril 
Johnston built in 1931 for the University 
of Chicago's Laura Spellman Rockefeller 
Carillon. The Chicago instrument includ
ed a number of engineering modifica
tions Johnston bad made on earlier 
installations at Cohasset and Ottawa . 
(Photo courtesy of Rees Carillon 
Archives.) 



and expanded pedalboard. In addition, even for an instru
ment of this size and weight, all bells were playable from the 
manual. The University of Chicago carillon represented the 
culmination of Gillett & Johnston's first ten years of building 
instruments in North America . (This evolution is strikingly 
apparent when one compares the photos of the Gillett & 
Johnston keyboard for Toronto in 1922 with that built for the 
University of Chicago in 1932.) 

During this same period, Taylor also was making substantial 
contributions to keyboard and mechanism design. As a result 
of the efforts of its talented designer and engineer, Frank 
Godfrey, Taylor carillons began to show significant overall 
improvements. 26 Godfrey began turning out keyboards for 
Taylor as early as the late 1920s. Among his contributions to 
the improvement of carillon mechanisms was the use of a dip
bar, a device which allowed the carillonneur to adjust the key 
stroke by turning a crank at each end of the keyboard. These 
cranks were connected to bars that lay across the tops of the 
keys, and they served to lower or raise the keys uniformly. The 
purpose of the dip-bar was to facilitate playing quickly, an 
advantage when the key did not need to be depressed as far 

. as normal. Frank Godfrey supplied dip-bars on many of the 
carillons he designed and installed for Taylor.27 Because this 
improvement had been made with the performer in mind, it 
proved quite popular with a number of carillonneurs .;/8 

In 1932, another small Taylor carillon was installed in the 
Plumb Memorial Chapel Tower at Trinity College in Hartford, 
Connecticut. While this instrument would be of significance 
at an historic meeting here two years later, 29 it also served to 
demonstrate further the considerable engineering skills of 
Frank Godfrey. The Trinity keyboard specifications are shown 
in Chart A. From a woodworker's perspective, the quality of 
worksmanship on this keyboard was noteworthy. The key
board uprights and horizontal frame members were rigidly 
attached using good joinery techniques. There was no flexing 
or movement possible in this solidly-constructed Taylor key
board. The machining of metal parts was well crafted and 
great attention to detail was apparent. The 30 manual keys 
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were smooth and well finished . The pedalboard was concave 
and radiating, with a total of 16 pedal notes: C, D, E, F (all 
natural), then F sharp chromatic to F natural. There was no F 
sharp or G natural on this pedalboard. What is noteworthy 
about this small Taylor carillon is that even today there are 
some keyboards being designed and built that do not attain 
the high quality set by Frank Godfrey and Taylor's other 
craftsmen in 1932. 

Over the next few years, Godfrey continued to make substan
tive contributions to keyboard and mechanism development. 
Many of his most important engineering changes, which 
would influence subsequent keyboard design, were made at 
Ann Arbor in 1936. For instance, it was Godfrey's decision to 
use ball bearings for the carillon transmission at Ann Arbor, a 
most useful refinement which Taylor pioneered, and which 
other foundries would emulate. 

Also at Ann Arbor, Godfrey chose to hang all of the bells, 
regardless of the size, in the same room. This decision was 
directly contrary to what Jef Denyn had espoused earlier in the 
Denyn Standard. The bass bells in Mechelen, in fact, had been 
positioned many feet below the playing room. Denyn felt that 
the playing room should be below the treble bells and above 
the bass bells. Unfortunately, this arrangement often made it 
difficult for the carillonneur to hear many of the bells. Cit could 
be argued that since the Mechelen carillon had been expanded 
over a period of several centuries before Denyn became the 
carillonneur, he obviously had taken no part in the decision as 
to where to place the bells. Nevertheless, the fact remains that 
in those instances where he acted as a consultant-such as at 
Louvain, Brussels and Oostende-Denyn never suggested mov
ing the bass bells above the playing room.) 

As a result of Godfrey's re-design of the bell frame at Ann 
Arbor, transmission wires from the bass bells were shorter in 
length, a welcome change which allowed for more control at 
the keyboard. Other examples of Godfrey's choices relative to 
placement of bells in the frame would be evident in later 
installations at Lawrence, Kansas in 1951, and at the 
Washington National Cathedral in 1963. 
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Original keyboard constructed by 
John Prower Symons for the 
VanDusen carillon at the Convent of 
the Transfiguration in Glendale, 
Ohio. /11 the 1930s, Percival Price 
assisted Symons in designing a key
board for this carillon. In terms of 
quality, it represented an intermedi
ate step in the development of the key
board i11 the New World. It was heller 
than the Belgian keyboards imported 
to North America, but not nearly as 
good as the English ones. (Verdin Bell 
and Clock Museum, Cincinnati. 
Photo by the authors.) 

------------ ~ 

American Founders and Keyboard Manufacturing 

As noted previously, the Meneely/Watervliet foundry cast and 
installed five carillons in the United States from 1928 to 1936.30 

The Meneely keyboards seem to .have been based at least par
tially on the dimensions of the Denyn Standard keyboard .31 
Since all of the Meneely carillons really were expanded chimes, 
their keyboards were more akin to chimestands than to the 
more complex keyboards being developed by the English 
founders of the period. Some could argue that Meneely had lit
tle influence on keyboard design because the foundry made so 
few keyboards and thus such effort might not have been con
sidered cost effective. Whatever the reason, Meneely's key
boards were not nearly as good as those built by the English 
founders, although they represented an improvement over such 
keyboard builders as van Aerschodt and Symons. One "innova
tion" found on some Meneely keyboards was the foundry's 
practice of painting the top ~ow of keys black to indicate 
sharps and the lower row white to indicate naturals. Although 
this practice was derided by carillonneurs who felt insulted by 
the implication that they could not identify the right notes by 
themselves, Meneely was not alone. On some of his early key
boards, Cyril Johnston inset the letter of the bell note on the 
top of each key, and provided labels for the pedals on the top 
spreader board.32 As far as Meneely's contributions are con
cerned, the foundry deserves mention as the only one in North 
America to build carillons complete with keyboards. 

The Influence of Size on Keyboard Design 

A number of other factors would be influential in changes in 
keyboard design. Before discussing them, however, it might 
be useful to review some pertinent data from the period. By 
1936, a very important year for the instrument in North 
America, there were 46 carillons, representing the work of 5 
bellfoundries, each with a different type of keyboard.33 By 
this date, Gillett & Johnston had installed 23 carillons on the 
continent, Taylor had 17 to its credit, and there were 6 addi
tional instruments which had been manufactured by various 
smaller founders, most notably the Meneely/Watervliet firm. 



Of these 46 instruments, the preponderance were of English 
origin. This fact in itself is pertinent. Until this English phe
nomenon occurred, no bellfounder had enjoyed such a con
centrated period of carillon activity for the past 200 years. 
Every year, the English founders received more and more 
orders for new and enlarged instruments-almost all in North 
American cities. Hence, there were continual opportunities to 
experiment, as well as to improve and refine designs, both on 
keyboards and on mechanisms. 

One of the most important factors in the development of the 
carillon keyboard in North America was the size of the instru
ments being ordered. As compared to the more standard-sized 
carillon orders bellfounders received for installations in 
Europe, new North American instruments were beginning to 
have a larger number of bells, and heavier weights. 34 In fact, 
from 1922 to 1925, the average range of new carillons went 
from 23 notes (two octaves) to 53 notes ( 4Yi octaves). 

While the English founders understandably were quite pleased 
with the new orders for larger instruments (and, one might 
assume, the consequent larger revenues), they now had to 
contend with considerable flaws in their existing formulas for 
'designs of both mechanism and keyboard. (Size was indeed 
becoming a huge problem.) The various modifications Gillett 
& Johnston and Taylor had made to the Denyn Standard over 
the years-as well as their own substantial contributions
while still quite acceptable for their smaller instruments, were 
proving wholly inadequate in attempts to accommodate the 
expanded range proposed for these newer installations. Re
design and re-engineering of keyboard and mechanism thus 
was becoming an essential component of the new English 
carillons. 

In a short period of time, a diversity of individuals became 
keenly interested in keyboard ~esign and fabrication . Some 
designers and technicians involved with the actual construc
tion of these larger carillons collaborated with their peers at 
different foundries regarding possible engineering modifica
tions. Some also were willing to listen to carillonneurs and 
independent consultants interested in keyboard improvements. 

Frank Godfrey in 1951, at work on the World 
War II Memorial Carillon in Lawrence. (Photo 
courtesy of the University of Kansas Archives.) 
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Tbis photo is of the playing keyboard 
at the First Presbyterian Church in 
Jackson, Tennessee. It was designed 
and built in 1954 by Arthur Bigelow 
in his Princeton workshop. A close 
examination shows the influence of 
some of the earlier North American 
instruments. For example, all 47 bells 
are playable from the manual. Tbe 
pedalboard, however, has only 18 
pedals (1 '1., octaves). If this keyboard 
had been built after the 1966 North 
American Standard was adopted, the 
pedalboard would have contained 2 
octaves. It does have a concave pedal
board similar to the standard which 
was adopted a decade later. (Photo 
courtesy of Paccard Fonderie de 
Cloches.) 

Clbaplleir KV 

Consequently, these instrument builders were not working in 
isolation. They benefited from hearing what musicians wanted 
in a keyboard, as well as having to incorporate additional 
stipulations from some of the North American buyers, who 
often had been influenced heavily by carillonneur advisors. 

Of the 46 instruments mentioned above, 10 were larger than 
anything ever installed in Europe: the Park Avenue Baptist 
Church (New York City); the Houses of Parliament (Ottawa, 
Ontario); St. Stephen's Church (Cohasset, Massachusetts); the 
Town Hall (Norwood, Massachusetts); the Bok Singing Tower 
(Lake Wales, Florida); the Scottish Rite Cathedral (Indianapolis); 
Duke University (Durham, North Carolina); the Virginia War 
Memorial (Richmond, Virginia); Rockefeller Chapel (Chicago); 
and the University of Michigan (Ann Arbor). The carillons in 
New York, Ottawa and Lake Wales were heralded by the 
English founders as the first of their "grand carillons. "35 

Three of the 10 English instruments had 50 bells, still some
what within the then accepted norm in Europe for three-and
a-half to four-octave carillons. The other 6 instruments, how
ever-those with 53 to 72 bells-represented something alto
gether new. As such, they necessitated the design of a new 
keyboard standard. 

Aside from the contention of the Europeans (and others) that 
these instruments were unnecessarily large (a contention 
admittedly fueled by some Americans' "bigger is better" men
tality), it nevertheless is true that their sheer size was indica
tive of a monumental development in what the carillon had 
become in North America. 

From its beginnings several centuries earlier as a small two-to
three-octave market instrument in Flemish and Dutch cities, 
the carillon in North America was in no danger of being rele
gated to the status of a mere market novelty. Even a cursory 
glance at the bourdon (largest bell) weights for these large 
carillons serves to reinforce this point. From the E at Ottawa 
(22,400 lbs.) to the G at Richmond (11,200 lbs.), to the E-flat 
at Lake Wales (23,246 lbs.), to the C-sharp at Chicago 
(38,080), these bourdons were indicative of huge instruments. 



From 1925, when the massive Gillett & Johnston bourdon of 
20,000 pounds was first installed in New York's Park Avenue 
Baptist Church, to 1930, when the carillon was expanded and 
moved to the Riverside Church, the bourdon weight was 
increased by over 20,000 pounds. (The new bourdon was a C 
of 40,926 lbs.) Hence, this single note was heavier than an 
entire four-octave carillon commonly cast in Europe. 

IlNilTilAl ATTJEMPT§ 
AT §TANDAJRDlllATllON 

With the stage set for large, new concert instruments, it was 
past time for the musicians who played them to make their 
voices heard collectively regarding some kind of standardiza
tion. In 1936, at the founding meeting of The Guild of Carillon
neurs in North America in Ottawa, Congress attendees promul
gated a specific list of "Aims and Objects of The Guild."36 Prom
inent in this listing of objectives was the standardization of the 
carillon keyboard . 

. The carillon at the Ottawa Congress was the 53-bell Gillett & 
Johnston instrument installed at the Houses of Parliament. 
When a handful of individuals had met two years earlier at 
Trinity College to discuss forming the organization, they, had 
utilized that institution's 30-bell Taylor carillon. The juxtaposi
tion of these two early gatherings of musicians in North 
America is important to the topic of instrument standardiza
tion . At the first two formal gatherings of this nascent group, 
then, there were two different carillons relative to size and 
founder. Admittedly, both were the products of English bell
founders and so they did share some rudiments of standard
ization. Nevertheless, it is logical to question that if these two 
companies were setting new st~ndards for carillon design, 
tuning and installation procedures-and from the aforemen
tioned discussion it is undeniable that they were-why was 
there so much clamor about the need for standardization from 
the musicians who played the instruments? 

Arthur Bigelow playing the carillon cast for 
Sewanee, Tennessee, temporarily set up at the 
Paccard foundry in Annecy. 1be keyboard 
shown is one built by Pac card for use at the 
foundry. Keyboards for Paccard instruments 
before the early 1960s were made by Bigelow 
himself for such sites as Sewanee, Valley Forge, 
Pennsylvania, and Northfield, Vermont . A num
ber built in the 1960s were designed by Bigelow 
but actually built by Paccard, as in Madison 
and Milwaukee, Wisconsin . (Photo by Clement, 
courtesy of Paccard Fonderie de Cloches.) 
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Sidney Giles (foreground) and 
Percival Price, at the Ann Arbor key
board in 1956. (Photo courtesy of 
Berkeley Carillon Institute.) 

From the carillonneurs' perspective, it so happened that there 
were a few disac;lvantages to the novel changes made as a 
result of the increased size of North American carillons. The 
challenges of design modifications and the concentrated 
activity required to handle the volume of new orders became 
intertwined with the seemingly innate desire of each foundry 
to guard its distinctive work from competitors. Consequently, 
the subject of keyboard standardization was not uppermost 
in the minds of the English bellfounders. Thus, it ensued that 
the people who were responsible for playing the instruments 
frequently were frustrated by the difficulty they encountered 
in adapting to different keyboards. 

As a result of these differences in carillon keyboards at the 
time of the GCNA's inception, most of the carillonneurs pre
sent were eager to tackle the problem of standardization. 
From the beginning, there were two schools of thought in the 
fledgling organization. One group consisted of those carillon
neurs who had attended the Mechelen Carillon School. Under
standably, some of these alumni were influenced by Jef 
Denyn's opinions on the subject, and by the fact that Denyn 
had applied at least some engineering principles to keyboard 
design . The second group was represented by both alumni of 
the Mechelen School and self-taught carillonneurs or students 
of those alumni. 

Both groups professed the desire to design a completely new 
standard that could be utilized on the larger carillons then 
being installed in North America. Unfortunately, even though 
there was much discussion of a keyboard standard, there was 
no real action taken at the Ottawa Congress. 

For more than a decade after the 1936 Congress, there was 
no substantive public discussion on keyboard standardization, 
due largely to the conditions precipitated by World War II . At 
the 1939 Congress, held in New York on the eve of the war, 
delegates concerned themselves with topics other than the 
keyboard standard. As was the case with thousands of pro
fessional organizations, the GCNA did not meet as a group 
during the period from 1940 until 1946. 



After the war, attention turned once 
again to the subject of carillon key
boards. At the 1948 Guild Congress in 
Ann Arbor, Michigan, there was worth
while discussion on how to develop a 
quieter keyboard. The lecturer on this 
topic was John Challis (1907-1974), a 
harpsichord builder in Detroit.37 

Challis had been educated at the 
University of Michigan at Ann Arbor 
and hence was familiar with the caril
lon keyboard in Burton Tower. He 
became convinced that it was possible 
to make this keyboard quieter. As a 
builder for another keyboard instru
ment, Challis provided a unique and 
interesting perspective. He described in 
meticulous detail a number of ways to 
make the carillon mechanism operate 
smoother and quieter, beginning with a 
description of the keys and the manner 
,in which they came in contact with the 
keyboard. He also examined the pedal 
action and made recommendations for 
improved smoothness. In addition, he 
noted some possibilities for modifying 
the carillon's umbrella system.38 The 
positive reception Challis' lecture 
received at the Ann Arbor Congress 
was indicative of the degree of carillon
neur dissatisfaction with the noise gen
erated when most keyboards were 
played. 

,, 
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Above: John Eilis at the Verdin keyboard in
stalled in 1977 at the University of Montana 
in Missoula . (Photo courtesy of Rees Carillon 
Archives.) 
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Below: This photo of the Missoula keyboard 
clearly shows the pedalboard radiation adopted 
in the 1970 revisions to the North American 
Standard keyboard. (Photo courtesy of Rees 
Carillon Archives.) 
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The Debate for Standardization Is Rekindled 

The next mention of a standardized keyboard for North 
America appeared in the Bulletin, in a section delineating the 
proceedings of the 1961 Congress in Culver, Indiana . In his 
talk entitled "The Aesthetics of the Carillon," University of 
Chicago Carillonneur Daniel Robins made the following point: 
"Every Guild member who is invited to play during this con
ference is subjected to an annoyance that in any other instru
ment would be intolerable-the lack of standardization in car
illon specifications and particularly in the keyboard. "39 It is 
quite probable that since Robins had just returned from over
seas carillon study that his talk helped to stimulate anew the 
debate over keyboard standards. 

Discussions 
regarding an 
acceptable key
board standard 
now appeared to 
be continuous. 
At the 1962 
GCNA Congress 
in Ann Arbor, a 
committee was 
appointed to 
work with the 
Belgian and 
Dutch organiza
tions to gather 
more information 
about their mem
bers' preferences 
and complaints. 40 

Contributions of Godfrey, Price and Bigelow 

The importance of Frank Godfrey's contributions to keyboard 
design and implementation cannot be overstated. After he 
oversaw the installation of the Ann Arbor carillon in 1936, he 

was responsible for nine large carillons of four or more octaves. 
He was a careful, meticulous worker and the quality of his 
installations was of paramount importance in the development 
of a standard for the instrument. 41 His forte seemed to be the 
ability to stick with a good formula once he had it. Neverthe
less, Godfrey's adherence to one formula eventually led others 
seeking a more inclusive standard to go off on their own. 

Another reason for the GCNA's relatively rapid development 
of a North American Standard keyboard resulted from contro
versy on the subject between two rivals. This rivalry involved 
not the competition among bellfounders-a condition which 
still exists today-but rather between two very influential 
Guild members of the period: Percival Price at the University 
of Michigan and Arthur Bigelow at Princeton University. 
These two men played a large part in the many discussions 
and proposals on the keyboard standardization issue which 
took place over a fifteen-year period, both at Guild meetings 
and in voluminous correspondence. 

Before relating the details of the GCNA action taken in 1965 
and 1966, it might be helpful to provide some background as 
to how Price and Bigelow came to their separate conclusions. 
While they may have differed on many points, both men had 
notable experience with carillon design and installation. 
Bigelow had more technical expertise, partially because of his 
engineering background but, more importantly, because of the 
practical knowledge he had gained by actually designing and 
building carillon keyboards.42 Noteworthy installations at Valley 
Forge (Pennsylvania), Sewanee and Jackson (Tennessee), and 
the National Shrine (Washington, D.C.) had keyboards designed 
and built by Bigelow. 

Generally, Bigelow's keyboards were noted for the attention 
he paid to their design, engineering and subsequent good, 
solid construction. For a number of years, Bigelow worked in 
partnership with the Paccard foundry in Annecy, and the firm 
built keyboards to his specifications at such sites as Madison, 
Wisconsin, and Riverside, California. Later, he designed and 
built his own keyboards in the United States, for such loca
tions as Germantown, Pennsylvania. 



Percival Price also had had experience working with different 
carillon keyboards. In the 1930s, he had worked with John 
Symons in Cincinnati, and assisted him on the keyboard 
design for the Convent of the Transfiguration carillon in 
Glendale, Ohio.43 Price also modified the keyboard on his car
illon at Ann Arbor in the 1940s and 1950s.44 In addition, the 
original keyboard, and much of the playing mechanism for 
the carillon in Niagara Falls, installed in 1946, resulted from 
designs made by Price. 

Both Price and Bigelow responded to the issue of standardiza
tion from different perspectives. While having been influenced 
in his student days by the Denyn Standard keyboard, Price 
later played an English carillon on a daily basis. Thus, it was 
not surprising that he strongly advocated a synthesis of the 
Taylor instrument at Ann Arbor with the 1949 Dutch Standard 
keyboard, especially as these measurements applied to the 
dimensions of key spacing of manual and pedal. 

Arthur Bigelow pref erred the tactic of assimilating internation
al keyboard statistics before committing himself to any one 
preference. To that end, he took measurements from 34 caril
lons in 5 countries--an exhaustive process-and developed 
·"his" keyboard design. He explained his methodology thusly: 
"After all these were taken into account [the carillon key
boards] . .. an amalgamation was made incorporating the most 
natural dimensions of all keyboards. "45 

While some of Bigelow's colleagues were appreciative of his 
extensive research and found it commendable that he had 
identified a variety of keyboard dimensions then in use, they 
somewhat understandably cohcluded that his "amagalmation" 
approach to musical instrument design was less than scientif
ic~r artistic. 

In his response to Bigelow's keyboard standardization solu
tion, Price argued that "the best, solution to the problem of 
standardizing the dimensions of the carillon console cannot 
be found by taking the average measurements of past exam
ples, or even of those which highly experienced players find 
most agreeable to play on. "46 
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It should be noted at this juncture that when Price and 
Bigelow were discussing standardization, they really were 
talking about refinements to the keyboard, not dramatic 
changes in measurements. (Meanwhile, Frank Godfrey went 
about his work for Taylor, setting the basic parameters for 
what would become the North American Standard for key
boards.) 

NOR'flHI AMIRICAN S'fANDARD 

The first written proposals by Price and Bigelow were dis
cussed by the GCNA membership at the 1965 Congress in 
Ames, and then approved with revisions at the 1966 Congress 
in Princeton. Generally, because Price was much more per
suasive in the presentation delivered in his name at the 1965 
Congress than Bigelow, and more detailed in his report 
(Price's specifications covered 20 pages, as compared to 
Bigelow's mere six pages), the compromise wording of the 
GCNA's historic standardization document in 1966 favored 
Price's preferred dimensions. An examination of the two pro
posals put forth by Price and Bigelow is revealing. In the 
November, 1966, issue of the Bulletin, editor Albert Gerken 
presented the cogent points of each man's position in a very 
readable and understandable summation.47 

From its adoption in 1966 onward, the GCNA standardization 
document was the cause of additional discussion. On the one 
hand, there was general relief that after many years, the mem
bership had achieved agreement on acceptable dimensions for 
a North American Standard keyboard. On the other hand, it 
became obvious that problems would develop as soon as what 
was on paper was translated into practice. In other words, 
some carillonneurs and all the carillon builders realized that 
additional refinements needed to be made before even a proto
type of the new carillon keyboard could be manufactured. 

One man in particular, Richard Watson, did more than talk 
about putting the North American Standard into practice. At 
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the 1968 Congress in Lake Wales, Florida, Watson gave a pre
sentation on a possible synthesis of the various standards 
found on existing keyboards in North America .48 Apparently, 
at this Congress there was some discussion but no agreement 
regarding the points Watson suggested in his presentation. As 
often happens in groups, no agreement meant no action was 
taken on this subject.49 

Undaunted, Wat
son presented 
his most recent 
findings at the 
1969 Congress at 
Yale University 
in New Haven, 
Connecticut. 
Once again, the 
GCNA member
ship came 
through with a 
lot of talk but no 
action.so Watson's 
persistence was 
rewarded finally 
when his com
mittee report was 
approved at the 
1970 Congress in 
Spokane, Wash
ington. s1 This 
report came to 

be known as the 1970 North American Standard for keyboards. 

In Chart B, the substantive points of the 1966 Standard and 
the 1970 revisions are summarized. The 1966 and 1970 ver
sions were basically the same standards, except for much 
more detailed information provided in the latter document 
relative to pedalboard radiation , specifications for adjusters 
and a few other issues. 

From 1970 until 1980, a number of carillons were installed 
with keyboards built to the bellfounders' interpretations of the 
new North American Standard. As these instruments went into 
use, it became apparent once again that more definition of 
detail was necessary, especially with regard to the pedal spec
ifications. The crux of the problem was that even though the 
new standard had been designed with carillons of four oc
taves or more in mind, the Guild had failed to agree on the 
topics of concavity and radiation at the left end of the pedal
board. In other words, the Standard did not include specifica
tions for the logical progression of the pedalboard downward 
in a large concert instrument, wherein the pedalboard extends 
from G 1 to C2 (a range of 2Yi octaves). 

A few individuals working on new installations and renova
tions wrestled with the problems they encountered in trying 
to configure their keyboard designs to the 1970 Standard. 
Carillon technician Richard Strauss voiced the concerns of 
many of his colleagues when he reiterated the importance of 
a coherent design: "The issue of proper keyboard design is 
extremely important. The keyboard is the only thing actually 
touched by the player in producing sounds from the bells. A 
player who is constantly required to compensate for poor 
keyboard design simply cannot devote full attention to musi
cal considerations."s2 Strauss generally worked on Taylor car
illons, but his delineation of the shortcomings of the 1970 
Standard was applicable to keyboards being designed by 
other instrument builders as well. 

At the 1981 Congress in Rochester, Strauss presented his find
ings from actual keyboard installations.s3 He provided slides 
and commentary, as well as detailed drawings, to illustrate his 
conclusion that the 1970 Standard was deficient relative to 
pedal progression downward . In other words, any pedal note 
below Cl was not on a realistic line , either in terms of logical 
keyboard design or in comfort for the carillonneur. To amelio
rate this condition, Strauss suggested that the pedalboard be 
modified for gradual concavity and radiation. As a result of 
his presentation , the Guild membership approved Strauss' rec
ommendations at the 1981 Congress.s• 



CHARTB 

1966 Jl{,.lh 7/merican cftandard clpecifcalions and 19 70 !Jlevisi'ons 

1966 Standard Specifications 

1. 4-octave carillon is chromatic throughout 

2. Key included for every note 

3. 2-octave pedal range 

4. Axis = d2 key (manual) and b (pedal) 

5. Location of pedals = as in 4. 

6. Distance between key centers = 2" 

7. Rounded ends on keys 

8. Diameter of key = Ya"- IV," 

9. Space between keys =3%" 

10. Distance between pedals = 3Yi" (pedal center to pedal center) 

11. Width of pedals = H-;6" 

12. Distance from front end of sharps to front end of naturals =2W' 

13. Distance from top of sharps to top of naturals = 3'Vi6" (center to center) 

14. Distance at axis:top of natural key to top of natural pedal= 31" 

15. Depth of key stroke: + 2" 

· 16. Distance at axis:front end of pedal to front end of natural key= 1%" 

17. Pedalboard to include C to C2 with slight radiation at top 
and greater radiation at bottom 

18. Keyboard center axis for instruments larger than 4 octaves 
to remain same as for 4 octaves 

19. Music rack extends full length of keyboard 

20. Adjustable bench with foot rest 

1970 Revisions 

identical 

identical 

pedal extended for carillons larger than 4 octaves 

identical 

identical 

identical 

detailed explanation of tapering of keys 

more detailed explanation (including tapering) 

identical 

more detailed explanation 

identical 

more detailed explanation 

more detailed explanation 

more detailed explanation 

identical 

identical 

extensive detail re: radiation of right and left pedal 
plus equivalent radius 

more detailed explanation 

same 

same 
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Richard Watson at the keyboard 
of the University of Wisconsin in 
Madison in 1968. 1be young Watson 
worked with Arthur Bigelow on this 
instrument and also on the Prince
ton renovation several years earlier. 
(Photo courtesy of Richard Watson.) 

Developments on the Practice Keyboard 

Another benefit of the refinements to the North American 
Standard keyboard has been the related improvements in the 
engineering of practice keyboards of fine quality. While the 
emphasis of this chapter has been on the evolution of the 
playing keyboard, there have been substantial changes in the 
design and construction of practice keyboards as well. Some 
of the same design elements which have improved the North 
American Standard playing keyboard have been incorporated 
into new practice keyboards. 55 

At early North American installations, Gillett & Johnston and 
Taylor routinely provided a practice keyboard with their new 
carillons. The English carillons in cities such as New York, 
Ottawa and Ann Arbor had well-crafted practice instruments 
which lasted for 30 or 40 years. Frequently of lesser quality 
were those provided in the 1950s and 1960s by Petit & Frit
sen, Eijsbouts and Paccard. In the 1970s, Verdin commonly 
supplied a practice keyboard with every carillon it installed. 
While he was working for Verdin, Richard Watson designed 
and built the largest number of practice keyboards of any one 
individual. Examples of Watson's progressively more refined 
and well-crafted practice instruments are found at: Simsbury 
United Methodist Church in Simsbury, Connecticut; at the Rees 
Memorial Carillon in Springfield, Illinois; and the National 
Shrine in Washington, D.C. 

The decades which have seen the most refinements to the 
practice instrument, however, have been the 1980s and 1990s. 
Working independently, Richard Strauss has produced practice 
instruments of fine craftsmanship. Examples of Strauss prac
tice keyboards can be found at the Central Christian Church 
in San Antonio, Texas, and at the University of California's 
Sather Tower in Berkeley. 

Since Richard Watson left Verdin to form his own company, 
Meeks, Watson & Co., he and his partner, William Meeks, 
have continued to provide quality practice keyboards at such 
carillons as: Brigham Young University in Provo, Utah; Iowa 
State University in Ames; and the World War II Memorial 
Campanile at the University of Kansas in Lawrence. 



The North American Standard Today 

What was begun by the English bellfounders and their design
ers in the early 1920s, was carried forward by Frank Godfrey, 
Percival Price and Arthur Bigelow into the 1960s, more clearly 
defined by Richard Watson in the 1970s, and finally refined 
into its logical and current form in the 1980s by Richard Strauss. 
Since then, both Watson and Strauss have made numerous ad
ditional refinements. This momentous leap has resulted in the 
most complete keyboard standard in the world today. 

Just what are the general differences between the North 
American Standard keyboard and its European counterparts? 
First of all, in the NAS keyboard specifications there is the 
stipulation that all notes, regardless of the size of the instru
ment, are to be playable from the manual keyboard. 56 The 
European Standard is to start the manual keyboard on G, 
even if the carillon begins on the C below this G. 

Second, in the original Denyn Standard, the pedal range was 
to be from C3 to G4 (20 notes) on a four-octave instrument. 
This stipulation meant that some notes were playable only 
from the pedalboard. Conversely, in the North American 

· Standard, there are two octaves of pedal notes, C to C (25 
notes). On instruments larger than four octaves, the pedal 
begins on G2 and goes to C (30 notes). 57 

The GCNA is ahead of its European counterparts in a number 
of areas. Perhaps most notably, the North American organiza
tion does not have to contend with the occasional intense 
nationalistic debates which sometimes have confounded 
efforts to refine the North European Standard. All too often in 
the past, particularly for carillons in Belgium and the Nether
lands, bellfounders have felt duty bound to uphold the indi
vidual wishes of the carillonneurs who have consulted on 
new or renovated instruments. Although the emergence of 
"advice committees" of the resP,ective European carillon orga
nizations indeed has ameliorattid the quality of instruments 
bellfounders customarily produce for a given country, there 
remain additional problems relative to a pan-European imple
mentation of modifications. In other words, any changes made 

Carillon builder Richard Strauss bas 
designed playing and practice key
boards of superior quality. He was 
largely responsible for the GCNA 's 
adoption of pedalboard changes 
below Cl. (Photo courtesy of 
Berkeley Carillon Institute) 
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to one country's standard often have to be met with conces
sions from other countries. Needless to say, this continual bal
ancing of breakthroughs in mechanical improvements with 
diplomatic parrying compromises the integrity of any real 
refinements. Such a situation does not constitute a scientific 
basis for developing a sophisticated keyboard standard. 

CONCllUSilON 

What set North America apart from its European counterparts 
is the fact that, because it had no real precedent historically 
for carillon keyboards, there was the possibility to create 
something unique. Even though Percival Price and Arthur 
Bigelow disagreed on some dimensions, they never even 
questioned others-for instance, the range of the instrument, 
the need for a larger pedal range, or the necessity for all 
notes being playable from the manual. There was no single 
dominant individual, such as Jef Denyn, to impose his stan
dard upon the more independent-minded North Americans. 
Instead, through trial and error, keeping what worked well, 
discarding what did not, a gradual consensus emerged. 
Ultimately, it was the persistence of a few dedicated individu
als, coupled with the genuine desire for a superior instrument 
on the part of the GCNA's membership, that resulted in the 
North American Standard keyboard, which many consider the 
most sophisticated of the carillon keyboards in use in the 
world today. 

NOT JES 

1. Carillon technician Richard Strauss has argued that it was possible to 
standardize the piano keyboard because the modern piano is a standard 
instrument relative to range, repertoire, and "within close limits, tonality. " It 
is not possible to achieve standardization of the carillon keyboard using the 
same criteria . The range of carillons varies from instrument to instrument 
depending on such peculiarities as the number of bells or pitch. (Personal 
correspondence on keyboard standardization from Richard Strauss to some 
GCNA members, dated March 28, 1979.) 

General information as to how the carillon keyboard evolved in North 
America can be obtained from a number of pertinent articles. For an exam
ple, see Ronald Barnes, "The North Amerfcan Carillon Movement: The 
Instrument, Its Players and Its Music," Bulletin of the Guild of Carillonneurs 
in North America 36 Qanuary, 1987): 20-36. For another, see Arthur 
Bigelow, "Standard Carillon Clavier," Bulletin of7be Guild of Carillonneurs 
in North America 16/1 (October, 1965): 18-22. See also Percival Price, 
"Dimension Standards for the Playing Console of the Carillon Proposed for 
Adoption by The Guild of Carillonneurs," Bulletin 16/1, pp. 23-43. 

2. The World Carillon Federation has had a subcommittee on the develop
ment of a world standard since the mid 1970s. The publication in 1978 of 
Bendt Gammeltoft-Hansen's report, The Carillon Console, delineated com
parative specifications for different keyboard standards in different countries 
until that year. See Bendt-Gammeltoft-Hansen, The Carillon Console (Svend
borg, Denmark: privately printed, 1978). Then the Low Countries adopted a 
North European Standard in 1983, with some other countries following a 
few years later. However, this standard still has not been accepted unequiv
ocally. For example, a recent conversation with a representative of Eij
sbouts revealed that of 5 renovations done recently by the foundry for caril
lons in Amsterdam, each keyboard has a different measurement for the key 
stroke. 

3. It is not an exaggeration to say that dramatic adjustments sometimes 
were called for as a North American carillonneur tried to adjust to erratic 
keyboard experiences. For example, the Michiels keyboard at the House of 
Hope Church in St. Paul, Minnesota, was very different in terms of the 
pedal-to-manual relationship from the Gillett & Johnston keyboards at either 
the Park Avenue Baptist Church in New York or at the Houses of Parlia
ment in Ottawa. Although the English founders for these early carillons did 
not produce keyboards as starkly different from each other as the Michiels 
to Gillett & Johnston example, there still were substantial adjustments nec
essary for the carillonneur. A case in point involves the discrepancies 
between the Taylor carillon at Trinity College in Hartford and the Gillett & 
Johnston instruments in New York and Ottawa just mentioned. The same 
point holds true when one examines the keyboard differences between two 
English instruments in Massachusetts--the Gillett & Johnston at Norwood 
and the Taylor at Springfield. These latter instruments were both installed in 
1928 in cities located only a few hours from each other. 

4. Music racks apparently were not part of the original specifications for 
such early carillons as at the Holy Trinity Church in Philadelphia , although 
one was added later. Also, even at carillons where they had been included, 
music racks often were not "carillonneur friendly," especially in many 
Belgian instruments. Michigan carillonneur Wendell Westcott was frustrated 
by the perpendicular racks he encountered in Belgium, complaining that 
music would not stay in place without resorting to wire clamps, which then 
made it quite difficult to turn pages while playing. See Wendell Westcott, 
"Some Observations on the European Carillon, Bulletin of The Guild of 
Cari//onneurs in North America 11/ 1 (April, 1958): 29. 

5. For background on Desire Somers' contributions as a builder of carillon 
keyboards, see Andre Lehr, Van Paardebel tot Speelklok: De Geschiedenis 
van de Klokgietkunst in de Lage Landen (Zaltbommel, NL: Europese 
Bibliotheek, 1971), pp. 287, 312, 327. 

6. Jef Denyn began inspecting carillons with his father, Adolf, as early as 
1880. For a general review of Jef Denyn's trips to inspect carillons and mea-



sure keyboards, see Chapter I. See also Jef Denyn, "Beiaardklavieren," in 
Gedenkboek]ef Denyn (Brussel: H. Wellens & W. Godenne, 1947), pp. 203-
229. Or see Jos D'hollander, "De Beiaardkunst in de 19de en 20ste Eeuw, " 
in Gilbert Huybens (ed.), Beiaarden en Toren in Belgie (Ghent: Uitgeverij 
Ludion, p. 40.) 

7. These figures for the Denyn Standard keyboard were taken from mea
surements of a number of old Belgian keyboards. For general measure
ments, see the illustrations in Gedenkboekjef Denyn, pp. 201, 202. 

8. Later, many observers would comment on Jef Denyn's decision to design 
a keyboard standard to accommodate his own small stature. One was 
Wendell Westcott, who described Denyn as a "thick set man of small 
height" who had "designed a clavier to fit himself." See Wendell Westcott, 
"Some Observations on the European Carillon," p. 29. 

9. For example, over a comparable period of 30 years, Grove's Dictionary of 
Music and Musicians includes the following keyboard design innovations 
for the piano: the inclusion of metal bracing for the instrument's extended 
range; suspension of the soundboard; and the use of a reverse bridge for 
keeping strings in position. See Grove's Dictionary of Music and Musicians, 
Eric Blom, ed. (New York: St. Martin's Press, 1954) pp. 733-735. 

10. For a drawing of the NKV's Dutch Standard, see the diagram done by 
Leen 't Hart in 1949 in "Carillon Console Standards," Bulletin of The Guild of 
Carillonneurs in North America 16/1 (October, 1965):17. The changes 
adopted by the NKV in 1949 included a slight decrease from the Denyn 
Standard relative to the distance between manual and pedal. The keyboard 
advisory committee compensated for this difference by changing the specifi
cations for the pedal angle more than 5 degrees when the pedal was in its 
at-rest position. As a result of this modification, when the pedal was fully 
depressed, it actually was a greater distance (about 5.2 cm., or 2 in.) from 
the manual than that called for in the Denyn Standard. Although there were 
other minor differences in the 1949 Dutch Standard, the fact still remains 
that it was largely identical to that put forth by Jef Denyn years before. For 
a table of comparative specifications for keyboard standards in different 
countries up to 1978, see Bendt Gammeltoft-Hansen, The Carillon Console, 
p. 23. 

11. This early Somers keyboard is on display at the Verdin Bell and Clock 
museum in Cincinnati. The measurements included here were taken at the 
museum. 

12. Questions of musicality aside, it should be noted that Charles Bancroft 
played this carillon for 45 years, and presumably the neighborhood listeners 
did not object too strenuously. For a more detailed description of the early 
carillons in the Philadelphia area, see Remy Muller, "The Philadelphia 
Carillons," Bulletin of The Guild of Carillonneurs in North America 11/ 1 
(April , 1958): pp. 11-21. 

13. On this particular Somers keyboard, there are some variations (from .6 
cm. to 2.54 cm. , or Yi6 in. to 1 in.) from the measurements on the old 
Mechelen keyboard. In all probability, these discrepancies were the result 
of warpage from weather changes. For some information on the old 
Mechelen keyboard, see William Gorham Rice, Carillon Music: Singing 
Towers of the Old World and the New (New York: Dodd, Mead and Co., 
1925) pp. 105-106. 

14. Perhaps it was because the mechanism for the Philadelphia van 
Aerschodt carillon was so crude that Somers chose to build a stockier key-
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board. For instance, in this installation, all the clappers were hung from 
hooks and eyes, and the wires from those clappers to the keyboard were 
connected with poorly designed directed cranks. Consequently, the excess 
action surely would have been felt at the keyboard. For an encapsulation of 
the advantage of the carillon keyboard over the chimestand, see Percival 
Price, "Bells and Music," Bulletin of The Guild of Carillonneurs in North 
America 19/1 (April, 1968): 34-35. 

15. For information on these two historic carillons, see Stanley James, "The 
Metropolitan Church Carillon, Toronto, " Bulletin of The Guild of Carillon
neurs in North America 3/2 (May, 1949): 23-24. Also see Martin A. Gilman, 
"Our Lady of Good Voyage Church Carillon: Gloucester 1922-1972," Bulletin 
of The Guild of Carillonneurs in North America 23 (November, 1972): 37-43. 

16. Data for the Taylor installation at Morristown appears in William 
Gorham Rice, Carillon Music, pp. 359 and 375 (Appendix C). 

17. Paul Taylor once complained that when his father "ordered claviers 
from the Continent, no two were alike." For ways in which English design
ers improved on the Denyn Standard with their own innovations, see Paul 
Taylor, "The Designing and Making of Carillons, Bulletin of The Guild of 
Carillonneurs in North America 20/1 (May, 1969): 15-16. See also Ronald 
Barnes, "The North American Carillon Movement," especially pp. 21-22. 

18. The carillon at St. Stephen's in Cohasset is important historically for a 
number of reasons. Data for the specific improvements Gillett & Johnson 
designers made for the enlargement of the Cohasset carillon was obtained 
from personal correspondence with a representative of the Gillett & John
ston foundry in Croydon, England. Richard Watson also provided much per
tinent information for this carillon and others. 

19. The point-to-point pedal system is actually a term coined by Richard 
Watson to describe Cyril Johnston's re-designed pedal action exemplified by 
the installation at Cohasset. Watson is to be credited with providing detailed 
explanations of this system and its ramifications on keyboard design to the 
authors. 

20. The installation of what would become North America's largest instru
ment in New York is listed in Rice, Carillon Music, p. 374 (Appendix D). 

21. In addition to Frederick Mayer, there were a number of other men 
whose advice was sought on early carillon installations. Among them were 
Melvin C. Corbett, who advised on Meneely installations, and John Prower 
Symons (? -1936), who used the VanDuzen foundry in Cincinnati to cast the 
bells for the Glendale, Ohio, carillon in 1930. Symons also built a carillon 
keyboard for this instrument. Many of the measurements for the keyboard 
(e.g. , utilizing a key spacing of 1 Ys in.) reflect the influence of Percival 
Price, who assisted Symons in this endeavor. 

22. There is some difference of opinion as to how much Frederick Mayer 
really contributed to the development of a keyboard of superior quality. 
Both Gillett & Johnston and Taylor were designing keyboards and exhibit
ing a high level of craftsmanship as evidenced by their installations at 
Morristown (for Taylor) and Cohasset (for Gillett & Johnston)-before 
Mayer appeared on the scene as a consultant. Still, it is true that he was a 
presence on Gillett & Johnston installations. Certainly Percival Price accord
ed him high praise. Citing Mayer's research on carillons and their mecha
nisms and his insistence on "much higher engineering standards than on 
European carillons," Price stated that the organist deserved "lasting credit 
for establishing the type of instrument on which we North American caril-
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lonneurs have been able to take the lead in higher standards both of musi
cianship and execution." See Price, "Bells and Music," pp. 36-37. It is possi
ble, though, that Price gave Mayer too much credit. Later on, Mayer also 
was consulted, informally in 1959 and 1960, about the proposed carillon for 
Springfield, Illinois. In that instance, his recommendation was "a fully 
equ ipped electronic carillon as a companion installation along with the 
finest and largest carillons [sic) of real bells." Furthermore, he suggested 
"omitting the first and even possibly the second semitone" for the 
Springfield carillon. These quotations appeared in two letters Mayer wrote 
in 1960 to Homer McLaren, an attorney for the project in Springfield. 

23. For more information on the historic "grand carillon" Gillett & Johnston 
installed at the Houses of Parliament, see Gordon Slater, "The Peace Tower 
Renovation of 1982," Bulletin of 1be Guild of Carillonneurs in North 
America 32 (January, 1983): 22-27. Also of interest is Robert Donnell, "The 
Peace Tower Carillon," Bulletin of 1be Guild of Carillonneurs in North 
America 17/2 (November, 1966): 5. 

24. Barnes, "The North American Carillon Movement," p. 21. 

25. Since he was an organist, it is understandable that Mayer would look at 
a carillon pedalboard as though it were an organ pedalboard. As consultant 
for the Ottawa carillon, Mayer recommended that the Canadian government 
essentially should purchase an instrument similar to the one Gillett & 
Johnston had installed in New York in 1925. 

26. Godfrey's insistence on mechanisms built to last and materials of good 
quality became legendary. Just one of his design specifications, that of 
using sealed ball bearings on the transmission bars, resulted in many of the 
Taylor transmission systems lasting for decades. As testament to his concern 
for quality installations, the University of Kansas only considered a renova
tion of its carillon in the early 1990s, almost 40 years after its installation. 
While his extensive experience with keyboard design eventually convinced 
Godfrey that ·standardization was not possible "with the exception of the 
clavier dimensions," his untiring efforts played a major role in the evolution 
of a national keyboard standard. In particular, see Ronald Barnes, "Frank 
Cecil Godfrey-An Obituary Notice and a Personal Appreciation," Bulletin 
of 1be Guild of Caril/onneurs in North America 27 (April, 1978): 106-115. 

27. During a d iscussion at the 1934 meeting at Trinity College in Hartford, 
Frank Godfrey reported that the dip-bar was "a standard part of Taylor car
illons." See Percival Price, "Meeting of Carillonneurs at Trinity College, 
Hartford," B11//eti11 of 1be Guild of Caril/onneurs in North America 23 
(November, 1972): 17. Price noted in this report that many carillonneurs did 
not use the dip-bar at all . Neither he nor Arthur Bigelow liked it, and it was 
excluded from carillons on which their advice was solicited. 

28. Anton Brees played a large number of dedications for Taylor, and he 
always asked that the installations include a dip-bar. 

29. See Chapter III. For more detail, see Percival Price, "The Sound that 
Went Before: A Tribute to Dr. Remsen B. Ogilby and Some Pre-history of 
The Guild of Carillonneurs in North America," Bulletin of 1be Guild of 
Carillonneurs in North America 23 (November, 1972): 15-21. 

30. These Meneely carillons were located at the following sites: St. James 
Church in Danbury, Connecticut (1928--25 bells); Trinity Evangelical and 
Reformed Church in Philadelphia 0929-25 bells); Congregational Church 
in Storrs, Connecticut 0931-31 bells); the Dupont Estate in Wilmington, 
Delaware 0936---30 bells); and the Washington Memorial Chapel at Valley 
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Forge, Pennsylvania 0931-37 bells). See "The Carillon in North America," 
First Bulletin 1 (October, 1940): 4-6. 

31. For an illustration·of a Meneely keyboard, see William De Turk, "Me
neely Bells An American Heritage, " Bulletin of 1be Guild of Carillonneurs 
in North America 27 (April , 1978): 54. 

32. The letters on the keys were removed from the Ottawa keyboard as 
part of the 1982 renovation of the instrument. At this time, Verdin replaced 
the letters with oak inserts to fill the gap and match the wood grain on the 
keys. Taylor also was guilty of the practice. In a booklet published in 1927 
entitled The Albany Singing Tower, William Gorham Rice boasted: "The 
Albany Carillon is the first to have its keyboard show black and white keys 
as in the piano or the organ." (p. 27). 

33. The data regarding North America 's carillons from 1922 to 1936 was 
obtained from "The Carillon in North America," First Bulletin, pp. 4-6. 

34. Barnes, "The North American Carillon Movement," p . 21. 

35. Ibid. 

36. See "Aims and Objects of the Guild," First Bulletin, p. 8. 

37. John Challis set up his workshop in Detroit after studying the craft of 
harpsichord building with Arnold Dolmetsch in England. He became a 
highly skilled builder who was credited with numerous innovations on the 
instrument. Among his more well known developments was a harpsichord 
designed to withstand the extremes in temperature fluctuations common in 
North America 's very hot and very cold climates. For this harpsichord, 
Challis used metal and plastic to create an instrument as stable as a piano. 
For more information, see Stanley Sadie (ed.), Early Keyboard Instruments 
(New York: W.W. Norton & Co., 1980), pp. 105-106, 171. 

38. John Challis, "Silencing Carillon Action," Bulletin of 1be Guild of 
Carillonneurs in North America 3/2 (May, 1949): 12-16. 

39. See Daniel Robins, "The Aesthetics of the Carillon," Bulletin of 1be 
Guild of Carillonneurs in North America 14 (November, 1961): 47. 

40. Mention was made of this committee in the GCNA's "Minutes of the 
Annual Meeting, Ann Arbor, Michigan," 1962 (no pagination). 

41. See Ronald Barnes, "Frank Cecil Godfrey," especially pp. 107-108, 114. 

42. For data on Arthur Bigelow's installations, see Arthur Bigelow, "Letter to 
the Guild," Bulletin of 1be Guild of Carillonneurs in North America 16/1 
(October, 1965): 21. For an example of his work, see Arthur Bigelow, "The 
Paccard Carillons in Tennessee," Bulletin of 1be Guild of Carillonneurs in 
North America 13/ 1 (May, 1960): 5-11. 

43. See Percival Price, "A Tribute to the Late John Prower Symons," First 
Bulletin 1 (October, 1940): p. 12. 

44 . Some of Price's changes on this instrument involved modifying the 
pedal radiation. He got John Challis to apply felt to keys, pedals and con
nectors, and especially to the adjusters. 

45 . See Arthur Bigelow, "Re: Standard Carillon Clavier," Bulletin of 1be 
Guild of Carillonneurs in North America 16/1 (October, 1965): 20. 

46. Percival Price, "Dimension Standards for the Playing Console of the 
Carillon, Proposed for Adoption by the GCNA", Bulletin of 1be Guild of 
Carillonneurs in North America 16/1 (October, 1965): 23. Price apparently 



did not attend the 1965 Congress in Ames, although he sent his report to 
President Ira Schroeder for consideration by the Guild. 

47. See Albert Gerken, "Carillon Console Standards Adopted by The Guild 
of Carillonneurs in North America," Bulletin of1be Guild of Carillonneurs 
in North America 17/2 (November, 1966): 25-26. 

48. See "Announcement of the 1968 Congress of The Guild of Carillonneurs 
in North America, Bulletin of1be Guild of Carillonneurs in North America 
19/ 1 (April, 1968): 25. 

49. See "The 1968 Congress of The Guild of Carillonneurs in North 
America: The Mountain Lake Sanctuary, Lake Wales, Florida (June 16-19, 
1968)," Bulletin of1be Guild of Carillonneurs in North America 20/1 (May, 
1969): 7. 

50. See Albert Gerken, "A Review of the 1969 Congress of The Guild of 
Carillonneurs in North America," Bulletin of1be Guild of Carillonneurs 21/ 1 
(November, 1970): 8. At the 1969 Congress at Yale, Richard Watson was 
appointed chairman of a committee directed to prepare a "final" version of 
the standard for presentation at the Spokane Congress in 1970. The other 
members of this committee were Percival Price and Albert Meyer. 

51. The 1970 Revisions appear in the Bulletin issue mentioned in footnote 
50, pp. 77-83. 

52. Personal correspondence from Richard Strauss on March 28, 1979. 

53. Mention of this lecture by Richard Strauss appears in Janet Tebbe!, "The 
1981 GCNA Congress," Bulletin of The Guild of Carillonneurs in North 
America 31 (January, 1982): 3, 6. 

54. Minutes of the Annual Meeting, Rochester, Minnesota, 1981 (no pagina
tion). 

55. For background on practice keyboards, see Andre Lehr, "Practice 
· Keyboards of the Past," Klok en Klepel 4 (November, 1964): 20-22. In this 

article, Lehr mentions that actual bells were used for the sound in some 
practice keyboards, especially in the 1600s, in prominent Dutch cities such 
as Utrecht. This practice of using small bells for a practice keyboard contin
ued into the nineteenth century. See also Luc Rombouts, "De Bloeitijd van 
de Beiaardkunst (1645-1793)," Beiaarden en Torens in Belgie (op cit), p. 32. 

Dwight Dundore, of Flourtown, Pennsylvania, made a practice instrument 
using the 1970 North American Standard keyboard dimensions as much as 
possible. For detailed information, see Dwight Dundore, "Design and 
Construction of a Carillon Manual Practice Console." (Paper delivered at the 
1974 GCNA Congress in Mariemont', Ohio). Dundore correctly pointed out 
that there were a number of issues relative to practice keyboards that were 
not covered in the specifications for the NAS playing keyboard. 

56. The data for the following information was compiled from a number of 
sources, including measurements taken by Karel Keldermans on several 
dozen keyboards. For general information, see Bendt Gammeltoft-Hansen, 
"The Carillon Console." See also various Bulletin articles mentioned above 
(e.g., Arthur Bigelow, "Re: Standard Carillon Clavier," Bulletin 16/1, p 20; 
and Percival Price, "Carillon Console Standards," Bulletin 21/ 1, pp. 77-83. 

57. Jef Denyn thought that North American instruments were too large. He 
argued: "53 bells is too big. I am convinced four octaves is maximum. And 
30 pedalnotes in relation to the manual is too much." see Jef Denyn, 
Gedenkbookjef Denyn, pp. 224-225. 
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:J/,e Cari/Ion as a Concert !Instrument 

View of Paccard hells in belfry of the University of 
California at Riverside. (Photo courtesy of Paccard 
Fonderie de Cloches.) 

/976-/996 

Once the North American Standard keyboard had been 

established, refinements by several builders did much to 

facilitate the acceptance of the carillon as a true concert 

instrument and encourage the continued development of an 

appropriate repertoire. Chapter Vis divided into five sections, 

each of which delineates different aspects of the last 20 years 

of the carillon's evolution in North America. In the first sec

tion, various GCNA activities and other situations influenc

ing the carillon art are described. The second section in

cludes a discussion of the 1986 World Carillon Federation 

Congress in Ann Arbor, a significant event which highlighted 

the singular achievements of the North American carillon 

movement. The third section provides a listing of new instru-

ments installed from 19 76 to the present and also includes 

an overview of major renovations. In the fourth section, the contemporary repertoire for the instrument 

is discussed, with emphasis on compositional techniques of a number of influential North American 

carillonneurs and composers. The last section delineates the substantial achievements made possible by 

the acceptance of the carillon as a concert instrument in North America-achievements which have 

had a striking impact the world over. 



VARil01US NORllHl AMJE:RilCAN 
AC1IlVIl1IlJE:S 

The impressive achievements of North American carillonneurs 
during the last two decades have resulted from an increasing
ly professional outlook. This professionalism is reflected in 
a more definitive commitment to stringent performance stan
dards, meaningful scholarship, and technically-demanding new 
music for the carillon. To no small degree, this maturation 
process has become evident in the level of presentations 
offered at a number of Congresses of The Guild of Carillon
neurs in North America. While these annual gatherings are not 
the only venue for the presentation of worthwhile informa
tion, they do provide a most valuable forum for discussion 
and the exchange of ideas. 

The GCNA is fortunate to retain as active members a number 
of individuals who off er firsthand knowledge of the many 
problems the organization needed to overcome before it could 
claim . a credible degree of professionalism. The perspectives 
these individuals provide have been essential in helping the 

· organization move forward. In speaking of the Guild's accom
plishments during its first 50 years, Ronald Barnes commended 
his colleagues for their remarkable achievements in expanding 
"the awareness of the general public about the worthiness of 
the carillon and its unique music. "1 He went on to note: "The 
progress we have made since our beginnings just 64 years ago 
is truly remarkable, especially considering the vastness of our 
continent, the wide distribution of our carillons and the dispar
ity in our personal attitudes. It is our Guild which has allowed 
us to achieve such unity in diversity." 

Barnes spoke the truth. In the past two decades, the GCNA 
gradually has begun to reflect significant North American trends 
with regard to the carillon. An examination of noteworthy con
tributions made by North Americans, either under the aegis of 
the GCNA or acting independently, demonstrates the degree to 
which the carillon art has matured. Achievements of particular 
significance have been made in the areas of scholarly research, 
performance enhancement and compositional techniques. 
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"Traveling carillon Le grand Turque" by Ronald Barnes. In addition to bis 
contributions as performer and composer, Ronald Barnes is renowned for bis 
whimsical drawings of musical instruments. (Illustration reprinted courtesy of 
William De Turk. All rights reserved.) 
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Percival Price, North 
America 's first cam
panologist, died in 
1985. He was hon
ored posthumously in 
1986 at the GCNA 
Congress in Ottawa. 
(Photo courtesy of 
GCNA Archives.) 

Scholarly Research 

The commitment to scholarly research has intensified as North 
American carillonneurs with solid educational backgrounds 
add their expertise to the ranks of the Guild's membership. 
This fact is evident in the preponderance of scholarly activity, 
especially in the last 20 years. 

Although North America 's first real campanologist, Percival 
Price, had retired in 1971, he continued to research and write 
about _bells. His last book, Bells and Man, was published in 
1983 by Oxford University Press. 2 A compilation of the histo
ry of man's involvement with bells, this volume actually con
tained little about carillons. Nevertheless, the book was signif
icant in that it represented the final achievement of a man 
who had dominated the North American carillon scene for 
more than 60 years. 

Given his affiliation with Percival Price, it seems fitting that 
William De Turk has emerged as the Guild's pre-eminent 
scholarly historian. Over the past 20 years, his diverse interests 
have resulted in cogently-prepared presentations on a variety 
of topics. At the 1976 Congress in Pennsylvania, De Turk pre-
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sented a particularly interesting paper entitled "Meneely 
Bells-An American Heritage," in which he traced the history 
of the Watervliet and Troy Meneely firms. Also included was 
an interesting explanation of the Watervliet foundry's use of 
five-point bell tuning and how this procedure was utilized in 
the production of carillon bells. On another topic, De Turk 
gave a presentation at the 1989 Albany Congress on "William 
Gorham Rice and the North American Carillon Movement."3 

Sprinkling his well-prepared text with occasional entertaining 
anecdotes, De Turk described the actual extent of Rice's pro
motion of the carillon and the ramifications of his achieve
ments in succeeding decades. 

Another individual who has done careful research on a variety 
of topics is Richard M. Watson. In the course of his career as 
an instrument designer and builder, Watson has become inter
ested in different aspects of bellfounding and tuning in North 
America. For example, at the 1980 Iowa Congress, he gave an 
enlightening perspective on the "tuning talents" of the Meneely 
firms. Over the past five years especially, Watson has presented 
papers and given demonstrations on his campanological re
search at a number of Congresses.• In 1991 at Waco, he deliv
ered a thoroughly-researched paper on the tuning of McShane 
bells. Then in 1992 during the Dayton Congress, he gave a 
practical demonstration on the techniques of tuning such 
American-made bells. 

Archival Materials 

The Bok Tower in Lake Wales has figured prominently in 
efforts to preserve records and resources important to the his
tory of the carillon in North America. At the 1979 Florida Con
gress, following Nellie Lee Bok's presentation on the first 50 
years of the Bok Tower, Stephen Fry reported on the status of 
the Anton Brees Carillon Library, which had been established 
at the instigation of Milford Myhre. Then at the 1994 Provo 
Congress, Myhre explained the Library's emphasis on the caril
lon art worldwide. At this same gathering, William De Turk 
complemented Myhre's presentation with one in which he 
provided an overview of the Brees collection to date. 



Largely due to the efforts of De Turk, who became Guild 
Archivist in 1972, the organization's 20 filing cabinet drawers 
containing archival materials of periodicals, carillon scores, 
tape recordings, photographs and slides have been catalogued 
into a quite useful format for those interested in the North 
American carillon art. Since De Turk's relocation to Lake 
Wales in 1993, the GCNA Archives and the Anton Brees Caril
lon Library have been housed in the same building. This for
tunate turn of events has resulted in one of the most compre
hensive collections of archival materials on carillons in the 
world. As of 1996, Librarian De Turk lists the following collec
tion: more than 1200 books; 20 periodicals received regularly 
(in English, French, Dutch, German and Danish); about 1500 
carillon scores; 2300 tape recordings; 75 video cassettes; ap
proximately 5000 slides; and over 1000 photographs.5 

Other noteworthy archival collections are located at: the 
Berkeley Carillon Institute; the Rees Carillon Archives; the 
University of Michigan in Ann Arbor; Princeton University; 
and the National Library of Canada in Ottawa. In preparing 
his doctoral dissertation on the history of carillons in the Low 
Countries and North America, Indiana University Carillonneur 
Brian Swager has accumulated much data as well. 

Guild Periodicals 

Particularly during the last 20 years, the GCNA's Bulletin has 
evolved into a most useful resource publication. It is used 
with confidence by scholars who need to document cam
panological research and access information on diverse pro
jects undertaken by the organization. Milford Myhre served as 
the Bulletin editor from 1976 through 1978. Beginning with 
the volume which appeared in January of 1979, Gordon and 
Elsa Slater accepted a joint editorship and worked diligently 
in this capacity through 1985. The Slaters were succeeded by 
George Gregory, who has remained the editor since publish
ing his first issue in January of 1986. With the able assistance 
of Tom Collins, Gregory can take justifiable pride in his efforts 
to produce a polished, professional journal. 

Early in their tenure as editors, the Slaters had expressed their 

Milford Myhre bas been a popu
lar instructor at numerous 
GCNA master classes, where be 
bas contributed bis suggestions 
on performance, composing and 
arranging techniques. (Photo 
courtesy of Milford Myhre.) 
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Some of the highlights of past 
GCNA Congresses have included 
Albert Gerken 's master classes on 
performance techniques. Gerken 
remains one of North America 's 
pre-eminent performers. (Photo 
courtesy of Rees Carillon 
Archives.) 
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intention to "concentrate on the more scholarly and lasting 
aspects of campanological endeavor."6 This comment referred 
to the earlier decision by the Guild to relieve some of the bur
den on Bulletin editors by approving the creation of a sepa
rate newsletter, Randschriften, for disseminating general infor
mation on such topics of local interest as individual recital 
tours and summer series. The newsletter's name was changed 
to Carillon News in 1979. A year later, Margo Halsted began as 
editor. During 15 years, Halsted expanded the format of 
Carillon News and provided . the membership with an eclectic 
mix of news and informational tidbits several times a year. In 
1995, Brian Swager took over responsibility for the newsletter. 

Performance Techniques 

Congress master classes and lecture/ demonstrations have 
emerged as popular formats for North America's foremost per
formers to provide advice on appropriate performance tech
niques. In a Bulletin article entitled "Carillon Technique,''7 

Albert Gerken formalized some of this advice in one particu
larly effective master class, in which he stressed the need for 
absolute control of the body, including hands, feet and torso. 
In demonstrating his technique for the handling (fingering) of 
different musical passages, Gerken suggested ways to prepare 
the key or pedal to be touched . Prior to the publication of 
this article, no one had discussed performance practices in 
such detail. 

In 1981, the use of a closed-circuit television allowed more 
conferees to benefit from a master class featuring Milford 
Myhre at the keyboard of the Mayo Clinic Carillon. At the 
1985 Culver Congress, a special presentation on performance 
techniques again featured Myhre and colleagues Albert 
Gerken, Jacques Lannoy and John Gouwens.8 At the 1987 
Springfield Congress, Gerken elaborated on the topic in 
another well-received master class. Gerken and Myhre provid
ed their personal perspectives in a class they co-taught at the 
1991 Waco Congress. 



Composing and Arranging Techniques 

As the professionalism of North America's carillonneurs has 
increased, so too has the interest in creating appropriate 
music for the instrument. Consequently, the presentation of 
papers and lecture/ demonstrations on composing and arrang
ing techniques have become especially popular at Guild 
Congresses. These presentations have come a long way since 
the 1977 Chicago Congress, in which Lowell Smith read Leen 
't Hart's paper on composing for the carillon. As evidence of 
the interest in a more distinctive North American composition
al style, juxtaposed with 't Hart's paper was another in which 
Gary White delineated some of his views on carillon composi
tion. As a composer who did not play the carillon, White was 
able to offer a different perspective on creating idiomatic 
music for the repertoire. In a detailed examination of his 
award-winning piece, Rotation, White illustrated techniques 
he commonly employed when writing for the instrument.9 

Along with Ronald Barnes and Milford Myhre, White again 
was invited to present his viewpoint in a panel discussion on 
the subject at the 1980 Iowa Congress. Six years later, at the 
Ottawa Congress, Albert Gerken presented another illuminat-
, ing demonstration on arranging for the carillon. Then at the 
1992 Dayton Congress, Roy Hamlin Johnson was invited to 
discuss his newest composition, Elegy, while John Courter pro
vided some commentary on his efforts in composing Evocation. 
In Lincoln, Nebraska, the next year, Myhre was invited to 
speak on arranging appropriate music. 

The culmination of years of experience in creating music for 
the carillon was the subject of a joint presentation at the 1994 
Congress in Provo. Ronald Barnes, Albert Gerken and Roy 
Hamlin Johnson gave exceptional presentations on different 
aspects of composing and arranging idiomatic music. 10 

Composition Competitions ' 

As an added incentive to encourage the creation of original 
works, a few groups have sponsored composition competi
tions. One notable example was the Stanton Memorial 
Carillon Foundation's sponsorship of such an event at the 

145 

Gary White bas con
tributed numerous 
significant works for 
the carillon reper
toire, including 
Etude, Vigil and 
Asteroids. (Photo 
courtesy of Berkeley 
Carillon Institute.) 

1980 Congress in Ames. University Carillonneur Richard von 
Grabow premiered the winning pieces: Eric Geer's Elegy for 
the Fallen; Jeffrey Prater's lnterfusion; Frank DellaPenna's 
Carnival Suite, and Joyce Juanita's Jubilate Deo. 11 

Somewhat surprisingly, the GCNA did not indicate much 
enthusiasm for sponsoring composition contests until the lat
ter part of the 1980s. This situation changed at the Berkeley 
Congress in 1988, when the organization held a competition 
as part of the scheduled events. First prize was awarded to 
Charles Hoag for his Oread Grounds, and second prize went 
to John Courter for Gregorian Triptych. John Ellis gave a 
memorable recital featuring these two works. 12 

Johan Franco Composition Fund 

Apparently, the Berkeley Congress competition inspired 
renewed interest in encouraging the writing of new works. 
The following year, the GCNA's board of directors established 
a committee to oversee distribution of the new Johan Franco 
Composition Fund. In addition to providing the wherewithal 
for commissioning original music, this Fund was designed to 
honor Franco posthumously for contributing nearly 200 com
positions to the carillon repertoire. Committee chairman John 
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Above: Beverly Buch
anan bad devoted over 
25 years to the publica
tion of North American 
carillon music by the 
time she retired as chair 
of the GCNA 's Music 
Committee in 1992. 
(Photo courtesy of Rees 
Carillon Archives.) 

Below: Arla Jo Ander
ton served as chair of 
the Student Examina
tion Committee from 
1989 to 1994. (Photo 
courtesy of Rees Carillon 
Archives.) 
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Gouwens has devoted innumerable hours in his endeavors to 
expand the carillon repertoire through commissions and com
position competitions. In the process, he has taken a personal 
hand in educating non-carillonneur composers as to what is 
appropriate when writing for the instrument. In addition, he 
has kept his GCNA colleagues informed about the composers 
and the nature of their commissions. For example, at the 1992 
Dayton Congress, Gouwens provided a summation and analy
sis of George Crumb's work, Easter Dawning. 

Music Publications 

During her tenure as chair of the Music Committee, Beverly 
Buchanan continued to promote the publication of additional 
music for the repertoire. She was assisted in these endeavors 
by a number of individuals. For instance, in 1978 Frank Law 
personally copied and arranged all of the pieces in Air:5 and 
Dances of the 1 7th and 18th Century, a large collection of 
French harpsichord music. When Buchanan retired from the 
position in the early 1990s, she had devoted over 25 years to 
the publication of North American carillon music. For her 
efforts, she was honored by the Guild with a certificate of 
extraordinary service. 

When Don Cook succeeded Buchanan as chair, he instituted a 
number of significant changes. The first was to print the major
ity of new scores using the Finale software program. As a 
result, published scores have more uniformity with regard to 
musical notation and include a standard nomenclature for 
musical terms. Cook also has made it a practice to send scores 
submitted to him to all members of the Music Committee. 
These scores routinely are sent without any identifying mark
ings, a decision designed to preclude subjective responses as 
members assess the suitability of each score for publication. 

In the past few years, the Music Committee has been expand
ed to include additional members.13 In helping to assure a 
continuing supply of quality music for the repertoire, this 
committee performs one of the most important functions of 
the Guild . 



The 1985 Congress in Culver, Indiana, marked the first time 
music published by American Carillon Music Editions (ACME) 
became available to the general membership. This new pub
lishing venture was the brainchild of Richard von Grabow, 
whose intent was to publish excellent compositions and 
arrangements by distinguished North American composers. In 
the 1980s, Albert Gerken was one composer whose works 
appeared frequently in the list of ACME publications.14 

Instrument Design 

Refinements to the North American Standard keyboard contin
ued to interest instrument builders and carillonneurs alike. At 
the 1981 Rochester Congress, Richard Strauss gave a precise 
and thoughtful presentation on his recommended modifica
tions of the pedalboard for the North American Standard. The 
next year at Hartford, he spoke on carillon key design. One 
of the most interesting discussions occurred at the Waco Con
gress in 1991, when Strauss moderated a previously unplan
ned panel with Richard Watson, Ferdinand Pointer, Bert Aug
ustus and Larry Murphy.15 This discussion proved so popular 
with Guild members that Strauss was prevailed upon to ex-

, pand the topic with a similar panel at the 1992 Dayton 
Congress. 16 

Richard Watson provided listeners at the 1994 Provo Congress 
with a systematic examination of the entire design process for 
the carillon renovation at Brigham Young University in his 
talk, "Refitting and Updating the Centennial Carillon. " The fol
lowing year at Princeton, Keyboard Committee members Wat
son and Keldermans gave complementary presentations on 
the evolution of the North American Standard keyboard, with 
Watson providing a technical overview and Keldermans con
centrating his remarks on notable developments made during 
the last six decades. 

The Examination Process 

Because there is no formally established carillon school in 
North America, performance standards have evolved along a 
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different path than in such countries as Belgium or the 
Netherlands. To encourage at least some measure of profi
ciency, the Guild had established a student examination 
process in 1947. Although the idea was admirable, its realiza
tion proved more difficult. In fact , prior to the mid-1970s, 
there was a noticeable lack of uniformity in the procedure 
from year to year. In other words, sometimes jury members 
adhered strictly to their instructions on judging, while on 
other occasions they permitted students demonstrating a 
lower degree of 
skills to advance to 
Carillonneur status. 

Since the 1977 Con
gress in Chicago, 
the process of stu
dent certification, 
known variously as 
student advance
ment or student ex
amination, gradually 
has been transform
ed. At the Chicago 
meeting, a policy of 
anonymity was in
stituted both for 
candidates and for their instructors. This decision actually 
marked the beginning of a deliberate attempt to apply some 
degree of professional standards to the procedures. 17 

For many years, the chair of this committee was Beverly 
Buchanan. She helped to initiate the tape-screening process, a 
procedure which required a potential candidate to make an 
anonymous tape recording of a half hour of music. This record
ing included the required pieces selected in advance by the 
jury, along with other music of the candidate's own choosing. 
The tape-screening process has been quite effective in raising 
the performance standards of candidates in a manner that is not 
embarrassing to students, instructors or jurors. 18 More impor
tantly, however, the screening process sends the message that 
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simply sending in a tape is not a guarantee of automatic candi
dacy for the examination. Instead, it should represent an inte
gral part of the entire process. 

The size of the jury has changed over the years. In the early 
1980s, the number of jurors increased to five , with the provi
sion a couple of years later for an alternate juror, should one 
become necessary. A candidate needed approval from four of 
the five judges to pass both at the tape screening and Con
gress recital stages. (This majority was changed later to three 
of five jurors.) 

At the 1984 Congress in Madison, Buchanan gave an interest
ing talk entitled "What to Listen For," in which she outlined 
the basic musical qualifications that each juror had been 
instructed to consider when listening to a candidate's tape. In 
1985, she asked GCNA members at the Culver Congress to 
judge a sample student advancement tape . After this presenta
tion , a lively discussion ensued regarding the rating system 
used in evaluating each category.19 

In 1986, shortly after he assumed the chairmanship of the 
Student Examination Committee, Richard von Grabow began 
a comprehensive effort to codify the entire examination 
process. Along with input from the GCNA board of directors 
and the general membership, supplemented by useful sugges
tions from jurors and instructors, von Grabow produced an 
inclusive document detailing every stage of this important 
process. During von Grabow's tenure, jurors began to serve 
on the committee for three-year terms, with the possibility of 
re-appointment for one additional term. This more equitable 
rotation allowed for some degree of continuity within the jury 
as new members were added to the panel. 

When Arla Jo Anderton succeeded von Grabow in 1989, she 
solicited the titles of appropriate compositions for the required 
pieces from a number of carillonneurs. This procedure result
ed in the compilation of a master list of compositions from 
which the jury selects the three required pieces each year. In 
the first half of the 1990s, Anderton worked tirelessly to sim
plify the examination process, and gave careful attention to 

defining committee responsibilities. Carol Jickling Lens suc
ceeded Anderton in 1994. 

Over the years, the proficiency examination has become a 
barometer of rising expectations on the part of Guild members 
and concommitant rising perform~nce levels on the part of stu
dents. In an excellent Bulletin article entitled "Acknowledging a 
Colleague: Observations of the GCNA Examination Process," 
Jeff Davis provided readers with a detailed analysis of the entire 
procedure from his personal perspective as a juror. 20 Through
out this essay, Davis struck a careful balance between explain
ing his commitment to musicianship and acknowledging the 
complexities involved in assessing a candidate's competence. 

Davis' comments are indicative of the crux of what really is 
being examined in this evaluative process. A candidate who 
demonstrates an acceptable level of carillon performance is 
recommended for Carillonneur status. In addition, the student 
examination process helps to validate the teaching methods 
of instructors with successful students, and should assure the 
continuation of qualified carillonneurs with a repertoire broad 
enough to assume professional carillon positions. 

Improvisations 

Although carillon improvisation is taught routinely at both the 
Dutch and Belgian Schools,21 there is no real tradition for 
acquiring this skill in North America. This is unfortunate . The 
inclusion of an improvisation during a virtuosic performance 
has the potential to display the true performance skills of a 
carillonneur. There have been a few attempts to introduce the 
subject of improvisation at Guild Congresses. For example, at 
the 1980 Iowa Congress, John Gouwens presented a lecture 
and demonstration on improvisation techniques. Seven years 
later, at the Springfield Congress, Richard Watson won an 
improvisation contest which had been scheduled specifically 
as part of the events . 

These sporadic episodes are indicative of the fact that few 
North American carillonneurs take the time or effort to impro- · 
vise . Perhaps improvisation failed to take hold here because 
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Ten individuals who have held the position of 
President of The Guild of Carilionneurs in North 
America gathered for a photo at the 1994 
Congress in Provo, Utah. Standing left to right 
are: Loyd Lott, Karel Keldermans, Ronald 
Barnes, Tbeophil Rusterholz, Janet Dundore, 
Andrea Mccrady, James B. Slater, Larry 
Weinstein, Milford Myhre and William De Turk. 
Presidents are elected by the Board of Directors, 
who themselves are elected by the GCNA 's 
Carillonneur members. It is customary for presi
dents to serve also on numerous committees of 
the organization. (Photo courtesy of Tom 
Collins.) 
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0936-1939) Ira Schroeder 0965-1966) 

0939-1940) Theophil Rusterholz 0966-1969) 

0946-1947) James B. Slater 0969-1971) 

0947-1949) Milford Myhre 0971-1973) 

0949-1950) Frank Pechin Law 0973-1975) 

0950-1952) Robert Lodine 0975-1977) 

0952-1954) Janet Dundore 0977-1979) 

0 954-1956) William De Turk 0979-1983) 

0 956-1958) Loyd Lott 0983-1987) 

0958-1960) Andrea Mccrady 0987-1988) 

0960-1962) Karel Keldermans 0988-1993) 

0 962-1965) Larry Weinstein 0993- ) 
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Tbeophil Rusterholz 
was active as the 
GCNA 's legal advisor 
f or nearly 40 years 
prior to his retirement 
in 1992. (Photo cour
tesy of Tbeophil 
Rusterholz.) 

of the way in which the carillon has evolved primarily for 
recitals, rather than for background music on marketdays. In 
the polished atmosphere of a recital , every note, phrase and 
dynamic possibility has been rehearsed beforehand. Whatever 
the reason-whether North Americans shy away from impro
vising because they have not been taught, or because they 
are disinterested-is really immaterial. The fact is, on a day
to-day basis, not one in 50 carillonneurs improvise. 

Commendations for GCNA Members 

GCNA Congresses traditionally have provided opportunities to 
commend members who have promoted the carillon in North 
America in some noteworthy capacity. In addition to the hon
orary membership accorded donors and distinguished carillon
neurs, the Guild has honored members who have provided 
extraordinary service in the field. One such individual was 
Frank Law, who died just after the 1985 Congress. Throughout 
his long career in the field , Law worked energetically to pro
mote the carillon, both on the board of directors (where he 
also served as president for several years) and on numerous 
committees. He was a strong proponent of the Guild's collabo
ration on many international ventures. Law's real legacy was 
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the host of former students, some of whom are active as pro
fessional carillonneurs today. 22 

Theophil Rusterholz , whose contributions have been high
lighted earlier, retired in 1992 after nearly 40 years as the 
organization's legal advisor. He received a commendation at 
the 1988 Congress for his unselfish assistance through the 
years. On this occasion, he received the Berkeley Medal for 
Distinguished Service to the Carillon. Rusterholz also was 
accorded honorary membership at the 1994 Congress in 
Provo. 

At the 1989 Albany Congress, James Lawson was awarded a 
certificate of extraordinary service for his more than 40 years 
of playing the carillon. At this time, he had retired from the 
position of Carillonneur at the Riverside Church in New York, 
with plans to retire to his native Cody, Wyoming. (In 1990, 
Lawson would emerge from retirement to become Carillon
neur at the Crystal Cathedral in Garden Grove, California.) 

Miscellaneous Activities 

There have been a host of opportunities and events which 
highlight the carillon art in North America in venues distinct 
from the GCNA's activities . One example involved Larry 
Weinstein 's four years of touring the United States and Canada 
with a light carillon mounted on a trailer. This three-octave 
Petit & Fritsen instrument was owned by Verdin, and the firm 
initially funded Weinstein 's expenses prior to Pepsi-Cola's 
sponsorship of the venture from 1976 to 1979. Weinstein 
played for hundreds of thousands of people in innumerable 
appearances at fairs , shopping malls, and for audiences at 
various summer recital series .23 

The traveling carillon remains an enormously popular means 
of helping to publicize the art in North America. Although the 
Pepsi sponsorship was discontinued in 1979, Frank Della 
Penna currently uses a traveling carillon in a popular group 
called Cast in Bronze. Based in the Philadelphia area, this 
instrument is available for recitals and various promotional 
events throughout the country. 



Another remarkable achievement 
brought about during the last few years 
was the opening in 1992 of the Verdin 
Bell and Clock Museum in Cincinnati. 
The Verdin Company had purchased the 
historic St. Paul's Church in the early 
1980s and renovated the entire structure 
with the goal of moving its headquarters 
there. Also included were plans to dis
play much of the company's collection 
of memorabilia showcasing the carillon's 
past in North America. The grand open
ing of the Museum took place on June 
15, 1992, a date which coincided with 
the 150th anniversary celebration of the 
Verdin Company. This event was plan
ned with the activities of the 1992 
Dayton Congress in mind. At a lavish 
anniversary celebration in Cincinnati, 
Verdin provided GCNA members with 
the opportunity to explore the Museum's 
collection of old playing and practice 

· keyboards, chime stands, tower clocks 
and carillon bells, all set against the 
impressive backdrop of the beautifully
renovated interior of the building. 

One of the singular aspects of the caril
lon art in North America is the degree 
to which the position of Carillonneur 
has evolved, especially in the l.ast sev
eral decades. The creation of more 
full-time positions is evidence of the 
respect which numerous institutions 
increasingly accord to the profession. 24 

Musicians who have the oppo~unity to 
learn and perform new music, com
pose and complement their duties with 
scholarship can contribute immeasur
ably to the profession at large. 

Above: 1be Verdin Bell and 
Clock Museum is housed in 
the historic St. Paul's Church, 
a familiar landmark of the 
Cincinnati skyline. (Photo 
courtesy of the Verdin 
Company.) 

Below: Interior view of the 
Verdin Bell and Clock 
Museum . (Photo courtesy of 
the Verdin Company.) 
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7be position of Springfield Park 
District Carillonneur was upgraded to 
fu ll-time in 1984. In addition to regu
lar performances, Karel Keldermans 
organizes the International Carillon 
Festival and other Rees Memorial 
Carillon events each year. (Photo 
courtesy of Rees Carillon Archives.) 

The Bok Tower has had a full-time position since its inception. 
In addition to his responsibilities as Carillonneur, Milford Myhre 
has been able to create new music, oversee the institution's 
Carillon Scholar program, and devote needed time to such 
important topics as performance and compositional techniques. 

Prior to his recent retirement from 'the full-time position at the 
University of California in Berkeley, Ronald Barnes was able to 
compose and arrange music almost continuously. Furthermore, 
his thoughtful scholarship was encouraged by a prestigious 
institution which itself is renowned for many research awards. 

At the University of Kansas in Lawrence, Albert Gerken com
plemented his position as Carillonneur by researching and 
writing about many topics in the carillon field. In addition to 
his substantial teaching responsibilities in the Department of 
Music and Dance, Gerken found time to contribute many 
important compositions and arrangements to the repertoire. 

As Dominion Carillonneur for the Houses of Parliament in 
Ottawa, Gordon Slater has reorganized and expanded the caril
lon library, arranged many works for carillon, and shared res
ponsibilities with his wife, Elsa, in editing the GCNA's Bulktin. 

Full-time status as Springfield Park District Carillonneur has 
afforded Karel Keldermans similar opportunities. Since the 
position was upgraded in 1984, Keldermans has added to his 
regular responsibilities the arranging of many works for the 
carillon. In addition, he established the Rees Carillon Archives 
and began researching the history of the carillon in the New 
World. This full-time position also allowed him to serve five 
years as the GCNA's president. 



ARJBOR WORl]I) ANN 
CAR[llON CONGRISS 

Although the first World Congress to be held outside Europe 
was a formal function not of the GCNA but of the World 
Carillon Federation, the event is discussed at this juncture be
cause of its major significance in illustrating the evolution of 
the carillon in the New World. More than at any time since 
1922, 1986 was significant as the year in which the full extent 
of North American contributions to the carillon art was recog
nized. Indeed, it was at this World Congress, held at the 
University of Michigan in Ann Arbor, that the tremendous 
achievements made over the past 64 years were showcased 
for a truly international gathering. 

The Ann Arbor World Congress was held from July 5 to July 8, 
1986. Congress host William De Turk, who had been appoint
ed University Carillonneur in 1981, was assisted by Beverly 
Buchanan at Christ Church Cranbrook and Frederick Marriott at 
Kirk in . the Hills in Bloomfield Hills. The event understandably 
was a monumental organizational task for De Turk, who-in 
~ddition to juggling people, places and events-had to contend 
with complications involving a major renovation of the Baird 
Carillon. 25 (De Turk's efforts were all the more admirable in 
view of the fact that, at the time, the University Carillonneur's 
position was funded for only one day a week.) 

This international conference provided ample opportunity for 
most of the GCNA membership to see the World Carillon Fed
eration in operation. In addition to GCNA conferees, there 
were representatives from European guilds in Belgium, Den
mark, England, France, Germany, and the Netherlands, with 
representation from the Australian Carillon Society as well. 

A number of North Americans figured prominently in the gov
ernance of the Federation. In a show of support for his sub
stantial contributions to the organization, delegates re-elected 
Milford Myhre to a second term as president. Janet Dundore 
was appointed to chair the Professional Concerns Subcom-
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mittee. Todd Fair announced the progress European member 
guilds had made in attempting to standardize their instru
ments. After years of research and negotiation, the Belgian 
and Dutch guilds had come to an agreement on a common 
keyboard standard in 1983, with Denmark following in 1984 
and France in 1985. 26 

Sadly, the World Carillon Federation's Honorary President, Per
cival Price, had passed away in 1985, but his memory figured 
prominently in various Congress activities. Of particular interest 
was De Turk's exhibit of artifacts from the GCNA Archives and 
his own personal collection documenting 50 years of carillon 
activity at the Ann Arbor carillon. Because of Price's long affili
ation with the institution, it was no surprise that much of this 
exhibit was centered around his accomplishments. 

On opening day, Roy Hamlin Johnson gave a paper entitled 
"My Compositional Technique for the Carillon. " In this pre
sentation, Johnson provided the background as to how he 
had become interested in composing for the carillon, begin
ning with his association with Ronald Barnes at the World 
War II Campanile at the University of Kansas in Lawrence. 
This presentation was complemented by Milford Myhre's 
recital, which was highlighted by new compositions from 
Johnson's A Carillon Book for the Liturgical Year. 

While it was generally well received, the official GCNA pre
sentation was a cause of some consternation on the part of a 
number of European conferees. In a paper entitled "The 
North American Carillon Movement," read by Sally Slade 
Warner Ronald Barnes asserted his strong belief that on this 
contin~nt the carillon should be considered in a radically dif
ferent light than it is overseas. 27 After briefly acknowledging 
the role of the Flemish carillon tradition in the birth of the 
North American movement, Barnes argued that it had been 
primarily the large English carillons, with their carefully 
designed and constructed keyboards, mechanisms, and promi
nent minor third overtones, which had provided the impetus 
for a new direction in the carillon repertoire . 

More than any other formal pronouncement before it, Barnes' 
paper presented a fresh perspective on the relatively indepen-
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dent evolution of the carillon art in North America. Six decades 
earlier in his memorable address at the 1922 Mechelen Con-

' 
gress, William Gorham Rice had expressed his sincere desire 
for the development of a distinctive North American art
based upon Old World traditions, but evolving into a distinct
ly New World instrument.28 At the Ann Arbor meeting, Ron
ald Barnes' paper provided convincing documentation of the 
extent to which Rice's original wish had been realized. Although 
Barnes' words were not received with the same degree of 
enthusiasm by all of the North Americans attending the con
ference , they did reflect the essential views of the majority, 
even many of those carillonneurs who had received earlier 
training in Mechelen or Amersfoort. 

The GCNA's presentation was followed by one from Andre 
Lehr on advances made in the development of the major third 
bell. Lehr informed his listeners that the advent of computer
assisted technology finally had permitted Eijsbouts to revolu
tionize the carillon world with the tuning of a major third bell. 
Although the subject of controversy in the Low Countries, the 
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At the 1986 World Carillon Federation 
in Ann Arbor, Ronald Barnes created 
a stir with his paper on the North Am
erican carillon movement. He argued 
that it had been primarily the large 
English carillons which had provided 
the impetus for a novel approach to 
composing for the instrument and a 
new direction for the repertoire. 
(Photo by Saxon Donnelly, courtesy 
of Berkeley Carillon Institute.) 

major third bell held some attraction for at least a few North 
Americans. 29 To demonstrate its success with the major-third 
bell venture, Eijsbouts had shipped a new traveling carillon to 
Ann Arbor so that conferees could hear it played in recitals by 
a number of carillonneurs. 

As an indication of the profitable exchange of ideas enjoyed by 
a number of Europeans and North Americans, Margo Halsted 
and Belgian music historian Gilbert Huybens gave a presenta
tion on a collection of early carillon music entitled Beyaert 
1728. Halsted had re-discovered the manuscript in 1984 in 
Antwerp, and she collaborated with Huybens in the publication 
of a facsimile edition with modern notation in 1985.30 

One of the highlights of the Ann Arbor Congress was Albert 
Gerken's memorable recital, which he dedicated to his former 
instructor, Percival Price. This recital was distinctive in that it 
featured exemplary works by North American composers, 
including Gian-Carlo Menotti's Prelude 0931), Easley Black
wood's Chaconne (1961), and Percival Price's Sketch No . 4 
(1970). The spectacular Chaconne drew especially enthusias-



tic applause from the audience. Gerken's virtuosic perfor
mance was all the more impressive given the condition of the 
Ann Arbor instrument at the Congress. 

In the Congress' closing recital, Ronald Barnes provided an 
overview of impressive North American works composed 
from 1933 to 1984, including Robert Kleinschmidt's Second 
Suite "7be Bells" 0933), Johan Franco's Blue Ridge Nocturne 
0958), and his own Variations on "Wilson 's Wilde" 0984). 

In the majority of its numerous events, the 1986 World Caril
lon Congress in Ann Arbor provided a microcosmic view of 
the incredible achievements contributed by North Americans 
over a relatively brief period of time. As an added incentive, 
many international guests traveled to Ottawa immediately 
after the Ann Arbor Congress to participate in the GCNA's 
Congress celebrating 50 years as the official organization of 
professional carillonneurs in North America. 

NJEW HNS'lfAllA'lfHONS 
AND RJENOVA'lf HONS 

The tremendous advances made with regard to instrument 
design and carillon building since 1976 have resulted in many 
more orders for new instruments and contracts for major reno
vations on an almost unheard of scale. Twenty-three new in
struments have been installed in the last 20 years, a total of 
slightly more than one a year. Along with a number of major 
enlargements, there were substantive renovations to many 
existing instruments. Paccard/ van Bergen, Petit & FritsenNer
din, and Eijsbouts/ Schulmerich were awarded the most con
tracts in these endeavors. Listed below are the new instruments 
installed during the period, followed by a brief overview of 
enlargements and major renovations. Especially in the last 
decade, America's two premier ihstrument builders--Richard 
Watson, working initially at Verdin, and Richard Strauss, work
ing independently-gained increasing prominence with the 
superior quality of their carillon renovations and restorations. 
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Exterior view of the Eijsbouts foundry in Asten, the Netherlands. (Photo cour
tesy of Koninklijke Eijsbouts Klokkengieterij) 

New Installations 

Since the early 1970s, Paccard had begun installing many of 
its carillons jointly with the van Bergen foundry in Green
wood, South Carolina. In 1976, an order for 36 bells was 
received for Texas Tech University in Lubbock. The top 21 
bells were cast by Paccard and the bottom 15 by van Bergen. 
In 1978, 47 Paccard bells were installed at Wake Forest 
University in Winston-Salem, North Carolina. (Paccard would 
add another bell in 1981). This instrument was significant in 
that it was the last one cast by Alfred Paccard. 

In 1983, Paccard installed a 65-bell carillon for the Centralia 
Foundation in Centralia, Illinois. This instrument was the largest 
complete Paccard carillon that the French foundry had cast.31 

The Centralia Carillon had been purchased by William Joy, 
who had steadfastly pursued his dream of a cast-bell carillon 
for 25 years. Since Joy's death, this is also one of the few caril
lons in North America which is administered by a foundation. 

A carillon had been planned for the Highland Park United 
Methodist Church in Dallas since the 1920s. In 1984, the 
Paccard foundry replaced an inoperable chime with a new 
48-bell carillon. In 1987, Paccard and van Bergen installed a 
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Above: Interior view of the Petit & 
Fritsen foundry in Aarle-Rixtel, the 
Netherlands. (Photo courtesy of 
Koninklijke Petit & Fritsen 
Klokkengieterij) 

Below: 7be Petit & Fritsen f oundry as 
it appears today. (Photo courtesy of 
Koninklijke Petit & Fritsen 
Klokkengieterij. ) 

47-bell carillon for Clemson University in Clemson, South 
Carolina. The following year, the two firms collaborated on a 
48-bell carillon for Baylor University in Waco, Texas. Also in 
1988, a 47-bell Paccard carillon was installed at the University 
of Nebraska in Omaha. (Although this instrument initially was 
playable only from an electric keyboard, a mechanical-action 
keyboard was installed a few years later.) 

Eijsbouts' affiliation with Schulmerich provided it with a sales 
force in North America , a tactical decision which greatly 
enhanced the Dutch foundry's ability to secure contracts for 
new carillons and renovations. The majority of new instru
ments that Eijsbouts installed during this period were similar in 
size to those the firm routinely cast for the Netherlands-that 
is, light, four-octave instruments. 

Beginning in 1976, Eijsbouts installed a 53-bell carillon at the 
First Baptist Church in Corpus Christi, Texas. One of the reasons 
that Eijsbouts was awarded this contract was the foundry's famil
iarity with the corrosive effects of salty air on bells and mecha
nisms.32 With its location near the Gulf of Mexico, the First 
Baptist Church carillon nonetheless has experienced some seri
ous problems with rust and corrosion. 

Three years later, Eijsbouts secured the contract for a 49-bell 
carillon for the University of Florida at Gainesville. This caril
lon replaced an electronic device, and the Eijsbouts instrument 
now is heard by thousands of students and campus visitors. 
Another Florida carillon cast by Eijsbouts was the 49-bell in
strument installed in 1982 at the Episcopal Church of the 
Ascension in Clearwater. Two years later, the First Presbyter
ian Church in Belmont, North Carolina, received a 48-bell 
Eijsbouts carillon. 

In 1985, subsequent to a research project in conjunction with 
the Technical University in Eindhoven, Andre Lehr began pro
ducing bells with a major-third profile at the Eijsbouts foundry 
in Asten. After the foundry sent its traveling carillon to the 
World Carillon Congress in Ann Arbor, Houston businessman 
Stanley Stearns purchased the instrument. In 1991, Eijsbouts 
added six additional bells to the Houston instrument, bringing 



the total to 53. The year before, Eijsbouts had installed its sec
ond major-third carillon at the Crystal Cathedral in Garden 
Grove, California.33 

Eijsbouts' experiment with major third bells caused enough 
controversy in North America-as it had in Europe-that it was 
no surprise when the 48-bell instrument ordered for Grand 
Valley State University in Allendale, Michigan, in 1994 was cast 
to the customary minor third profile. In 1995 and into 1996, 
Eijsbouts was busy casting bells for a new instrument at the 
University of Michigan's north campus in Ann Arbor. 

In the 1970s, there was interest in expanding the existing chime 
at the McDonogh School in Maryland into a carillon. Through 
the substantial efforts of William Lyon-Vaiden, the School was 
convinced to purchase an entirely new instrument of 48 Petit 
& Fritsen bells in 1978. Also that year, the city of Covington, 
Kentucky, ordered 43 Petit & Fritsen bells for its Mainstrasse 
Village carillon. 

The latter part of the 1980s would prove especially fruitful for 
the partnership of Petit & Fritsen and Verdin.34 Both firms 
were kept busy in 1986, a year when carillons were installed 
at the Simsbury United Methodist Church in Simsbury, Conn
ecticut (55 bells), at the First Baptist Church in Huntsville, 
Alabama ( 48 bells), and at the Chicago Botanic Garden in 
Glencoe, Illinois ( 48 bells). This was the first time since the 
1920s that three new carillons had been installed by the same 
founder in one year. In 1988, Verdin installed a new 50-bell 
Petit & Fritsen carillon in Dayton, Ohio. 

Enlargements 

Separate from new instruments, there have been a number of 
noteworthy enlargements over the past several decades. This 
increase has reflected a nationwide trend to create larger instru
ments from chimes or from carillons with a smaller compass. In 
1976, the addition of 12 new Petit & Fritsen bells to the Sch
neider Carillon at Trinity Church in Holland, Pennsylvania, cre
ated an instrument of 47 bells. In 1977, the Mayo Clinic Caril
lon in Rochester, Minnesota, was enlarged from a two-octave to 
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a four-and-a-half-octave carillon with 33 new Petit & Fritsen 
bells. Verdin installed a new mechanism for the additional 
bells only, in the process refurbishing the old Gillett & John
ston mechanism to some degree. Later that year, the carillon at 
Alfred University in Alfred, New York, received 6 new Petit & 

Fritsen bells, with Verdin working somewhat on the mechanism. 
The completed Alfred instrument is composed of 47 bells. 

One of the most important enlargements in North America 
was begun in 1979, when the 12-bell Taylor chime at the 
University of California's Berkeley campus was enlarged by 36 
Paccard bells to create a 48-bell carillon. This project was a 
major undertaking for the Paccard foundry because of the 
requirement of matching its new bells to the aberrant pitch of 
the old Taylor chime.35 With the addition of 13 bells only 
three years later, Sather Tower now has a 61-bell carillon. The 
new bells required a re-design of the instrument, and Verdin 
was awarded a contract to provide a new bell frame , trans
mission system, and playing and practice keyboards.36 

Also in 1979, Taylor added 27 new bells to the existing instru
ment at Trinity College in Hartford, Connecticut, resulting in a 
49-bell carillon. Verdin re-hung all the bells, provided addition
al framing, transmission action, and a new playing keyboard. 
The next year, Eijsbouts installed 11 new bells at Samford 
University in Birmingham, Alabama, thus creating an instru
ment of 60 bells. A new playing keyboard was installed at the 
same time. 

In 1986, Paccard added 27 new bells to the instrument at 
Middlebury College in Middlebury, Vermont. This enlargement 
also included the re-casting of 2 Meneely and 13 van Bergen 
bells. After a new mechanism and keyboard were added, the 
enlarged instrument had a compass of 48 bells. In 1987, Verdin 
enlarged the 17-bell Meneely chime at the University of Texas' 
Austin campus with Petit & Fritsen bells to create a 56-bell car
illon. In 1989, St. Stephen's Church in Cohasset, Massachusetts, 
was enlarged by 6 Taylor bells. As part of this project, a new 
keyboard and mechanism were added and 36 of the original 
Taylor bells were re-cast. 
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CHART A 

f~orlanl Cr,'llon ~nooahons.· f9 76-1996 

Year Location Company Work Done 

1976 Grosse Pointe, Ml' V NK;M 
1976 Ann Arbor, Ml T BA trebles; NK; M 
1977 Chicago, IL' s renovation 
1977 Missoula, MT V NK;M 
1978 Bloomfield Hills, Ml' TIS BR(33); BA(2); M 
1981 Montreal, QUE T renovation; NK 
1982 Ottawa, ONT' V complete renovation 
1982 Culver, IN T (rebuilt) M 

1983 San Antonio, TX s NK; RM; BA(ll 1987) 
1984 Cedar Falls, 1A V NK;M 
1984 Grosse Pointe, Ml' V renovation 
1984 Wellesley, MA V renovation; NK 
1985 Sewanee, TN V complete renovation; M 
1985 Mercersburg, PA s renovation 
1985 West Hartford, CT TI WCI H BA(26); M 
1985 Ann Arbor, MI T NK 
1986 Albany, NY TIS BR; NK;M 
1987 Springfield, IL V NK;M 
1987 Lake Wales, FL T BA(4); NK 
1988 Washington, DC6 V NK;RM 
1990 Germantown, PA V renovation; BA(2) 
1991 St. Paul, MN V BA(l); NK; M 
1991 Niagara Falls, ONT V NK 
1992 Durham, NC T NK;M 
1992 Lincoln, NE WCI H BA(9); BR(27); NK; M 
1993 Provo, UT VI MW NK;M;C 
1993 Princeton, NJ VI MW BA(l); NK; M ; C 

1993 Ames, 1A VI MW NK;M; C 
1994 Morristown, NJ VI MW NK;M;C 
1994 Bloomfield Hills, MI' VI MW BT; NK; M; C 
1995 Frederick, MD VI MW BT; NK; M ; C 
1995 Arlington, VJ E BA;NK;M 
1996 Lansing, MI E renovation; BR; NK; M 
1996 Lawrence, KS VI MW NK; M; C 
1996 Mercersburg, PA MW BA(6); NK; M 

letters indicate the following· E=Eijsbouts; H=Hurd; MW=Meeks, Watson & Co; S=Strauss; 
T=Taylor; V=Verdin; WC=Whitechapel; NK=new keyboard(s); M=new! re-bui/t mechanism; 
RM=re11ovated mechanism; BA=be//s added; BR=bells re-cast/ replaced; BT=be//s re-tuned; 
C=cast-iron clappers. Numbers identify instrument in cities with more than one carillon: 
]=Grosse Pointe Memorial Church; 2=St. Chrysostom 's Church; 3=Christ Church Cranbrook; 
4=Houses of Parliament; 5=Christ Church; 6=National Shrine; 7=Christ Church Cranbrook. 

Major Renovations 

Over the past 20 years, there have been 
an amazing number of major renova
tions to existing instruments. These ren
ovations typically have involved ambi
tious efforts on the part of instrument 
designers and have included re-building 
of mechanisms and installation of play
ing and/or practice instruments. Because 
of the large number of renovations, it 
seemed appropriate to delineate these 
modifications in chart form. In addition 
to mechanism or keyboard work, there 
are other improvements indicated in the 
charts, such as the re-casting of a few 
bells or the installation of cast-iron clap
pers. The major renovations done from 
1976 to 1996 are delineated in Chart A. 

Independent Projects 

Over the past two decades, there have 
been several individuals who have 
worked as independent instrument 
builders. Richard Strauss is affiliated 
with no one foundry, although he fre
quently has worked on Taylor carillons. 
A number of his projects are worth men
tion at this juncture. In 1977, Strauss 
did some renovation work at St. Chry
sostom's Church prior to the GCNA's 
Chicago Congress. The next year, he 
was hired as the consultant for a major 
renovation of the Wallace Carillon at 
Christ Church Cranbrook in Bloomfield 
Hills, Michigan. Thirty-five of 50 bells 
were re-cast by Taylor, with Strauss 
supervising their installation in time for 
the 1978 GCNA Congress. Then in 



1983, Strauss received a substantial contract for work on the 
Nordan Memorial Carillon at Central Chistian Church in San 
Antonio, Texas. This project involved the building of new 
playing and practice keyboards and re-designing the old Petit 
& Fritsen mechanism. (A new bell was ordered in 1987.) 
Three years later, Strauss worked in conjunction with Taylor 
on the renovation of the historic Albany City Hall Carillon in 
Albany, New York. Included in this effort was Strauss' design 
of a new radial-quadrant transmission system to replace the 
original transmission bars. He also supervised the installation 
of cast-iron clappers for this carillon. 

After spending many years as Verdin's chief designer and in
strument builder, Richard Watson left the firm in 1991 to form 
a company with his partner, William Meeks. In contrast to 
Verdin's diversified work with bells, clocks, and electronics, 
the focus of Meeks, Watson & Company has been on carillon 
work. Meeks and Watson have stated their intentions to design, 
build and install complete carillons. The firm initially retained 
some association with Verdin through 1995, and this collabora
tion included major renovations for carillons in such locations 
as: Niagara Falls, Ontario; Provo, Utah; Ames, Iowa; Princeton 
and Morristown, New Jersey; Frederick, Maryland; and Law
rence, Kansas. Meeks Watson & Company provided the com
plete designs for these instruments, performed all bell tuning 
required, and built the new keyboards. In 1995, the firm 
began accepting commissions for such projects directly, and 
continued the development of a bellfoundry at its shop in 
Georgetown, Ohio. Test castings from new bell profiles Meeks 
and Watson have calculated were approved for use in one 
major re-casting project by th,e end of that year and, early in 
1996, they embarked upon three other projects involving the 
additions of bells to existing instruments. 

With his brother, Peter, Timothy Hurd formed a small compa
ny, Olympic Engineering, which has received contracts for a 
few carillon renovations in th1s country. In 1985, Hurd super
vised the installation of 26 new bells from the Whitechapel 
foundry for the First Church of Christ in West Hartford, Con
necticut .37 In the late 1980s, the Hurd brothers renovated the 

Belfry view of some of the Taylor 
treble bells in the World War II Me
morial Carillon at the University of 
Kansas, Lawrence. In the original 
1953 installation, the smaller bells 
had been surrounded by steel beams 
and the larger bells. As part of the 
major renovation to this instrn
ment-which took place over three 
years--the trebles were re-located to 
the top of the belfry and mounted on 
curved beams, one of which is visible 
in the background. A careful rye also 
can discern the presence of new cast
iron clappers, not yet wired to the 
mechanism. (Photo courtesy of Albert 
Gerken.) 
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Emi/ien Allard was Dominion Carillonneur for the Houses of Parliament in Ottawa from 
1975 until his death in 1976. Prior to this appointment, Allard had been Carillonneur at 
Montreal 's Oratoire St.Joseph for 20 years. (Photo courtesy of Anton Brees Carillon 
Library.) 

carillon at First Plymouth Congre
gational Church in Lincoln, Nebraska . 
This project included the addition of 9 
Whitechapel bells, a new mechanism' 
and playing keyboard. The completed 
instrument has 57 bells. 

lll-llE DEVElOPMENl 
OJF A 

UN[QUE REPER'JI'O[RE 

An equally important factor in the con
tinued growth of the carillon art has 
been the expanding North American 
repertoire . With very few technical lim
itations on the instrument, North Amer
ican composers have written an enor
mous amount of new music, especially 
in the past 25 years. This fact has done 
much to establish the carillon as an 
instrument worthy of serious musical 
consideration, with its own distinctive 
repertoire. Profiled in this section are a 
number of prominent composers who 
contributed significantly to the reper
toire during the period. Examples of 
their philosophical approach to writing 
for the carillon, as well as preferences 
in compositional style, can provide a 
useful perspective on the craft. 

Prominent Carillonneur/ 
Composers 

In the years immediately preceding his 
death in 1976, Emilien Allard had 
gained increasing prominence as a ver-



satile and sensitive composer of music for carillon. Although he 
established a reputation as a virtuoso and had won a number of 
performance awards, Allard is remembered primarily for the 
originality of his compositions and his sensitive rendering of 
arrangements of French-Canadian folksongs for the instrument. 

Even though his compositions reflect the obvious influence of 
his instructor, Olivier Messiaen, and the works of Maurice 
Ravel and Claude Debussy, Allard's music is recognizable as 
uniquely his own. He once noted that his compositional tech
nique was based on and styled for a "carillon as flexible as a 
piano and as mighty as an orchestra."38 Indeed, some of his 
compositions place considerable technical demands on player 
and instrument, much the same as Beethoven had done in his 
works for piano. In writing idiomatic carillon music, Allard 
occasionally used both major and minor pentatonic modes.39 

His obvious preference for romantic music is reflected in such 
excellent folksong arrangements as A la Claire Fontaine 

(1975) , Les Flotteur(1976) and many others. 

Of particular importance to the North American 
carillon art has been the expanding repertoire. 
This fact has helped establish the carillon as an 
instrnment worthy of serious consideration with 
its own distinctive repertoire. (Illustration by 
Lynn Baumgartner.) 
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Allard's music sounds the best on a modern carillon tuned in 
equal temperament. Frequently, he utilized every note on a four
and-a-half-octave carillon (a tendency he repeated when he 
wrote for the piano). In speaking about the sound of a carillon, 
Allard once remarked that a hum emanated from the tower short
ly after playing began.40 He viewed this hum as a synthetic note, 
since this hum resulted from the long decay in the sound of 
many bells. As this hum does not occur with other instruments, 
Allard felt it gave him the freedom to make dramatic and uncon
ventional chord progressions and key changes. He considered 
these compositional techniques appropriate because the listener 
unconsciously would recognize the hum and consequently be 
provided with a framework to listen to any sort of music. 

Obviously, Allard analyzed many facets of playing and writing 
for the carillon. As his more than 50 works for carillon be
come more readily available, he will be assured a prominent 
position as one of the important twentieth-century North 
American composers for carillon. 
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If there is any composer whose position is assured in the 
annals of the North American carillon art, it is Ronald Barnes. 
More than any other individual, he has championed the unique 
nature of the instrument and its music on this continent. 

From 1978 to 1994 Barnes composed 51 original compositions 
for carillon .' ' The majority of these works are multi-move
ment, some constituting the longest ever written for the 
instrument. Barnes also has produced hundreds of exception
al arrangements, in the process greatly expanding the North 
American repertoire. 

Quite a few of Barnes' original works have been the result of 
commissions from various institutions or individuals. In 1978, 
Christ Church Cranbrook commissioned him to write a com
position for the 50th anniversary of the Wallace Carillon. The 
result of this effort was Serenade I, a distinctive work which 
marks the beginning of the second and most productive era 
of Barnes' career. That same year, he received a commission 
to compose Nativity for Central Christian Church in San 
Antonio, Texas. Serenade II, a significant contribution to the 
repertoire, was commissioned in 1979 by the American 
Foundation for the 50th anniversary of the Bok Tower caril
lon. A commissioned work such as A Carillon Concerto for 
Two to Play (1980) is distinctive also because it revived the 
carillon duet as a viable concert possibility. The GCNA issued 
its first commission to Barnes in 1982, an action which result
ed in the lovely Introduction and Sicilienne. Six years later, 
his Prelude and Fugue on Old 104th won a composition com
petition at Christ Church Cranbrook. In 1991 , Barnes was 
commissioned to create Sonatine for the 30th International 
Carillon Festival in Springfield. Three years later, Jeff Davis 
commissioned Fandango for his performance at the 33rd 
Festival. 

In terms of compositional style, Ronald Barnes remains essen
tially a romantic composer. As a consequence, his music 
retains a strong emphasis on melody and traditional harmony. 
In commenting on his philosophical approach to composing, 
Barnes remarked that he imagines the bell sound as a "son
orous envelope generated by the carillon as a vertical haze 

through which the music progresses horizontally."•2 This 
sonic envelope and vertical haze are reminiscent of the hum 
described by Emilien Allard, although Barnes treats this hum 
in a decidedly different manner. 

Barnes' approach commonly permits both the melody and 
harmony to permeate through the · sonorous haze and become 
obvious to the listener. He frequently begins a composition 
with a single melodic line , and then introduces the harmony. 
This method of composing is especially evident in his 
Carillon Preludes on Appalachian White Spirituals (1986) . 

Throughout his long career, Barnes has adhered to a number 
of fundamental rules for composing and arranging. These 
guidelines include a disinclination to end a composition using 
closed position chords or a cadence. He also prefers to avoid 
major third intervals at these junctures, indicating instead the 
use of sixths or tenths. This latter preference is advantageous 
in that it serves to open up the chord. He admonishes com
posers not to let "simultaneous melodic lines" cross each 
other because only confusion will result for the listener.43 

In retrospect, it seems obvious that throughout his long 
career, Ronald Barnes has incorporated into his personal com
positional philosophy some of the same admirable attributes 
for which Emilien Allard is remembered. Both men made it a 
primary responsibility of composing to listen carefully to the 
bells, and set down their music on paper only after careful 
reflection as to what they had heard . The integrity of Barnes' 
compositions have ensured the carillon's place alongside 
other concert instruments in North America . If there is such a 
thing as a North American carillon culture, Ronald Barnes' 
work has done much to shape and define it. 

Barnes' contributions to the repertoire have been made more 
cogent because he did not restrict himself to writing contem
porary music. In fact, it was his research into early carillon 
manuscripts that helped to provide his solid foundation in the 
creation of idiomatic music for the instrument." 

In a similar vein, scholarly work on earlier carillon manu
scripts has provided another pre-eminent carillonneur/ com-



poser with a distinctive perspective on the intricacies of writ
ing for the carillon. Through both his original compositions 
and arrangements, Albert Gerken has contributed significantly 
to the North American carillon repertoire. In 1977, the GCNA 
published 1birty-Two Pieces for Flute Clock, by Franz Joseph 
Haydn. These pieces were transcribed, handled and edited by 
Gerken in such a manner as to be equally effective on both 
small and large carillons. Although a few of these works had 
been transcribed in the 19Sbs by Percival Price, no one until 
Gerken had attempted to view the works as a whole. The 
resulting edition represents an outstanding example of sub
stantive scholarly research. 

In 1980, the GCNA published Ninety-one Selections from the 
Joannes de Grnytters Carillon Book. This impressive undertak
ing involved Gerken's initial examination of all 194 pieces from 
the original manuscript prior to his editing and rearranging of 
91 works for performance on larger instruments. Once again, 
this achievement reflected the singular dedication of Gerken 
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University of Montana Cari//onneur John Ellis 
was a fine performer and contributed a number 
of significant works to the repertoire. (Photo 
courtesy of Rees Carillon Archives.) 

to scholarly research . His comprehensive analysis represented 
the first time the entire de Gruytters folio had been examined 
in fuli. •5 

ACME published Gerken's new edition of the eleven Preludes 
of Matthias van den Gheyn in 1988. This was the first serious 
re-examination of these Preludes since the GCNA had pub
lished Ronald Barnes' edition in 1962. The ACME edition of the 
works is especially significant in that Gerken's editing allows 
these classical compositions to be performed on a four-and-one 
half octave instrument. In a few instances, such as Preludio 
VIII Gerken added a measure or two in the interest of produc-

' 
ing a more logical melodic line. 

Gerken also has produced excellent versions of works previ
ously considered folksongs. For example, the ACME edition 
of his Variations on 1bere Was a Snow White Bird (1984) is a 
polished composition only marginally reminiscent of the 
Flemish folksong which he used for the theme. This particular 
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piece is representative of the inventive way Gerken uses each 
variation to keep the music flowing. Sometimes the rhythm 
changes or the melody shifts from manual to pedal. One vari
ation , with melody and accompaniment sharing the same line, 
is virtuosic in its demands. The Variations are played fre
quently throughout the carillon world. 

In addition, Gerken has many arrangements to his credit, 
including the publication in 1985 of such notable pieces as 
the Complete Clock Music of George Frideric Handel, and 
Bach's Unaccompanied Solo Violin Music and Unaccompanied 
Prelude for Solo Cello. 

Another carillon
neur/ composer 
who has con
tributed signifi
cantly to the 
repertoire in the 
past 20 years is 
Milford Myhre. In 
1978, he was 
commissioned to 
compose Para
phrase on Down 
Ampney in com-
memoration of 

the 50th anniversary of the Wallace Carillon at Christ Church 
Cranbrook. Perhaps Myhre is most appreciated for his skill in 
producing an essentially new composition from a folksong. 
Examples of this facility include the selections in Five Northern 
American Folksong~Poor Wayfaring Stranger, Go Way from 
My Window, All the Pretty Little Horses, Shenandoah, and 
Wonderful Crocodile. A more recent example is Variations on 
the Theme from the Chime at the City Hall in Copenhagen. Also 
noteworthy are many of his arrangements in the Bicentennial 
Carillon Book, '6 including Listen to the Mockingbird and 
America the Beautiful. 

Two particular examples of Myhre's skill as an arranger are 
Handel's Aria and Menuetto and Scarlatti's Sonata K301, both of 

which were published by ACME in 1985. Most of Myhre's works 
feature a dominant melody, with the supporting harmony of sec
ondary importance. Quite often, especially in slower tempos, 
Myhre puts the melodic line in the bass, a decision which 
emphasizes the sonority of the heavier bells. 

As is evident from the majority of his works, Myhre is a compos
er who has a feel for the essential nature of the carillon and 
understands how to put its distinctive characteristics to best use. 

John Ellis was another carillonneur who wrote sensitively for 
the instrument. His additional skills as a noted harpsichordist 
and organist provided Ellis with an interesting perspective on 
carillon composition. Among his better known original works is 
the delightful Burlesca (1989), while memorable arrangements 
include Three Scottish Folksongs (1988) and an entertaining 
piece entitled The Sons of ].S. Bach (1987). Ellis' untimely death 
in 1992 left the carillon world deeply saddened at the loss of 
this colleague and fine musician. 

Influential Composers 

Although they are not carillonneurs themselves, there are 
a handful of North American composers whose music has 
become part of the repertoire because it is so well suited 
for the instrument. Among these individuals are Roy Hamlin 
Johnson, Johan Franco, Gary White and John Pozdro. 

Roy Hamlin Johnson is a prolific composer of carillon music. 
Works published during the last two decades reflect his dis
tinctive compositional style. Johnson's facility in writing for 
the carillon is partially explainable by his attraction to "tone 
color" and the best way to exploit this quality.17 His grasp of 
the tonal nature of carillon bells is demonstrated by the ease 
with which he uses the octatonic scale. Johnson's composi
tional style is not merely limited to a single scale, but instead 
changes with succeeding works. He often utilizes common 
chords or tones between two or more scales, thus permitting 
smooth key changes. 

Johnson's highly idiomatic carillon music is reflected in his 
expansion over the last 20 years of an extraordinary opus 



entitled A Carillon Book for the Liturgical Year.48 His composi
tions are played extensively across North America, but have 
not been heard as often in Europe. This seeming reluctance of 
carillonneurs overseas to perform Johnson's music is attribut
able to the fact that many European carillons are not large 
enough to accommodate the breadth of his compositions, 
many of which are meant to be played on large instruments 
with a compass down to G. 

Johan Franco, who died in 1988, only began composing for 
the carillon after becoming familiar with equal-tempered 
instruments in North America.49 He was particularly fond of 
the toccata, both as a musical form and as a title for many of 
his compositions. Prelude and Toccata was another favorite 
title. One such work, Prelude and Toccata No. 54, was com
posed for performance on either carillon or harpsichord. This 
composition was premiered at the 1987 GCNA Congress in 
Springfield. 

Franco was not timid in promoting his own compositions or in 
speaking about his personal philosophy toward composing. 
On one occasion in particular, he admitted: "I find the limita
tions (of composing for carillon) challenging, and I thrive 
upon them, as I like to compose in general with utmost econ
omy of means .... "50 

While in recent years Gary White has been concerned primari
ly with writing for other instruments, his carillon compositions 
are considered to be signifcant contributions to the repertoire. 
Signposts (1976) and Phantasm (1978) are two examples of his 
popular works published several decades ago.51 Phantasm in 
particular received acclaim when it was premiered at the 
GCNA Congress in Ann Arbor in 1978. White's continued 
enthusiasm for the carillon in the last decade was reflected in 
the publication of two suites entitled American Folksongs 
(1986) . 

Published in 1991, Asteroids marks White as a mature, confi
dent composer. This is an exciting composition which lives up 
to its rather otherworldly title. The work begins with a series 
of dramatic chords, some on the beat, some off, a technique 

Roy Hamlin Johnson receiving the 
congratulations of Jerry and Evelyn 
Chambers at the 1983 Berkeley 
Carillon Festival. Johnson 's highly 
idiomatic carillon music is played 
extensively across North America. 
(Photo t,y Benjamin Ailes, courtesy of 
Berkeley Carillon Institute.) 
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which permits just enough time to elapse between the chords 
so that each can sound fully. After this striking opening 
phrase, White employs a continual line of eighth notes inter
rupted by the same chords of the opening bar, with a return 
to the running eighth notes. The finale, entitled Stardust, is 
executed appropriately through the use of small bells. 

Like Roy Hamlin Johnson, Gary White prefers to compose 
using the octatonic scale. He has composed atonally as well, 
and demonstrated a penchant for using tone clusters as spe
cial effects. White shares with Dutch composer Henk Badings 
a common interest in writing electronic music and carillon 
music. Several of White's compositions have been used as 
required pieces for the GCNA examination recitals (e .g. 
Changes, Reflection and Rotation). 

John Pozdro also composed a number of important works for 
the carillon in the last several decades. 52 In 1982, ACME pub
lished Rustic Landscape and Variations on a Slavonic 7beme, 
the latter a piece commissioned by the Stanton Memorial 
Carillon Foundation at Iowa State University in Ames. While 
Pozdro has composed a number of other works for the caril
lon , these pieces illustrate his stylistic preferences, including 
the use of the octatonic scale in an impressionistic mode. 
Pozdro likes to use the full range of a large carillon-espe
cially the full range of the pedalboard down to low G-and 
his works evince a haunting, atmospheric quality. In recogni
tion of his past contributions, the GCNA commissioned 
Pozdro to write a new work a few years ago. Completed in 
1989, Triptych was dedicated to Albert Gerken . 

A number of other important composers have written one or 
two works for carillon. Among this group Richard Felciano 
deserves mention. His first work for the instrument was 
Islands of Sounds, composed for the 1978 World Carillon 
Congress in Amersfoort, the Netherlands. On this occasion, 
the instrument at the Belgian Monument and two traveling 
carillons were used for the premiere. 

Also significant was Felciano's Tuning of the Sky 0979), com
missioned for the dedication of the Jane K. Sather Carillon at 

the University of California in Berkeley. At the time, Felciano 
was a member of the music faculty. This composition was 
dedicated to the Class of 1928, whose members had funded 
the carillon project. 

Tuning of the Sky was composed basitally in a minimalist for
mat, in which a one-or-two measure motif might be repeated 
as often as a dozen times. When bells are used with this 
degree of repetition, the carillon essentially becomes a giant 
percussion instrument-in other words, rhythm is of para
mount concern, with melody either secondary or non-exis
tent. The resultant hypnotic effect makes this composition a 
compelling piece for the carillon. 

IN1'lERNA1'IONAl AC1'IVI1'IJES 

In the last 20 years, quite a few North Americans studied at 
the European carillon schools and were influenced by oppor
tunities and events sponsored through these institutions. In 
addition, there were a number of international activities in 
which North American carillonneurs participated, either as 
part of an organizational effort-such as at World Carillon 
Federation Congresses-or as part of collaborative efforts with 
European colleagues on individual projects. The overview 
below highlights some of the more significant of these events. 

European School Activities 

In 1978, the Netherlands Carillon School was moved to new 
quarters in a much larger building owned by the city of 
Amersfoort. 53 The move also marked the occasion of the 
Dutch School's 25th year. As part of these commemorative 
events, the cities of of Amersfoort and Utrecht hosted the 
World Carillon Congress. Much of the planning for this Con
gress was done by the Amersfoort School and the Netherlands 
Carillon Society. 

As the director for the Dutch School, Leen 't Hart continued in 
his singular efforts to publish music for the carillon. Although 



the majority of scores in the School catalog had been written 
by 't Hart himself, he did include some pieces by other con
temporary Dutch composers. 54 In the process, he also intro
duced many of his foreign colleagues to significant works by 
the following composers: Sjef van Balkom (Sonatine I/); Albert 
de Klerk (Tbe Hemony Suite and Petit Suite Fran~ais); Chris 
Bos (Passacaglia); Ferdinand Timmermans (Impromptu); and 
Benoit J. Franssen (Preludium en Fuga) . Thanks largely to the 
efforts of Leen 't Hart, compositions such as these were wide
ly disseminated and performed, both in Europe and in North 
America. In addition, a number of them have appeared in 
GCNA examination recitals.55 

Concurrent with Leen 't Hart's retirement in 1984, the Amers
foort School underwent a number of changes, the most far
reaching of which was the institution's incorporation by the 
'Hogeschool voor de Kunsten (the School of Fine Arts) in 
Utrecht. It was obvious that the Carillon School would benefit 
academically from its absorption into the music division at the 
Utrecht institution.56 In addition to access to a well-trained 
music faculty, students attending the Utrecht School now 
could combine the study of carillon with other instruments, 

. such as harpsichord or organ. 

Jacques Maassen became the director of the Carillon School 
during this time of hectic activity, and since then he has had 
to balance the administrative directives of the larger institution 
with the understandable desire to maintain as much autonomy 
for the carillon programs as possible . Other teaching staff 
include Arie Abbenes, Bernard Winsemius, Ernst Bonis, Todd 
Fair and Jaap Zwaart, Jr. In addition to an impressive array of 
carillon program offerings, Maassen and his staff have aggres
sively promoted the School through numerous seminars, mas
ter classes and lectures.57 

Jo Haazen became the fourth director of the Mechelen Caril
lon School in 1981.58 During his tenure, there has been an 
increased commitment to promoting the institution in a num
ber of ways, including the publication of more music. Haazen 
has led a drive to recruit new faculty and admit younger stu
dents to the School. There have been a nurriber of North Am-

Jacques Maassen became 
the director of the Nether
lands Carillon School in 
1984, when the institu
tion was incorporated 
into the 'Hogeschool voor 
de Kunsten (School of 
Fine Arts) in Utrecht. 
(Photo courtesy of Rees 
Carillon Archives.) 
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Jo Haazen became the 
director of the Meche/en 
Carillon School in 1981. 
During his tenure, there 
has been a drive to 
recruit new faculty and 
admit younger students. 
(Photo courtesy of Konin
klijke Beiaard-school 'Jef 
Denyn.''.) 

erican graduates in the past 20 years.59 In addition to Haazen, 
the present faculty consists of Koen Cosaert, Geert d ' Hollander, 
Jan Hadermann, Carlo van Ulft and Eddy Marien. In recent 
years new practice keyboards have ameliorated study condi
tions at the School. 

Since its founding in 1974, Jacques Lannoy has continued to 
direct the French Carillon School. In September of 1978, the 
School became absorbed into the Conservatoire National de 
Region de Douai. The carillon program provides instruction to 
both beginning and advanced students. At the end of the aca
demic year, students are required to pass a proficiency exami
nation before a jury composed of internationally respected 
musicians and carillonneurs. The School's highest certification 
is that of "Mattre-Carillonneur diplome d 'Etat. " 

At various times over the past two decades, students have 
received lessons on the carillons in Douai, Tourcoing and St. 
Amand-les-Eaux. Examinations have taken place on these 
instruments, as well as the Paccard traveling carillon. In addi
tion to French students, the School has trained students from 
Belgium, the Netherlands, Denmark and the United States and 
Canada.60 

In 1979 Peter Langberg founded the L0gumkloster Church 
Music School in L0gumkloster, Denmark. Among the course 
offerings was training for carillonneurs, a useful skill in a 
country in which the church organists often have responsibili
ty for the carillon as well. Although no North Americans have 
graduated from this School , Timothy Hurd and Todd Fair have 
served as faculty members. In 1996, the portion of the institu
tion dealing with carillon instruction was separated from the 
Church Music School. 

World Carillon Federation 

As mentioned earlier, the 1978 World Carillon Congress was 
held in Amersfoort and Utrecht, the Netherlands, from Aug
ust 7-10. This meeting represented an historic occasion for 
the World Carillon Federation, which formally became an offi
cial organization with the signing of articles of incorporation 



by various guild presidents. North American delegates were 
Janet Dundore, Frank Law and James Saenger. Dundore, who 
was GCNA president at the time, provided a detailed report of 
the organization's status.61 

Among the attendees were 46 North Americans. Although a 
number of these individuals contributed energetically to vari
ous activities for the international meeting,62 Milford Myhre in 
particular deserves mention for his advocacy in support of the 
nascent organization. At this Congress, he was elected secre
tary for all non-European countries. 

When the group moved on to Utrecht, the other Dutch city to 
co-host this Congress, one of the invited performers was Hud
son Ladd, who had been awarded the Dutch School's prix 
d 'excellence after receiving his diploma in 1972. In a later 
summation of the World Congress proceedings, Frank Law 
urged his fellow North Americans to support the new interna
tional organization: 

We are all faced with the challenge to do our part to 
see that this world organization becomes a vital link 
in the promotion, with dignity and professionalism, of 
the carillon art on a global scale. Our aims are high; 
our goals are high, but not unattainable. We now 
have the opportunity to expand our great love of cast 
bells and the carillon art world-wide. We must not 
fail. " 63 

The World Carillon Federation next met as a group in 1982 for 
the Congress in L0gumkloster, Denmark. Again, a number of 
North Americans participated in many of the scheduled events, 
with Milford Myhre accepting the presidency of the organiza
tion. Throughout his two terms as president, Myhre would 
remain steadfast in his support of the Federation's various 
activities. Delegates for the International Committee were Janet 
Dundore, Milford Myhre, William De Turk and Todd Fair. 

Among the presentations was one by the keyboard subcom
mittee, presided over by Todd Fair. Other North American 
members included Dwight Dundore, Timothy Hurd and Carl 
Scott Zimmerman. Fair announced that the subcommittee had 

University of Michigan Cari//onneur 
Hudson Ladd was a featured recitalist 
at the 1978 World Carillon Congress in 
Utrecht. (Photo courtesy of the Mayo 
Clinic.) 
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sought assistance from the Netherlands Ergonomics Associa
tion to "evaluate existing keyboard designs," and that collabo
ration with a Danish ergonomist had produced a "superior 
carillon bench. "64 

From July 1-5, 1990, the World Carillon Congress met in 
Zutphen, the Netherlands. This Congress had been planned 
so as to coincide with the celebration of the city's 800th year. 
It was here that Fran~ois and Pieter Hemony had cast their 
first carillon in the seventeenth century. (Although the historic 
Wijnhuistoren carillon figured prominently during this event, 
only one Hemony bell remains in the instrument.) Along with 
other member guilds, the GCNA gave an official presentation. 
George Matthew presented a paper entitled "Bellfounding in 
the Americas. "65 Using slides and recorded examples, 
Matthew talked about the history of bellcasting in the New 
World. At the end of this Congress, Milford Myhre stepped 
down as president of the organization and was succeeded by 
Dutch carillonneur Loek Boogert. 

Originally scheduled for Lyon, the Eighth World Carillon Con
gress was held in Chambery, France, from July 11-16, 1994. 
The Paccard foundry from nearby Sevrier (Annecy) recently 
had installed a new carillon in the Chateau tower in the cen
ter of the city. This instrument, plus traveling carillons from 
Eijsbouts and Paccard, provided the focal point of numerous 
recitals. One of the North American delegates, Andrea McCrady, 
gave the official GCNA presentation on the World Carillon 
Federation's requested topic: "a report of the situation of the 
carillon and carillonneurs within its territory. "66 This rather 
oblique request from the Congress hosts, the Guilde des 
Carillonneurs de France, was dutifully honored by the respec
tive guilds, who interpreted it in different ways. 

During the Chambery Congress, delegates voted to meet 
every two years. Thus, the next meeting was scheduled for 
Aschaffenburg, Germany, in 1996. Future Congresses are 
scheduled for Mechelen and Louvain, Belgium (1998) and 
Springfield, Illinois (2000). 

Chaple][' V 

International Collaborations 

Over the years, North Americans and Europeans have collab
orated on a number of World Carillon Federation projects. In 
addition to these cooperative g~'Oup ventures, there have been 
a number of individuals who have acted more independently 
to effect a beneficial change for the carillon art in general. An 
example of this collaboration was Margo Halsted's singular 
drive to restore the carillon at the Katholieke Universiteit 
Leuven (the Catholic University of Louvain).67 

Halsted spearheaded the four-year project to restore this caril
lon, and was largely responsible for obtaining the funding 
necessary to have Eijsbouts re-build the carillon and replace 
the worst of the treble bells. As a result of her efforts, both 
the North American and Belgian guilds endorsed the Louvain 
carillon restoration project. At the 1984 Congress in Madison, 
she provided a detailed presentation on the American En
gineers Memorial Carillon's re-dedication the previous 
autumn. This presentation included the showing of two films 
on the completion of the 63-bell carillon, the largest instru
ment in Europe at the time. The project also resulted in the 
publication of the Leuvens Beiaardboek, a collection of pieces 
by Belgian and North American composers.68 

CARilllON AS A 'JI' lHl IE 
CONCIER'JI' Il NS 'JI' R 1IJ M IEN'JI' 

As generally accepted by North American carillonneurs, a 
concert carillon is one of four octaves or larger. The term is 
used here in the same sense as for a concert grand piano. In 
other words, it implies a large instrument which has a signifi
cant repertoire written especially for public performance. This 
differentiation does not negate the importance of exemplary 
works composed for instruments of a smaller compass. Rather, 
the qualifier is meant to highlight the fact that in North America, 
to a degree not seen elsewhere, the carillon is considered pri
marily a recital instrument. Among the venues in which the 



North American carillon has received the most exposure are 
the many locations f ea tu ring summer recital series and at three 
remarkable International Carillon Festivals. 

Summer Series 

Since the mid-1970s, the carillon at St. Thomas' Church in 
Whitemarsh, Pennsylvania, has attracted a large and loyal fol
lowing. The individual most responsible for the enthusiastic 
crowds who attend recitals at St. Thomas annual summer 
series is Carillonneur Janet Dundore. Over the past 20 years, 
Dundore has used imaginative programming to encourage 
attendance and make the instrument accessible to everyone. 

Dundore's ideas on programming have evolved from the 
admirable goal of teaching people how to listen. To that end, 
she has argued that "something has to happen during that first 
listening session to compel people to return to listen again."69 

Although she advocates the inclusion of original compositions, 
Dundore also insists on the programming of popular melodies 
such as folksongs or hymns. In the past few years, a video 
monitor has been positioned so as to permit the audience to 
watch the performer. Although listeners commonly choose to 

· relax on the lawn, this informal atmosphere does not interfere 
with the respectful silence maintained during performances. 

In addition to several recitals featuring carillon duets, she has 
included combinations with carillon and brass and carillon and 
fireworks. Possibly Dundore's most popular ventures have 
involved carillon and dance. For example, music from Peter 
Rabbit and Tbe Tales of Beatrix Potter, performed in conjunc
tion with a Philadelphia area dance troupe, was so well 
received that she and the dancers were invited to repeat their 
program at the 1992 International Carillon Festival in Florida. 

There are several other recital series around the country which 
attract sizeable audiences. For example, William Lyon-Vaiden's 
success in publicizing the carillon at the McDonogh School in 
McDonogh, Maryland, has resulted in the attendance of several 
hundred listeners at recitals during the summer series. At 
Trinity College in Hartford, Connecticut, Daniel Kehoe has fol-

1be International Carillon Festival in 
Springfield is unique. For 35 years, 
the event bas featured prominent 
guest recitalists. In the past 20 years, 
there bas been increased emphasis 
on the performance of newly-written 
works for the repertoire. (Photo cour
tesy of Rees Carll/on Archives.) 

Audience at the Berkeley Carillon 
Festival in 1983. (Photo by Benjamin 
Ailes, courtesy of Berkeley Carillon 
Institute.) 
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lowed the precedent set earlier by Bart Wilson, a dedicated 
supporter of the carillon, and encouraged listeners to enjoy 
the music along with a picnic supper. It is not unusual to see 
a huge crowd gathering at Trinity on a summer evening. Five 
hundred listeners are common for Tuesday evening recitals in 
St. Louis, where Wayne Schmidt has promoted the Concordia 
Seminary's summer series through advertisements in the sur
rounding neighborhood of Clayton. At the University of Chi
cago, Wylie Crawford gradually has acquired an enthusiastic 
audience for his Sunday afternoon recitals, which often are 
promoted alongside such city attractions as Chicago Day. 
Margo Halsted has been quite successful in promoting the 
summer series at the University of Michigan in Ann Arbor 
through a "Seven Mondays at Seven" theme. 

International Carillon Festivals 

International Carillon Festivals have emerged as a unique 
contribution to the art in North America . Although there have 
been other events in Europe which bear the appellation, such 
as the Dijon Festival in France, the event has truly come of 
age on this continent. 

The longest running and best attended event of this kind has 
been the International Carillon Festival held at the Rees Me
morial Carillon in Springfield, Illinois. (Its origin during the 
1962 inauguration was outlined in Chapter III .) By the time 
Karel Keldermans became Carillonneur after the 1976 Festival, 
the event already had set a record for 15 consecutive years. 
Nevertheless, it was obvious to Keldermans that a number of 
changes were necessary to re-invigorate an occasion in which 
a number of the same recitalists had been invited year after 
year. 7° Consequently, beginning in 1977, he set about re-orga
nizing the entire Festival, and in the process invited different 
carillonneurs as featured artists. As part of this novel approach, 
performers were encouraged to play newly-written or newly
published music. 

The International Carillon Festival in Springfield generally lasts 
for one week. In addition to contemporary music, it is not un
usual to hear baroque, classical and romantic era music. In ad-

Chap!eJr V 

dition to special concerts of carillon and brass or carillon and 
ballet, the popular combination of carillon and percussion was 
featured for the first time in 1983. This collaboration between 
carillonneur and percussionists appeals to musicians and listen
ers alike, especially since there are no intonation problems be
tween bell overtones and percussion instruments. 

In the past 20 years, the Festival has included recitals by 
guest carillonneurs from virtually every country in the world 
with carillons. Since 1987, those performances have been 
preserved on videotape and form part of the collection of the 
Rees Carillon Archives. In order to help fund the yearly ex
travaganza , grants have been solicited from a variety of local, 
state and national sources. The Rees Carillon Society remains 
very active in helping to fund this important event. The Inter
national Carillon Festival in Springfield has received numer
ous awards, including its recognition in 1986 as one of the 
top 100 events in the United States. More importantly, 
though, it has served as a catalyst for the creation of new 
works for the repertoire.71 

The Bok Tower Gardens International Carillon Festival in Lake 
Wales, Florida, was held for the first time in 1980. This initial 
Festival was the result of a World Carillon Federation commit
tee meeting in Lake Wales. The carillonneurs were invited to 
play a recital to help pay for their expenses. The second Fes
tival occurred in 1986, following the World Carillon Congress 
in Ann Arbor. Eight carillonneurs from six countries per
formed .72 Since 1988, this Festival has been an annual event. 
Due to the unique Florida climate, it has been held at various 
times of the year (January, February, April, July), and for vary
ing lengths of time-from three to ten days, either consecu
tively or divided between two successive weekends. In addi
tion to the daily 3:00 p.m. recitals, there have been lectures, 
audio-visual presentations and exhibits. The 1993 Festival hon
ored Milford Myhre in his 25th year as Carillonneur of Bok 
Tower Gardens. It also featured North American carillon 
music, particularly the compositions of Roy Hamlin Johnson. 
Similarly, the 1996 Festival honored Ronald Barnes' 50 years 
as a performer, composer and artist of whimsical drawings. 
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The Berkeley Carillon Festival does not occur annually. Sub
sequent to the enlargement of the Berkeley instrument in 
1979, it was decided to hold a special event, the International 
Festival of the Bells, in September of 1980. This first Festival 
included carillonneurs from the United States, Canada, the 
Netherlands, Belgium and France.73 

The second Berkeley Carillon Festival , held in August of 1983, 
was unique in its scope and in the list of invited recitalists. 
Only North American carillonneurs were invited to perform, 
and special emphasis was given to the music of North American 
composers. Highlighted was the expanding repertoire of origi
nal carillon compositions. After the 1983 Festival, the decision 
was made to hold the event every five years. The third 
Berkeley Festival was held in conjunction with the GCNA 
Congress in 1988. As with the previous Festival, host Ronald 
Barnes and the invited recitalists featured North American 
compositions. Five years later, in 1993, the Berkeley Festival 
again became international in scope, with invitations issued to 
performers from North America, Belgium and the Netherlands. 

lPERlFORMANCE COMJPETKTKONS 

Performance competitions represent another unique opportunity 
to demonstrate the virtuosity of individual carillonneurs. Regret
fully, although they have been encouraged as a regular feature 
of performance enhancement in the Low Countries, these com
petitions have occurred rarely in North America.74 This greater 
number of European competitions obviously is the result of an 
active carillon culture, but there are also a number of logistical 
considerations which play a part. First of all, there is an ac
knowledged density of carillons within a compact area. This ad
vantage also permits competition sites to be moved from city to 
city, yet still remain in the same ,geographical area. Second, this 
same density allows for more carillonneurs from which to draw 
contestants. Third, the guidelines generally allow for two classifi
cations of players-professional and amateur. (Some of the com
petitions also have had a classification for carillon improvisation.) 
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Above: In 1978, Ann 
Jefferson won first prize 
at the First National 
Performance Competition 
at the Rees Memorial 
Carillon in Springfield. 
(Photo courtesy of Rees 
Carillon Archives.) 

Below: Robert Byrnes, 
Carillonneur at the 
University of Northern 
Iowa in Cedar Falls, was 
the second-place winner 
in the same competition. 
(Photo courtesy of Rees 
Carillon Archives.) 
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In 1987 and again in 1990 and 1993, the Mechelen Carillon 
School's Queen Fabiola Carillon Competition superceded 
smaller annual competitions in Belgium. Conceived by Jo 
Haazen, the Fabiola Competition has added a new dimension 
to carillon performance. There deliberately has been no dis
tinction made in this competition between professional and 
amateur carillonneurs, with the consequence that anyone can 
enter the early elimination round. All contestants must learn 
nine pieces of their own choosing from three categories: the 
baroque, romantic, and contemporary repertoire. Additionally, 
all must learn a new required piece.75 The Fabiola Competition 
is extended over several days, with each carillonneur playing 
twice. This additional exposure also allows judges several 
opportunities to hear performers playing a broad spectrum of 
music. Because of the way it is organized, the number of caril
lonneurs involved, the large listening audience, and the media 
attention, the Fabiola Competition has developed along lines 
similar to professional piano competitions. This prestigious 
event promotes the carillon art in the best possible way.76 

Performance competitions have been largely ignored in North 
America-the huge size of the continent makes traveling ex
tremely long distances to participate a major concern to 
potential candidates. In spite of the problems associated with 
geographical logistics for both candidates and judges, in 1978 
Karel Keldermans organized the First National Performance 
Competition at the Rees Memorial Carillon in Springfield, 
Illinois.77 In order to provide a longer period for contestants 
to be judged adequately, the event was scheduled for the 
Labor Day weekend. 

To qualify for the preliminary round, potential candidates sub
mitted a 30-minute tape of original carillon music. Once the 
playing abilities of anonymous carillonneurs on these tapes were 
judged, the top four finalists were invited to participate in the 
competition in Springfield. Several months prior to the date of 
the competition, these four finalists had received the required 
piece: Raymond Keldermans' Prelude and Fugue, which had 
been commissioned by the Rees Carillon Society. In addition to 
this required work, the candidates were free to choose the 
remainder of their selections for a 30-minute program. 

Judges for the First National Performance Competition were 
Albert Gerken, Chairman, Theophil Rusterholz and Raymond 
Keldermans. The anonymity of the contestants was main
tained throughout the event. First place winner was Ann 
Jefferson. Other finalists were Robert Byrnes, Margo Halsted 
and Raymond Jay Fry. 

CONCllU§IlON 

In the 1980s and 1990s, there has been a stupendous growth 
of carillon-related activities in North America. If the period is 
extended back in time just another decade, the point can be 
made that more carillons have been built than in any other 
comparable era. In fact, it is difficult to imagine that the caril
lon which has evolved since 1922 in North America is even 
related to the same instrument common in Europe barely a 
hundred years ago. While it is important to acknowledge the 
pioneering work of Jef Denyn and others in the first part of 
this century, the fact remains that the North American carillon 
is far superior to those of the past. In addition to well-tuned 
bells with better mechanisms, contemporary carillons com
monly have well-designed and carefully constructed key
boards. In other words, these North American instruments 
generally have been designed and engineered for long-term 
use. It is possible on today's carillons to play so evenly, so 
quietly, so quickly and with so much expression, that techni
cal hindrances have all but disappeared. 

The tremendous improvements in instrument design also have 
influenced professional standards of carillonneurs. For exam
ple, academic carillon programs such as those at the Univer
sity of Michigan at Ann Arbor and Indiana University in 
Bloomington can attract students from their respective music 
schools. The Department of Music and Dance at the Univer
sity of Kansas has offered applied instruction in carillon since 
1951. Instruction centers primarily around performance tech
niques, repertoire and programming, with recital performance 
being the ultimate goal. 78 The carillon program at the 
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University of California in Berkeley has attracted a number of 
qualified musicians to study the instrument.79 

As an organization, the GCNA has diligently worked to pro
mote better-trained carillonneurs with more sound musical 
backgrounds than was the case even 20 years ago. As a 
result, there has been an increased emphasis on professional
ism in the Guild membership and in communities at large. 
During the past two decades, five full-time positions and 
three half-time positions have been created-more than in 
any period since carillons were first introduced to North 
America. Another encouraging trend is the number and length 
of recital series, which continue to expand annually. In addi
tion, three International Carillon Festivals now attract huge 
crowds of enthusiastic listeners. 

Of particular importance to the North American carillon art 
has been the expanding repertoire. Along with the increase of 
commissioned works by institutions and private individuals 
has come the potential for exciting new pieces from the 
GCNA's Johan Franco Composition Fund. These resources, 
coupled with the fine work of the Guild's Music Publications 
Committee and some of the exceptional compositions pro
·duced through ACME, have made it possible for institutions 
and individuals alike to acquire music of professional quality. 

The focus of this book has been on the carillon as a musical 
instrument and how it developed in North America. The first 
carillonneurs in the 1920s had little or no original music. 
Today, carillonneurs have thousands of compositions from 
which to choose. The first instruments were treated as novel
ties in a new land. Modern North American carillons are con
sidered valid musical instruments with an impressive reper
toire. 
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1. Ronald Barnes, "The North American Carillon Movement," Bulletin of The 
Guild of Carillonneurs in North America 36 (January, 1987): 35. 

2. Percival Price, Bells and Man (Oxford: Oxford University Press, 1983. In 
this book, Price explored all manner of campanological research, including 
such topics as secular, religious, civic and popular uses of bells. Price's first 
book, The Carillon, published in 1933, and Bells and Man, which appeared 
in 1983, represent the bookends of an illustrious career of a remarkable 
man. Price was honored posthumously in 1986 at the Ottawa Congress, 
where conferees celebrating the GCNA's 50th anniversary were treated to a 
special exhibition on "bells through the ages," based on Price's extensive 
campanological collection. 

3. De Turk's careful adherence to scholarship is reflected in a number of 
cogently-written essays resulting from presentations he made at GCNA 
Congresses. See, for example, William De Turk, "William Gorham Rice and 
the North American Carillon Movement," Bulletin of The Guild of Carillon
neurs in North America 39 0990): 14-37. The earlier 1976 presentation on 
the Meneely bells was also published in the Guild's journal. See William De 
Turk, "Meneely Bells an American Heritage," Bulletin of The Guild of Caril
lonneurs in North America 27 (April, 1978): 30-61. 

4. Certainly, Richard Watson's enthusiasm for campanological research has 
been fueled by his having spent over 30 years designing and installing caril
lons. Separate from his interest in early tuning practices, Watson also has 
studied different stages in the evolution of the carillon keyboard and its 
mechanical action. While working at Verdin, he designed 45 keyboards. 
Since 1991, he and his partner, William Meeks, have designed and built 23 
keyboards. 

5. Since it was established in 1968, the Brees Library has also built its hold
ings on the art of the carillon worldwide. Now, the combined collections of 
the Brees Library and GCNA Archives at the Bok Tower contain a huge 
amount of easily accessible data which have been catalogued and cross ref
erenced on computer. 

6. See Gordon Slater and Elsa Snelson (later Slater), "Editorial ," Bulletin of 
The Guild of Carillonneurs in North America 28 (January, 1979): 8. Prior to 
the initial publication of Randschriften in 1969, many Guild members 
increasingly had begun to express concern that the Bulletin not be relegat
ed to providing tidbits of localized information, with only occasional space 
for substantive, scholarly articles. This view was not meant to reflect nega
tively upon the singular accomplishments of earlier Bulletin editors. Rather, 
it simply demonstrated that with the increased professionalism of the mem
bership, it was past time to separate news items from scholarship. 

7. This article, which appeared in 1976, was the result of a master class 
Gerken had given the year before at the Riverside, California, Congress. See 
Albert Gerken, "Carillon Technique," Bulletin of The Guild of Carillonneurs 
in North America 26 (September, 1976): 10-21. 

8. Milford Myhre's master class at the Rochester Congress, as well as the 
joint presentation made at the Culver Congress, were preserved on video
tape. They are housed in the audiovisual collection at the Anton Brees 
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Carillon Library (among other locations). 

9. The response to White 's presentation was most enthusiastic. See Patricia 
Ouimette, "Report of the 1977 GCNA Congress, Chicago, Illinois," Bulletin 
of 7be Guild of Carillonneurs in North America 2 7 (April, 1978): 6. 

10. For excellent articles written as a consequence of these Congress pre
sentations, see Albert Gerken, "Perspectives in Creating Music for the 
Carillon," Bulletin of 7be Guild of Cari//onneurs in North America 44 0995): 
15-21 ; and Ronald Barnes, "Personal Criteria for Composing and Arranging 
for the Carillon," (same volume, pp. 22-29). 

11. For mention of the Stanton Memorial Carillon Foundation's composition 
competition, see James Slater, "Events of the 1980 GCNA Congress," 
Bulletin of 7be Guild of Caril/onneurs in North America 30 (January, 1981): 
9-10. 

12. For a brief description of the Guild-sponsored competition at Berkeley, 
see Arla Jo Anderton, "The 1988 GCNA Congress," Bulletin of 7be Guild of 
Carillonneurs in North America 38 0989): 14. 

13. In addition to chair Don Cook, the Music Committee members are 
Ronald Barnes, Albert Gerken, Milford Myhre, William De Turk , John 
Gouwens, Beverly Buchanan, and Karel Keldermans. 

14. Other carillonneurs who had music published with ACME include Mil
ford Myhre, Ronald Barnes, Robert Byrnes, George Gregory, Frank Della
Penna , James Slater, Judson Maynard, Margo Halsted and Karel Keldermans. 
Unfortunately, ACME ceased most of its publications in the early 1990s. 

15. This impromptu panel discussion followed a previously scheduled panel 
on bellfounding moderated by Margo Halsted. The presence of Eijsbouts 
campanologist Bert Augustus and harpsichord builder Ferdinand Pointer 
provided a perfect opportunity for Strauss to lead a substantive discussion 
with these individuals and Watson and Murphy. 

16. Although most presentations on instrument design have been made by 
Richard Strauss or Richard Watson, the GCNA was treated to a memorable 
presentation at the 1993 Congress by Timothy and Peter Hurd on their 
efforts to re-build the First Plymouth Carillon in Lincoln, Nebraska. See Jeff 
Davis, "The 1993 GCNA Congress-Lincoln, Nebraska ," Bulletin of 7be 
Guild of Carillonneurs in North America 43 0994): 9. 

17. Knowing a candidate's identity frequently introduced the complicating 
factor of friendship (or rivalry) with an instructor into what should have 
been a judgment based solely on musicianship. (The Student Advancement 
Committee's requirement to guarantee anonymity of candidates is men
tioned in Patricia Ouimette, "Report of the 1977 Congress," 4. 

18. Failure during the tape-screening process is intended to indicate that the 
candidate has not achieved what the jury considers to be a competent level 
of performance. Not passing at this stage usually demonstrates only that the 
candidate needs more instruction. 

19. Buchanan's list of qualifications included such basic competencies as 
the ability to maintain a correct tempo, read a score accurately, and inter
pret the composer's intent. Mention of the exercise in which GCNA mem
bers were asked to judge a sample tape appears in Mark Dorr, "The 1985 
GCNA Congress (Culver, Indiana)," Bulletin of 7be Guild of Carillonneurs in 
North America 35 (January 1986): 4. 

20. See Jeff Davis, "Acknowledging a Colleague: Observations of The GCNA 
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Examination Process," Bulletin of7be Guild of Carillonneurs in North 
America 44 0995):92-97. 

21. Perhaps a factor in the teaching of improvisation skills in the European 
school curriculums is the large percentage of carillonneurs who are 
required to play for set times on market days. Since traffic noise usually 
prohibits serious listening, many carillonneurs commonly fill a portion of 
the hour with improvisations on folksbngs, hymns, or popular tunes. 
However, such informal practice should not be confused with an improvisa
tion programmed during a recital with discerning audiences such as those 
found in Mechelen, Louvain or Utrecht. 

22. Among Frank Law's former students are Janet Dundore, Frank 
DellaPenna, Todd Fair, Robin Austin, Edward Nassor and James Saenger. 
For a personal observation, see Frank DellaPenna, "Frank Law Dies," 
Carillon News 34 (October, 1985): pp. 6, 12. 

23. Weinstein also played during several International Carillon Festivals in 
Springfield. With four of the five of the world's traveling carillons based at 
bellfoundries in the Netherlands, Belgium, and France, European events 
planners are well aware of the instrument's potential to generate public 
enthusiasm. 

24. Carillonneurs currently holding full-time positions include: Milford 
Myhre and William De Turk at the Bok Tower Gardens; Gordon Slater at 
the Houses of Parliament; Margo Halsted at the University of Michigan; 
Karel Keldermans at the Rees Memorial Carillon; and Michael Hall at the 
Centralia Carillon. Prior to his recent retirement, Ronald Barnes was full
time at Berkeley. (Acting University Carillonist Jeff Davis has additional 
duties as a staff member in the School of Music. Sharing the playing 
responsibilities at U.C. are John Agraz, David Hunsberger and David 
Osborn.) Although Albert Gerken has retired from his teaching duties, he 
retains a full-time appointment at the University of Kansas. During his 
tenure at Albany, Richard Strauss also had a full-time appointment. The 
position remains vacant. 

Carillonneurs with half-time positions include: Brian Swager at Indiana 
University; Tam, Tin-shi at Iowa State University; Willis Bodine at the 
University of Florida; J. Samuel Hammond at Duke University; Don Cook at 
Brigham Young University; Larry Weinstein at the Deeds Carillon; Dean 
Robinson at the Mayo Clinic; and Robert Grogan at the National Shrine. 
This listing does not include carillonneurs who spend many hours in part
time positions at several carillons, such as Janet Dundore, Edward Nassor 
and Sally Slade Warner. It also does not include the large number of caril
lonneurs who devote thousands of hours of extra service in positions for 
which they are not fully compensated. 

25. For an overview of Congress events, see Todd Fair, "World Carillon 
Federation: The Seventh International Carillon Congress," Bulletin of 7be 
Guild of Carillonneurs in North America 36 (January, 1987): 39-54. 

26. Ibid, p. 41. Attendees at the Ann Arbor meeting could examine four 
keyboards-two from Europe (the Olsen Nauen and Eijsbouts traveling car
illons, with keyboards built to the standard adopted by the Belgian and 
Dutch guilds in 1983) and two from North America (the Ann Arbor Taylor 
keyboard and the Verdin playing keyboard, both built to the North 
American Standard). 

27. Ronald Barnes, "The North American Carillon Movement," pp. 20-36. 
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28. Although it is common to think of William Gorham Rice as a proponent 
of the Flemish carillon tradition and a strong supporter of the Mechelen 
Carillon School, it should be remembered that he always advocated the 
importation of English instruments over those from the Continent and that, 
even as early as the 1922 Mechelen Congress, he very deliberately noted 
the similar, yet separate, ways the nascent carillon art was progressing in 
North America. See William Gorham Rice, "The Growth of the Interest in 
Carillons in the United States," in Beiaardkunst: Hande/ingen van bet Eerste 
Congres Meche/en, 1922 (Mechelen: L. Godenne, 1922), pp. 21-30. 

29. One of these enthusiastic North Americans was businessman Stanley 
Sterns, who later would purchase the 47 bells of the Eijsbouts traveling car
illon for a carillon in Houston. During his Congress presentation, Lehr told 
his audience that the major third bell was not intended to replace the much 
more common minor third bell. Instead, it was meant as "an enrichment to 
the classic bell types. " For a description of how the major-third bell was 
received by different carillonneurs, see Todd Fair, "World Carillon 
Federation," p . 45. 

30. See Margo Halsted, "Beyaert 1728: A Historical and Bibliographical 
Approach," in Jaarboek van bet Vlaams Centrum voor Oude Muziek I 
(Louvain: Musica, 1985), pp. 9-19. In the same volume, see Gilbert 
Huybens, "De Liederen uit Beyaert 1728," pp. 21-71. 

31. Karel Keldermans, the consultant for the Centralia Carillon, originally 
had recommended a 54-bell carillon (down to G) as more appropriate for 
the size of Joy's tower. Despite this advice, the carillon ultimately was 
designed and built with 65 bells. 

32. This information was received from Loyd Lott, Carillonneur at First 
Baptist Church in Corpus Christi. In the 1960s and 1970s, Eijsbouts installed 
and serviced a number of carillons along the Dutch coastline. 

33. For a description of the major-third carillon at the Crystal Cathedral, see 
'James R. Lawson, "A New Carillon with Major Bells," The American Organ-
ist 27 (August, 1993):56-58. For a detailed discussion of the major-third car
illon, see Andre Lehr, A Carillon with Major Bells (Asten, the Netherlands: 
Royal Eijsbouts Bellfoundry, 1986). 

34. It is important to make the distinction between other collaborative 
efforts by European founders and their North American representatives and 
the partnership agreement signed by Petit & Friesen and Verdin. For Paccard 
or Eijsbouts orders, the entire instrument has been shipped from France or 
the Netherlands and installed by the representatives. In contrast, only the 
bells for a carillon have been cast by Petit & Fritsen-the instrument's de
sign, fabrication and installation remained the responsibility of Verdin. From 
1973 to 1991, Richard Watson designed the bell frame, mechanism and key
board(s), which Verdin then built and installed. 

35. Because of a serious error in the original tuning process, Dennison 
Taylor had re-tuned these bells. Unfortunately, this second attempt also had 
negative consequences in that the bells' pitch was raised to an "unusually 
high degree." For a discussion of the timing errors made by Taylor, Pac
card's attempts to rectify the problem, ~nd the instrument's subsequent re
design by Verdin, see Ronald Barnes, "The Bells of Berkeley, Part II," Bul
letin of The Guild of Carillonneurs in North America 38 0989): 25. Also of 
interest on the history of the instrument is Margo Halsted, "The Bells of 
Berkeley," Bulletin 29 (January, 1980): 59-69. 

36. Richard Strauss built two additional practice keyboards in 1986. See 
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Barnes, "The Bells of Berkeley," p. 36. 

37. In 1985, Taylor built a new keyboard for this instrument. 

38. Emilien Allard, "Essay on Composition, " Bulletin of The Guild of 
Carillonneurs in North America 33 (January, 1984): 12. One delightful char
acteristic of Allard's music is the almost limitless rhythmic possibilities evi
dent in his compositions. Two works composed in the early 1960s which 
demonstrate this fascination with rhythm are Poeme de /'Air (1961) and 
Poeme des Pierres (1962). 

39. The pentatonic mode is a scale based upon only five tones to the 
octave. Depending on which mode the composer uses, the second and fifth 
degree of the scale might be omitted. Another pentatonic mode employed 
by composers is that in which only the chromatic notes of the scale are 
used (C#, D#, F#, G#, A#). Image I 0958) and Image II 0959) are represen
tative of Allard's penchant for composing with the pentatonic mode. 

40. Allard, "Essay on Composition," p. 13. 

41. This information was taken from a list supplied by Ronald Barnes to the 
authors. 

42. See Ronald Barnes, "Personal Criteria for Composing and Arranging for 
the Carillon," Bulletin of The Guild of Cari//onneurs in North America 44 
0995): 22-29. The quoted material appears on p . 26. 

43. Ibid. 

44. Along with Percival Price and Arthur Bigelow, Ronald Barnes was one 
of only a few North Americans actively involved in scholarly research and 
writing as early as the 1950s and 1960s. For an overview of Barnes' 
research, see Chapter III . 

45 . For an earlier perspective, see Percival Price, "A Commentary on the 
Carillon Repertory of Joannes de Gruytters," Bulletin of The Guild of 
Carillonneurs in North America 4/2 (May, 1950): 15-35. 

46. The Bicentennial Carillon Book, edited by William De Turk, was pub
lished by the GCNA in 1976. Other interesting compositions include Jewels, 
arranged by Max Gould, and Come All Ye Young Sai/ormen, arranged by 
Emilien Allard. 

47. Johnson's infatuation with tone color is evident also in many of his 
piano compositions. The use of the octatonic scale, the "natural" scale for 
tuned bells, is equivalent to the diatonic or natural scale on the piano. 

48. Johnson's opus actually comprises a body of work which has expanded 
continually since 1968. As the title indicates, there are various selections for 
the liturgical year: Advent (I); Christmas (II); Epiphany (III); Lent (IV); 
Passiontide (V); Easter (VI); and General Hymns and Special Occasions 
(VII). 

49. Franco only began composing for the carillon after moving to the 
United States from the Netherlands. See Johan Franco, "The Composer and 
the Carillon," Bulletin of The Guild of Carillonneurs in North America 10/2 
(October, 1957): 13. 

50. Ibid., p. 14. This article provides an insight as to why Franco was so 
enthusiastic about "creating new melodies for the carillon." He insisted that 
he would "continue to try to interest other composers, non-carillonneur 
composers, that is, to write for the instrument" (p. 15). 

For titles of Franco's works, see Johan Franco, "Chronological List of 
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Compositions for Carillon, Chime and Handbells by Johan Franco," Bulletin 
o/7be Guild o/Carillonneurs in North America 33 Qanuary, 1984): 17-21. 

51. White also became interested in entering some of his work in interna
tional competitions. In the 1976 Bulletin article, White discussed winning 
second prize at a Dutch competition with his Rotation. See Gary White, 
"Personal Recollections of the Toon van Balkom Competition, 1975," 
Bulletin of 7be Guild of Carillonneurs in North Amen·ca 26 (September, 
1976): 62. 

52. John Pozdro retired in 1992 from the University of Kansas. He was chair 
of Music Theory and Composition from 1961-1987. His first two composi
tions were written for the World War JI Memorial Carillon. University 
Carillonneur Ronald Barnes premiered Landscape I in 1953, and his succes
sor, Albert Gerken first played Landscape II in 1%9. 

53. See Henk Enkelaar, "The Netherlands Carillon School ," in 45 Years of 
Dutch Carillons 1945-1990 (Asten: Netherlands Carillon Society, 1992), p. 
64 . 

54. Among Leen 't Hart's popular earlier arrangements was Mozart 's 
Fantasia in D, originally composed for piano. In addition to this significant 
work , some North American carillonneurs enjoyed playing selections from 
Pages from American History, which had been published in 1976. After he 
retired from the School in 1984, 't Hart published a number of compositions 
privately, sometimes as a result of commissions. For example, St. Thomas ' 
Church Suite was commissioned by Janet Dundore in 1992. 

55. Students at the European Schools routinely have been exposed to many 
works by fine contemporary composers such as Wim Franken and Henk 
Badings. Two of Franken's compositions which are played with regularity 
in North America are Six Rhythmic Studies 0%3) and Klokkedans 0975). 
After Badings' Suite II (1952) and Suite lll 0953) were awarded prizes in 
composition competitions at the Mechelen School, they have become stan
dard pieces in the modern repertoire, both in Europe and North America. 

56. Enkelaar, "The Netherlands Carillon School ," pp. 64-65. 

57. Recent Dutch School graduates include Americans John Courter and 
Edward Nassar. In addition to the master classes and seminars offered 
under the aegis of the School at other sites, the institution's staff have been 
frequent participants during GCNA Congresses and annual meetings of 
other organizations. 

58. For general information, see Jo Haazen, "De Mechelse Beiaardschool," 
in Beiaarde11 e11 Tore11 i11 Belgie (Ghent : UitgeverijLudion, 1994), pp. 53-54. 

59. North Americans who have graduated from the Mechelen School in the 
last 20 years include: Raymond Jay Fry 0977); Janet Tebbe] 0979); Sally 
Slade Warner (1979); and Brian Swager 0986). The Belgische Beiaardiers
gilde honored Frederick Marriott in 1986 at the Katholiek Universiteit in 
Louvain for 50 years of service to the carillon. He had been the first "non
Belgian to receive the degree 'with great distinction', graduating with the 
School 's highest grade" in 1936. Also on this occasion, mention was made 
of his compositions, arrangements, and many European concert tours. See 
Margo Halsted, "Marriott Honored," Carillon News 36 (Fall , 1986): 18. 
Marriott also had been honored in 1980 by the city of Mechelen, which 
accorded him the title "meritorious Laureate." His long career was spent at 
the University of Chicago 0932-1953) and Kirk in the Hills 0%4-1989) in 
Bloomfield Hills, Michigan. He died in 1989. 
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Robin Austin 0982). 

61. Janet Dundore, "President Dundore's Report to the World Carillon 
Federation," Bulletin o/7be Guild o/Carillonneurs in North America 28 
Qanuary, 1979): 2-7. 

62. Among the activities in which North Americans participated was a pre
sentation from a provisional keyboard committee, moderated by Milford 
Myhre, with North American members Carl Scott Zimmerman and Todd 
Fair. At this time, Zimmerman also explained to the general assembly the 
work he was doing compiling a list of carillons in North America . For a 
detailed account of the Dutch Congress, see Frank Pechin Law, "World 
Carillon Federation-Amersfoort, Holland," Bulletin o/7be Guild of 
Carillonneurs in North America 28 Qanuary, 1979): pp. 9-15. 

63. Ibid., p. 15. 
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See Jacques Maassen, "World Carillon Federation Information Bulletin
Autumn, 1982," Bulletin of7be Guild of Carillonneurs in North America 32 
Qanuary, 1983): 28-29. One significant consequence of the subcommittee's 
efforts was a "noise reduction principal" produced by Peter Bakker for his 
practice keyboard, as well as the adoption of "incline return" for carillon 
keyboards. 
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weeks earlier at the Washington Congress. See Robin Austin, "The 1990 
GCNA Congress (Washington, D.C.)," Bulletin of7be Guild of Carillonneurs 
in North America 40 (1991): 15-16. 

66. This comment is not meant to reflect negatively on the North American 
delegation. In fact, Andrea McCrady and Gloria Werbow, along with the 
assistance of Ellen Werblow, had collected and analyzed some quite useful 
data regarding the professional status of carillonneurs for this GCNA pre
sentation. For detailed information, see Andrea Mccrady, "Report of The 
Guild of Carillonneurs in North America to the 1994 World Carillon 
Federation in Chambery, France," Bulletin of7be Guild of Carillonneurs in 
North America 44 0995): 30-33. 

67. In 1928, 16 American engineering societies and numerous private 
donors had purchased a Gillett & Johnston carillon to honor engineers who 
died in World War I. In succeeding years, this instrument had fallen into 
disrepair. Margo Halsted managed the affairs for the Leuven Carillon 
Committee in the United States and arranged for funds to be raised for the 
project. These funds were deposited with the Belgian American Educational 
Foundation. For more information, see Margo Halsted, "Belgian King to 
Rededicate Restored American Carillon," Carillon News 29 (April, 1983): 6-7 . 
Some of the bells carry the names of Matthias van den Gheyn, Jef Denyn, 
William Gorham Rice, Arthur Bigelow "and other historic figures important 
to Belgian and Leuven carillon history" (p. 7). 

68. Margo Halsted edited and published the Leuvens Beiaardboek, which 
features pieces by Americans Arthur Bigelow, James Angell, Theophil 
Rusterholz, Henry Wesson, W. Lawrence Curry, Emma Lou Diemer and 
Gary White. Among the Belgian contributions are works by Jos Lerinckx, 
Eugene Uten, Staf Nees and Jo Haazen. See James R. Lawson, "Leuven 
Carillon Book," Carillon News 31 (April, 1984): 7. 

69. Janet Dundore, "Program Planning," Bulletin of 7be Guild of Carillon-



neurs in North America 38 0989): 21. Dundore also urges that program
ming selections be considered in light of the size of the instrument on 
which the recital is to be played, and makes suggestions as to how to 
make a program pleasing to the eye as well as to the ear. 

70. Even though 1976 marked the 15th year of the International Carillon 
Festival, the event no longer was considered special by the newly-elected 
Board of Trustees of the Springfield Park District. The Festival budget had 
been slashed dramatically in early 1976, and no plans were made to recog
nize this anniversary year. (As an indication of how far the carillon had fall
en in prestige and importance, even the photos of featured carillonneurs 
were removed in an attempt at further cost-saving measures in the Festival 
program.) Even more unfortunate, the physical condition of the carillon was 
in its worst shape ever. Shortly after the 1976 Festival, Raymond Keldermans 
retired. 

71. Since 1981, when Raymond Keldermans was commissioned to write 
Thomas Rees' Preludium for the Springfield instrument, a variety of com
posers have received commissions to write for the International Carillon 
Festival. These commissioned works have included: Johan Franco's Prelude 
and Toccata No. 54 0987), Sjef van Balkom's Suite for Carillon and Brass 
(1988), and Three Variations for Carillon 0994); Ronald Barnes' Sonatine 
for Carillon 0991); Frank DellaPenna's Music for Twilight 0991); and 
Easley Blackwood's Suite/or Carillon 0996). 

72. The 1986 Florida Festival is described in Milford Myhre, "Bok Tower 
Festival," Carillon News 36 (Fall, 1986): 18. 

73. For detailed information on the Berkeley International Carillon Festivals, 
see Ronald Barnes, "The Bells of Berkeley, Part II," especially pp. 26-27, 33-
34, 37. The first Festival in 1983 was based on the year of 1928, which was 
the year that the principal donor, Jerry Chambers, graduated from Berkeley. 
It was also the 1928 graduates who initially were responsible for the 1979 

. gift which provided funds to expand the chime to a carillon. At all the 
Berkeley Festivals, participants have received the Berkeley Medal, which is 
a bronze medallion presented for outstanding service to the carillon. 

74. In the Low Countries, there has been a long tradition of holding compe
titions to fill vacancies in municipal carillon posts. While this was not the 
predominant reason for performance competitions, it probably contributed 
to the idea, especially in the earlier years. Unquestionably, the country 
which has had the most carillon competitions has been the Netherlands. 
From the first one in 1927 in Utrecht, through the mid-1990s, there have 
been more than 50 competitions in over 40 Dutch cities. All of these com
petitions have been held within 200 miles of each other, and they take 
place on one day. There also have been numerous competitions in Bel
gium, the first one held in Mechelen in 1897. Since then, there have been 
occasional competitions in other Belgian cities. The majority, however, have 
occurred in Mechelen. Beginning in the early 1950s, the Mechelen Carillon 
School and the city sponsored an annual competition. 

75. In practice, however, to reach the semi-final rounds, all carillonneurs 
must play at a polished, professional level-a condition which so far has 
effectively eliminated inferior perform\mces. The stipulations with regard to 
required pieces have guaranteed that only seasoned players make the 
finals. Finalists play in the semi-final and final rounds. This arrangement 
affords contestants the opportunity to perform on more than one day, 
allowing them to become completely familiar with the instrument. 
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76. Among the North Americans who have been awarded prizes at the 
Fabiola Competition are John Gouwens 0987) and Brian Swager 0990). 

77. In 1994, Karel Keldermans announced the Second National Performance 
Competition, again scheduled for the Labor Day weekend. This event was 
to be focused upon the performance of recently published music, with all 
contestants playing the same five pieces. Nineteen individuals requested the 
music packet, and six submitted tapes to be judged in the preliminary 
round. Unfortunately, after reviewing the tapes, the jury determined none 
of the entrants had played at a level considered acceptable for competition. 
After consultation with a number of prominent carillonneurs on the dilem
ma, the 1994 competition was cancelled. 

78. Among the carillonneurs who have studied with Albert Gerken at the 
University of Kansas are Arla Jo Anderton, Don Cook, Charles Farris, John 
Gouwens, Mark L. Holmberg, Loyd Lott, and Joe Shields. 

79. Carillon study at the University of California at Berkeley is integrated 
into the curriculum of the Department of Music. Since the institution does 
not offer a performance degree, carillon study is through individual instruc
tion with the University Carillonist. From 1983 to 1996, instructors were 
Ronald Barnes and Jeff Davis. Related course offerings include a survey of 
the history and development of the carillon and its music. There is analysis 
of the various national schools of writing for the carillon, with special 
emphasis accorded to the North American carillon movement. 
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Whe11 ii ll '(IS completed i11 1983. the Ce11tmlia 0 1ril/011 i11 
Ce11tmlia, llli11ois, was the largest i11stmme111 cast by Paccard. 
( l'huto courtesv of Paccard Fo11derie de Cloches.) 

~pen/ixes 
These Appendixes are divided into three sepa

rate sections. While this decision to separate 

carillons in this manner might seem question

able to some, it has been made deliberately to 

avoid the confusion involved in classifying 

instruments according to octaves. In other 

words, a four-octave carillon can have 4 7 or 

49 bells, while a two-octave instrument might 

have 23 or 27 bells. Thus, knowing how many 

octaves a carillon contains does not automati

cally identify the number of bells it has. 

Appendix A includes information on carillons 

with 4 7 to 77 bell~that is, those which have a 

compass of at least four octaves. Appendix B 

includes carillons with 28 to 46 bell~those 

from two-and-a-half to four octaves. The first 

two Appendixes are discussed in greater detail 

because it has been on the larger instruments that the most activity 

has occurred. These carillons are highlighted in Chapters II, Ill and 

V Appendix C includes instruments which contain from 23 to 2 7 

bell~those of two octaves. No attempt has been made to include 

electronic devices in these Appendixes . 



7/.fahama 
Birmingham 

Carillon: Rushton Memorial Carillon 
Samford University 

Birmingham A man Brees Carillon Library 

Bellfounder: Eijsbouts 0968, 1980) 

Number of Bells: 60 

Largest Bell: C (4,850 lbs.), connected to C 
on keyboard 

Keyboard: Eijsbouts 0980) 

Practice Keyboard: Eijsbouts (1980) 

Transmission System: transmission bars; 
directed cranks 

Carillonneur (present): Stephen B. Knight 
(1974- ) 

Carillonneurs (former): Richard Watson 
(1968-1973); Linda Pointer 

Significant Individual: Colonel W.J. Rushton 

Brief History: 

The original Eijsbouts carillon of 49 bells in G 
was installed in Reid Chapel of Samford 
University. It was dedicated by Richard M. 
Watson on Sunday, May 5, 1968. Eleven 
Eijsbouts bells were added in 1980, and the 
present carillon was installed as 60 bells atop 
the University Library building, with Frank P. 
Law playing the dedicatory recital on Friday, 
May 23, of that year. While the Eijsbouts key
board was similar to the GCNA Standard 
accepted at the time, the pedalboard differed. 

Regular Activities: Daily recitals (Monday
Friday). 

Huntsville 

Carillon: First Baptist Church 

Bellfounder: Petit & Fritsen (1986) 

Number of Bells: 48 

Largest Bell: D (3,300 lbs.), connected to C 
on keyboard 

Keyboard: Verdin (1986), NAS 

Huntsville CCNA Archives 
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Practice Keyboard: Verdin (1986), NAS 

Transmission System: transmission bars 

Carillonneurs (present): Jonathan Crutch
field ; Michael Moore 

Carillonneurs (former): Michael G. Dell 

Brief History: 
Richard M. Watson designed the frame and 
keyboard for this carillon to accommodate 
61 bells, although only the original 48 Petit 
& Fritsen bells were ever installed. He uti
lized the 1981 version of the GCNA Stan
dard in his design. The complete installa
tion of this instrument was done by Verdin 
in 1986. Four of the bells of this carillon 
are swinging bells. 

Regular Activities: Sunday seivices, weddings, 
• played daily during Advent, special Church 

seivices. 

Cal/ornia 
Berkeley 

Carillon: Class of 1928 Carillon 
Jane K. Sather Tower, 
University of California 

Bellfounders: Taylor (1915); Paccard 0979-
1983) 

Number of Bells: 61 

• Largest Bell: G (10,580 lbs.), connected to 
G on keyboard 

Keyboard: Richard Strauss (1984), NAS 

Practice Keyboards: 3 (Strauss; Verdin), NAS 

Transmission System: transmission bars 

Acting Carillonist: Jeff Davis (1995- ) 

Assistant Carillonists: John Agraz; David 
• Hunsberger; David Osborn 

Carillon is ts (former): Ronald M. Barnes 
(1982-1995); Frank Pilling (1979-1982) 

Significant Individuals: Jane Krom Sather; 
Jerry and Evelyn Hemmings Chambers; 
Class of 1928 (donors) 
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Brief History: 

Sather Tower, on the campus of the 
University of California at Berkeley, was 
the gift of Jane Krom Sather, widow of the 
pioneer California banker, Peder Sather. 
This handsome bell tower was inspired by 
the famed Campanile on the Piazza San 
Marco in Venice. Rising to a height of 307 
feet, Berkeley's Campanile was completed 
and dedicated in 1917. A chime of 12 bells, 
cast by Taylor in 1915, was hung in the 
Campanile in 1917. Due to the generosity 
of the Class of 1928, 36 bells were added 
in 1979, creating a carillon of 48 bells . 
These new bells , cast by Paccard , extended 
the range of the instrnment to 4 chromatic 
octaves , minus the lowest C#. In 1983, Jerry 
Chambers (Class of 1928) and his wife 
Evelyn Hemmings Chambers, enabled 13 
Paccard bells to be added to the carillon, 
which resulted in a total re-building of the 
instrnment by Verdin. The present carillon 
has a range of 5 completely chromatic 
octaves, from G upwards to G4, sounding 

at concert pitch. In addition, the Chambers' 
gift provided for the remodeling of the 
tower interior to accommodate the office 
and studio of the University Carillonist and 
a library of carillon music, campanological 
reference materials and archives. 

Regular Activities: Recitals throughout 
the year. 

Special Events: International Carillon 
Festival, held every 5 years on the anniver
sary of the Class of 1928; also, 1988 and 
1998 GCNA Congress Host. 

Garden Grove 

Carillon: Arvella Schuller Carillon 
Crystal Cathedral 

Bel/founder: Eijsbouts 0990) 

Number of Bells: 52 

Largest Bell: C (6,270 lbs.), connected to C 
on keyboard 

Keyboard: Eijsbouts 0990), NAS 

Practice Keyboard: Eijsbouts 0990), NAS 

Transmission System: transmission bars 

G'tmle11 G'rove G'CNA Archives 

Carillonneur (present): James Lawson 
0990- ) 
Brief History: 

This major third carillon is housed in 
the 236-foot Crean Tower at the Crystal 
Cathedral. Named in honor of the wife of 
the cathedral's founding pastor, the Arvella 
Schuller Carillon was first play-ed on Sep
tember 16, 1990. Since then, it has been 
played regularly during the week and is 
heard on Robert Schuller's "Hour of Power" 
television program. These bells produce a 
major tierce not unlike that in the overtone 
series of an organ pipe. During the 19th 
century, there were unsuccessful attempts, 
particularly in Germany, to cast an accept
able carillon bell with major tuning. After 
World War II , efforts at major tuning inten
sified. Noted Dutch campanologist Andre 
Lehr at Eijsbouts turned for help to the dig
ital computer experts at the Tech-nical 
University in Eindhoven. After building a 
small experimental major-third carillon in 
1985, Eijsbouts completed its first large 
instrument in 1986. 

Regular Activities: Recitals Sunday 02:00); 
first Sunday of the month (evenings); 
Christmas Eve; before organ recitals . 

Riverside 

Carillon: Carillon Tower 
University of California 

Bel/founder: Paccard O 966) 

Number of Bells: 48 
Largest Bell: C (5,091 lbs.), connected to C 
on keyboard 

Keyboard: Paccard O 966) / Bigelow standard 

Practice Keyboard: Peterson/ Kramer/ 
Paccard 0966) 

Transmission System: transmission bars 
(central transmission) 

Carillonneur (present): David Christensen 
0987- ) 



Riverside Anton Brees Carillon Library 

Carillonneurs (former): Margo Halsted 
0977-1987); Lowell Smith 0966-1976) 

Significant Individuals: Mr. & Mrs. Philip L. 

Boyd (donors); Dr. William Reynolds 

Brief History: 

Dr. William Reynolds, longtime Chair of the 
Department of Music, was quite instrumental 
in determining the founder and size of this 4-
octave Paccard carillon, made possible by the 
generosity of Mr. and Mrs. Philip L. Boyd. A 
member of the California Board of Regents 
for 13 years, Mr. Boyd had also served in the 
State legislature, where he had sp9nsored the 
enabling act to establish the Riverside cam
pus. Lowell Smith played the dedication on 
October 2, 1966. Paccard used some wooden 
bell beams in a steel frame. The k~yboard 
was built to designs of Arthur Bigelow, and 
Justin Kramer did some of the installation. 
The carillon tower was the result of an archi
tectural competition which, besides housing 
the new instrument, would serve "as a rally
ing point for student affairs, an architectural 

accent in the growing complex of buildings, 
and in years to come, [would] assume impor
tance as a traditional campus feature in the 
memories of graduates. " Frederick E. Em
mons, of the Los Angeles firm of A. Quincy 
Jones, won the competition. When Dr. Rey
nolds died in 1995, former Carillonneur 
Margo Halsted was invited to play at the 
memorial ceremony in July. 

Regular Activities: Weekly recitals during 
school terms. 

Special Events: 1975 GCNA Congress Host. 

Santa Barbara 

Carillon: Thomas M. Starke Student 
Building, University of California 

Bellfounder: Petit & Fritsen O 969) 

Number of Bells: 61 

Largest Bell: C (4,793 lbs.), connected to C 
on keyboard 

Keyboard: Petit & Fritsen (1969), NAS 

Practice Keyboard: Petit & Fritsen/ Denyn 
standard 

Transmission System: transmission bars ( 4 
bells directed crank) 

Carillonneur (present): none 

Carillonneurs (former): James Welch 0977-
1994); Ennis Fruhauf 0969-?) 

Significant Individuals: Thomas More 
Starke (donor) 

Brief History: 

This was a completely new Petit & Fritsen 
carillon installed at the University in 1969. 
Thomas More Starke was the editor of the 
Santa Barbara News-Press and the building 
named in his honor also houses the journal
ism department and University publications. 
The tower is 25 ft. square and 175 ft. high. 
The keyboard apparently was the first to be 
built to the new GCNA Standard, which had 
been established at Princeton University
Percival Price's basic design, as modified by 
the numerous resolutions of the 1966 Con-

• 
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gress. This instrnment was designed with 
input from Justin Kramer, who served as 
consultant to the University. Ennis Fruhauf, 
University Carillonneur, played the dedicatory 
recital in the fall of 1969. The position of 
Carillonneur has been inactive since James 
Welch retired. 

Special Events: 1975 GCNA Congress Host. 

Santa Barbara GCNA Archives 

Conneclicul 

Hartford 

Carillon: Plumb Memorial Carillon 
Chapel Tower, Trinity College 

Bellfounder: Taylor 0932, 1979) 

Number of Bells: 49 

Largest Bell: B-flat (5,600 lbs.), connected to 
B-flat on keyboard 

Keyboard: Verdin (1978), NAS 

Practice Keyboard: Verdin (1982), NAS 

Transmission System: transmission bars 
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Carillonneur (present): Daniel K. Kehoe 
(1982- ) 

Carillonneur (former): Gerald O'Grady 
(c. 1946-1955) 

Significant Individuals: John Landon Plumb 
Family; Florence S. Marcy Crofut (donors); 
Remsen B. Ogilhy; Bart Wilson 

Brief History: 

The Plumh Memorial Carillon is housed 
in the Chapel tower. The original 30-bell 
instrument was installed in 1932 while the 
Chapel was heing completed. This carillon 
was the gift of the family of John Landon 
Plumh, a Trinity student in the Class of 
1926. Thirty of the hells retain the original 
transmission hars installed in 1932. This site 
is where a group met in 1934 to discuss 

the formation of what would become the 
GCNA. As a result of a gift from Florence S. 
Marcy Crofut in 1978, Taylor expanded 
the carillon to 49 hells. A new keyboard, 
designed to the 1970 GCNA Standard, 
was installed by Verdin at the same time. 

Hanford A1110 11 Hree:, Cari/1011 l.ibrary 

R. Hudson Ladd played the re-dedication 
on April 29, 1979. The Trinity Carillon was 
re-conditioned by Taylor in 1994. 

Regular Activities: Wednesday evening 
summer recitals. 

Special Events: 1934 gathering; 1949 and 
1982 GCNA Congress Host. 

New Haven 

Carillon: Yale Memorial Carillon 
Harkness Tower, Yale University 

Belljounder: Taylor (1922, 1964) 

Number of Bells: 54 

Largest Bell: F# (2 octaves below middle 
C), 7 tons, connected to G on keyboard 

Keyboard: Taylor (1964) 

Practice Keyboard: Taylor (1964) 

Transmission System: transmission bars 

Carillonneurs (present): students 

Significant Individuals: Anna M. Harkness; 
Charles W. Harkness, Florence S. Marcy 
Crofut (donors); John Taylor; Elliott H. 
Kone 

Brief History: 

The first chime consisted of 10 bells which 
were installed in 1922 and first played on 
June 9, 1922 by John Taylor. A donation by 
Anna M. Harkness in memory of her son, 
Charles W. Harkness, made construction of 
Harkness Tower and the surrounding 
Memorial Quadrangle possible. The official 
"bellringer" at Yale was Samuel H. Smith, 
who held the position for 24 years, from 
1922 until 1948. Upon his retirement, Elliot H. 
Kone stepped into the post and formed the 
Guild of Yale Bellringers, students who 
played the chime from 1948 until 1964. With 
the addition of 44 Taylor bells, made possible 
by a donation by Florence S. Marcy Crofut, 
the Harkness Chime became a carillon in 
1966. With this improvement, the Guild of 
Yale Bellringers became the present Yale 
University Guild of Carillonneurs. Every fall , 

New Haven Anton Brees Carillon Library 

the Yale Guild invites members of the student 
body to participate in a process known as 
the "Heel." During this 9-week period, Guild 
members teach the rudiments of the carillon 
art to interested musicians. Following these 
lessons, competitive auditions are held and 
new members are elected to the student 
Guild. 

The Yale Guild participates in an exchange 
program with the Royal Carillon School in 
Mechelen, Belgium, with student visits to 
Mechelen every three years . There are also 
master classes and other educational events 
scheduled at Yale during the year. The 
Harkness Memorial Carillon underwent a 
major renovation in 1989, including the 
installation of a new central transmission 
system by Verdin. 

Regular Activities: Periodic student recitals ; 
occasional invitational Special Concerts on 
Sunday afternoons during the academic 
year; 9 Friday summer recitals (7:00 p .m.). 

Special Events: 1969 GCNA Congress Host. 



Simsbury 

Carillon: The Foreman Carillon, Simsbury 
United Methodist Church 

Bellfounder: Petit & Fritsen (1986) 

Number of Bells: 55 

Largest Bell: C (4,730 lbs.), connected to C 
on keyboard 

Keyboard: Verdin (1986), NAS 

Practice Keyboard: Verdin (1986), NAS 

Transmission System: transmission bars 
(central transmission) 

Carillonneurs (present): Chris Eberle and 
Delores Dupuis (1992- ) 

Carillonneurs (former): Lois Jungas (1986-
1992); Betty Swick 0986-1992) 

Significant Individuals: Mr. and Mrs. 
Charles W.L. Foreman (donors); Dr. W. 
Carlton Coppersmith 

Brief History: 

Charles and Margaret H. Foreman donated 
the carillon to Simsbury United Methodist 

Simsbury Farmington Valley Music Foundation 

Church in 1986. Richard M. Watson de
signed the installation in accordance with 
1981 North American Standard, and Verdin 
delivered the bells in early November. The 
carillon was first incorporated in a church 
service on Christmas Eve of that year. At 
the re-quest of Mr. and Mrs. Foreman, offi
cials from the church enlisted cooperation 
of interested individuals and formed the 
Farmington Valley Music Foundation for the 
purpose of providing quality musical pro
grams in the area. Dr. Carlton Coppersmith 
assumed responsibility for the care of the 
carillon, and has arranged for visiting caril
lonneurs since Betty Swick's departure. In 
addition, Dr. and Mrs. Coppersmith have 
conducted educational tours of the tower 
following each public concert. 

Regular Activities: Recitals before and 
after services; Sunday evenings in July; 
Memorial Day, Thanksgiving Festival, 
Christmas. 

Stamford 
Carillon: Maguire Memorial Carillon 

First Presbyterian Church 

Bellfounders: Gillett & Johnston (1946); 
Paccard (1968) 

Number of Bells: 56 

Largest Bell: B-flat (5,600 lbs.), connected to 
B-tlat on keyboard 

Keyboard: Paccard (1968) 

Practice Keyboard: Paccard (1969) 

Transmission System: transmission bars 
(central transmission) 

Carillonneur (present): George Matthew, Jr. 
(1975- ) 

Carillonneur (former): W. Raymond 
Randall (1948-1958) 

Significant Individuals: Mrs. Sonia Maguire, 
the Nestle Company (donors). 

Brief History: 

The Nestle Company provided the funding 
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Stamford Rees Carillon Archives 

for the Gillett & Johnston carillon which 
was installed in 1948. Thirty-six bells were 
attached to electropneumatic action. When 
Mrs. Maguire donated monies to create a 
mechanical action instrument in the 1960s, 
Paccard was awarded the contract to cast 
34 new bells, to be hung with 22 of the old 
Gillett & Johnston bells. Paccard used 
Arthur Bigelow's standard in designing the 
keyboards. The 11 largest bells were in
stalled in the lower bell chamber, with the 
remainder in the upper chamber. The new 
carillon was completed at Easter in 1968, 
with James Lawson playing the dedicatory 
recital in June of that year. Until 1975, the 
Church sponsored only three to four 
recitals a year. There was no carillonneur 
until 1975, when George Matthew, Jr. , took 
the position. In 1981 , the carillon under
went a renovation by Verdin, with Richard 
M. Watson modifying the original Paccard 
transmiss ion system. New manual hammers 
were put on several of the swinging bells , 
and the transmission for all the bells below 
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the cabin was simplified. New connections 
were made to the keyboard, using stainless 
steel rods. The keyboard was completely 
disassembled, refinished, clevisses and key 
pivots bushed, and reassembled with new 
adjusters, pull rods, etc. The carillon was 
rewired and new return and counter 
springs installed. This tower contains 3 
swinging bells. 

Regular Activities: This carillon is played on 
a daily basis, as well as for special religious 
services. There is a summer guest recital 
series. 

West Hartford 

Carillon: Gordon Stearns Memorial Carillon 
First Church of Christ 

Bel/founder: Whitechapel (1970, 1985) 

Number of Bells: 50 

Largest Bell: B-flat (850 lbs.), connected to 
B-flat on keyboard 

Keyboard: Taylor (1985) 

Transmission System: transmission bars; 
cable/ pulley 

Carillonneurs (present): Carol H. Bennett 
(1981- ); Nancy A. Lundell (1978- ); Gary 
Ransom (1983- ); and Virginia Vocelli 
(1985-) 

Significant Individuals: Arthur Hatton, 
Rev. James Blanning, Kenneth Langler, 
Carol Bennett, Richard Gates 

Brief History: 

This carillon has the distinction of being 
the only complete Whitechapel carillon in 
the United States. The original group of 24 
bells was dedicated in June of 1970 to the 
Church's Minister of Music, Gordon W. 
Stearns, Sr. In the 1970s, Arthur Hatton, a 
longtime member of First Church and him
self a carillonneur, suggested that the con
gregation contribute money for another 19 
bells. When Hatton died in 1981 , Reverend 
James Blanning assumed the project, and 
agreed to raise funds for another 5 bells on 

West Hanford Anton Brees Carillon Library 

the upper range, along with 2 larger bells, 
B-flat and C#, in the lower range. (The 2 
larger bells were not installed). Timothy 
Hurd was engaged as a consultant and 
worked with Whitechapel "to assure a tonal 
continuity between the old and new bells." 
Taylor was awarded the contract to build 
a new keyboard. During the summer of 
1985, Hurd reconstructed the bell frame to 
accommodate the entire 50 bells. This in
strument transposes up one octave. The 
transmission system is of two kinds: trans
mission bars (bells 1-25) and "cable and 
pulley" of Hurd's own design (bells 26-50). 
Timothy Hurd played the dedication on 
September 29, 1985. 

Regular Activities: Summer recital series 
(Tuesdays in July) . Sunday services, occa
sional church functions. 

Special Events: 1982 GCNA Congress Host. 

<:JJislricl of Columbia 

Washington, D.C. 

Carillon: Basilica of the National Shrine of 
the Immaculate Conception 

Bel/founder: Paccard (1963) 

Number of Bells: 56 

Largest Bell: B-flat (7,200 lbs.) , connected to 
B-flat on keyboard 

Keyboard: Verdin (1988), NAS 

Practice Keyboard: Verdin (1988), NAS 

Transmission System: transmission bars 

Carillonneur (present): Robert B. Grogan 
0964- ) 
Significant Individuals: Knights of Colum
bus (donors) 

Brief History: 

Cardinal Patrick O'Boyle, Archbishop of 
Washington, suggested the idea of both the 
tower and bells to the Knights of Columbus, 
"to complete the building." Arthur Bigelow 

Washington/Shrine Rees Carillon Archives 



of Princeton University designed the carillon 
and played the dedicatory recital on Septem
ber 8, 1963. The transmission system has 
Paccard's side transmission. An extensive 
renovation, made possible by the generosity 
of the Knights of Columbus, was completed 
in 1988. At this time, Verdin replaced both 
the original Paccard keyboards with new 
(1981) North American Standard keyboards. 
The renovation was designed by Richard M. 
Watson. The 9 largest bells hang below the 
cabin, and 3 bells also swing. 

Regular Activities: Sunday recitals all year 
(2:30 p.m.); Summer recitals June through 
August (5:30 p.m.) . 

Special Events: 1964 and 1990 GCNA 
Congress Host. 

Washington, D.C. 

Carillon: Kibbey Carillon 
Washington National Cathedral 
(The Cathedral Church of 
St. Peter and St. Paul) 

Bel/founder: Taylor (1963) 

Number of Bells: 53 
Largest Bell: E-flat (24,000 lbs.), connected 
to G on keyboard 

Keyboard: Taylor 0963) 

Practice Keyboard: Taylor (1963) 

Transmission System: transmission bars 

Carillonneur (present): Edward M. Nassor 
(1990- ) 

Carillonneurs (former): James Saenger 
(1985-1990); Richard Strauss (1976-1984); 
Ronald Barnes (1963-1975) 

Significant Individuals: Bessie Juliet Kibbey 
(donor) 

Brief History: 

It was not until 1925 that definite steps were 
taken to procure bells for the Cathedral. 
Bessie J. Kibbey of Washington contacted 
Dean Bratenahl with a special request: "to 
obtain a brief statement as to the number 

Washington/Cathedral Ken Cobb 

of bells that would be required for our 
Cathedral: what they would cost and where 
we could obtain a man to ring them?" The 
following year, Dean Bratenahl announced 
to the Cathedral Chapter that a carillon was 
being given to the Cathedral for its future 
Gloria in Excelsis (central) Tower. One of 
the earliest contributors to the Cathedral, 
Miss Kibbey left the sum of $150,000 in her 
estate when she died in 1949. This amount 
was bequeathed for the carillon, which she 
hoped would be "one of the finest in 
America." When it came time to build the 
central tower, it was decided that a 10-bell 
English changeringing peal (Whitechapel) 
would be installed simultaneously with the 
53-bell carillon, cast by Taylor. Thus, the 
Gloria in Excelsis Tower would become the 
only tower in North America to house both 
a carillon and a change-ringing peal. In 
1962 the bells were shipped to America for 
installation in June of 1963. The belfry for 
this instrument is at floor level, with 4 bells 
around the cabin and the rest located 
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above. Keyboards are Taylor's standard for 
the time. Taylor used a central transmission 
system with sealed ball bearings. The caril
lon was dedicated on September 22, 1963 
by Cathedral Carillonneur Ronald Barnes. 

Regular Activities: Weekly recitals after 
Saturday noon Eucharist service; Preludes 
to Festival Eucharists and State services. 
Summer guest recital series. 

Special Events: 1964 and 1990 GCNA 
Congress Host. 

J/orida 
Clearwater 

Carillon: Memorial Carillon 
Episcopal Church of the 
Ascension 

Bel/founder: Eijsbouts (1982) 

Number of Bells: 49 

Clearwater Anton Brees Carillon Library 
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Largest Bell: C (4 ,850 lbs.), connected to C 
on keyboard 

Keyboard: Eijsbouts Cl 982) 

Practice Keyboard: Eijsbouts Cl 982) 

Transmission System: transmission bars 

Carillonneur (present): none 

Carillonneurs (former): Linda Pointer 
0985-1989); Beth Hunter 0982-1984) 

Significant Individual: Lawrence Dimmitt 
(donor) 

Brief History: 

Clearwater businessman Lawrence Dimmitt 
gave the carillon in memory of his wife , 
Betty Jane. He worked with then Rector 
Tom Turney Edwards to acquire a quality 
instrnment, and carillonneurs Milford Myhre 
and Frank Law were significant in its 
design. Beth Hunter inaugurated a Sunday 
afternoon recital series and a summer series 
when she was appointed Carillonneur in 
1982. Linda Pointer continued this series 
and also initiated a carillon class. The 
Dimmitt Carillon has not been regularly uti
lized as a concert instrument since Rector 
Richard Cobbs arrived in 1989. There are 
occasional guest recitals in winter. 

Gainesville 

Carillon: Century Tower 
University of Florida 

Bel/founder: Eijsbouts (1979) 

Number of Bells: 49 

Largest Bell: B-flat (7,000 lbs.) , connected to 
B-flat on keyboard 

Keyboard: Eijsbouts Cl 979) 

Practice Keyboard: Eijsbouts 0979) 

Transmission System: transmission bars 

Carillonneur (present): Willis Bodine 
0979-) 

Significant Individuals: Robert Q. Marston, 
Budd Udell, Andre Lehr, Willis Bodine 

Gainesville Herb Press 

Brief History: 

The Century Tower was built to celebrate 
the centennial of the University in 1953, 
and to honor students who died in World 
Wars I and II. With a combination of Public 
Education Capital Outlay monies and 
Student Government funds, University 
President Marston authorized the purchase 
of this carillon in 1978 to replace an elec
tronic instrument. Milford Myhre was the 
consultant for the project. Andre Lehr 
(Eijsbouts) , Budd Udell (Chair of the 
Department of Music) , and Willis Bodine 
(University Carillonneur) planned and 
designed the instrument. Carillon instruc
tion is given within the Department of 
Music. Thousands of Homecoming visitors 
can view the carillon during the annual 
"Century Tower Open House." Demonstra
tions of mechanics, bell metallurgy, over
tone structure and tuning considerations 
are featured for area high school sympo
siums. In addition, the carillon is a focal 
point for elementary school field trips . The 

interior of the tower still remains unfin
ished. 

Regular Activities: Daily short programs; 
recitals before major festival concerts and 
campus events. 

Special Events: 1979 GCNA Congress Host. 

Lake Wales 

Carillon: Bok Singing Tower 
Bok Tower Gardens 

Bel/founder: Taylor (1928,1967,1987) 

Number of Bells: 57 

Largest Bell: E-flat (23,246 lbs.) , connected 
to F on keyboard 

Keyboard: Taylor (1987) 

Practice Keyboard: Taylor (1987) 

Transmission System: transmission bars 

Carillonneur (present): Milford Myhre (1968- ) 

Carillonneur (former): Anton Brees (1928-
1967) 

Assistant Carillonneur (present): William 
De Turk (1993- ) 

Assistant Carillonneur (former): Terence 
McKinney (1991-1993) 

Significant Individual: Edward W. Bok 
(donor) 

Brief History: 

The bourdon bell inscription for the Bok 
Tower Gardens Carillon reads as follows: 
"This Carillon is a tribute of affection from 
Edward William Bok to his grandparents: 
Lovers of Beauty, 1926." Seventy-one bells 
(53 bells with 18 duplicate trebles) were cast 
from 1926 through 1928 by Taylor. Anton 
Brees played the first recital on December 2, 
1928. On February 1, 1929, the Mountain 
Lake Sanctuary and Singing Tower (now 
called Bok Tower Gardens) was dedicated by 
President Calvin Coolidge, with Anton Brees, 
Carillonneur-in-Residence, performing. The 
205-foot tower had been designed by Milton 
B. Medary to house the carillon at the top, 
the water tanks on the third level for irriga-



Lake Wales Bok Tower Gardens 

tion of the gardens, and a study for Mr. Bok 
on the ground level. This beautiful tower has 
a facing of pink and gray Georgia marble and 
Florida coquina stone. Marble carvings of 
Florida flora and fauna were created by Lee 
Lawrie, and the wrought-iron work and brass 
door the work of Samuel Yellin. 

There was no modification of the carillon 
until 1967, when 42 treble bells (24 notes 
plus the 18 duplicate trebles) were recast 
by Taylor. In 1983, Timothy Hurd provided 
adjusters and did some transmission work. 
Then, in 1987, Taylor added 4 new treble 
bells, recast two original bells, provided a 
new carillon and practice keyboard , and 
changed the transposition of the instrument 
to a major second downward. An acoustical 
ceiling and roof for the bellchamber now 
enhances the bell sounds. 

A very active site for the carillon in North 
America, the instrument is heard daily. Bok 
Tower Gardens always has provided for a 
full-time Carillonneur. The Anton Brees 
Carillon Library contains an extensive col-

lection of carillon history and campanologi
cal records. In addition, the Archives of 
The Guild of Carillonneurs in North Amer
ica has been housed at the Brees Library 
since November, 1993. Bok Tower Gardens 
was designated a National Historic 
Landmark in 1993. 
Regular Activities: Daily recitals (3:00 p .m.); 
Monthly Moonlight Recitals (January-April; 
July-August). 

Special Events: International Carillon 
Festival 0980, 1986, then annually since 
1988); 1968 and 1979 GCNA Congress Host. 

Special Features: Anton Brees Carillon 
Library; GCNA Archives. 

5//inois 

Chicago 

Carillon: Laura Spelman Rockefeller 
Memorial Carillon 
Rockefeller Memorial Chapel 
University of Chicago 

Bel/founder: Gillen & Johnston 0931) 

Number of Bells: 72 

Largest Bell: C# (38,080 lbs.), connected to 
F on keyboard 

Keyboard: Gillett & Johnston 0931) 

Practice Keyboard: Gillett & Johnston 
0931) 

Transmission System: transmission bars 
(side transmission) 

Carillonneur (present): Wylie Crawford 
0984- ) 

Carillonneurs (former): Robert Lodine 
0969-1984); Daniel Robins 0960-1969); 
James Lawson (1953-1960); Frederick L. 
Marrion 0932-1953) 

Significant Individual: John D. Rockefeller, 
Jr. (donor) 
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Brief History: 

The Laura Spelman Rockefeller Memorial 
Carillon was dedicated in 1932, on Thanks
giving weekend, by Kamiel Lefevere, then 
Carillonneur in New York City. The instru
ment was donated by John D. Rockefeller, 
Jr., in memory of his mother. Cast at the 
same time as the set of bells that were 
added to the Riverside Church carillon in 
New York, the University of Chicago bells 
were provided with an all-mechanical action, 
with an option to use pneumatic assist on 
the largest 6 bells. The cabin is located 
between upper and lower bell frames, with 
3 lower bell frames carrying the largest 14 
bells. The entire set of 72 bells remains 
intact, constituting the heaviest single instal
lation ever achieved. Five bells also swing. 

Regular Activities: Year 'round recitals on 
Mondays-Fridays (6:00-6:30 p .m.), and 
Sundays 01:15 a.m.). Sunday summer 
recital series (6:00 p.m.). 

Special Events: 1953 and 1977 GCNA 
Congress Host. 

Chicago University of Chicago 
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Centralia 

Carillon: Centralia Carillon 
Tower Park 

( '<!11tmlia 

Bel/founder: Paccard (1983) 

Number of Bells: 65 

Ce111m/ia Fm111dmiu11 

Largest Bell: G (11 ,000 lbs.), connected to 
G on keyboard 

Keyboard: Paccard (1983) , NAS 

Practice Keyboard: Meeks, Watson & Co. 
(1992) , NAS 

Transmission System: transmission bars; 
directed cranks 

Carillonneur (present): Michael Hall 0990-) 

Carillonneurs (former): Charles Collins 
(1985-1990); Michael Hall (1983-1985) 

Significant Individual: William Joy (donor) 

Brief History: 

The Centralia Carillon was built by William 
Joy, the former publisher of the Centralia 
Sentinel. Joy established a tnist for the caril
lon with the Centralia Foundation, a com
munity benevolent organization, to oversee 

the operation of the tower and instniment. 
Although the project began in 1957, the 
tower was not constructed until 1982, and 
the carillon not installed until 1983. Karel 
Keldermans served as consultant for the car
illon installation, and played the first recital 
on November 8, 1983. Since Joy's death, the 
Centralia Foundation and the Sentinel con
tinue to support the regular concert series 
and guest recitals. In the fall of 1995, a new 
umbrella system was installed by Meeks, 
Watson & Co. 

Regular Activities: Daily recitals; summer 
guest recitals. 

Glencoe 

Carillon: Theodore C. Butz Memorial 
Carillon 
Chicago Botanic Garden 

Bel/founder: Petit & Fritsen (1986) 

Number of Bells: 48 

Largest Bell: C (4,730 lbs.), connected to C 
on keyboard 

Cle11coe Chicago Botanic Garden 

Keyboard: Verdin (1986), NAS 

Transmission System: transmission bars 

Carillonneur: Wylie Crawford (1986- ) 

Significant Individual: Mrs. Harold James 
(donor) 

Brief History.: 

This carillon was dedicated in October, 
1986, by Wylie Crawford, University Car
illonneur at the University of Chicago. The 
instniment and tower were donated by 
Mrs. Harold James in memory of her father, 
who was an avid music lover. Her gift was 
inspired by a "carillon" notation placed on 
a survey of the Chicago Botanic Garden by 
an unknown architect. The steel tower was 
erected by Verdin, and the carillon was 
designed by Richard M. Watson to the 1981 
North American Standard. 

Regular Activities: Monday evening recitals 
(June-August). 

Springfield 

Carillon: Thomas Rees Memorial Carillon 
Washington Park 
(Springfield Park District) 

Bel/founder: Petit & Fritsen (1961) 

Number of Bells: 66 

Largest Bell: G-fla:t (14,900 lbs.), connected 
to G on keyboard 

Keyboard: Verdin (1987), NAS 

Practice Keyboard: Verdin (1987), NAS 
Transmission System: transmission bars 

Carillonneur (present): Karel Keldermans 
0976- ) 

Carillonneur (former): Raymond A. 
Keldermans (1961-1976) 

Assistant Carillonneur (former): Karel 
Keldermans (1973-1976) 

Significant Individuals: Thomas Rees 
(donor); Robert A. Stuart 

Brief History: 

The Rees Memorial Carillon is the gift of 
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Thomas Rees, publisher of the Illinois State 
Register from 1881 until his death in 1933. 
Rees was intensely interested in bells and 
bell music, and traveled to Belgium and 
the Netherlands from 1914 until 1920, visit
ing carillon sites and learning about the 
carillon art. In his will , Rees left a bequest 
of $200,000 for a cast-bell carillon. In 1956, 
Robert Stuart and the Park Board trustees 
began to investigate the possibilities of a 
carillon. President of the Springfield Park 
Board from 1959 until 1975, Stuart honored 
both the letter and the spirit of Rees' be
quest. A prominent attorney, Stuart used 
his legal expertise to oversee all aspects of 
the Rees Carillon construction, from initial 
design stages of the tower to installation of 
the instrument. In 1959, Petit & Fritsen was 
awarded the contract for the cariHon. The 
tower was completed in 1961, ancl the 5Yz 
octave carillon was installed that 'same year. 
Raymond Keldermans was hired later in 
1961 as the first Carillonneur. He was suc
ceeded by Karel Keldermans in 1976. 

The Rees instrument's transmission system 
was updated in 1978, but it was not until 
1987 that it underwent a major renovation 
by Verdin, with a new keyboard and the 
instrument transposed to B natural. The 
Carillonneur's position, which had been 
quarter time during Raymond Keldermans' 
tenure, and half time for Karel Keldermans 
during his first years, was upgraded to a 
full-time position in 1985. The Rees tower 
received an extensive structural renovation 
in 1993, including modernization of the 
lobby and the Carillonneur's studio. 

Regular Activities: Regularly scheduled 
recitals all year Sundays (12:00 and 3:00 
p .m. in winter; 3:00 and 7:00 p .m. in sum
mer) , as well as Wednesdays (7:00 p .m.) . 
Daily guided tours, informal recitals. 

Special Events: International Carillon 
Festival each June; 1971 and 1987 GCNA 
Congress Host; 2000 World Carillon Con
gress Host; seasonal Rees Carillon Society 
events, such as SK run, Fall Festival , and 
Christmas Party at the Tower. 

Bloomington 

Carillon: Metz Memorial Carillon 
Indiana University 

Bel/founder: Eijsbouts (1971) 

Number of Bells: 61 

Largest Bell: B-flat (6 ,922 pounds), connect
ed to B-flat on keyboard 

Keyboard: Meeks, Watson & Co. 0994), NAS 

Practice Keyboard: 2 non-standard Eijsbouts 
keyboards 0971) 

Transmission System: transmission bars 

Carillonneur (present): Brian Swager (1987- ) 

Carillonneurs (former): Linda Walker 
Pointer; Tony Norris (1984-1985); Arie 
Abbenes (1972-1973) 

Significant Individuals: Arthur R. Metz 
Foundation (donor) 

Brief History: 
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The Metz Memorial Carillon is dedicated to 
the memory of Arthur R. Metz, a prominent 
Chicago surgeon who was an alumnus of 
Indiana University. The original cost of the 
Eijsbouts carillons and practice keyboards 
was $101 ,000. The Metz Carillon hangs in a 
91-foot high tower situated on the highest 
point of the I. U. campus. This instrument's 
61 bells weigh a total of 34,433 pounds, 
and sound at concert pitch. Arie Abbenes 
played the dedicatory recital on October 
22, 1971. Verdin partially renovated the 
Metz Carillon in 1994, including the instal
lation of a new Meeks, Watson & Co. North 
American Standard keyboard, some trans
mission work and an umbrella rack. 

Regular Activities: Weekly Sunday recitals 
throughout the academic year; summer 
sunset picnic series. 

Special Events: 1973 GCNA Congress Host. 

Bloomington Indiana University 
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Culver 

Carillon: Memorial Chapel 
Culver Military Academy 

Bellfounder: Gillett & Johnston 0951) 

Number of Bells: 51 

Largest Bell: B (6,450 lbs.), connected to C 
on keyboard 

Keyboard: Gillett & Johnston 0951) 

Practice Keyboard: Gillett & Johnston 

Transmission System: transmission bars 

Carillonneur (present): John Gouwens 
(1980- ) 

Carillonneurs (former): Robert Kamrow 
0967-1980); Milford Myhre (1957-1967); 
James Kohn (1954-57); Alan Ross 0951-54) 

Significant Individual: Amon G. Carter 
(donor) 

Brief History: 

Completed in 1951, this instrument was the 
last full Gillett & Johnston carillon installa
tion in North America. (They built only one 
more complete carillon, at Aberdeen, 
Scotland.) Kamiel Lefevere served as caril
lon consultant and invited recitalist for the 
dedication ceremony on October 20, 1951. 
Pre-dating any North American keyboard 
standard, this Gillett & Johnston installation 
is an example of the firm's late practice to 
construct a concave pedalboard, with only 
the left (bass) side radiating. The keyboard 
is situated on a platform, which shortens 
the wire runs to the bells. Trebles are situat
ed closest to the keyboard. This was the 
foundry's only carillon to use ball-bearings 
and roller-bearings on all transmission bars. 
The transmission is situated on one side of 
the frame . Due to the positioning of the tre
ble bells, 19 of the bells utilize 2 transmis
sion bars. Both playing and practice key
boards were renovated by James Akright in 
1967. The transmission was restored by 
Taylor in 1982, with only relatively minor 
design changes. This carillon is an active 
part of campus life. In addition to a regular 

Culver Rees Carillon Archives 

weekly series and summer events, the in
strument is also played frequently during 
the week on an informal basis. 

Regular Activities: Sunday chapel services; 
Saturday afternoon recitals ( 4:00 p .m.) sum
mer series of 6 recitals and 5 during the 
school year. 

Special Events: 1953, 1961 and 1985 GCNA 
Congress Host. 

Indianapolis 

Carillon: Scottish Rite Cathedral 

Bellfounders: Taylor 0929); Paccard 0965); 
Bigelow (1965) 

Number of Bells: 54 

Largest Bell: G (ca. 11,200 lbs.), connected 
to B-flat on keyboard 

Keyboard: Taylor 0929) 

Practice Keyboard: Taylor 0929) 

Transmission System: transmission bars 

Carillonneur (present): Joseph M. Huff 

Carillonneurs (former): Robert J. Pfleiderer; 

Sidney Giles 0939-1945) 

Significant Individuals: Mr. and Mrs. Arthur 
R. Baxter (donors) 

Brief History: 

The Scottish Rite Carillon was the gift of 
Mr. and Mrs. Arthur R. Baxter. When this 
carillon was· installed, Taylor included dou
ble treble bells. Anton Brees inaugurated 
the instrument on May 5, 1929. Carillon
neur Sidney Giles was heard on regular 
radio broadcasts in the 1940s. Under the 
supervision of Arthur Bigelow, Paccard 
replaced the majority of the bells in 1965, 
with the lower Paccard bells customized to 
match the sound of the Taylor bells just 
below them. At this time, 5 additional tre
bles were added by Bigelow. This carillon 
is believed to be the only one at a Masonic 
temple. Apparently, the instrument is 
played infrequently, usually for an occa
sional Scottish Rite event. 

Special Events: 1952 and 1973 GCNA 
Congress Host. 

Indianapolis CCNA Archives 



Aines 

Carillon: Stanton Memorial Carillon 
Campanile, Iowa State University 

Ames Iowa State University 

Bellfounder: Taylor 0929, 1956) 

Number of Bells: 50 

Largest Bell: B-flat (5,600 lbs.), connected to 
B-flat on keyboard 

Keyboard: Meeks, Watson & Co: 0994), NAS 

Practice Keyboard: Meeks, Watson & Co. 
(1994), NAS 

Transmission System: radial quadrants 

Carillonneur (present): Tam, Tin-Sf!i 0994-) 
Carillonneurs (former): Richard von 
Grabow 0973-1991); Marilyn Anderson 
0991-1992; 1971-1973); Bruce Eberle (1969-
1971); Ira Schroeder 0931-1969) 

Significant Individuals: Edgar W. Stanton 
(donor); Stanton Memorial Foundation 

Brief History: 

The bells of Iowa State were donated to the 
University by Edgar W. Stanton, who graduat
ed with the first class in 1872. Stanton's first 
wife was Margaret MacDonald Stanton, the 
University's first dean of women. When she 
died in 1895, her husband decided to estab
lish a monument-a free-standing tower with 
a chime of 10 bells. With the help of Univer
sity President William M. Beardshear, Stanton 
chose a site for the tower on central campus. 
Ten bells were installed in 1899 by Taylor. At 
the time, they were the first set of scientifical
ly-tuned bells on the North American conti
nent. When Stanton died in 1920, his will 
provided for a second memorial. At the 
request of his second wife, Julia Wentch 
Stanton, and their children, the University 
hired Taylor to install 26 additional bells and 
a playing keyboard in 1929. In 1954, the 
trustees of the Stanton Memorial Estate joined 
with others to create the Stanton Memorial 
Carillon Foundation, for the purpose of ad
vancing the carillon art at Iowa State. Soon 
after this Foundation was formed, it pur
chased 13 additional treble bells , along with a 
keyboard large enough to accommodate a 
53-bell carillon. These new bells were in
stalled in 1956, bringing the total number of 
bells to 49. In 1967, a 50th bell was added. 

The carillon and campanile were renovated 
from 1992 until 1994. Verdin received the 
contract for this renovation, and Richard 
Watson designed the new transmission sys
tem and the re-hanging of the bells. Also 
installed were new clappers, and new play
ing and practice keyboards. The campanile 
received a new roof, the exterior bricks were 
repaired, and new clock movements and a 
digital control system were added to coordi
nate the operation of the clock and chimes. 
Karel Keldermans was the carillon consultant 
and played the re-dedication recital on 
September 25, 1994. 

Regular Activities: Weekday recitals during 
school year. 
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Special Events: Re-dedication Ceremony 
(September, 1994); Spring Festival (April, 
1995); 1965 and 1980 GCNA Congress Host. 

Cedar Falls 

Carillon: Campanile 
University of Northern Iowa 

Bellfounders: Meneely/ Watervliet 0926); 
Petit & Fritsen O 968) 

Number of Bells: 47 

Largest Bell: C (5,000 pounds), connected 
to C on keyboard 

Keyboard: Verdin 0984), NAS 

Transmission System: transmission bars 

Carillonneur (present): Robert Byrnes 
0972- ) 

Significant Individuals: UNI Foundation 

Brief History: 

The University of Northern Iowa Campanile, 
completed in 1926, towers a hundred feet 
over the Cedar Falls campus. The original 
instrument was a chime of 15 bells, cast by 

' J 
Cedar Falls University of Northern Iowa 
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Meneely in 1926. Four of the original bells 
were removed in 1968, and 36 new bells 
added by Petit & Fritsen, to make a 47-bell 
carillon. This project was the first of the 
newly-formed UNI Foundation, and cost 
$35,000. Wendell Westcott played the dedi
cation on October 19, 1968. The playing 
mechanism for the carillon, including a 
new keyboard and a central transmission 
system, was renovated by Verdin in 1984. 
The total weight of the bells is 12Yz tons. 
From 1994 to 1995, the brick on the out
side of the Campanile was replaced and 
the granite blocks at the base of the tower 
were refurbished. In addition, a circular 
plaza was constructed around the Campanile. 
Included in the plaza were three colors of 
rectangularly-cut stone, concrete work, 
benches, sidewalk lights and new lighting 
to illuminate the structure itself. Inside the 
Campanile, the heating and ventilation sys
tems were modernized. 

Regular Activities: Daily recitals throughout 
the academic year. 

Special Events: 1980 GCNA Congress Host. 

Xnsas 

Lawrence 

Carillon: World War II Memorial Carillon 
University of Kansas 

Bel(founder. Taylor 0951) 

Number of Bells: 53 

Largest Bell: F# 03,440lbs.) , connected to G 
on keyboard 

Keyboard: Meeks, Watson & Co. 0996), NAS 

Practice Keyboard: Meeks, Watson & Co. 
0996), NAS 

Transmission System: radial quadrants 

Carillonneur (present): Albert Gerken 
0963- ) 

r 
..... . 
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Lawrence University of Kansas 

Carillonneur (former): Ronald Barnes 
0951-1963) 

Brief History: 

The 120-foot Campanile, built of native 
Kansas limestone, was completed in 1951 
and dedicated to the memory of the 276 
K. U. students and faculty who lost their lives 
in World War II. The Campanile houses a 
53-bell carillon cast by Taylor in 1951. 
Transposition is a half step down CC sounds 
B). This carillon has played a central role in 
the creation of new carillon compositions 
unlike anything ever heard or written 
before. Composers such as Roy Hamlin 
Johnson, John Pozdro, Johan Franco, Gary 
White and Albert Gerken, as well as the first 
University Carillonneur, Ronald Barnes, were 
greatly influenced by this particular instru
ment, and their prolific output in turn influ
enced many others. A major renovation of 
the instrument, made possible by the gen
erosity of K.U. alumni, was completed in 
1996. This renovation was carried out by 
Verdin and Meeks, Watson & Co. Richard 

Strauss was the consultant for the project. 

Regular Activities: Wednesday and Sunday 
recitals during the year. Recitals on the 
occasion of Commencement, Vespers, 
organ and church music institutes, and 
composer's symposiums. 

Special Evenis: 1956 and 1997 GCNA 
Congress Host. 

~ouisiana 

Morgan City 

Carillon: Brownell Memorial Carillon 
Brownell Memorial Park 

Bel/founder: Petit & Fritsen 0971) 

Number of Bells: 61 

Largest Bell: C (4,730 lbs.), connected to C 
on keyboard 

Keyboard: Petit & Fritsen 0971) 

Practice Keyboard: Petit & Fritsen 0971) 

Transmission System: transmission bars 

Morgan City Brownell Memorial Park 



Carillonneur (present): Ronald Coleman 
0979- ) 
Significant Individuals: Claire Brownell; 
Dr. C. R. Brownell (donors) 

Brief History: 

The Brownell Memorial Park and Cam
panile is the gift of Mrs. Claire Horatio 
Brownell, a member of one of Louisiana's 
pioneer families . She left funds for a quiet 
park in Morgan City, and elected to install 
a carillon as a focal point. Rising to a 
height of 106 feet above its base, the caril
lon tower houses 61 Petit & Fritsen bells, 
ranging in weight from 18 pounds to 4,730 
pounds. The Brownell Memorial Carillon 
has no regular series, and is played upon 
request only. 

JJ(arrland 
Frederick 

Carillon: The Joseph Dill Baker 
Memorial Carillon 

Bellfounders: Meneely/Watervliet 0941); 
Eijsbouts 0966); Petit & Fritsen 0995) 
Number of Bells: 49 

Largest Bell: D (2,392 lbs.), connected to B
flat on keyboard 

Keyboard: Meeks, Watson & Co. 0995), 
NAS 

Practice Keyboard: Taylor 0927) 

Transmission System: transmission bars; 
radial quadrants 

Carillonneur (present) John Widmann 
0995- ) 
Carillonneurs (former): Galen Brooks 
0983-1991); H. David Hagan 0966-1982) 

Significant Individual: Frank P. Law 

Brief History: 

The original Meneely chime of 14 bells and 
tower were donated through a city-wide 
subscription in 1941 in memory of Joseph 

Dill Baker, the philanthropist who donated 
the park land next to Carroll Creek on 
which the carillon sits. In 1965, city funds 
became available to expand the chime to a 
23-bell carillon. Eijsbouts/ Schulmerich add
ed 9 bells during this expansion and in
stalled a new keyboard on the ground floor 
of the tower. In early 1994, in conjunction 
with fundraising efforts of the Friends of 
Baker Park, the city raised the funds to 
provide for a re-located playing room, as 
well as major changes to the instrument 
itself. In addition to 26 new Petit & Fritsen 
bells , this installation by Verdin included a 
new bell frame and transmission system 
designed by Richard M. Watson. The 14 
Meneely and 9 Eijsbouts bells were retuned 
by Meeks, Watson & Co. at this time, and 
the firm also built the new North American 
Standard keyboard. Cast-iron clappers were 
attached to all the bells. The new playing 
room was constructed just below the bell 
chamber, with access by new spiral stair
cases. The 1927 Taylor practice keyboard 

Frederick Frederick News-Post 
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was purchased from Cranbrook. The dedi
cation of this instrument took place on 
September 10, 1995, with John Widmann 
performing. This dedication marked the 
culmination of the City of Frederick's 
founding 250 years ago. 

Regular Activities. Recitals weekly on 
Sundays 02:00 p.m.); and other special 
recitals (e.g., Independence Day, Christmas 
Candlelight tour, New Year's Eve). 

McDonogh 

Carillon: Tagart Memorial Chapel 
McDonogh School 

Bellfounder: Petit & Fritsen O 978) 

Number of Bells: 48 

Largest Bell: D (3,300 lbs.), connected to C 
on keyboard 

Keyboard: Verdin 0978), NAS 

Practice Keyboard: Verdin 0978), NAS 

Transmission System: transmission bars; 
directed cranks 

Carillonneur (present): William S. Lyon
Vaiden O 978- ) 

Significant Individuals: Mr. & Mrs. H. Beale 
Rollins, (donors); William S. Lyon-Vaiden 

Brief History: 

This Petit & Fritsen carillon, installed in 
1978, replaced a 10-bell Mcshane chime, 
which dated from 1898. William Lyon
Vaiden was very instrumental in the acqui
sition of this carillon. A member of the fac
ulty since 1971 , he played the Mcshane 
Chime on a regular basis and formed a 
group of students interested in learning to 
play the bells. Lyon-Vaiden began a cam
paign to educate the McDonogh School 
community as to the benefits of having a 
true carillon on campus. Richard Watson 
visited the campus in 1976 at the invitation 
of the School, and determined that the old 
Mcshane bells could not be incorporated 
into a new carillon. He submitted a number 
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upper range of bells was replaced by the van 
Bergen foundry of the Netherlands. 

Regular Activities: Sunday recitals through
out the year; summer series; holiday recitals 

Special Events: 1939 GCNA Congress Host 

Rochester 

Carillon: Hapeman Memorial Carillon 
Rush Rhees Library 
University of Rochester 

Bel/founder: Eijsbouts (1973) 

Number of Bells: 50 

Largest Bell: G (1 ,411 lbs.) , connected to C 
on keyboard 

Keyboard: Eijsbouts (1973) 

Transmission System: transmission bars 

Carillonneur (present): none 

Carillonneurs (former): Alan Rakov 
(1992-1994); David Caldwell 

Significant Individual: Andrew Stalder 

Brief History: 

Since its founding in 1930, the University of 

Rochester Anton Brees Carillon Library• 

Rochester's River Campus students have 
heard the sound of bells. Three children of 
Arendt Willem Hapeman, a prominent 
Rochester builder, gave the original 17-bell 
chime in memory of their father. Two addi
tional bells were added in 1956. However, 
this chime was replaced by a new Eijsbouts 
carillon in 1973. Each summer since 1979, a 
series of recitals has been performed by 
guest carillonneurs. This series was made 
possible through the generosity of Andrew 
Stalder, an alumnus of the University's Class 
of 1948. The University has commissioned 
faculty members of the Eastman School of 
Music to compose new music for the Hope
man Carillon. There has been no Univer
sity Carillonneur since Alan Rakov left in 
1994. 

Regular Activities: Student recitals . 

Belmont 

Carillon: William James Pharr Carillon 
First Presbyterian Church 

Bel/founder: Eijsbouts (1984) 

Number of Bells: 48 

Largest Bell: C (4,850 lbs.), connected to C 
on keyboard 

Keyboard: Eijsbouts (1984) 

Practice Keyboard: Eijsbouts (1984) 

Transmission System: transmission bars; 
directed cranks 

Carillonneur (present): Mary McFarland 
(1985- ) 

Carillonneur (former): Richard Wilson 
Cl 984-1985) 

Significant Individual: Catherine Stowe 
Phar (donor) 

Brief History: 

The tower of First Presbyterian Church was 
designed with a carillon in mind in 1966, 

Belmont First Presbyterian Church 

but it was not until 1984 that the 48-bell 
Eijsbouts instrument was installed. Catherine 
Stowe Pharr gave the carillon to the Church 
in memory of her husband, William James 
Pharr. University of Florida Carillonneur 
Willis Bodine served as consultant. Frank 
DellaPenna played the inaugural recital on 
Sunday, June 10, 1984. In addition to play
ing for Church activities, the Carillonneur 
has periodic carillon workshops for interest
ed members of the congregation. 

Regular Activities: Summer recital series; 
before and after services; weddings, etc. 

Charlotte 

Carillon: Covenant Presbyterian Church 

Bel/founder: Petit & Fritsen (1966, 1969) 

Number of Bells: 47 

Largest Bell: D (3,300 lbs.), connected to C 
on keyboard 

Keyboard: Petit & Fritsen (1966) 

Practice Keyboard: Petit & Fritsen (1966) 



Charlotte Anton Brees Carillon Library 

Transmission System: transmission bars 

Carillonneurs (present): volunteers 

Carillonneur (former): Richard Peak 

Significant Individuals: Mr. and James 
Barnhardt (donors) 

Brief History: 

This 42-bell carillon with a bourdon weigh
ing 1,408 lbs., was installed by Petit & 
Fritsen in 1966. The keyboard was Dutch 
Standard. Five more Petit & Fritsen bells 
were added in 1969. Church Music Director 
Richard Peak was the former Carillonneur. 
Since he left, twelve church volunteers 
rotate playing, especially for services. 

Regular Activities: Played before and after 
worship services; Independence Day recital. 

Durham 

Carillon: Chapel Carillon, Duke University 

Bel/founder: Taylor 0932) 

Number of Bells: 50 

Largest Bell: G (11 ,200 lbs.) , connected to 
B-flat on keyboard 

Keyboard: Taylor 0992), NAS 

Practice Keyboard: Taylor 0992), NAS 
Transmission System: transmission bars; 
radial quadrants 

Carillonneur (present): ]. Samuel Hammond 
0965- ) 

Carillonneur (former): Anton Brees (1932-
1957) 

Significant Individuals: George G. Allen 
and William R. Perkins (donors); Anton 
Brees 

Brief History: 

The Duke University Chapel Carillon was 
the gift of George G. Allen and William R. 
Perkins, officers of the Duke Endowment. 
This organization had been established by 
James B. Duke in 1924, at the time the 
University was created from Trinity College. 
The bells were cast by Taylor in 1930, and 
the instrument installed under the supervi
sion of Frank C. Godfrey in the winter of 
1931-1932. Anton Brees played the inaugural 
recital on June 5, 1932, and served as the 

Durham 
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University Carillonneur through 1957. Since 
Brees also was Carillonneur at Bok Tower 
Gardens in Lake Wales , he was principally 
in residence at Duke during the summer 
months. In his absence, the carillon was 
played by a succession of students and 
other local musicians. One of these students 
was J. Samuel Hammond, who later became 
the University Carillonneur. Even after his 
retirement, Brees continued to return to 
Duke for special events until his death in 
1967. The Duke carillon was completely 
renovated by Taylor in 1992, including the 
addition of new playing and practice key
boards, clappers and transmission system. 
The original 50 bells were re-hung unal
tered. 

Regular Activities: Monday-Friday recitals 
(5:00 p.m.); before and after Sunday 
services. 

Gastonia 

Carillon: The Memorial Carillon 
First Presbyterian Church 

Bel/founder: Eijsbouts 0973) 

Number of Bells: 49 

Largest Bell: G (1,411 lbs.) , connected to C 
on keyboard 

Keyboard: Eijsbouts (1973) 

Practice Keyboard: Eijsbouts 0973) 

Transmission System: directed cranks 

Carillonneur (present): volunteers 

Significant Individual: John Hebblethwaite 

Brief History: 

First Presbyterian Church's music director, 
John Hebblethwaite, was an enthusiast of the 
carillon, and he sought to publicize this in
strument. Arie Abbenes played the dedicato
ry recital on November 25, 1973. Although 
the keyboard sits at ground level , the ar
rangement of bells in the frame is rather 
unusual, with the spread being from about 
20 ft. to 55 ft. above the keyboard. Not con
nected to the carillon is an old VanDuzen 
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G'astonit, Anto11 Brees Carillon Ubrary, 

bell in swinging mountings which dates from 
1895. A group of 10 volunteers play weekly 
before and after worship service. 

Regular Activities: Played for Church 
functions. 

Winston-Salem 

Carillon: Janet Jeffrey Carlile Harris Carillon 
Wake Forest University 

Bel/founder: Paccard (1978, 1981) 

Number of Bells: 48 

Largest Bell: C (4,400 lbs.), connected to C 
on keyboard 

Keyboard: Paccard ( 1978) 

Practice Keyboard: Paccard O 978) 

Transmission System: directed cranks 

Carillonneur (present): John C. Acker 

Carillonneur (former): Dr. William E. Ray 

Sign(ficant Individual: Charles U. Harris 
(donor) 

Brief History: 

Charles Harris had been an enthusiastic 
supporter of carillons since he and his wife, 
Janet Jeffrey Carlile Harris, had enjoyed 
recitals at the Riverside Church during their 
tenure in New York City. An alumnus of 
Wake Forest himself, Harris left funds for 
this carillon in memory of his wife. (The 
Smith College Carillon in Northhampton, 
Massachusetts, was named in honor of 
Dorothea Carlile, Janet Carlile Harris' sister.) 
This was originally a carillon of 47 bells, 
with the D# added later. The instrument 
was ordered in August, 1977, and cast at 
the Paccard foundry in Annecy, France. 
This was the last carillon cast by Alfred 
Paccard. It was installed during the summer 
of 1978 by Harmannus van Bergen. The 
120-foot tower is part of Wait Chapel. Total 
weight of the bells was listed as 22,142 
pounds. Original playing and practice key
boards were by Clock-o-Matic, but were 
replaced by Paccard in 1978. 

Regular Activities: University events. 

Winsto11 -Salem Anton Brees Carillon library 
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Cleveland 

Carillon: Alexander McGaffin Memorial 
Carillon 
Church of the Covenant 

Bel/founder: Eijsbouts (1968) 

Number of Bells: 47 

Largest Bell: E-flat (2,833 lbs.), connected to 
C on keyboard 

Keyboard: Eijsbouts 0968) 

Practice Keyboard: Eijsbouts 0968) 

Transmission System: transmission bars 

Carillonneur (present): George Leggiero 
0973- ) 

Carillonneur (former): Richard Venasco 

Significant Individuals: Mrs. Alexander 
McGaffin; Mrs. Harry Smith Ferries 
(donors); Henry Fusner 

Brief History: 

This carillon was funded by a bequest from 

Cleveland Cburcb of tbe Covenant 



the estate of Mrs. Alexander McGaffin, by 
a generous contribution of her daughter, 
Mrs. Harry Smith Ferries, and through funds 
given by congregation donors in honor of 
Alexander McGaffin, the first minister in the 
new building of the Church of the Covenant. 
The music director, Henry Fusner, was the 
moving force behind the Church getting a 
true carillon where only an electric chime 
had existed before. The 47-bell Eijsbouts 
carillon, with a total weight of about 15,000 
pounds, was installed by Schulmerich in 
the spring of 1968. Arie Abbenes played 
the dedicatory recital on June 9, 1968. In 
addition to being played before and after 
Sunday services, this carillon is heard in 
recital during the weekly fellowship hour. 
There is at least one Sunday afternoon or 
evening recital per season. 

Regular Activities: Recitals on Fridays 
(12:00 p.m.); played for Sunday services. 

Cleveland Heights 

Carillon: Arter Memorial Carillon 
Church of the Saviour 

Bellfounder: Petit & Fritsen 0952, 1953) 
Number of Bells: 47 

Largest Bell: C (5,280 lbs.), connected to C 
on keyboard 

Keyboard: Petit & Fritsen (1953) 

Practice Keyboard: Petit & Fritsen (1953) 

Transmission System: transmission bars 
(central transmission) 

Carillonneur (present): Melanie Hamilton 

Carillonneur (former): ]. Lewis Smith 

Significant Individual: Charles K. Arter 
(donor) 

Brief History: 

This carillon began as a 12-bell chime in 
1953, but was quickly expanded to a 47-
bell carillon from Petit & Fritsen in 1954. 
The instrument was a gift of Charles K. 
Arter, in memory of his wife and 

Cleveland Heights Anton Brees Carillon Library 

daughter. Ferdinand Timmermans, the City 
Carillonneur of Rotterdam, the Netherlands, 
played the dedicatory recital on May 9, 
1954. Both playing and practice keyboards 
are Dutch Standard. Mother's Day recitals 
were popular in the 1950s with Kamiel 
Lefevere featured in 1955, Robert Donnell 
in 1956, and Church Carillonneur J. Lewis 
Smith in 1957. Verdin did some renovation 
work in 1974 and 1993. 

Regular Activities: Played after Sunday 
services; Church-related functions . 

Special Events: 1957 GCNA Congress Host. 

Dayton 

Carillon: Deeds Carillon 
Carillon Historical Park 

Bellfounder: Petit & Fritsen (1988, 1995) 

Number of Bells: 57 

Largest Bell: B-flat (6,765 lbs.), connected 
to B-flat on keyboard 

Keyboard: Verdin (1988), NAS 

Practice Keyboard: Verdin (1988), NAS 

Transmission System: transmission bars 

Carillonneur (present): Larry Weinstein 
(1988-) 

Significant Individuals: Colonel Edward 
Deeds, Edith Walton Deeds (donors) 

Brief History: 
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Colonel Edward Deeds was Chairman of 
National Cash Register Co. (N.C.R.) in 
Dayton. Edith Walton Deeds was an accom
plished musician in her own right. As a re
sult of the Deeds family's generosity, a 
tower was built in 1942 to house their pur
chase of 23 electronically-played bells cast 
by the Meneely foundry of Troy, New York. 
In 1963, van Bergen recast 11 of the original 
Meneely bells. Then, from 1972 until 1975, 
the same firm was responsible for re-tuning 
the bells and casting new bells to increase 
the total to 32. In 1988, the Meneely instru
ment was traded to Verdin for a new caril
lon of 50 Petit & Fritsen bells. New Verdin 
keyboards were installed at the same time, 

Dayton Carillon Historical Park 
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as well as a playing cabin and elevator. The 
dedication took place on October 23, 1988. 
In the spring of 1995, 7 new bells were 
added, made possible by a $20,000 gift from 
the chairman of A.T.& T.-G.I.S. 

Regular Activities: Weekly recitals. 

Special Events: 1992 GCNA Congress Host . 

Mariemont 

Carillon: Mary M. Emery Memorial Carillon 
Dogwood Park 

Bel/founders: Gille tt & Johnston (1929); 
Petit & Friesen (1969) 

Number of Bells: 49 

Largest Bell: C# (4,480 lbs.), connected to 
B-flat on keyboard 

Keyboard: Petit & Friesen (1969) 

Practice Keyboard: Petit & Friesen 0969) 

Transmission System: transmission bars, 
directed cranks 

Mariemont Village of Mariemont 

Carillonneurs (present): Richard D. Gegner 
0967- ); Albert Meyer (1968- ) 

Carillonneur (former): E. Boyd Jordan 
(c. 1947-?) 

Significant Individual: Isabella F. Hopkins 
(donor) 

Brief History: 
This carillon was the gift of Isabella F. Hop
kins, in memory of her sister, Mary M. Em
ery, who founded the Village of Marie
mont. Percival Price played the dedication 
on November 16, 1929. Petit & Friesen cast 
26 additional bells for a renovation done 
by Verdin in 1969. At this time, Verdin 
added new playing and practice keyboards , 
built to Petit & Fritsen's interpretation of 
the 1966 GCNA dimensions. Side transmis
sion was retained for the largest 23 Gillett 
& Johnston bells , with the remainder utiliz
ing directed cranks. 

Regular Activities: Sunday recitals (summer 
and winter) ; holidays. 

Special Events: 1952, 1974 and 1992 GCNA 
Congress Host. 

Fort Washington 

Carillon: Catherine Colt Dickey 
Memorial Carillon 
St. Thomas' Church, Whitemarsh 

Bellfounder: Petit & Friesen 0973) 

Number of Bells: 48 

Largest Bell: D (3,300 lbs.) , connected to C 
on keyboard 

Keyboard: Verdin (1974), NAS 

Practice Keyboard: Verdin Cl 974), NAS 

Transmission System: directed cranks 

Carillonneur (present): Janet Dundore 
0974- ) 

Fort Washington St. Thomas ' Cburcb 

Significant Individuals: the Charles Dickey 
Family (donors) 

Brief History: 
The 10 bells of the original McShane Chime, 
hung in 1913, were removed in 1973 to 
make way for a new carillon of 48 Petit & 
Friesen bells, the gift of Charles Dickey and 
his family. In 1974, the Petit & Friesen bells 
were installed, along with a new keyboard 
and practice keyboard built by Verdin. This 
instrument is 4 octaves, minus the lowest 
semitone, with a bourdon of 3,300 pounds 
pitched in D. It represents the first carillon 
with all equipment by Verdin, made in the 
United States, as well as being the first 
complete carillon Richard M. Watson 
designed. 

Regular Activities: Weekly recitals ; before 
and after all worship services, weddings 
and funerals . Tuesday evening recitals 
Quly-August); July 4 and other patriotic 
celebrations. 

Special Events: 1976 GCNA Congress Host. 



Holland 

Carillon: Henry P. Schneider Memorial 
Carillon, Trinity Reformed Church 

Belifounders: Meneely/ Watervliet 0929); 
Petit & Fritsen 0955, 1976) 

Number of Bells: 49 

Largest Bell: D# (3,002 lbs.), connected to C 
on keyboard 

Keyboard: Fritsen/Verdin 

Transmission System: transmission bars 
(central transmission) 

Carillonneur (present): Lisa Garrett Lonie 
(1984-) 

Carillonneurs (former): Frances Rodgers 
0975-1984); Janet Dundore 0966-1975); 
Remy Millier 0929-1949) 

Significant Individuals: Mr. and Mrs. Henry 
Schneider (donors); Mr. and Mrs. Dwight 
Dundore 

Brief History: 

The Schneider Memorial Carillon originated 
as a small group of 25 bells, the gift of Mr. 
and Mrs. Henry Schneider of Philadelphia. 

Holland Trinity Cburcb 

Melvin C. Corbett dedicated this Meneely 
carillon on March 2, 1930. Twelve Petit & 
Fritsen bells were added in 1955, making it 
a 3-octave carillon. When Janet Dundore 
came to Trinity, the carillon was unplayable. 
In 1968, she and her husband, Dwight, 
were responsible for getting the bells re
moved from the stone tower at Broad and 
Venango Streets in Philadelphia, and stored 
at the Verdin Company in Cincinnati while 
the new church was being constructed. In 
1970, the Dundores oversaw the re-installa
tion of the carillon in an open steel tower 
adjacent to Trinity Reformed Church in 
Holland, a suburb of Philadelphia. Janet 
Dundore had the idea of adding 12 addi
tional Petit & Fritsen bells, so as to bring 
the carillon to 4 octaves. Installed in 1976, 
these new bells were made possible through 
the generosity of individuals such as the 
Dundores (the 2 largest bells), Remy and 
Bessie Millier (1 bell), Mabel Kick (1 bell), 
the Schneider family, and other members of 
the congregation. 

Regular Activities: Played for Sunday 
services throughout the year; summer 
guest recitals Quly-August). 

Special Events: 1976 GCNA Congress Host. 

Philadelphla 

Carillon: Shelmerdine Memorial Carillon 
First United Methodist Church 
of Germantown 

Belifounders: Taylor (1927); Petit & Fritsen 
(1989) 

Number of Bells: 50 

Largest Bell: B-flat (6,720 lbs.), connected 
to B-flat on keyboard 

Keyboard: Taylor 0927) 

Practice Keyboard: Taylor (1927) 

Transmission System: transmission bars 
(central transmission) 

Carillonneur (present): Janet Tebbe! (1979- ) 

Carillonneurs (former): Frances Rodgers , 
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Germantown Jan Tebbe/ 

James B. Angell, W. Lawrence Curry, 
Bernard Mausert, Eloise De Haan, Remy 
Millier, and Robert B. Kleinschmidt 

Significant Individuals: William and 
Susanna Shelmerdine (donors) 

Brief History: 

The original installation had an 8-note Ella
combe chiming mechanism, with a second 
set of clappers. Taylor installed 48 bells in 
1927, with the top 15 bells of the carillon 
doubled trebles. Ruth Conniston and Anton 
Brees inaugurated the instrument on May 8. 
In 1990, Verdin added 2 Petit & Fritsen bells 
(top B and C), re-framed the treble bells, 
and installed a new central transmission sys
tem with return springs and sealed ball 
bearings. Both Taylor playing and practice 
keyboards were restored by Verdin. 

Regular Activities: Summer guest series (5 
weeks); Sunday services; prelude to occa
sional Advent services. 

Special Events: 1946, 1958 and 1976 GCNA 
Congress Host. 
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Philadelphia 

Carillon: Miraculous Medal Shrine 
St. Vincent's Seminary 

Bel/founders: Paccard (1901, 1948); Bigelow 
(1948-50) 

Number of Bells: 47 

Largest Bell: D (3,300 lbs.), connected to C 
on keyboard 

Keyboard: Bigelow (1946-47) 

Transmission System: transmission bars 
(central transmission) 

Can"/lonneur (present): Janet Dundore 
0969- ) 

Carillonneur (former): Remy Muller 
(1947-1969) 

Significant Individual: Margaret Maguire 
(donor) 

Brif!{ History: 

The Miraculous Medal Shrine in German
town is the fourth oldest carillon on the 
North American continent. The original ca r
illon of 26 bells, cast by Paccard, was 

l'biladelfJbia St. Vl11ce111's Semi11ary• 

installed from 1899 to 1901. Over the next 
twenty years, this small instrument under
went numerous experiments. Although at 
different times the bells were in working 
condition, for most of their first forty years, 
they remained silent. In 1943, American 
carillonneur and technician Arthur Bigelow 
began to restore the carillon. He arranged 
for the casting of 2 large bells by the Pac
card foundry in 1948, while he himself cast 
additional smaller bells at the Krieger 
foundry in New Brunswick, New Jersey. 
The resultant Bigelow carillon now has a 
4-octave range, minus the 2 lowest semi
tones. Although these renovated bells have 
remained the same, Verdin renovated the 
keyboard in 1975 and completed the instal
lation of a new transmission system in 
1985. 
Regular Activities: Monday evenings 
between Novenas. 

Special Events: 1946, 1958 and 1976 GCNA 
Congress Host. 

Valley Forge 

Carillon: Washington Memorial National 
Carillon 
Washington Memorial Chapel 
Valley Forge Park 

Bel/founder: Meneely/Watervliet 0926-
1938); Paccard 0953) 

Number of Bells: 58 

Largest Bell: B-flat (7,200 lbs.), connected 
to B-flat on keyboard 

Keyboard: Bigelow 0953) 

Practice Keyboard: Bigelow O 953) 

Transmission System: broek system, trans
mission bars 

Carillonneur (present): Frank DellaPenna 
0985- ) 

Carillonneur (former): Frank P. Law 0953-
1985) 

Significant Individual: W. Herbert Burk 

Valley Forge Rees Carillon Archives 

Brief History: 

Washington Memorial National Carillon was 
the inspiration of the Reverend W. Herbert 
Burk, founder of the Washington Memorial 
Chapel in Valley Forge. Its precursor was 
the Star Spangled Banner National Peace 
Chime, which cohsisted of 14 bells. There 
had been one bell for each of the 13 origi
nal colonies, ranging in weight from 225 
pounds to 3,500 pounds. The Peace Chime 
had been intended as the initial step in 
securing enough bells for a great national 
carillon to consist of 49 bells-one for each 
of the 48 states and the National Birthday 
Bell. This plan was revised and the present 
carillon instead comprises 58 bells-one for 
each state and the rest for U.S. territories. 
The lowest 28 bells were cast by Meneely I 
Watervliet, and the top 30 by Paccard. The 
carillon was housed in a new tower, dedi
cated by the National Society, Daughters of 
the American Revolution, on April 18, 1953. 
Then Arthur Bigelow played on October 
25. Carillonneur Frank P. Law also played 



the carillon when it was housed in a tem
porary tower, before it was installed in the 
present tower in 1953. 
Regular Activities: Summer guest recital 
series. 

Special Events: 1958 and 1976 GCNA 
Congress Host. 

cfouth Carolina 

Charleston 

Carillon: The Thomas Dry Howie Carillon 
The Citadel (Military College) 

Bel/founder: van Bergen O 954) 

Number of Bells: 59 

Largest Bell: C# (4,000 lbs.), connected to 
C on keyboard 

Keyboard: van Bergen O 954) 

Practice Keyboard: van Bergen 0954) 

Transmission System: transmission bars 
Carillonneur (present): none 

Charleston Russel Pace 

I 

Carillonneurs (former): William David Redd; 
Harmannus H. van Bergen 0954-1957) 

Brief History: 
This van Bergen (Heiligerlee) carillon was 
given as a memorial to an alumnus, Thomas 
Dry Howie. Kamiel Lefevere played the ded
ication on December 5, 1954. The original 
van Bergen keyboard was their interpreta
tion of the Dutch Standard then in use. 

Regular Activities: none 

Clemson 

Carillon: Clemson University 

Bel/founder: Paccard 0987) 

Number of Bells: 47 
Largest Bell: C (4,600 lbs.), connected to C 
on keyboard 

Keyboard: Paccard 0987) 

Practice Keyboard: Paccard O 987) 

Transmission System: transmission bars 
Carillonneur (present): none 

Brief History: 

Clemson Clemson University 
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This 4-octave carillon, made possible 
through the generosity of various Clemson 
University alumni groups and corporate 
gifts , includes a swinging peal of 4 bells. It 
was dedicated on October 18, 1987 by 
Stephen Knight. 

Regular Activities: none 

Greenville 

Carillon: The Burnside Carillon 
Furman University 

Bel/founder: van Bergen 0966) 

Number of Bells: 60 

Largest Bell: D (4,500 lbs.), connected to C 
on keyboard 
Keyboard: van Bergen O 966) 

Practice Keyboard: van Bergen O 966) 

Transmission System: transmission bars 

Carillonneur (present): none 

Carillonneur (former): Andrew Y. Gammon 

Significant Individual: Dr. Thomas Buford 

Brief History: 

There are 60 van Bergen (Heiligerlee and 
Greenwood, S. C.) bells in this tower, plus 
an old Meneely/ Troy bell , cast in 1909, 
from the University's former main building. 
The 60th bell is a swinging bell (F3) , not 
connected to the keyboard. The instrument 
was installed in 1966, and included 2 
swinging bells. It was christened the Burn
side Carillon in honor of John Edward 
Burnside, the first chairman of the Advisory 
Council of Furman University. Jan Kwist 
played the dedication on September 18, 
1966. The playing keyboard is van Bergen, 
with their interpretation of the Dutch Stan
dard. Dr. Thomas Buford, a professor of 
philosophy at Furman, has been very inter
ested in the carillon. This tower, a replica 
of the old tower formerly at the downtown 
campus site, is on an isthmus projecting 
out into a lake on the Furman campus, and 
presents an incomparable location for a 
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Gree,uJil/e Blake Praytor 

carillon. 

Regular Activities: Infrequent student 
recitals . 

Yennessee 

Jackson 

Carillon: The Jackson Memorial Carillon 
First Presbyterian Church 

Bellfounder: Paccard 0947) 

Number of Bells: 47 

Largest Bell: C (5,060 lbs.) , connected to C 
on keyboard 

Keyboard: Bigelow ( 1947) 

Practice Keyboard: Bigelow O 947) 

Transmission System: transmission bars 

Carillonneur (present): Beth Hunter 
0990- ); Kathleen Singleton 0980- ) 

Carillonneurs (former): Jim Allen (1954); 
Richard Scott 

Significant Individuals: Mr. and Mrs. 
Clarence E. Pigford; William Addison 
Caldwell; Addison Johnson 

Brief History: 

The Jackson Memorial Carillon was erected 
by members of the First Presbyterian Church 
and citizens of Jackson and Madison coun
ties in honor of those who served their 
country in the two world conflicts, 1914-
1918 and 1940-1945. Clarence E. Pigford, 
William Addison Caldwell and Addison 
Johnson were the leading figures in the 
realization of the project. The First Presby
terian Church and carillon are located on 
the grounds of the Pigford Estate, Chevy 
Chase, which had been given to the institu
tion by Mrs. Pigford in memory of her hus
band. Arthur Bigelow supervised the cast
ing and installation of the Paccard bells, 
and played the dedicatory recital on 
September 12, 1954. This carillon provides 
a good example of the quality bells made 
by Alfred Paccard. In addition to their 
sonority, the Paccard bells have a heavy 

Jackson CCNA Archives 

profile with extensive decoration. 

Regular Activities: Played for church 
services and holidays; Wednesday recitals 
in July. 

Special Events: 1960 GCNA Congress Host. 

Sewanee 

Carillon: Leonidas Polk Memorial Carillon 
Shapard Tower 
The University of the South 

Bellfounder: Paccard 0958) 

Number of Bells: 56 

Largest Bell: B-flat (7,000 lbs.), connected 
to B-flat on keyboard 

Keyboard: Bigelow O 958) 

Practice Keyboard: Bigelow 0958); Verdin 
(1985) 

Transmission System: transmission bars 
Carillonneurs (present): Laura Hewitt 
Whipple 0983- ); Marcia de Bary 0985- ) 

Carillonneurs (former): Esther Watson 
0983-1990); Albert Bonholzer 0959-1983) 

Significant Individuals: William Dudley 
Gale III (donor); Arthur Bigelow; the 
Robert P. Shapard family 

Brief History: 

William Dudley Gale III, of Nashville, gave 
this carillon in memory of his great-grandfa
ther, Leonidas Polk-a bishop of the Epis
copal Church, Lieutenant-General of the 
Confederacy, and a dynamic force in the 
founding of The University of the South. 
Arthur Bigelow designed the Polk Carillon 
and tested the bells on the Isle of Swans, 
near the Paccard foundry in Annecy, France. 
The 134-foot tower, given by the Robert P. 
Shapard family of Griffin, Georgia, was con
structed as the bells were installed, in order 
to maximize the tonal quality of the bells. 
The Paccard carillon was installed in 1958, 
with Arthur Bigelow performing the dedica
tory recital on April 12, 1959. Then in 1985, 
Verdin installed a new transmission system 



Sewanee University of the South 

and re-built Bigelow's original playing key
board and practice keyboard. (The practice 
keyboard was re-built to include a new 
upper half to replace the original Bigelow 
single soundboard with narrow bars.) 

Regular Activities: Sunday afternoon recitals 
during academic year. Summer series during 
Summer Music Center. Student recitals, occa
sional guest soloists and workshops. 

Special Events: 1960 GCNA Congress Host. 

Texas 
Austin 

Carillon: Kniker Carillon, Main Building, 
The University of Texas at Austin 

Bellfounders: Meneely 0936); Petit & 
Fritsen O 987) 

Number of Bells: 56 

Largest Bell: B-flat (7 ,385 lbs.), connected to 

Keyboard: Verdin O 987), NAS 

Practice Keyboard: Verdin 0987), NAS 

Transmission System: transmission bars 

Carillonneur (present): Thomas W. 
Anderson 0987- ) 

Significant Individual: Thusnelda Kniker 
Hedwig (donor) 

Brief History: 

This carillon began as a small chime of 17 
Meneely bells, installed in 1936. When the 

• Main Building was built in 1935-36, it in
cluded this chime and extra space sufficent 
for the addition of 19 bells at a later date. 
Ms. Kniker, a renowned micropaleontolo
gist and the first female graduate in geolo
gy from the University of Texas, "loved 
hearing the bells" when she visited the 
campus. When she died in 1985, her will 
included a bequest which added 39 bells to 
the existing 17. Petit & Fritsen was awarded 
the contract for the new bells , and Richard 
Watson re-designed the bellframe to accom
modate the 39 additional bells. U.T. alumni 

B-flat on keyboard ~ . 
Austin Anton Brees Carillon Library 
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Willis Bodine played the dedication recital 
on November 14, 1987. 

Regular Activities: Daily recitals throughout 
the year; also, 45-minute recital the first 
Friday of each month. 

Corpus Christi 

Carillon: Glasscock Memorial Carillon 
First Baptist Church 

Bellfounder: Eijsbouts 0976) 

Number of Bells: 51 

Largest Bell: F 0,995 lbs.), connected to B
flat on pedalboard (G is connected to C 
on the keyboard) 

Keyboard: Eijsbouts 0976) 

Practice Keyboard: Eijsbouts 0976) 

Transmission System: transmission bars 

Carillonneur (present): Loyd Lott 0976- ) 

Significant Individuals: the Glasscock 
Family (donors) 

Brief History: 

The Glasscock Memorial Carillon was pre-

Co,pus Christi First Baptist Church 
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sented to First Baptist Church in Corpus 
Christi, Texas, in November of 1976 by Mrs. 
Lucille Freeman Glasscock. The bells were 
cast by Eijsbouts in Asten, the Netherlands. 
This instrument contains 51 bells, ranging 
in weight from 26 pounds to almost 2,000 
pounds. The free-standing tower is located 
on the front lawn of the Church, a beautiful 
site which overlooks Corpus Christi Bay. 
The ornamentation on the bells is the same 
as on bells cast by the Hemony brothers in 
the Netherlands around 1657. 

Regular Activities: Summer series; played 
after Sunday services. 

Special Events: 1983 GCNA Congress Host. 

Dallas 

Carillon: Porter Memorial Carillon 
Highland Park United Methodist 
Church 

Bel(lounder: Paccard (1984) 

Number of Bells: 48 

/Jal/as Highla11d Park Church 

Largest Bell: C (5,100 lbs.), connected to C 
on keyboard 

Keyboard: Paccard O 984) 

Practice Keyboard: Paccard 0984) 

Transmission System: transmission bars 

Carillonneur (present): Scott Mouton 
0994- ) 

Carillonneur (former): Philip Eldridge 
Baker 

Significant Individuals: Rufus Porter, and 
Alicia Porter Washam; Mr. and Mrs. William 
Burt Tucker (donors); Lorn Howard 

Brief History: 

Plans for the eventual installation of a carillon 
were included when the Highland Park Uni
ted Methodist Church was built in the 1920s. 
A set of 10 bells from Deagan Tower Chimes 
was installed in 1926, in the tower given by 
Mr. and Mrs. William Burt Tucker. When the 
chime was silent after 1960, the sound of 
bells was missed by members of the congre
gation. In 1982, Alicia Porter Washam and 
Rufus Porter considered funding the reactiva
tion of the bells. After consultation with Philip 
Baker, they decided to give a carillon of 48 
Paccard bells in memory of their parents, 
Loula Lee Porter, Ralph A. Porter, and Lena 
Kay Porter. When the bells arrived in the fall 
of 1984, the 12 largest ones were displayed 
on the church lawn, where their inscriptions 
could be read. A special service, "The Bless
ing of the Bells" occurred on November 11, 
1984. The Porter Carillon was first heard in 
conjunction with an evening service on 
December 16, 1984. In addition to the carillon 
keyboard, 5 of the larger bells (C, D, E, F, 
and G) are rigged also as pealing bells. 

Jacques Lannoy played concerts on June 
23 and June 30, 1985. During the week be
tween recitals, he gave private instruction 
to a number of students. Philip Baker had 
played carillon earlier as a college student, 
and he provided basic instruction to those 
interested. Among the early carillon volun-

teers wer,e Grace Ambrus, Fred Ward, Dery! 
Ward and Lorn Howard. 

Regular Activities: Played Tuesdays and 
Thursdays 02:00 p.m.) as well as at other 
times during the week on a varying sched
ule; Sundays between and after services; 
some weddings and funerals. 

Houston 

Carillon: Bell Tower Center Carillon 

Bel/founder: Eijsbouts 0986, 1991) 

Number of Bells: 53 

Largest Bell: G (2,202 lbs.) connected to G 
on keyboard 

Keyboard: Eijsbouts O 986) 

Practice Keyboard: Stearns/VALCO O 986) 

Transmission System: transmission bars 
(side transmission) 

Carillonneurs (present): Gene Lasater 
0991- ), Stan Stearns 0993- ) 
Carillonneur (former): Carol Jickling Lens 
0991-1992) 

Houston Stan Stearns 



Significant Individuals: Stan Stearns 
(donor); Andre Lehr 

Brief History: 

Scientific instrument maker and musician 
Stan Stearns climbed many bell towers in 
Europe before deciding to construct a per
manent home for this instrument, originally 
part of Eijsbouts' traveling carillon. This 
instrument represents noted campanologist 
Andre Lehr's singular achievements as early 
as 1986 with major third bells. The original 
47-bell instrument was supplemented with 
6 additional bells for its dedication on Dec
ember 8, 1991. This dedication was sched
uled in conjunction with a celebration of 
the 700th anniversary of Swiss indepen
dence. (Stearns' scientific instrument com
pany operates in Houston and Switzerland.) 
Aime Lombaert, the Carillonneur in Bruges, 
Belgium, played the dedicatory recital. Of 
the 6 new bells, 4 extended the range on 
the low end down to the 2,202-pound G 
bell , and inscriptions honor the Swiss,700-
year anniversary, the bicentennial of the 
Bill of Rights, veterans of the U.S. armed 

, forces, and "the glory of God." The two 
additional bells increase the upper range to 
a B natural and C, and were dedicated to 
Stearns' two daughters . 

Regular Activities: Played daily 02:00 and 
5:00 p.m.); guest recitals; special holiday 
season performances. 

San Antonio 

Carillon: Nordan Memorial Carillon 
Central Christian Church 

Bellfounder: Petit & Fritsen 0953, 1987) 

Number of Bells: 48 

Largest Bell: D (3,850 lbs.), connected to C 
on keyboard 

Keyboard: Richard Strauss 0983), 'NAS 

Practice Keyboard: Richard Strauss 0983), 
NAS 

.. 
San Antonio Central Chrlsrlan Church 

Transmission System: transmission bars 

Carillonneur (present): George R. Gregory 
0958- ) 

Carillonneur (former): Mary Beth Upshaw 
0 953-1958) 

Significant Individuals: the Lester A. 
Nordan family (donors) 

Brief History: 

The Nordan Memorial Carillon is located in 
the tower of Central Christian Church in 
San Antonio. The original 47-bell carillon 
was cast by Petit & Fritsen, and dedicated 
on Christmas Eve, 1953. Wendell Westcott 
was invited to give the dedicatory recital. 
Richard Strauss designed and built new 
playing and practice keyboards in 1983. A 
low E-flat bell, cast by Petit & Fritsen, was 
installed by Verdin in 1987. 

Regular Activities: Sunday services; guest 
recitals . 

Special Events: 1983 GCNA Congress Host. 

219 

Waco 

Carillon: McLane Carillon, Presley Tower 
Baylor University 

Bellfounder: Paccard 0988) 

Number of Bells: 48 

Largest Bell: C (4,370 lbs.), connected to C 
on keyboard 

Keyboard: Paccard 0988), NAS 

Practice Keyboard: Paccard 0988), NAS 

Transmission System: transmission bars 

Carillonneur (present): Herbert Colvin 
0988- ) 

Significant Individuals: Drayton McLane, Jr. 
and family, and the McLane Company, Inc. 
(donors) 

Brief History: 

When the construction of Pat Neff Hall was 
completed in 1939, former Baylor Trustee 
Cullen Thomas presented the school with a 
gift of a chime from the J.C. Deagan Com
pany of Chicago. When the mechanism 
failed in the late 1970s, School of Music 

Waco Baylor University 
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piano technician Danny Boone took it upon 
himself to keep it playable, achieving vary
ing success until it broke down completely 
in 1986. With Boone as chairman, a carillon 
committee was formed, its goal to replace 
the defunct chimes with a concert instru
ment. Through the generosity of Drayton 
Mclane, Jr., his family, and the Mclane Co
mpany, Inc., of Temple Texas, the Mclane 
Carillon became a reality in 1988. Forty
eight Paccard bells were in-stalled by van 
Bergen in time for the dedication on Nov
ember 8 of that year. George Gregory play
ed the dedicatory recital , and Herbert 
Colvin was named the University Carillon
neur. Mrs. Hilton Howell made a $25 ,000 
gift to endow and provide for the upkeep 
of the Mclane Carillon. 

Regular Activities: Periodic recitals through
out the academic year; occasional guest 
recitals. 

Special Events: 1991 GCNA Congress Host. 

1Jtah 
Provo 

Carillon: Brigham Young University 
Centennial Carillon Tower 

Bellfounder: Petit & Fritsen (1975) 

Number of Bells: 52 

Largest Bell: C (4,730 lbs.) , connected to C 
on keyboard 

Keyboard: Meeks, Watson & Co. (1993), 
NAS 

Practice Keyboard: Meeks, Watson & Co. 
(1993) , NAS 

Transmission System: radial quadrants 

Carillonneur (present): Don Cook 0991- ) 

Carillonneur (former): John Longhurst 
Cl 97 5-1 977) 

Significant Individual: Lorin Wheelwright 
Brief History: 

Provo 

Ir . I 

Brigham Young University 

The University Centennial Committee, led 
by Lorin Wheelwright, was given the res
ponsibility of finding an appropriate way to 
commemorate the University's first hundred 
years . They decided that a carillon would 
serve that function well. Funds were given 
by friends and alumni of the University, 
and Verdin installed the 52-bell carillon in 
1975. This instrument was dedicated in 
October, 1975, at the newly completed 
Brigham Young University Centennial 
Carillon Tower. Various student carillon
neurs have played the instrument since 
1977, among them Don Cook Cl 979-1982) 
and Russell Sorensen 0985- ). It was not 
until 1991 that the position of University 
Carillonneur and Assistant Professor of 
Music went to faculty member Don Cook. 
In 1993, the transmission bar system, bronze 
clappers and keyboards were replaced by 
Verdin and Meeks, Watson & Co. New 
North American Standard keyboards, a radi
al quadrants transmission system, and cast 
iron clappers were added at this time. Karel 

Keldermans was the consultant for the 
renovation. 

Regular Activities: Noon recitals on week
days, when school is in session; Monday 
evening recitals during September 
(6:00 p.m.). 

Special Events: 1994 GCNA Congress Host. 

Yermonl 

Middlebury 

Carillon: Mead Memorial Chapel 
Middlebury College 

Bellfounders: Meneely/ Watervliet 0916); 
van Bergen 0959); Paccard 0986) 

Number of Bells: 48 

Largest Bell: E (2,700 lbs.), connected to C 
on keyboard 

Keyboard: Paccard (1986) 

Practice Keyboard: Paccard (1986) 

Transmission System: transmission bars 

Middlebury Erik Lundberg 



Carillonneur (present): George Matthew, Jr. 
0986-) 

Significant Individuals: Alan Dragone 
(donor); Emory Fanning; George Matthew, 
Jr. 
Brief History: 

Alan Dragone, Class of 1950 and chairman 
of the Board of Trustees, provided the 
funds for this carillon. Emory Fanning, the 
head of Middlebury's Music Department, 
was influential in getting the instrument for 
the campus. The original bells had been a 
Meneely (Watervliet) chime and a 1959 van 
Bergen carillon. These van Bergen bells 
originally had been hung in the Atlantic 
Methodist Church in North Quincy, Massa
chusetts. Paccard was given the contract to 
create a new carillon in 1985. Along with 
the new Paccard bells, the carillon retained 
9 of the 11 Meneely bells and 12 of the 25 
van Bergen bells. Completion of the instal
lation was not until the spring of 1986, 
when George Matthew, Jr. played dedica
tion programs on May 24 and May 31. 

Regular Activities: Friday recitals in 
summer (4:00 p .m.). 

Northfield 

Carillon: Charlene Nichols Greene 
Memorial Carillon 
Norwich University 

Bel/founders: Marcel Michiels 0933); 
Paccard 0959) 

Number of Bells: 47 

Largest Bell: D# (3,500 lbs.) , connected to 
C on keyboard 

Keyboard: Bigelow 0956) 

Practice Keyboard: Somers 0933)/ Denyn 
Standard 

Transmission System: transmission bars 

Carillonneur (present): George Matthew, Jr. 
0990- ) 

Carillonneurs (former): Richard Cutts 

Northfield Anton Brees Carillon Library 

0963-1993); Robert Donnell 0956-1982) 

Significant Individuals: Charlotte Nichols 
Greene, Stephen Greene, Mr. and Mrs. 
Donald Boyer (donors); Arthur Bigelow, 
Dr. F. Randolf Philbrook and George 
Garrison 

Brief History: 

In 1956, Mr. and Mrs. Donald M. Boyer of 
Riverton, Vermont, presented the University 
with a gift for a bell tower in which to 
install the Charlotte Nichols Greene Carillon 
on the Norwich University campus. Subse
quently, this tower was built next to Jack
man Hall , and the Michiels instrument was 
installed. The Greene Carillon was a gift 
from Stephen Greene of Dover, New Hamp
shire, in memory of his mother, who had 
purchased the instrument from the Belgian 
government following the Chicago World's 
Fair in 1933. This original Michiels carillon 
consisted of 36 bells. Eleven new Paccard 
bells were added in 1959, at which time 27 
of the original Michiels bells were returned 

221 

to Paccard for either re-tuning or re-casting. 
Bigelow designed essentially a new installa
tion of the expanded and improved caril
lon. The keyboard now in use was built by 
Bigelow during this 1959 renovation. During 
the 1980s, the University purchased a new 
Eijsbouts practice instrument, and the old 
Somers practice instrument was removed to 
the tower's second floor. George Matthew 
was asked to schedule the concert series at 
Northfield in 1987, and was named Caril
lonneur in 1990. Through the work of Dr. 
F. Randolf Philbrook and George Garrison, 
a trust fund was established for the contin
ued operation of the carillon in 1988. 

Regular Activities: University functions; one 
guest recital in April, May, August, Septem
ber and October. 

· Arlington 

Carillon: The Netherlands Carillon 
Arlington National Cemetery 

Bel/founders: Petit & Fritsen, Eijsbouts, van 
Bergen 0953) 

Number of Bells: 50 

Largest Bell: G O 2,654 lbs.), connected to 
B-flat on keyboard 

Keyboard: Eijsbouts 0995), NAS 

Transmission System: directed cranks 

Carillonneur (present): Edward M. Nassar 
0987- ) 
Carillonneur (former): Frank P. Law 
0 963-1985) 

Significant Individuals: G. L. Verheul; 
Kersen de Jong and The Netherlands 
Chamber of Commerce in America, Inc. 
(donors) 

Brief History: 
The idea for The Netherlands Carillon, 
located adjacent to the United States Marine 
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Arlington Lee Strang 

Corps War Memorial in Arlington National 
Cemetery, came from G.L. Verheul , a Dutch 
government official in The Hague. The 
Netherlands Carillon is a gift symbolizing 
the friendship between the people of the 
Netherlands to those of the United States. 
When the concept took shape, the drive for 
funds to build the tower and carillon met 
with generous response from all parts of 
the Netherlands. The three existing Dutch 
bellfoundries were selected to cast the 
bells: Eijsbouts, Petit & Fritsen, and van 
Bergen. Queen Juliana endorsed the project 
early on, and during her visit to the United 
States in 1952, she presented a small bell to 
President Harry Truman as a token of the 
carillon which was to come. In 1954, the 
49-bell carillon arrived in Washington, D.C., 
and was installed in a temporary tower. 
Each bell carries an emblem signifying a 
group of Dutch society. The inscriptions 
cast on each bell were composed by Dutch 
poet Ben van Eysselsteijn. The present 
tower was designed by a leading Dutch 
architect, Joost W.C. Boks. On May 5, 1960, 

the 15th anniversary of the liberation of the 
Netherlands from the Nazis, the carillon 
was dedicated by Ferdinand Timmermans. 

In 1995, the carillon was restored by the 
Netherlands Chamber of Commerce in 
America, Inc., spearheaded by their direc
tor, Kersen de Jong. The bells were retuned 
by Eijsbouts, with a completely new trans
mission system and a North American 
Standard keyboard. A 50th commemorative 
bell was cast by Eijsbouts (D5 on the key
board). In March of 1995, the new bell was 
presented to President Bill Clinton by the 
Dutch Prime Minister, Willem Kok. The 
tower was also restored during this renova
tion. Edward Nassor and Jacques Maassen 
played the re-dedication on May 5, 1995, 
the 50th anniversary of the liberation of the 
Netherlands from the Nazis. 

Regular Activities: Saturday afternoon 
recitals (April-May, September); Saturday 
evening recitals (June, July, August) . 

Special Events: 1964 and 1990 GCNA 
Congress Host. 

Luray 

Carillon: Belle Brown Northcott Memorial 
Carillon, Luray Singing Tower 

Bellfounder: Taylor 0937) 

Number of Bells: 47 

Largest Bell: A (7,392 lbs.), connected to C 
on keyboard 

Keyboard: Taylor 0937) 

Practice Keyboard: Taylor 0937) 

Transmission System: transmission bars 

Carillonneur (present): David W. Breneman 
0984- ) 

Carillonneur (former): Charles T. Chapman 
0937-1984) 

Significant Individuals: Colonel T.C. North
cott and family (donors) 

Luray Rees Carillon Archives 

Brief History: 

The Luray Singing Tower, officially known as 
the Belle Brown Northcott Memorial, contains 
a carillon of 47 bells, a gift to Luray from 
Colonel T.C. Northcott and his daughter, Mrs. 
Katherine Northcott Graves, in memory of 
Colonel Northcott's wife, Belle. The Taylor 
carillon was dedicated on November 3, 1937, 
by Anton Brees. Charles Chapman became its 
first Carillonneur at the same time. 

Regular Activities: Played Tuesday, Thurs
day, Saturday & Sunday evenings (May
August); Saturday & Sunday afternoons 
(March-April and September-October). 

Special Events: 1947 GCNA Congress Host. 

Richmond 

Carillon: Virginia War Memorial 
Byrd Park 

Bellfounder: Taylor 0932, 1969) 

Number of Bells: 53 
Largest Bell: G 01,200 lbs.), connected to 
G on keyboard 



Richmond Don Traser 

Keyboard: Taylor 0932) 

Practice Keyboard: Taylor 0932) 

Transmission System: transmission bars 
(central transmission) 

Carillonneurs (present): Lawrence Robinson 
0 970- ); Donald Traser O 975- ) 

Carillonneurs (former): Beverly Jesse Keith 
(1964-1968); Lawrence Robinson 0961-
1968); Wyatt Insko (c. 1959-1960); Hilton 
Rufty 0933-c. 1958) 

Significant Individuals: Granville G. 
Valentine; Buford Scott 

Brief History: 

The idea of the carillon as a World War I 
memorial was from Granville G. Valentine, 
chairman of the Virginia Citizens' Carillon 
Committee. Originally, there were 66 bells , 
with 13 trebles doubled. Total weight of 
the 66 bells was 63,245 pounds. T~e caril
lon was dedicated on October 15, 1932, by 
Anton Brees, who also played a number of 
other special recitals from October 16 to 
November 15 of that year. In 1969, with 

------~ ---~ 

funds provided by Buford Scott, Taylor re
cast bells 33 to 53. Scott was an enthusias
tic supporter of the carillon, having led the 
way in its installation in Byrd Park and 
later in contributing to its maintenance. 
Unfortunately, after Scott died in June of 
1973, there was no one to champion the 
cause of the carillon. The city eliminated 
funds for programs several years ago. Thus, 
the instrument is played only twice a year 
unless funding is received for some special 
event, such as the July 4th band concert at 
the adjacent amphitheatre and the Christ-

• mas Eve Nativity Pageant on the steps and 
plaza in front of the tower. 

Regular Activities: Occasional recitals. 

Roanoke 

Carillon: Hollins College 
Jesse Ball DuPont Chapel 

Bellfounder: Paccard O 959) 

Number of Bells: 47 

Roanoke Sky Preece 
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Largest Bell: E-flat (2,650 lbs.), connected to 
C on keyboard 

Keyboard: Paccard (1959) 

Practice Keyboard: Paccard (1959) 

Transmission System: transmission bars 

Carillonneur (present): James M. Leland 

Significant Individuals: Mr. and Mrs. 
Toddie L. Wynne (donors); Arthur Lynds 
Bigelow 

Brief History: 

This 4-octave Paccard carillon, located in 
the rather small tower of the Jessie Ball 
DuPont Chapel, was designed by Arthur 
Bigelow when he was Bellmaster at 
Princeton University. The total weight of 
the instrument is about 17,000 pounds. Mr. 
and Mrs. Wynne left funds for the carillon 
in memory of Allie Nash Young. It was 
installed in 1959. Bigelow played the dedi
catory recital on October 18, 1959. 

Regular Activities: Played after chapel 
services. 

Spokane 

Carillon: Carillon in Thanksgiving for the 
Life and Work of George 
Frederick Jewett, Cross Tower 
Cathedral of St. John the 
Evangelist 

Bellfounder: Taylor (1968) 

Number of Bells: 49 

Largest Bell: C (5,000 lbs.), connected to C 
on keyboard 

Keyboard: Taylor (1968) 

Practice Keyboard: Taylor (1968) 

Transmission System: transmission bars 
(central transmission) 

Carillonneurs (present): Charles C. Bradley, 
Jr. (1977- ); Andrea Mccrady (1990- ); 
Carl Bangs O 990- ) 
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.\fXJktllW Cathedral of St. Joh11 

Carillonneur (former): Harold Einecke 
(1968-1977) 

Significant Individuals: William H. and 
Margaret Greer, Jr. (donors) 

Brief History: 

This carillon was first played by Harold 
Einecke on Christmas Eve, 1968. When Dr. 
Einecke became ill before the dedicatory 
recital scheduled for August 28, 1969, the 
concert was played as printed on short 
notice by Yale University Carillonneur 
Robert Bonds. A special July 4th concert, 
sponsored by the Cathedral and the Arts , 
has been played for 23 years. John Ellis 
performed this special Independence Day 
concert from 1972 until 1991. Featured 
recitals on this carillon were heard during 
the 1974 Spokane World's Fair. 

Regular Activities: Thursday noon recitals 
and between Sunday services. Thursday 
evening summer series in July. 

Special Events: 1970 GCNA Congress Host. 

'J;/l;sconsin 

Green Bay 

Carillon: Kaap Memorial Carillon 
First Evangelical Lutheran Church 

Bel/founder: Petit & Friesen (1957) 

Number of Bells: 47 

Largest Bell: C (5,280 lbs.), connected to C 
on keyboard 

Keyboard: Petit & Friesen O 957) 

Practice Keyboard: Petit & Friesen 0957) 

Transmission System: transmission bars 

Carillonneurs (present): Michael Teuteberg, 
Ron Petersen, Julie VanBeaver 

Carillonneurs (former): Lloyd Schaefer 
(1969-1994); Diane Hartwig; Connie Nell ; 
Ewald Naser; Otto Kaap 

Significant Individuals: Mr. & Mrs. Otto 
Kaap (donors) 

Brief History: 

In 1947, Mr. and Mrs. Otto Kaap provided 

Green Bay CCNA Archives 

$75,000 toward the construction of the First 
Lutheran Church on its new site at Monroe 
and Lawe Streets. In 1952, they offered to 
"finance the entire cost of the church edi
fice proper," including 4 bells to be cast 
in Holland. This gracious offer then was 
amended to cover the cost of a 47-bell car
illon from Petit & Friesen. The Kaaps per
sonally visited the Dutch bellfoundries and 
made the decision to purchase a Petit & 
Fritsen instrument following their trip to 
Aarle-Rixtel. The carillon was dedicated on 
December 22, 1957, with a recital by 
Robert Donnell. 

Regular Activities: Played before and after 
Sunday services; Thursday evenings in 
summer prior to city band concerts. · 

Special Events: 1984 GCNA Congress Host. 

Madison 

Carillon: Memorial Carillon 
University of Wisconsin 

Bel/founders: Gillett & Johnston 0935, 
1937); Eijsbouts 0972) 

Number of Bells: 56 

Largest Bell: B-flat (6,823 lbs.) , connected 
to B-flat on keyboard 

Keyboard: Paccard 0963) 

Practice Keyboard: Paccard 0963) 

Transmission System: transmission bars 

Carillonneur (present): Lyle J. Anderson 
0986-) 

Carillonneurs (former): John Harvey 
0960-1984); Peter Nelson 

Significant Individuals: W. Norris 
Wentworth, Ira Schroeder, James S. and 
Kathryn Vaughn 

Brief History: 

The Classes of 1917 through 1926 con
tributed funds for the purchase of a chime. 
Norris Wentworth was the head of the 
committee planning the tower's construc
tion and the original installation of the 25-



bell Gillen & Johnston carillon in March of 
1936. A year later, Wentworth and some 
students installed 5 additional bells, also 
cast by Gillen & Johnston, in the tower 
themselves. Wentworth also served as the 
first "player of the bells," until 1941. Ira 
Schroeder dedicated this instrument on 
June 20, 1936, and when other bells were 
added in 1963. In this laner addition, Ar
thur Bigelow of Princeton University plan
ned and supervised the installation of the 
27 Paccard bells. Six of these bells replaced 
the smallest of the 30 Gillen & Johnston 
bells, and the rest extended the carillon's 
range to 4 octaves. A new practice key
board was installed at this time. Richard M. 
Watson, an assistant carillonneur from 1961 
until 1968, assisted Bigelow in this 1963 
installation. 
Nearly another decade passed before suffi
cient funds were raised for the long
planned expansion of the lower range of 
the instrument. Five large bells were cast 
by Eijsbouts in 1972, bringing the total 

Madison University of Wtsconsln 

-

number of bells in the carillon to 56, with a 
bourdon of B-flat, weighing 6823 pounds. 
At this time, Eijsbouts replaced the 27 small 
Paccard bells which had been added in 
1963. Ira Schroeder again played for this 
re-dedication in 1973. James and Kathryn 
Vaughn established an endowment in 1986 
to provide for carillon maintenance and 
guest recitalists . Prior to the 1984 GCNA 
Congress held here, the entire carillon me
chanism, bells and keyboards were refur
bished by Verdin, under the direction of 
Richard Watson. There was a week of spe
cial recitals for the 50th anniversary of the 
carillon in June of 1986. 
Regular Activities: Recitals on Sundays at 
3:00 p.m., plus short recitals Wednesday 
and Friday afternoons when school is in 
session. Thursday evening recitals in July. 
Special Events: 1984 GCNA Congress Host. 

Milwaukee 

Carillon: The Marquette University Carillon 
Marquette University 

Bel/founder: Paccard 0967) 
Number of Bells: 48 
Largest Bell: C (5,000 lbs.) , connected to C 
on keyboard 

Keyboard: Paccard O 967) 
Practice Keyboard: Paccard 0967) 

Transmission System: transmission bars 

Carillonneur (present): William J. Geisheker 
0967- ) 
Significant Individual: Mrs. John C. Dwan 
(donor) 

Brief History: 

Although the tower which houses the 
Marquette University instrument was con
structed in 1923 especially to house a caril
lon, it remained empty until 1967. In that 
year, the installation of a 48-bell Paccard 
carillon was made possible by Mrs. John C. 

Dwan, .;,,ho was a member of the Board of 
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Milwaukee Anton Brees Carillon Library 

Regents for Marquette and Chair of the 
John C. Dwan Educational Foundation of 
Duluth, Minnesota. Princeton University 
Carillonneur Arthur Bigelow had been 
hired to design this Paccard instrument, 
and the original keyboard was built to his 
specifications. Following Bigelow's death in 
February of 1967, Justin Kramer, an engi
neer from Los Angeles, was brought in as 
consultant for the project. Lowell Smith 
played for the dedication on October 29, 
1967. 
Regular Activities: Played regularly several 
times a week and on Sunday; also played 
for special University events. Weekly tours. 

Special Events: 1984 GCNA Congress Host. 

Washington, D.C. 

(see District of Columbia) 
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~rilish Columbia 

Victoria 

Carillon: The Netherlands Centennial 
Carillon 

Belifounder: Petit & Fritsen 0967, 1971)) 
Number of Bells: 62 

Largest Bell: D (3,300 lhs.), connected to C 
on keyboard 

Keyboard: Petit & Fritsen (1971) 

Practice Keyboard: Petit & Fritsen (1967) 

Transmission System: transmission bars 

Carillonneur (present): Rosemary Laing 
0993- ) 
Carillonneur (former): Herman Bergink 
( 1968-1992) 

Significant Individual.- Herman Bergink 

Victoria VisiOIIS We5/ Photo 

Brief History: 

Victoria's carillon was a gift to the citizens 
of British Columbia from the Dutch com
munity of the province. The open tower, 
which was built to house the carillon, 
stands 88 feet tall at the corner of Govern
ment and Belleville Streets in the heart of 
the city-near the strikingly beautiful Inner 
Harbour, the Parliament Buildings, and the 
Royal British Columbia Museum. Queen 
Juliana of the Netherlands laid the corner
stone on May 23, 1967, Canada's centennial 
year. The tower was completed and offi
cially opened a year later. In 1971, with the 
addition of 13 bells, the 62-bell Netherlands 
Centennial Carillon became the largest in 
Canada. Both keyboards are Dutch Standard. 
Herman Bergink, the first Carillonneur, is 
credited with his untiring efforts to bring 
the dream of this carillon to reality. 

Regular Activities: 3:00 p .m. Sunday recitals 
(April 2 through November 26); 7:00 p.m. 
Friday recitals (July and August). 

Ontario 

Niagara Falls 

Carillon: The Rainbow Tower Carillon 

Belifounder: Taylor 0946) 

Number of Bells: 55 
Largest Bell: E (20,000 lbs.) , connected to 
G on keyboard 

Keyboard: Meeks, Watson & Co. 0991), 
NAS 

Practice Keyboard: Price-non-standard 
0946) 

Transmission system: transmission bars 
(central transmission) 

Carillonneur (present): Gloria Werblow 
(1987- ) 

Carillonneurs (former): June Somerville 
(1987-1990); Robert Donnell 0976-1985); 

Niagara Falls Anton Brees Carillon library 

Gordon Slater (1972-1975); Stanley James 
(1971); James R. Lawson 0968-1971); 
Leland Richardson 0960-1968); Lawrence 
Apgar 0959); Robert B. Kleinschmidt 
(1948-1959) 

Significant Individual: T. B. McQuesten 

Brief History: 

In 1938, as Ontario's Minister of Highways, 
T. B. McQuesten first proposed the installa
tion of a carillon at the Rainbow Bridge. 
Taylor began work on this carillon in 1940, 
but was forced to suspend work for the 
duration of the war. The original bells and 
clappers only were made by Taylor, with 
the frame, action, playing and practice key
boards the creation of an engineering firm 
in Toronto, to designs of Percival Price. 
After he chaired the Niagara Falls Bridge 
Commission for 9 years, McQuesten was 
fired over the furor surrounding MacKenzie 
King's name not having been placed on the 
bourdon. (McQuesten later was awarded · 
honorary membership in the GCNA for his 
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efforts on behalf of the Rainbow Tower 
Carillon.) The dedicatory recital was played 
on June 17, 1948, by Robert B. Klein
schmidt. In 1991 , the instrument was re
built by Verdin, to designs of Richard M. 
Watson. At that time, a new playing key
board was installed by Meeks, Watson & 
Co. 

Regular Activities: Weekend recitals Qune
Labour Day); major holidays (Canada Day, 
Independence Day, Easter, Victoria Day, 
Memorial Day, Canadian Thanksgiving and 
Christmas). 

Special Events: 1951 GCNA Congress Host. 

Ottawa 

Carillon: L'Eglise St-Jean-Baptiste 

Bellfounder. Michiels 0939) 

Number of Bells: 47 

Largest Bell: C (6,800 lbs.), connected to C 
on keyboard 

Keyboard: Michiels 0939) 

Transmission System: transmission bars 

011awa/St. Jean Anton Brees Cart/Ion Library 

(side transmission) 

Carillonneur (present): none 

Carillonneurs (former): Fr. Dauphinais 
(194?-1970); Emil Vendette 0939-194?) 

Brief History. 

This instrument was cast and shipped by 
Michiels in 1939, but no representative 
from the Belgian foundry ever arrived to 
install it. At least one crate of parts was 
missing. (The Michiels employees are 
reputed to have said "it fell off the boat.") 
Thus, the carillon was assembled without 
plans in 1940 by J.A. Cromier, who had 
helped install the Peace Tower Carillon in 
1927, and Emil Vendette. It was inaugurat
ed on Novembre 26, 1940, by Vendette. 

Special Events: 1955 and 1986 GCNA 
Congress Host. 

Ottawa 

Carillon: Peace Tower 
Houses of Parliament 

Bellfounder: Gillett & Johnston 0927) 

Number of Bells: 53 

Largest Bell: E (22,400 lbs.), connected to G 
on keyboard 

Keyboard: Gillett & Johnston 0927) 

Practice Keyboard: Gillett & Johnston 
0927) 

Transmission System: transmission bars 
(side transmission) 

Carillonneur (present): Gordon Slater 
0977- ) 

Carillonneurs (former): Emilien Allard 
0975-76); Robert Donnell (1939-1975); 
Percival Price (1927-1939) 

Significant Individuals: W.L. MacKenzie 
King, Frederick C. Mayer 

Brief History: 

This carillon was installed by the authority 
of Parliament, in an effort spearheaded by 
Prime Minister MacKenzie King. Frederick 
C. Mayer, an organist at West Point Chapel, 
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011awa/Parllamen1 Andrews-Newton 

was consulted, and it was decided to install 
an instrument similar to that in the Park 
Avenue Baptist Church in New York. The 
inauguration, played by Percival Price, took 
place on July 1, 1927 (Dominion Day), dur
ing the Diamond Jubilee celebrations. In 
1982, Verdin renovated both playing and 
practice keyboards and installed a new 
transmission system. As part of this renova
tion, the playing keyboard was turned 180 
degrees. The Guild of Carillonneurs was 
founded at the site of this carillon in 1936. 
In addition to several other occasions, the 
GCNA met here again in 1986, on the 50th 
anniversary of the organization. 

Regular Activities: Weekday recitals 
throughout the year (12:30-12:45 p .m.) ; 
Tuesdays & Thursday evenings in July & 
August (7:30-8:30 p .m.). 

Special Events: 1936, 1955, 1967, and 1986 
GCNA Congress Host. 
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Toronto 

Carillon: The Exhibition Place Carillon 
Exhibition Place 

Bel/founder: Eijsbouts (1975) 

Number of Bells: 50 

Largest Bell: C (4,850 lbs.) , connected to G 
on pedal 

Keyboard: Eijsbouts 0975) 

Transmission System: directed cranks 

Carillonneur (present): none 

Carillonneurs (former): Gordon Slater 
(1975-76); Heather Spry (1977-1981); 
Sydney Shep (1983-1993) 

Brief History: 

On a trip to Munich, the Canadian National 
Exhibition General Manager was impressed 
by an Eijsbouts installation there. He suc
ceeded in getting the Carlsberg Brewing 
Company to purchase a similar carillon, 
and this SO-bell instrument was installed by 
Eijsbouts at the Canadian National Exhi
bition in 1975. The bourdon is connected 

Toro111o/Exbibirio11 Place James Slater 

to G on the pedal. with no corresponding 
connection in the manual. This carillon is 
relatively inactive at present. Now, various 
advertisers display their names on the tower 
(for example, Chrysler was the sponsor in 
1995). 

Toronto 

Carillon: Massey/ Drury Memorial Carillon 
Metropolitan United Church 

Bel/founders: Gillett & Johnston (1922); 
Petit & Fritsen (1960); Paccard 0971) 

Number of Bells: 54 

Largest Bell: A (8,456 lbs.), connected to C 
on keyboard 

Keyboard: Richard M. Watson (1971) 

Transmission System: transmission bars 

Carillonneur (present): James B. Slater 
(1962- ) 

Carillonneurs (former): Stanley F. James 
(1941-1962); Edmund Milroy (1936-1941 
and 1930-1932); Sidney Giles (1932-1936); 
J. Leland Richardson (1928-1930); John 
Skillicorn (1926-1928); Percival Price (1922-
1926) 

Significant Individual: Chester Massey 
(donor) 

Brief History: 

The Metropolitan Carillon was given to the 
Church by Chester D. Massey, as a memori
al honoring his wife, Margaret. In 1922, this 
23-bell instrument represented the first har
monically tuned carillon in North America. 
Harry Withers played the dedication on 
April 2, 1922. A Church fire in 1929 de
stroyed the building, except for the tower. 
Two generous bequests-from Dr. C. W. 
Drury, who gave 12 bells in 1960, and from 
the Massey Foundation, which gave 19 bells 
in 1971-were responsible for subsequent 
enlargements to the carillon, which resulted 
in an instrument of 54 bells. In this latter 
installation, Richard M. Watson designed 
and built a new playing keyboard, to the 

Toronto/Metropolitan Cburcb James Slater 

1970 standards of the GCNA. A re-dedica
tion recital was played by J. Leland Richard
son on November 6, 1960. Richard Watson 
played a special recital on June 18, 1972, 
the 50th anniversary of the original gift and 
in honor of the GCNA Congress. Verdin re
built the pedalboard in 1991. 

Regular Activities: Sundays (10:30-11 :00 
a.m.); Monday, Wednesday and Friday 
noon recitals during summer months. 
"Summer in the Park" music program; 
Christmas Eve and Christmas recitals. 

Special Events: 1951 and 1972 GCNA 
Congress Host. 

Toronto 

Carillon: Soldiers' Tower 
University of Toronto 

Bel/founders: Gillett & Johnston (1927); 
Petit & Fritsen (1975) 

Number of Bells: 51 

Largest Bell: B-flat (7,840 lbs.), connected to 
B-flat on keyboard 



Toronto/University James Slater 

Keyboard: Verdin O 975) 

Practice Keyboard: Verdin 0975) 

Transmission System: transmission bars 

Carillonneur (present): Sydney ]. Shep 

Carillonneurs (former): Heather Spry 
0977-1981); Gordon Slater 0970-1977); 
J. Leland Richardson 0929-1969); John 
Skillicorn O 927-1929) 

Significant Individual: Olive Langton 
Beddoe 

Brief History: 

The Soldiers' Tower Carillon was originally 
composed of 23 bells cast by Gillett & 
Johnston. This small instrument was made 
possible by funds donated from alumni, stu
dents and friends of the University, in mem
ory of those lost in World War I. Percival 
Price played the dedication on October 6, 
1927, during Centenary Celebrations at the 
University. Nineteen new bells cast by van 
Bergen were donated in 1952. Colonel Eric 
Phillips gave funds for 18 of these bells, and 
then Carillonneur J. Leland Richardson 

donated the other one. Since the bells did 
not adequately match the tuning of the 
Gillett & Johnston bells, they were sold to 
interested alumni. During this period, The 
Soldiers' Tower Carillon Fund Committee 
was established by Olive Langton Beddoe, 
who later was made an Honorary Member 
of the GCNA for her efforts in fundraising 
for the carillon's enlargement. Funds were 
raised to purchase 28 Petit & Fritsen bells, 
and install new playing and practice key
boards built to the 1970 GCNA Standard. 
Percival Price, Milford Myhre and Emilien 
Allard played for the re-dedication on May 
7, 1976. The Soldiers' Tower Carillon re
mains the only university carillon in Canada. 

Regular Activities: Summer series; played 
for Convocations, special celebratory days 
(weddings, Remembrance Day, etc.). 

Special Events: 1951 and 1972 GCNA 
Congress Host. 

Montreal 

Carillon: Oratoire St-Joseph du Mont-Royal 

Bel/founder: Paccard 0954) 

Number of Bells: 56 

Largest Bell: D# (3,000 lbs.), connected to 
C on keyboard 

Keyboard: Taylor 0981) 

Practice Keyboard: Taylor 0981) 

Transmission System: transmission bars 

Carillonneur (present): Claude Aubin 
0976- ) 

Carillonneurs (former): Andrea Mccrady 
0976-1980); Emilien Allard 0955-1975) 

Brief History: 

First destined for installation at the Eiffel 
Tower in Paris, the 56 bells of this Paccard 
carillon, weighing a total of 24,000 pounds, 
were loaned to the Oratoire in 1954, when 
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the former project had to be abandoned due 
to structural problems and lack of funds . 
Later, contributors were found to make an 
outright purchase of the instrument for the 
Catholic shrine on Mont Royal. Since its 
installation in 1954, there have been plans to 
house the carillon in a suitable tower which 
complements the grandiose architecture of 
the shrine. Presently, the instrument sits vir
tually at ground level, with the top of the 
carillon less than 30 feet from the ground. 
The bells are a "constant source of inspira
tion to the thousands of pilgrims who pay 
homage at the shrine." There was a major 
renovation to the carillon in 1981 by Taylor, 
which also replaced the original Paccard 
keyboards. In the summer of 1995, the caril
lon was integral in a special festival honor
ing Brother Andre. 
Regular Activities: Played all year (except 
February) for shrine visitors. 

Special Events: 1986 GCNA Congress Host. 

Montreal Orarolre Sr.Joseph 



--
230 

Mexico City (Tlatelolco) 

Carillon: Banco Nacional de Obras Publicas 
Tlatelolco 

Bel/founder: Petit & Fritsen 0963) 

Number of Bells: 47 

Largest Bell: G (11,737 lbs.), connected to 
C on keyboard 

Keyboard: Petit & Fritsen O 963) 

Transmission System: transmission bars 

Carillonneur (present): Yolanda Fernandez 
de Cordova 

Carillonneurs (former): Dr. Juan Jose Maria 
Kox 0960s); M. Marin 

Significant Individuals: Elizabeth Lacroix; 
Lie Ghillermo Viramontes 

Brief History: 

Tlatelolco is actually a city within the 
boundaries of Mexico City. Apparently, Mr. 
Lie Ghillermo Viramontes, the director of 

M<!xico City GCNA Archives 

the Banco Nacional de Obras Publicas, first 
conceived the idea of installing a carillon 
here. Built to Dutch Standard, the 4-octave 
Petit & Fritsen carillon was installed in 1963, 
at the top of an unusual tower 416 ft. high. 
The 5 largest bells are located below the 
playing cabin, with the remainder hung 
above. Transposition on the instrument is 
down a fourth. Eijsbouts later installed a 
piano keyboard for sounding 35 of the 
bells. This carillon was played most actively 
during the tenure of Dr. Juan Jose Maria 
Kox in the 1960s. 

Regular Activities: Played on weekends at 
midday. 

7/ ffote 7/ioul !he 7/ppem/ixes 
The authors are confident that these Appendixe~ 
the culmination of 14 months of gathering and 
verifying data-represent the most comprehen
sive listing of information ever compiled on the 
carillons of />forth America. To this end, a survey 
requesting information on instrument specifica
tion and historical background was designed 
and sent to all institutions which have true caril
lons. The preference was to have resident caril
lonneurs complete the required information, but 
if that proved impractical, other representatives 
of the institutions involved were requested to 
obtain this data and provide tower photos. Over 
several revisions, these Appendixes received the 
careful scrutiny of GCNA Archivist William De 
Turk and fellow Keyboard Committee members 
Richard Watson and Albert Gerken. Many photos 
were duplicated from the GCNA Archives, the 
Anton Brees Carillon Library, and the personal 
collections of William De Turk, Milford Myhre 
and Richard Watson . 

After the initial survey data was obtained, it was 
cross-referenced with existing information on 
each instrument. Where discrepancies occurred, 
further verification was made through innumer
able phone calls, letters and personal visits. Surveys 
which originally bad been returned with incom
plete or inaccurate data were sent back--com
plete with revised information-to the respective 
institutions for their approval. All data related to 
this suroey, including approved copy, correspon
dence, and photo permissions, are now part of 
the Rees Carillon Archives. 

Although the idea for the survey came from a 
suggestion in the GCNA Keyboard Committee, it 
quickly grew beyond the initial scope of the pro
ject-which bad been to identify keyboards built 
to the North American Standard. Keyboard 
Committee member Karel Keldermans then 
received approval to Jund the expanded project 
as part of a book published under the auspices of 
the Springfield Park District. No GCNA monies 
were used to fund any part of the survey, and 
the Springfield Park District bolds copyright to 
these Appendixes and the information contained 
herein. 



7//ahama 

Birmingham 

Carillon: Rushton Memorial Carillon 
First Presbyterian Church 

Birmtngbam Richard Watson 

Bel/founders: Taylor 0923/ 24); van Bergen 
0961) . 

Number of Bells: 37 

Largest Bell: F# 0,709 lbs.), connected to C 
on keyboard 
Keyboard: Taylor (1924) 

Practice Keyboard: Gillett & Johnston 
0925) 

Transmission System: transmission bars 

Carillonneur (present): Muriel Teague 
0977- ) 

Carillonneurs (former): Richard Teague 
0974-1976); Myrtle Jones Steele 0940s-
1968); James Rushton 0950s-1965) 

Significant Individuals: James Franklin 
Rushton; Colonel William J. Rushton 
(donors) 

Brief History: 

In 1923, James Franklin Rushton donated 
the funds for the original Taylor carillon of 
25 bells. The first concert was given on 
February 17, 1924, by Frederick Rocke, 
then at St. Peter's Church in Morristown, 
New Jersey. This Birmingham recital was 
broadcast on radio to several Southern 
cities. Kamiel Lefevere was invited to visit 
the Church in October of 1947, and he 
played several recitals during that time. In 
1961 , an additional 12 bells from van Bergen 
were installed to complete the 37-note 
range of the Taylor keyboard. Anton Brees 
played for the re-dedication on May 7, 
1961. Colonel William J. Rushton, the son 
of the original donor, provided the funds 
for the van Bergen bells. It was he who 
secured the original Gillett & Johnston 
playing keyboard from the Park Avenue 
Baptist Church in New York City from Le
fevere, and had it modified as a 3-octave 
practice keyboard for the First Presbyterian 
Church carillon. Minor mechanical work on 
the instrument was done by Richard Wat
son in 1968. For his efforts on behalf of the 
carillon, Colonel Rushton was made an 
Honorary Member of the GCNA. His son, 
James Rushton, played the carillon in the 
1950s and into the mid-1960s. Muriel 
Teague is the mother of Richard Teague. 
A frequent recitalist is Stephen Knight, 
Carillonneur at Samford University in 
Birmingham. 

Regular Activities: Concerts on Sundays at 
noon; weddings and other Church func
tions; recitals during Festival of Arts and 
Veteran's Day activities. 

Ca/,/ornia 

Stanford 

Carillon: Hoover Institute Carillon 
Stanford University 

Bel/founder: Michiels 0939) 
Number of Bells: 35 
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wrgest Bell: A-flat 0,335 lbs.), connected 
to C on keyboard 

Keyboard: Somers Cl 939) 

Transmission System: transmission bars 

Carillonneur (present): Timothy Zerlang 
0991- ) 

Carillonneurs (former): James B. Angell 
0960-1991); John Mullen 0959); C. 
Thomas Rhoads (1956); Oscar Burdick 
0953); Ronald Barnes 0950-1951); Maurice 
John Forshaw 0943); James Lawson (1941-
1948); Warren Allen (1941) 

Significant Individuals: Belgian American 
Educational Foundation (donor) 

Stanford Stanford University 
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Brief History: 

This Michiels carillon was originally on dis
play at the Belgian Pavilion at the New 
York World's Fair in 1939. The keyboard, 
which was constructed in Mechelen "under 
the direction of Jef Denyn," most likely is 
the work of Desire Somers. The playing 
drum, which still works, was also built in 
Mechelen. Kamiel Lefevere played the first 
recital in the Fair's Court of Peace on May 
1, 1939. Subsequently, the carillon was pur
chased for Stanford University by the Bel
gian American Educational Foundation in 
thanks for "all Mr. Hoover had done" for 
the Belgian people. Lefevere supervised the 
installation of the instrument in the newly
constructed Hoover Tower, and dedicated 
the instrument formally in a recital on June 
20, 1941. When he first became a graduate 
student on the Stanford campus, James 
Lawson offered to play this instrument. He 
was encouraged in his efforts by Herbert 
Hoover, and is credited with engendering 
the initial interest in the carillon at Stanford. 
Unfortunately, the Hoover Carillon is played 
sporadically today, only as requested by 
the University for some institutional event. 

Regular Activities: none. 

Special Events: 1988 GCNA Congress Host. 

Colorado 

Denver 

Carillon: Charles S. Hill Memorial Carillon 
Colorado Women's College 
University of Denver 

Bellfounder. van Bergen/ Heiligerlee (1961) 

Number of Bells: 30 

Largest Bell: B-flat (924 lbs.), connected to 
C on keyboard 

Keyboard: van Bergen (1961) 

Transmission System: directed cranks 

De11ver Phyllis Tremmel 

Carillonneur (present): Frankie Anderson 
(1980- ) 

Carillonneurs (former): Phyllis Tremmel 
(1961-1980) 

Significant Individuals: Mrs. Charles S. Hill 
(donor); George W. Olinger; Phyllis Tremmel 

Brief History: 

This carillon was given to the Colorado 
Women's College by Virginia Hill, in memo
ry of her husband, Charles. The instrument 
is housed in the 72-foot tall George W. 
Olinger Memorial Tower, a gift from Mr. 
and Mrs. Francis S. Van Derbur. Installation 
of the bells was unique in that all were 
placed in the tower's lantern while it was 
on the ground, and then the entire crown 
was lifted into place at the top of the tower. 
Situated adjacent to the modern Whatley 
Chapel and Lindsay Amphitheater, the 
Olinger Tower and Hill Carillon are part of 
the College's Lamont School of Music. The 
total weight of this van Bergen carillon is 
4,754 pounds, and all of the bells are visi-

ble from the ground. Daniel Robins, then 
Carillonneur at the University of Chicago, 
played the dedicatory recital on October 
21 , 1961. Phyllis Tremmel, a music profes
sor at the College when the carillon was 
installed in 1961, became its first Carillon
neur and taught carillon until her retire
ment in 1980. Lamont School of Music stu
dents also have played this instrument over 
the years. 
Regular Activities: School of Music recitals; 
commencements, reunions, and other 
University events; annual Christmas Carillon 
Concert; weddings. 

Conneclicul 

New Britain 

Carillon: Philip B. Stanley Carillon 
First Church of Christ, 
Congregational 

Bellfounder: Petit & Fritsen O 967) 

Number of Bells: 37 

New Britain Tbe Verdin Company 



Largest Bell: G (1408 lbs.), connected to C 
on keyboard 

Keyboard: Petit & Friesen O 967) 

Practice Keyboard: Petit & Friesen O 967) 

Transmission System: directed cranks 

Carillonneur (present): Chris Eberle O 994- ) 

Carillonneurs (former): Lorraine Revelle; 
Carol Kite 

Significant Individual: Philip B. Stanley 
(donor) 

Brief History: 

Housed in the Robert S. Buol Tower, this 
carillon has a total weight of 7,690 pounds. 
The Church seems to have little idea about 
the past history of this instrument. Charles 
Verdin installed the Stanley Carillon origi
nally. James R. Lawson played the dedica
tory recital on May 14, 1967. Verdin put 
return springs on the transmission system 
several years ago. Classes are held for 
church members interested in learning to 
play the carillon. 

Regular Activities: Church services; several 
recitals each year. 

New Canaan 

Carillon: The Dana-Barton Carillon 
St. Mark's Episcopal Church 

Bel/founder. Paccard 0961, 1965) 
Number of Bells: 30 

Largest Bell: E-flat (3,100 lbs.), connected to 
C on keyboard 

Keyboard: Bigelow 0961) 

Practice Keyboard: Bigelow 0961) 

Transmission System: transmission bars 

Carillonneurs (present): Marietta Storm 
Douglas 0990- ); Lea Cromwell 0991- ); 
Laurie Hamilton 0991- ) 

Carillonneurs (former): Dr. Granville 
Walker 0980-1989); Audrey Knicki Ballou 
0961-1981); Betty Ferris 0961-1979); 
Robert Adamson 0961-1978) 

( 

New Canaan josepb W Mo/iot 

Significant Individuals: Charles W. Dana , Jr. 
(donor); Dr. Granville I. Walker, Jr. 

Brief History. 

The original 20 Paccard bells installed in 
this carillon were given in 1961 by Charles 
W. Dana, Jr., in memory of his mother, 
Agnes Ladson Dana. An additional 10 bells, 
given in 1965 by the parish in memory of 
former rector Michael Roy Barton, were 
installed in 1965. This carillon, and the bell 
tower, were designed by Arthur Bigelow. 
Dedicatory recitals in May, 1962, and in 
October, 1965, were performed by Bigelow. 
Dr. Granville Walker, Jr., was instrumental 
in getting some much needed renovation 
work done on this small carillon. Verdin 
completed this work in 1983. Two of the 
bells also swing. 

Regular Activities. Played before or after 
Sunday services; summer recitals on 
Tuesdays in July; special recitals for reli
gious or national holidays; weddings and 
other Church-related events. 
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Storrs 

Carillon: Austin Cornelius Dunham Carillon 
University of Connecticut Carillon 
Storrs Congregational Church 

Bel/founder: Meneely/ Watervliet 0931) 

Number of Bells: 31 

Largest Bell: E (2,800 lbs.), connected to C 
on keyboard 

Keyboard: Meneely/ Watervliet 0931) 

Practice Keyboard: Corbett 0930s) 

Transmission System: transmission bars 

Carillonneur (present): David Maker 0994-) 

Carillonneurs (former): G. Safford Torrey; 
Jack Hall Lamb 
Brief History: 

Benjamin Hanks O 755-1824) became the 
first bellfounder in the United States when 
he began manufacturing bells and cannons 
on Hanks Hill (now part of Storrs) in 1785. 
His son, Julius, succeeded him in the busi
ness in upstate New York. Julius in turn was 
succeeded by his apprentice, Andrew Me
neely, in 1826. A century later, the selection 

Storrs Peter Morenus 

J 
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of a Meneely carillon for Storrs completed 
an historical full circle. In 1927, the Board of 
Trustees of the Connecticut Agricultural 
College determined to acquire a set of bells, 
which would be financed by the proceeds 
from an earlier gift of property by industrial
ist Austin Cornelius Dunham. In December, 
1930, the Storrs Congregational Church 
agreed on terms under which a College
owned instrument would be housed in its 
steeple. The Meneely Company made and 
installed 31 bells in 1931. Although the caril
lon has a 3-octave keyboard, only 2Yi oc
taves have ever been used. (The 2Yz oc
taves, written C3-G5, lack the first chromat
ic.) Melvin C. Corbett inaugurated the caril
lon on Commencement Day, June 6, 1931. 
This Meneely instrument received wide 
acclaim because of the timbre of the bells. 
After some years of disuse, the carillon now 
is being played regularly. The University 
sponsors afternoon performances daily dur
ing the academic year, while the Church 
sponsors a summer recital series. The Dun
ham Carillon is the only American-made 
university carillon. The practice keyboard at 
this location is silent, lacking tone bars. It 
was built by the late Melvin C. Corbett, for
mer Carillonneur of St. James' Church in 
Danbury, Connecticut, for his own use at 
home. His widow, Dorothy, gave it to the 
University of Connecticut. 

Regular Activities: Played daily during 
terms; also for sundry University and 
Church-related events; summer recital 
series. 

<JJislricl of Columbia 
Washington, D.C. 

Carillon: Pelzman Memorial Glockenspiel 
Washington National Zoo 

Bel/founder: Petit & Fritsen O 975) 

Number of Bells: 35 

Wasbtngron/Zoo Rlcbard Warson 

Largest Bell: F (253 lbs.), connected to C on 
keyboard 

Keyboard: Verdin 0975), NAS 

Transmission System: directed cranks 

Carillonneurs (present): Heather Ewing 
0991- ); Nancy VanDeveer 0990- ) 

Carillonneur (former): Michelle 
Prokopchak O 984-1989) 

Significant Individual: Ivy A. Pelzman 
(donor) 

Brief History: 

Philanthropist Dr. Ivy A. Pelzman was 
enthusiastic in his desire to donate a glock
enspiel to the National Zoo, similar to that 
in New York's Central Park. The glocken
spiel was to be installed for the delight of 
children and a "perpetual memorial" to his 
wife, Katherine R. Pelzman. While the Zoo 
administration had hoped for a simple, yet 
whimsical clock tower, Pelzman sought 
design advice from his friend, sculptor Felix 
de Weldon, who had designed the Iwo Jima 
Memorial. De Weldon had envisioned an 

enormous Noah's Ark fountain, with animat
ed animals and the bells of the carillon ar
ranged around the circumference of a clock 
tower 60 feet tall . Unfortunately, Pelzman 
died before designs for the memorial were 
agreed upcm. His will provided for a be
quest of $100,000 for a 35-bell Petit & Frit
sen carillon. The 38-foot tower, with animat
ed animal figures, was designed by Verdin. 
The keyboard, which was designed by 
Richard M. Watson, was built to the North 
American Standard applicable at the time. 
(The pedal C is directly under the manual 
C.) The carillon was installed in time for the 
Bicentennial celebrations. Richard Watson 
played the dedicatory recital on May 16, 
1976. Since Michelle Prokopchak left, the 
Zoo administration has not continued to 
provide funds for an official position of 
Carillonneur. This instrument has been 
moved a number of times; it was recently 
situated near Lion-Tiger Hill on the Zoo 
grounds. 

Regular Activities: Saturday informal recitals 
throughout the summer for Zoo visitors . In 
1996, there are plans for regular evening 
preludes to the summer sunset series. 

J/orida 
Panama City Beach 

Carillon: Carillon Beach 

Bel/founder: Petit & Fritsen 0993) 

Number of Bells: 35 

Largest Bell: C (583 lbs.), connected to Con 
keyboard 

Keyboard: Meeks, Watson & Co. (1993), NAS 

Transmission System: radial quadrants 

Carillonneur: Beverly Buchanan 

Significant Individual: William Biggs 
(donor) 

Brief History: 

The carillon at Carillon Beach is the focal 



Panama C/ry Tbe Verdin Company 

point of this residential development in the 
Florida panhandle. William Biggs, the devel
oper of Carillon Beach, provided initial funds, 
and the instrument is now owned by the 
Carillon Beach Institute. Both the tower and 
carillon were designed by Richard Watson of 
Meeks, Watson & Co., in collaboration with 
architect Lloyd Vogt of New Orleans. Watson 
also de-signed all bell fittings, clappers and 
the radial transmission system, which, along 
with the steel tower, were built by Verdin. A 
local contractor provided a masonry enclo
sure for the first two floors of th~ tower; the 
playing cabin is located on the second level. 
Frank DellaPenna played the dedicatory 
recital in 1994. Beverly Buchanan became the 
first Carillonneur in 19%. 

Regular Activities: Guest recitals. 

5//inois 

Chicago 

Carillon: Crane Memorial Carillon 
St. Chrysostom's Episcopal Church 

Bellfounder: Gillett & Johnston (1927) 

Number of Bells: 43 
Largest Bell: C (5,376 lbs.), connected to C 
on keyboard 

Keyboard: Gillett & Johnston (1927) 

Practice Keyboard: Gillett & Johnston 
(1927) 

Transmission System: transmission bars 

Carillonneurs (present): Richard Hoskins 
(1984- ); Rebecca Hunter 

Carillonneurs (former): Robert Lodine 
(1961-1983); Harold B. Simonds (1927-
1961) 

Significant Individuals: Richard T. Crane, 
Jr. (donor); Robert Lodine 

Chicago Rees Carillon Archives 

Brief History: 
The funds for St. Chrysostom's carillon were 
given by Richard T. Crane, Jr., in memory of 
his father. The carillon was inaugurated on 
May 15, 1927, by Anton Brees. During his 
tenure as Carillonneur, Harold Simonds gave 
regular Sunday recitals. Robert Lodine, who 
also was University Carillonneur at Rocke-
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feller Chapel in Chicago, continued Simonds' 
efforts to have the instrument heard in con
cert. Unfortunately, some sandblasting to the 
Church's exterior did substantial damage to 
the carillon mechanism in the past few 
years, and the instrument is played irregular
ly now. There seems to be little interest in 
renovating this carillon, located in Chicago's 
prestigious Near North neighborhood. 

Regular Activities: Occasional Church 
functions . 

Special Events: 1953 and 1977 GCNA 
Congress Host. 

Evanston 

Carillon: Laurance Hearne Armour 
Memorial Carillon 
Seabury-Western Theological 
Seminary 

Bellfounder: Petit & Fritsen (1953) 

Number of Bells: 35 

Largest Bell: A (1,071 lbs.), connected to C 
on keyboard 

Evanston Rees Carillon Archives 

Keyboard: Petit & Fritsen 0953) 
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Transmission System: transmission bars 

Carillonneur (present): none 

Carillonneur (former): Douglas Peterson 
(?-1993) 

Significant Individuals: Lacy Withers 
Armour; Lawrence Hearne Armour, Jr., 
(donors) 

Brief History: 

This instrument was the gift of Lacy 
Withers Armour, and Lawrence Hearne 
Armour, Jr., in honor of her husband and 
his father, respectively. It was dedicated in 
1954. There has been no one who has 
played the carillon regularly since Douglas 
Peterson passed away in 1993. The practice 
keyboard is listed as "unplayable" by Robert 
Finster, who has been Director of Music for 
the Seminary since 1991, and who is 
charged with overseeing the instrument. 

Regular Activities: none 

!Indiana 
Bloomington 

Carillon: School of Music Carillon 
Indiana University 

Bellfounder: Eijsbouts (1971) 

Numher of Bells: 42 

Largest Bell: C ( 595 lbs.), connected to C 
on keyboard 

Keyboard: Eijsbouts (1971), NAS 

Practice Keyboard: 2 non-standard Eijsbouts 
keyboards (1971) 

Transmission System: transmission bars 

Carillonneur (present): Brian Swager 
(1987- ) 

Carillonneurs (former): Linda Walker 
Pointer; Tony Norris (1984-1985); Arie 
Abbenes 0972-1973) 

Significant Individuals: Arthur R. Metz 
Foundation (donor) 

Brief History: 

Hloomlngton Indiana University 

The School of Music Carillon, like the Metz 
Carillon, is dedicated to the memory of 
Arthur R. Metz, a prominent Chicago sur
geon and University alumnus. The original 
cost of both Eijsbouts carillons, and the 
practice keyboards, was $101,000. The 
School of Music Carillon sits atop the build
ing from which its name is taken. The 
transposition is up one octave. The Eijs
bouts pedalboard is flat and non-radiating, 
with C-C (2 octaves) range, making it not 
to specifications of the North American 
Standard for pedalboards. 

Regular Activities: Primarily used for teach
ing and practice; occasional recitals 
throughout the school year. 

Greencastle 

Carillon: Alpha Chi Omega Carillon 
Depauw University 

Bellfounder: Petit & Fritsen (1973) 

Number of Bells: 37 

Largest Bell: A (1,000 lbs.), connected to C 
on keyboard 

Keyboard: Petit & Fritsen 0973), NAS 

Practice Keyboard: Verdin (c. 1975), NAS 

Transmission System: directed cranks 

Carillonneur (present): none 

Carillonneur (former): Arthur Carkeek 

Significant Individuals: Alpha Chi Omega 
(donor); Ardith Yeates Burkhart 

Brief History: 

Alpha Chi Omega, a national sorority found
ed at DePauw in 1885, donated the funds for 
this carillon, which sits atop the University's 
splendid Performing Arts Center. Ardith 
Yeates Burkhart (Class of 1927) is credited 
with beginning the fund drive for the Alpha 
Chi Omega Carillon. This was the last Petit & 
Fritsen carillon to be imported in its entirety 
by Verdin-the Dutch firm cast the bells, 
made the frame, clappers, action and key
board. Installation seems to have been some 
time in 1974. Both playing and practice key
boards were made according to the accepted 

Greencastle Linda Allee 



North American Standard at the time, except 
that both pedalboards have straight, flat ped
als. The dedicatory recital was played on 
October 9, 1976, by DePauw student Thomas 
DeWitte. Nominally under the direction of 
the School of Music, the carillon sits silent 
most of the time, except for an occasional 
brief recital. There is no University Carillon
neur position. 

Regular Activities: none. 

Covington 

Carillon: The Carroll Chimes 
Mainstrasse Village 

Bellfounder: Petit & Fritsen (1978) 

Number of Bells: 43 

Largest Bell: A (1,000 lbs.), connected to C 
on keyboard 

Keyboard: Verdin (1978) 

Practice Keyboard: Verdin (1978) 

Transmission System: transmission bars 

Carillonneur (present): William Wayne 
(1985- ) 

Carillonneur (former): Richard Watson 
(1978-1983) 

Brief History: 

Located in a small park in Covington's 
Mainstrasse Village, the Carroll Chimes was 
designed to feature the city's rich German 
heritage. It was donated to Covington by 
the Commonwealth of Kentucky, and 
named after Governor Julian Carroll, then 
the state's governor. Housed in a German 
Gothic style free-standing tower, the Carroll 
Chimes is accented by animated Jacque
marts, which move out of the tower onto a 
balcony and depict the story of the Pied 
Piper of Hamlin. The dedication was played 
by Richard M. Watson on September 8, 
1979. The Northern Kentucky Visitors' 

Covington Nonbern Kentucky Visitors ' Bureau 

Bureau utilizes the tower as a tourist attrac
tion. Unfortunately, carillon recitals now are 
infrequent, and the instrument is used main
ly electronically to accompany the Jacque
marts acting out the the Pied Piper story. 

Regular Activities: none. 

J/(assachusells 

Andover 

Carillon: Samuel Lester Fuller Carillon 
Phillips Academy 

Bellfounder: Taylor 0923); Petit & Fritsen 
(1966) 

Number of Bells: 37 

Largest Bell: E (2,347 lbs.), connected to C 
on keyboard 

Keyboard: Taylor (1923) 

Practice Keyboard: Taylor 0923) 

Transmission System: transmission bars 
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Carillonneur (present): Sally Slade Warner 
0974- ) 

Carillonneurs (former): Arthur Howes 
(1947-?); Carl F. Pfatteicher Cl 923-1947) 

Significant Individuals: Samuel Lester 
Fuller (donor) ; Carl F. Pfatteicher 

Brief History: 

Memorial Tower was built in 1922, the gift 
of Samuel Lester Fuller, to commemorate 
the alumni killed in World War I. Although 
it had been Fuller's intention to give his 
school a campanile containing a chime of 
12 to 14 bells, he subsequently was con
vinced to provide funds for a 30-bell caril
lon. Carl F. Pfatteicher, an Academy music 
instructor, was put in charge of finding the 
best founder and determining the number 
of bells. He traveled to numerous locations 
to hear Gillett & Johnston, Meneely/Water
vliet, and Taylor instruments. Although 
Meneely campaigned hard for the contract, 
it was awarded to Taylor in 1923. Edwin 
Shippen Barnes dedicated the instrument 
on December 1, 1923. The following 

Andover Rees Carillon Archives 
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spring, Anton Brees was invited to give 3 
days of recitals. Carl Pfatteicher began play
ing Sunday afternoon recitals around this 
time, and he determined to take formal 
lessons after hearing Brees in 1924 and 
Kamiel Lefevere, who gave a number of 
recitals in 1925. During the summer of 
1925, Pfatteicher studied with Jef Denyn. 
Upon his return, he began petitioning 
Fuller for money to add the 7 bells needed 
to make 3 chromatic octaves. These addi
tional Taylor bells arrived and were in
sta lled in May of 1926. Pfatteicher contin
ued to promote the carillon actively for 
several years, and was instrnmental in invit
ing Jef Denyn to play at Andover during 
his North American recital tour in Septem
ber of 1927. Unfortunately, the carillon 
declined into relative obscurity from 1928 
until 1952, as Pfatteicher pursued other 
musical interests. 

In the early 1960s, Arthur Bigelow was 
called in to examine the instrnment, which 
had fallen into disrepair. Upon his recom
mendation, the top 18 trebles were re
placed in 1966 by Verdin. The carillon has 
been silent since August of 1992. All activi
ties have been suspended until a renova
tion of the instrnment is possible. 

Regular Activities: none. 

Special Events: 1954 GCNA Congress Host. 

Gloucester 

Carillon: Church of Our Lady of Good 
Voyage 

Bel/founder. Taylor (1922, 1923) 

Number of Bells: 31 

Largest Bell: E-flat (2,826 lbs.), connected to 
C on keyboard 

Keyboard: Taylor (1922) 

Practice Keyboard: Ritchey / Swinney (1979) 

Transmission System: transmission bars 

Carillonneur (present): Marilyn Clark (1985- ) 

Gloucester Cburcb of Our lady 

Carillonneurs (former): Mary Mesquita 
Dahlmer (1922-1947) 

Significant Individuals: Mary Mesquita 
Dahlmer; Martin A. Gilman 

Brief History: 

The original carillon was admitted duty free 
through a special act of Congress, after its 
initial impoundment by U.S. Customs in 
1922. It was dedicated on July 2, 1922 by 
Cardinal William O'Connell, with the inau
gural recital played by George B. Stevens 
on July 23. Among the concerts which were 
played for several days following the inau
gural was one performed for John D. Rocke
feller, Jr., who later would give Gillett & 
Johnston instrnments in New York and 
Chicago in memory of his mother. William 
Gorham Rice was also interested in this 
early Taylor instrument, and spoke of it as 
he worked to interest other North Ameri
cans in the carillon art. Taylor provided 8 
more bells in 1923. A. Piatt Andrew invited 
Anton Brees to be his house guest and give 

Wednesday evening recitals in the summers 
of 1924 and 1925. In addition, Kamiel 
Lefevere, then Carillonneur at the Park 
Avenue Baptist Church in New York, was 
invited to give four months of Wednesday 
evening recitals, in 1925. He continued 
these recitals, which were funded by the 
Gloucester Chamber of Commerce, until 
1934, when the Great Depression ended 
funding for the arts. Other prominent caril
lonneurs who gave guest recitals included 
Anton Brees, Gilman and Edward B. Gam
mons. While Martin A. Gilman played guest 
recitals at irregular intervals for 20 years, he 
never was the official Carillonneur. Never
theless, Gilman dedicated many hours to 
keep the carillon in working order, and 
recorded its history in a number of articles. 
Prior to her retirement, Mary Mesquita 
Dahlmer taught Fr. Eugene Alves, the Pastor 
of the Church, to play the carillon. The 4-
octave practice instrument, purchased from 
Pearl Letz in 1987, was designed and con
structed by D.H. Ritchey and J. B. Swinney, 
at Texas Tech in Lubbock. 

Regular Activities: Played before and after 
Sunday services; Tuesday evening summer 
series (7:00 p.m.); special recitals December 
17 and 24 . 

Wellesley 

Carillon: Galen Stone Tower 
Wellesley College 

Bel/founder: Gillett & Johnston 0931); 
Taylor 0990) 

Number of Bells: 32 

Largest Bell: G (1,624 lbs.), connected to C 
on keyboard 

Keyboard: Verdin (1984), NAS 

Practice Keyboard: Somers (1930s) 

Transmission System: transmission bars 

Carillonneurs (present): students 

Carillonneurs (former): Dr. Harvey 
Spencer; Miss Florence Risley 



Wellesley Berkeley Carillon Institute 

Significant Individual: Charlotte Nichols 
Greene (donor) 

Brief History: 

The Nichols family's interest in the carillon is 
evident in the history of a number of North 
American carillons. Alumnae Charlotte 
Nichols Greene gave this carillon to Welles
ley College. Her son, Steven, received the 
Michiels carillon exhibited at the 1933 
Chicago World's Fair as a legacy and donat
ed that instrument to Norwich University in 
Northfield, Vermont. Here at Wellesley, the 
original Gillen & Johnston keyboard was for 
4 octaves, although only 2 Yi octaves of bells 
were installed in 1931. The instrument was 
dedicated by Edward B. Gammons. In 1984, 
Verdin renovated the original Gillen & John
ston transmission bars and added return 
springs. A new 4-octave North American 
Standard keyboard, designed by Richard 
Watson, also was added at this time. Then in 
1990, Taylor was given the order for an ad
ditional two bells, 0#6 and E6. Thus, al
though the carillon consists of only 32 bells, 

L ! I IJ I ! 

the keyboard still allows for 4 octaves. 
There is a student guild of carillonneurs 
who plays for the Wellesley community. The 
practice keyboard was built by Desire 
Somers, probably in the 1930s, according to 
the Denyn Standard. 

Regular Activities: Student recitals during 
academic year. 

Grosse Pointe Farms 

Carillon: Christ Church (Episcopal) 

Bel/founders: Gillen & Johnston O 935, 
1938); Taylor 0988) 

Number of Bells: 35 

Largest Bell: D (3,800 lbs.) ; connected to C 
on keyboard 

Keyboard: Gillett & Johnston 0938)/Verdin 
0984) 
Practice Keyboard: Taylor 

Transmission System: transmission bars 

Crosse Pointe Farms Eddie McGrath, Jr 
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Carillonneur (present): Frederic DeHaven 
0975- ) 
Carillonneur (former): David Ashbom 
0940s) 

Significant Individuals: John W. Anderson; 
Henry Buhl; Mr. and Mrs. Julius Huebner 
(donors) 

Brief History: 

In 1935, 23 bells were cast and installed by 
Gillett & Johnston. The largest bell was A 
below middle C. The instrument was dedi
cated on December 15 by Alie D. Zuidema, 
who was the Carillonneur at the Jefferson 
Avenue Presbyterian Church in Detroit. In 
1938, 7 large Gillen & Johnston bells were 
added, the heaviest being D. With funds col
lected in memory of John Gaston Mateer, 
the Church hired Verdin in 1984 to com
pletely restore the carillon. The old Gillen & 
Johnston keyboard was taken to Cincinnati 
and totally re-built. Although the instrument 
retains its original transmission and bell 
framing, Verdin installed new wiring, re
hung all bells with new isolation material, 
replaced the umbrella rack and umbrellas, 
and adjustable springs. Then in 1988, in 
memory of Eleanor Jewett Buhl, the carillon 
was completed as originally conceived, with 
the addition of the 5 smallest bells, cast by 
Taylor. William De Turk played the re-dedi
cation recital on Sunday, June 19, 1988. 
There is a Taylor practice instrument, but 
the date it was built is not known. 

Regular Activities: Played before and after 
Sunday services; weddings. 

Special Events: 1948 and 1959 GCNA 
Congress Host. 

Lansing 

Carillon: Christopher Hansen 
Memorial Carillon 
Central United Methodist Church 

Bel/founder: Petit & Fritsen 0951) 

Number of Bells: 36 
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f.tlltSi11g Just/11 Sleight 

Largest Bell: B (760 lbs.) , connected to C 
on keyboard 

Keyboard: Petit & Fritsen O 951) 

Practice Keyboard: Taylor (1950s?) 

Transmission System: transmission bars 

Carillonneur (present): none 

Carillonneurs (former): Mano R. Hardies 
0 973-1995); Frank Bartlett (1965-1973); 
Don Alliard 0955-1965); Cy Barker (1951-
1955) 

Significant Individuals: Christopher Hansen 
(donor); Wendell Westcott 

Bn'ef History: 

Wendell Westcott, then Carillonneur at 
Michigan State University and Organist at 
Central United Methodist, persuaded 
Church administrators to purchase a true 
carillon when he heard of the ir original 
intention to install an electronic mecha
nism. Lansing businessman Christopher 
Hansen provided funds for the carillon, but 
asked that his generosity be anonymous 
when it was installed in 1951. The small 

Petit & Fritsen instrument fit into the exist
ing Church tower without requiring any 
exterior modifications. The dedication was 
on December 23, 1951. In the dedication 
booklet, Wendell Westcott is credited for 
his assistance in the installation of the caril
lon, but he never served as the Church's 
Carillonneur. A 3-octave Taylor practice 
keyboard, probably about 40 years old, 
was purchased a number of years ago. 
There has never been an officially paid 
position for the Carillonneur at this institu
tion , although numerous organists and 
parishioners have played for years. When 
Mano Hardies left the Church in 1995, no 
one individual replaced him. Wendell 
Westcott has performed as a guest carillon
neur numerous times. The carillon has had 
some maintenance recently and there has 
been an effort to improve its condition. 

Regular Activities: Christmas Eve services; 
occasionally at Easter and other Church 
events. 

New York City 

Carillon: St. Martin's Episcopal Church 

Be//f ounder: van Bergen Cl 949) 

Number of Bells: 42 

Largest Bell: D# (3,100 lbs .), connected to C 
on keyboard 

Keyboard: van Bergen 0949) 

Practice Keyboard: van Bergen (1949) 

Transmission System: transmission bars 

Carillonneur (present): Dionisio A. Lind 
(1961- ) 

Carillonneurs (former): Albert Branch 
(1949-1955); Herman Teygeler (1955-1961) 

Significant Individual: Dr. John H. Johnson 

Brief History: 

In the latter part of the 1940s, then Rector 

Dr. John H. Johnson began in earnest to 
realize his dream of a carillon at St. Martin's. 
Later, he would credit Kamiel Lefevere, 
Carillonneur at the Riverside Church, with 
engendering New Yorkers' "tremendous 
interest" in the carillon art. The rector was a 
friend of Lefevere's and learned much about 
the history of bells and carillons from the 
renowned Belgian. In 1947, Johnson's own 
enthusiasism led him to travel to the First 
Baptist Church in Greenwood, South 
Carolina, to hear the van Bergen carillon 
which had been cast earlier for the New 
York World's Fair. As a result of this visit, Dr. 
Johnson signed a contract for a 41-bell caril- , 
Ion with Harry van Bergen, Sr. Then he 
went home and for a year lobbied his 
parishioners for the funds to pay for the car
illon. The money was received in small 
sums from the Harlem congregation, and 
when the required $30,000 had been raised, 
over 2,000 people had given donations from 
their modest earnings. Ecstatic with his 
parishioners' generosity, Rev. Johnson and 

New York St. Martin'.\' Church 



his son, David, went to the van Bergen 
foundry in Heiligerlee during the summer of 
1948 to inspect the bells. This carillon was 
the first to be shipped from Holland to the 
United States after World War II, and its 
arrival in New York resulted in a wave of 
publicity for the Church and its bells. John
son invited his friend Kamiel Lefevere to 
play the dedicatory recital on December 18, 
1949. Three swinging bells were added in 
1950, with one attached to the carillon. 
Herman Teygeler, whom Johnson had heard 
play the St. Martin's bells while they were 
still in Holland at the foundry, later moved to 
New York and in 1955 became the Carillon
neur. In 1960, Staf Nees, the director of the 
Mechelen Carillon School, played his first 
recital in the United States here. Queen 
Juliana of Holland and the Queen Mother of 
England have visited St. Martin's in past 
years to hear the bells. Throughout his long 
tenure at St. Martin's, Rev. Johnson was a 
strong advocate of true carillons as opposed 
to electronic imitations of bell sounds and, 
on orie occasion, was quite vocal in his criti
cism of an affluent Park Avenue congrega
tion when they purchased a set of electronic 
bells. He was quite proud of St. Martin's 
achievement in furthering the development 
of carillon performance in North America. 
There is little money for the carillon now, 
although it has been played regularly over 
the years. Harry van Bergen, Sr., who moved 
to the United States in 1940, did some minor 
repair work on the instrument in 1978. 

Regular Activities: Sunday services; funerals 
and weddings. 

Williamsville 

Carillon: The Niederlander Carillon 
Calvary Episcopal Church 

Bel/founders: van Bergen 0959, 1966); Petit 
& Fritsen 0995) 

Number of Bells: 44 

Wllliamsvtlle Gloria Werblow 

Largest Bell: C (590 lbs.) connected to C on 
keyboard 

Keyboard: Verdin (1977), NAS 

Practice Keyboard: Verdin (1981), NAS 

Transmission System: transmission bars 

Carillonneur (present): Gloria Werblow 
0977- ) 

Significant Individuals: Daniel Benjamin 
Niederlander; Grace Miller Niederlander 
(donors) 

Brief History: 

The Niederlanders donated the original van 
Bergen (Heiligerlee) chime in 1959. Grace 
Niederlander donated the 22 additional van 
Bergen (Greenwood) bells in 1966, paid for 
a renovation in 1977, and donated a new 
practice instrument in 1981. She also 
endowed the maintenance of both instru
ments. For her generosity, she was granted 
honorary membership in the GCNA in 
1978. The 1977 renovation by Verdin pro
vided the carillon with a North American 
Standard keyboard. (The pedal range is C-

I I -
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C-G, 18 pedals, flat and non-radiating. The 
manual remained three chromatic octaves, 
with the provision for additional bells.) 
Richard Watson supervised the 1977 and 
1995 renovations. The latter included re
tuning 20 van Bergen bells, replacing 6 van 
Bergen bells with Petit & Fritsen bells, and 
adding 7 new Petit and Fritsen bells (C# to 
G in the fourth octave). The top 33 bells 
received new cast iron clappers. The popu
lar summer concert series has attracted lis
teners to hear guest carillonneurs perform 
for the past 17 years. The carillon was fea
tured in the 175th Anniversary Celebration 
of the Town of Amherst. 

Regular Activities: Summer series (Wednes
days during July, first Wednesday in 

• August); during Sunday services and after 
Evensong, for Church Festivals (Christmas, 
Easter, etc.), sundry weddings, funerals ; 
holidays . 

(}f,;o 

Glendale 

Carillon: Chapel Carillon 
Convent of the Transfiguration 

Bel/founder: Petit & Fritsen (1950) 

Number of Bells: 36 
Largest Bell: B-flat (880 lbs.), connected to 
C on keyboard 

Keyboard: Petit & Fritsen (1951) 

Transmission System: transmission bars 

Carillonneurs (present): Albert Meyer 
(1962- ); Sister Monica Mary 

Carillonneurs (former): Reverend Ralph 
Spinner; Sister Ruth Magdalene 

Significant Individual: Percival Price 

Brief History: 

The original 25-bell carillon at the Convent 
of the Transfiguration had been cast in 1928 
at the E. W. VanDuzen Co. by John Prower 
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Sister Margaret 

Symons. Sister Ruth Magdalene, the first 
Carillonneur of the Chapel Carillon, reported 
that these Symons bells were "dreadful," but 
apparently they served to interest the com
munity in the sound of hell music. The 
Symons bells were used by Petit & Fritsen to 
provide bronze for the new carillon. Percival 
Price made drawings for the P. & F. instru
ment, cast in 1950. Twenty-seven bells were 
purchased and sent from the Netherlands to 
Glendale, where they sat on planks at the 
north side of the tower until additional 
money was found to purchase 9 more bells, 
making a complete 3-octave instrnment. 
Price was invited to perform the dedicatory 
recital on August 2, 1951. 

As the result of a gift in memory of John 
Gerald Allen, the carillon was renovated by 
Verdin in January and February of 1991. 
Included in this renovation was a new 
playing keyboard designed by Richard 
Watson, who also moved and rehung some 
of the bells and added roller bearings. The 
new pedalboard was enlarged to include 

1 Yi octaves. The sound of the bells in the 
top octave seems to have been much 
improved in this renovation. Watson found 
that Petit & Fritsen had used the old 
Symons clappers-which had been improp
erly shaped and striking at the wrong 
points on the bells-in their original instal
lation. Albert Meyer played a re-dedicatory 
program on Transfiguration Day, August 6, 
1991. Meyer has played Monday recitals for 
about 30 years . 

Regular Activities: Monday evening recitals; 
played also for various Convent activities. 

Special Events: 1952, 1974 and 1992 GCNA 
Congress Host. 

Middletown 

Carillon: Sidney Case McCammon 
Memorial Carillon 
Church of the Ascension 

Bel/founder: Petit & Fritsen (1961 , 1964) 

Number of Bells: 35 

Largest Bell: E-flat (2 ,750 lbs.), connected to 
C on keyboard 

Keyboard: Petit & Fritsen (1964) 

Transmission System: transmission bars; 
some directed cranks 

Carillonneurs (present): Richard J. Frye 
(1986- ); Paul Woodward (1994- ); Roslyn 
Ginter (1994- ) 

Carillonneur (former): Paul Bell (1961-
1987) 

Significant Individuals: Rev. Sidney Case 
McCammon; Colin Gardner 

Brief History: 

This instrument is named in honor of the 
Reverend Sidney Case McCammon, the for
mer rector who had the original idea of 
installing a carillon at the Church of the 
Ascension and who worked hard for its real
ization. Colin Gardner, the chairman of 
Gardner Board and Carton Company, pro
vided the funds for the tower. One swinging 

Middletown Michael Hardwick 

bell was installed in 1961; the other 34 Petit 
& Fritsen bells, with the carillon frame , were 
added in 1964. All the framing, manual 
equipment, keyboard and clappers were 
installed by Petit & Fritsen. Over the years, 
the carillon fell into disuse until 1988, when 
Richard Frye began playing regularly on 
Sundays again. Even then, with deteriora
tion, the instrument was not as it should be. 
In 1993, in conjunction with Verdin, mem
bers of the Church re-furbished the key
board and transmission system and replaced 
clappers where necessary. In addition, the 
Church installed a new digital system for 
carillon music recorded weekly by Frye and 
students Paul Woodward and Roslyn Ginter 
for use each evening. 

Regular Activities: Played Sundays prior to 
service (10:00 a.m.). Regular summer 
recitals beginning in 1996. 

Special Events: 1974 GCNA Congress Host. 
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Newark 

Carillon: Flory Memorial Carillon 
Second Presbyterian Church 

Bellfounder: Petit & Fritsen (1964) 

Number of Bells: 35 

Largest Bell: C (l 19 lbs.), connected to C 
on keyboard 

Keyboard: Petit & Fritsen (1964) 

Transmission System: directed cranks 

Carillonneur (present): James A. McPeek 

Carillonneurs (former): Church members 

Significant Individuals: Katherine Flory 
(donor); Rev. Robert Cleveland Holland 

Brief History: 

Katherine Flory donated the funds for this 
carillon in memory of her father, Charles, 
an elder at the church. The idea for the 
instrument, however, had come from Rev. 
Robert Cleveland Holland, who had 
become infatuated with carillons he had 
heard in Europe. He contacted James 
Verdin to inquire about purchasing a caril-

Ion. When the cost seemed prohibitive, 
Holland nevertheless continued his conver
sations with Verdin, the end result being 
the design of this "small bell" carillon. The 
bourdon weights only 119 pounds, and the 
smallest bell is 18Yi pounds. It may be the 
lightest instrument in North America, rela
tive to bell weight, still to have a mechani
cal action keyboard. This carillon was not 
installed in the Church tower. Instead, it 
was placed in a decorative "A" frame on 
top of the front wall of the Church school 
wing. The keyboard is located in a room 
on the upper floor of the building. Petit & 
Fritsen cast the bells, and made the frame, 
transmission system and clappers. The 
instrument was installed by Verdin in 1964. 
Wendell Westcott played the dedication on 
November 8, 1964. In the early years, inter
ested Church members went to Michigan 
State University to receive instruction from 
Westcott. 

Regular Activities: Sunday services; occa
sional church functions . 

Wilmington 

Carillon: Simon Goodman Memorial Carillon 
Wilmington College 

Bellfounder: Petit & Fritsen Cl 958) 

Number of Bells: 35 

Largest Bell: A (1,100 lbs.), connected to C 
on keyboard 

Keyboard: Petit & Fritsen Cl 957) 

Transmission System: transmission bars 

Carillonneur (present): Albert Meyer 
(1962- ) 

Carillonneurs (former): students 

Significant Individuals: Mrs. Simon 
Goodman (donor); Vernon Wills 

Brief History: 

This carillon was cast by Petit & Fritsen in 
1958 and was displayed at the Vatican 
Pavilion at the Brussels World's Fair in 
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1959. Due to the generosity of former 
Wilmington resident Bessie Goodman, the 
carillon was given to Wilmington College, a 
Quaker school. She donated funds to pur
chase the instrument in memory of her 
husband Simon, who had run a tailoring 
shop in the city. Wilmington College 
secured the monies to build a tower to 
house the carillon gift. The bell chamber is 
totally open, surrounded by metal grill
work. The Petit & Fritsen keyboard is 
Dutch Standard. Wendell Westcott played 
the dedicatory recital on September 18, 
1960. Students played recitals on the caril
lon during terms, until a stipend to pay 
them for their services was cancelled. 
Vernon Wills, formerly the Alumni Secretary 
at the College, was an enthusiastic support
er of the Goodman Carillon, and included 
recitals in many alumni events over the 
years. 

Unfortunately, the instrument was allowed 
to fall into disrepair in subsequent years . 
Although the Wilmington College Class of 

Wtlmfngron Randy Sarvis 
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1985 raised some money for the most 
essential repairs, apparently it was not 
enough to hire a professional firm to do 
the work. As a result, College maintenance 
staff were brought in to do the repairs. The 
action of the mechanism currently reflects 
their lack of knowledge, but at least the 
carillon is playable again. 

Regular Activities: Played for school activi
ties such as Alumni Day, baccalaureate and 
commencement ceremonies. 

Special Events: 1974 GCNA Congress Host. 

Oklahoma City 

Carillon: The St. Luke's Carillon 
St. Luke's United Methodist 
Church 

Bell.founder: Petit & Fritsen 0956) 

Number of Bells: 42 

Largest Bell: E-flat (3,190 lbs.), connected to 

Oklahoma Ci(V Bob Snodgrass 

C on keyboard 

Keyboard: Petit & Fritsen (1956) 

Practice Keyboard: Petit & Fritsen 0956) 
Transmission System: transmission bars 

Carillonneur (present): Timothy Hein 
0992- ) 

Carillonneurs (former): Dixie Jensen (?-

1991); Harry Turner; Cecil Lapa 0956-1963) 

Significant Individuals: Vernon V. Harris 
family (donors); Cecil Lapa 

Brief History: 

The 42-bell instrument of St. Luke's United 
Methodist Church has become a landmark 
of the Oklahoma City skyline. Located atop 
an 185-foot tower, the Petit & Fritsen caril
lon was the gift of the V. V. Harris family, 
prominent members of St. Luke's congrega
tion in the 1950s. The memorial plaque 
placed at the entrance to St. Luke's Tower 
reads as follows: "dedicated to the memory 
of Vernon V. Harris-December 16, 1881-
April 23, 1954." The bells vary in weight 
from 3,200 pounds to 22 pounds, and were 
originally purchased for $30,000. Cecil 
Lapa, then Minister of Music for the 
Church, was the driving force behind the 
decision to purchase the carillon, and he 
went on to become the first Carillonneur. 
Robert Donnell, the Carillonneur at the 
Peace Tower in Ottawa, Canada, played the 
dedicatory recital on September 16, 1956. 
The St. Luke's Guild of Carillonneurs is 
composed of interested Church members 
who routinely play the carillon for diverse 
church functions . 

Regular Activities: Periodic recitals during 
Lent, Advent and summer. 

Oklahoma City 

Carillon: Westminster Presbyterian 
Church Carillon 

Bell.founder: Petit & Fritsen O 954-1956) 

Number of Bells: 42 

Oklahoma City John Havens 

Largest Bell: E-flat (3,190 lbs.) , connected to 
C on keyboard 

Keyboard: Petit & Fritsen 0956) 

Practice Keyboard: Petit & Fritsen 0956) 

Transmission System: transmission bars 

Carillonneur (present): John Havens 0982- ) 

Carillonneurs (former): Clarence Cloak 
0974-1990); James McGaughy 0954-1973) 

Significant Individuals: Mr. and Mrs. 
George P. Benson; Herman and Mary 
Wegener (donors); Rev. G. Raymond 
Campbell 

Brief History: 

The initial 35 bell-carillon of the Westminster 
Presbyterian Church was made possible by a 
donation from Mr. and Mrs. George P. Ben
son. When this carillon was first installed in 
1954, it was a 3-octave Petit & Fritsen instru
ment. The dedicatory recital was played on 
Thanksgiving Day, 1954, by James Lawson, 
Carillonneur at the Rockefeller Chapel at the 
University of Chicago. A fantasia on the 
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Netherlands' folk hymn "Wilt Heden Nu 
Treden" ("We Gather Together to Ask the 
Lord's Blessing") was written for the dedica
tion by Johan Franco. The 7 lowest bells 
were donated by Herman and Mary Wegener. 
The re-dedication was played on Thanksgiv
ing Day, 1956, by James McGaughy, West
minster's Carillonneur. A Toccata for 42 Bells, 
by Robert Lee Moore, was composed for this 
re-dedication. The practice instrument has 
only 3 octaves. Although John Havens is the 
Carillonneur, Mrs. Don Jensen (Dixie) also 
plays occasionally for weddings and special 
services. 

Regular Activities: Played following regular 
Sunday services 01 :00 a.m.). 

Mercersburg 

Carillon: The Henry Bucher Swoope 
Carillon, Barker Tower 
The Mercersburg Academy 

Mercersburg The Mercersburg Academy 

Bellfounder: Gillett & Johnston 0926) 

Number of Bells: 43 

Largest Bell: B-flat (7 ,826 lbs.) , connected 
to C on keyboard 

Keyboard: Gillett & Johnston 0926) 

Practice Keyboard: Taylor 0974); Gillett & 
Johnston 0926) 

Transmission System: transmission bars 

Carillonneur (present): James W. Smith 
0982- ) 

Carillonneurs (former): Bryan Barker 
0928-1981); Anton Brees 0926-1928) 

Significant Individual: Robert M. Kurtz , Jr. 

Brief History: 

The 43-bell Henry Bucher Swoope Carillon 
hangs in Barker Tower of the Chapel at 
The Mercersburg Academy. It was cast and 
installed in October of 1926 by Gillett & 
Johnston. When it was installed, with a 
total weight of 38,217 pounds, this instru
ment was the second largest carillon by 
weight on the North American continent. 
The largest bell weighs nearly 4 tons and 
the smallest is 9Yz pounds. The notes range 
from low B-flat to high G, but transpose 
down a full step. The carillon was first 
played by Anton Brees on the evening of 
October 12, 1926. During his brief tenure 
as Carillonneur at the Academy, Anton 
Brees drew large and enthusiastic crowds 
to his recitals. In 1985, Richard Strauss re
built the carillon. There are plans for the 
carillon to receive 6 new bells in 1996. In 
addition, the instrument will be transposed 
a whole step so as to be playable in con
cert pitch. (When the anticipated work is 
completed, B-flat will be connected to B
flat on the keyboard) . At present, the 
Sunday concert series is funded in part by 
an endowment established by Robert M 
Kurtz, Jr, in memory of his parents, Robert 
M. and Dorothy Betts Kurtz. 

Regular Activities: Sunday recitals (3:00 
p .m.) when school is in session; for gradu-

ations; Christmas and New Year's Eve 
recitals ; before special musical events, 
such as the Mercersburg Community 
Chorus. 

New Wilmington 

Carillon: Armington Memorial Carillon 
Westminster College 

Bellfounders: Meneely/ Watervliet 0935); 
Petit & Fritsen O 978) 

Number of Bells: 35 
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Largest Bell: B-flat (912 lbs.), connected to 
C on keyboard 

Keyboard: Verdin 0978), NAS 

Practice Keyboard: Eijsbouts 

Transmission System: transmission bars 

Carillonneur (present): Raymond Ocock 
0978-) 

Carillonneur (former): Robert Perkins 
0 978-1983) 

Significant Individuals: William M. Duff; 
Katherine Armington (donors) 

New Wilmington Westminster College 
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Brief History: 
A chime of 12 bells originally intended for a 
Dupont estate was given to Westminster 
College by William M. Duff of Pittsburgh. 
The chime originally was played with a 
plow-handle clavier on a lower floor. A gift 
from Katherine Armington in 1978 made an 
enlargement of the instrument to 35 bells 
possible. At this time, the College built a 
cabin on the bell deck within the lower part 
of the former chime frame for the new 3-
octave carillon keyboard. Verdin added the 
23 additional Petit & Fritsen bells , and 
Richard Watson re-designed the bell frame 
and mechanism. The playing keyboard is 
North American Standard, except that the 
pedals are straight. The practice keyboard, a 
Schulmerich/Eijsbouts, was purchased used 
from Samford University in Birmingham, 
Alabama. Although there is no regular con
cert series at present, College students help 
the Carillonneur give regular programs, in
cluding several large group concerts a year. 

Regular Activities: Played regularly during 
the school year for recitals, vesper services, 
holidays and numerous campus functions. 

Pottstown 

Carillon: Traveling Carillon 

Bel/founder: Petit & Fritsen O 980) 

Number of Bells: 35 

Largest Bell: C (583 lbs.) , connected to C 
on keyboard 

Keyboard: Petit & Fritsen O 967) 

Transmission System: transmission bars 

Carillonneur (present): Frank DellaPenna 
0991- ) 

Carillonneurs (former): none 

Significant Individual: John P. Hall (donor) 

Brief History: 

Developer John Hall became fascinated with 
a Verdin traveling carillon he saw at the 
company's factory in Cincinnati. He bought 

Pottstown Frank Della Penna 

the frame and housing with the intention of 
using them for one of the two 4-octave caril
lons he had bought earlier. Meanwhile, at his 
estate home in Mechanicsburg, Pennsylvania, 
Hall had a 150-ft. tower designed and built 
as part of the house, and made plans to 
install one of the carillons in that tower. He 
purchased the Verdin traveling carillon so 
that his children, whom he hoped would 
learn to play the carillon, could practice 
when the family was away from home. 
Unfortunately, none of his children devel
oped an interest in the instrument, and the 
traveling carillon stayed in his garage for a 
decade. When Hall ran into financial difficul
ty, he sold both carillons. This traveling caril
lon was purchased by a music lover in the 
Philadelphia area who wished to remain 
anonymous. It is now active as part of a 
musical group known as "Cast in Bronze" 
and played by Frank DellaPenna. 

Regular Activities: Recitals with "Cast in 
Bronze". 

Sharon 

Carillon: Henry P. Forker III and Harry B. 
McDowell, Jr., Memorial Carillon 
St. John's Episcopal Church 

Bellf ounder: Eijsbouts O 969) 

Number of Bells: 35 

Largest Bell: G 0,411 lbs.), connected to C 
on keyboard 

Keyboard: Eijsbouts 0969) 

Practice Keyboard: Eijsbouts 0969) 

Transmission System: transmission bars 

Carillonneur (present): Paula Kubik 0978- ) 

Carillonneurs (former): Dennis Villani 
(1978); Robert Perkins (1969-1977) 

Significant Individuals: George and 
Cassandra Henderson (donors) 

Brief History: 

This 35-bell carillon was given to St. John's 
Episcopal Church as a memorial to Henry P. 
Forker III and Harry B. McDowell, Jr., by Mr. 
and Mrs. George M. Henderson of Pittsburgh. 
Both Forker and McDowell had been untiring 

Sharon David E. Dale 



volunteers in diverse community projects in 
Sharon. The Hendersons had lived in the city 
prior to their relocation in Pittsburgh, and 
they continued to be interested in Shenango 
Valley projects. This carillon was "built ac
cording to specifications drawn up by Max 
Eijsbouts, cast and tuned under the direction 
of Andre Lehr, and engineered by Leo van 
der Aa." A steel bell tower to house the new 
instrument was erected over a small connec
tion between the Church and its educational 
wing. The bells arrived by ship at the port of 
Cleveland and then were ferried overland to 
Sharon. Schulmerich Carillons, Inc., of Sellers
ville, oversaw the installation. The carillon 
was dedicated on May 18, 1969, by the Rt. 
Rev. William Crittenden, Bishop of the Epis
copal diocese at Erie. Frank Pechin Law play
ed the dedicatory recital. Robert C. Perkins, 
then Organist at St. John's, was named as 
Carillonneur, and he began taking lessons 
and organizing a "local carillonneurs' guild" 
soon after his appointment. 

Regular Activities: Occasional recitals; 
weddings. 

Jexas 
Abilene 

Carillon: McMurry College Carillon 
Radford Auditorium 

Bellfounder: Petit & Fritsen 0953) 

Number of Bells: 35 

Largest Bell: B-flat (880 lbs.), connected to 
C on keyboard 

Keyboard: Petit & Fritsen 0953) 

Transmission System: transmission bars 

Carillonneur (present): none 

Carillonneurs (former): ]. van Glynn; 
Francis Hinkel 

Significant Individuals: Mr. and Mrs. J.M. 
Radford; O.F. Radford (donors) 

Abilene McMurry College 

Brief History: 

When it was installed in 1953, the McMurry 
College Carillon was the largest in the 
Southwest. Purchased in the early 1950s by 
the Radford Estate and O.F. Radford, this 
instrument was bequeathed to McMurry in 
memory of Mr. and Mrs. J.M. Radford, who 
had provided funding for the Radford 
Auditorium, on top of which the carillon 
sits. The original plans called for an instru
ment of 40 bells, but the last 5 were never 
installed. Wendell Westcott played the first 
recital on the McMurry Carillon in 1953. 
The last regularly scheduled recital was 
played in 1978. Since that time the carillon 
has been played only intermittently by stu
dents for short, unpublicized periods. J. van 
Glynn, a local businessman, and Francis 
Hinkel, an associate professor of music at 
the College, have played occasional recitals 
for special events. 

Regular Activities: none. 

Corpus Christi 

Carillon: Church of the Good Shepherd 
Memorial Carillon 

Bellfounder: Petit & Fritsen O 954) 

Number of Bells: 35 
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Largest Bell: A (1,100 lbs.), connected to C 
on keyboard 

Keyboard: Petit & Fritsen O 954) 

Transmission System: transmission bars 

Carillonneur (present): Alex Kirkland 
0972- ) 
Carillonneurs (former): Wallace Moon 
0967-1971); Kenneth White 0955-1967) 

Brief History: 

In the 1950s, 22 Church families gave caril
lon funds in memory of friends and rela
tives. Petit & Fritsen installed 35 bells dur
ing the winter of 1954. Some of the actions 
required two transmission bars, with the 
second installed at right angles, so as to 
reach bells in the arched windows of this 
Spanish-style tower. The dedicatory recital 
was performed by Mary Beth Upshaw, 

Cotpus Christi Church of Good Shepherd 
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Carillonneur at Central Christian Church in 
San Antonio, on March 27, 1955. In addi
tion to Good Shepherd Church-related 
activities, this carillon is occasionally uti
lized for chapel services for St. James 
Episcopal School, located nearby. 
Regular Activities: Played for Sunday 
services. 

Special Events: 1983 GCNA Congress Host. 

Houston 

Carillon: Cora Allison Leavens 
Memorial Carillon 
St. John the Divine Episcopal 
Church 

Bel/founder: Petit & Fritsen 0952, 1962) 
Number of Bells: 42 

Largest Bell: F (2,200 lbs.), connected to C 
on keyboard 

Keyboard: Petit & Fritsen O 962) 
Transmission System: transmission bars 
Carillonneur (present): Jeff Fisher 0993- ) 

Houston St. John the Divine Church 

Carillonneurs (former): Carol Jickling Lens 
0991-1993); C. Eugene Lasater 0973-1991); 
Colleen Young 0960s) 
Significant Individuals: George and Edith 
Allen; George Nelson Allen, Jr., Allison 
McKean Allen; Charles Avando Leavens 
Allen; William Dougald Sutherland and 
Georgia Super Sutherland (donors) 

Brief History: 

This carillon was given in memory of Cora 
Allison Leavens by the George Allen family. 
Sutherland Tower was built with funds pro
vided by William and Georgia Sutherland, 
in memory of William S. Sutherland, Anna 
Bell MacDougall Sutherland, Dan John 
Super and Lula Trautwein Super. In 1952, 
35 Petit & Fritsen bells were installed in the 
tower. In the original installation, 4 swing
ing bells were added for use in peals. Se
ven more bells, plus a new keyboard, were 
added by Gerard Fritsen in 1962 to make 
a carillon of 42 bells. This instrument is 
housed in a very narrow tower, and action 
wires pass so close to one wall that a dou
ble set of intermediate cranks were needed 
to connect to the keyboard. While she was 
Carillonneur in 1968, Colleen Young suc
cessfully lobbied against a Church proposal 
to electrify the carillon. In 1980, there was 
a minor renovation of this instrument by 
Theo King of Verdin. 
Regular Activities: Played Sundays before 
and after services; recitals for special Church 
events; weddings and some funerals. 

Lubbock 
Carillon: Charles & Georgia Robertson Baird 

Memorial Carillon 
Texas Tech University 

Bel/founders: Paccard, van Bergen O 976) 
Number of Bells: 36 
Largest Bell: B ( 800 lbs.) , connected to C 
on keyboard 
Keyboard: van Bergen (1976) 

Lubbock Artie Limmer 

Practice Keyboard: van Bergen/ Maynard 
0986) 
Transmission System: transmission bars 

Carillonneur (present): Arla Jo Anderton 
0986- ); Ann Adcock 0988- ) 

Carillonneur (former): Judson Maynard 
0976-1994) 
Significant Individuals: Ruth Baird Larabee 
(donor); L. Wesley Reed; Dorothy Rylander 

Brief History: 

The Baird Memorial Carillon was a gift from 
Ruth Baird Larabee, who left most of her 
estate to Texas Tech University, with the pro
vision that part of the money be used to pur
chase a carillon. (In 1935, Ruth's father, 
Charles Baird, had donated the funds for the 
University of Michigan's carillon at Ann 
Arbor.) Local banker L. Wesley Reed and 
Texas Tech Museum employee Dorothy 
Rylander apparently were influential in 
Larabee's decision to give a carillon to the 
University. The instrument is located in one 
of twin towers of the Administration Building 



neanhe center of the Texas Tech campus. A 
relatively light carillon, the 36-bell instrument 
transposes up a seventh from concert pitch. 
The upper 21 bells were cast by Paccard, 
and the lower 15 by Harry van Bergen, Sr., 
in Greenwood, South Carolina. The instru
ment was dedicated by Harry van Bergen in 
May of 1976. Mary Jeanne van Appledorn, a 
senior member of the music faculty, wrote 
her Suite for Carillon soon after the installa
tion. It was premiered at the Bicentennial 
concert (July 4, 1976) in Lubbock. Ten years 
later, Judson Maynard modified the practice 
keyboard to 4 octaves. It does not match the 
keyboard. Since Judson Maynard left, the 
University has provided no support for the 
carillon. Arla Jo Anderton and Ann Adcock, 
both Carillonneur members of the GCNA, 
play recitals as volunteers. 

Regular Activities: Sunday evening recitals 
(June-August); Christmas special programs. 

Waco 

Carillon: St. Alban's Episcopal Church 

Bel/founder: Petit & Fritsen 0953) 

Number of Bells: 36 

Largest Bell: G 0565 lbs.) 

Keyboard: Petit & Fritsen 0953) 

Practice Keyboard: Petit & Fritsen 0953) 

Transmission System: transmission bars 

Carillonneur (present): none 

Carillonneurs (former): Lynette Geary 
0981-1988); Christina Scott (1977-1981); 
Hope Bronaugh 0960-1977); Rev. Charles 
A. Higgins 0953-1960) 

Significant Individual: Rev. Charles A. 
Higgins 

Brief History: 

The Rector of St. Alban's, Charles A. Higgins, 
was responsible for obtaining the funds for 
this 36-bell Petit & Fritsen carillon. He also 
was the first Carillonneur. This is a 3-octave 
carillon transposing up an octave, with an 
extra G below the existing 3-octave compass. 

Waco Herb Colvin 

This note is playable from a special pedal 
not attached to the keyboard. The odd 
arrangement is due to the fact that the instru
ment was planned originally for 42 bells, but 
only 36 were finally installed. The bells were 
consecrated on December 6, 1953. There is 
little interest in the carillon at present, and it 
is played only occasionally for weddings by 
the church organist or choirmaster. 
Regular Activities: none. 

Wichita Falls 

Carillon: Midwestern State University Carillon 

Bel/founder: Petit & Fritsen 0952) 

Number of Bells: 35 

Largest Bell: C (640 lbs.), connected to C 
on keyboard 

Keyboard: Petit & Fritsen 0952) 

Transmission System: transmission bars 

Carillonneur (present): Don Owens 0994-) 

Carillonneurs (former): Denise Reynolds 
Koncelik 0987-89); Ricky Tims 0970s) 

Significant Individual: James B. Boren 

Brief History: 
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Dr. James B. Boren, the president of the 
University in the 1950s, apparently played the 
central role in the acquisition of this small 
Petit & Fritsen carillon. Monies seem to have 
been secured through popular subscription. 
The instrument was installed in the MSU bell 
tower, atop the Hardin Administration Build
ing, in September of 1952. The pedalboard is 
C D E (F chromatic to D). The inaugural 
recital was played on September 16, 1952, by 
Frederick L. Marriott, then Carillonneur at the 
University of Chicago. The local newspaper 
reported that approximately 5,000 persons 
were present for this performance. The in
strument has fallen into disrepair, with the 
University providing little or no support for 
maintenance. Don Owens, the new Univer
sity Carillonneur, is working to generate 
renewed interest in the carillon. 

Regular Activities: May through Labor Day, 
: Sunday recitals (8:00 p.m.). 

Wichita Falls Midwestern State University 
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Mexico City 

Carillon: Instituto Politecnico Nacional 

Belifounder: Petit & Fritsen 0952) 

Number of Bells: 42 

Largest Bell: D# (3,130 lbs.), connected to C 
on keyboard 

Keyboard: Petit & Fritsen O 952) 

Practice Keyboard: Petit & Fritsen O 952) 

Transmission System: transmission bars 
Carillonneur (present): Yolanda Fernandez 
de Cordova 

Carillonneur (former): Dr. Juan Jose 
Maria Kox O 955-l 960s) 

Mexico City GCNA Archives 

Significant Individual: Phillips S.A. (donor) 

Brief History: 

This was the first carillon in Mexico, cast in 
1952 as part of the 1954 Netherlands' con
tribution to a commercial exposition in the 
country. Frederick L. Marrion played the 
instrument for a week of recitals during the 
1954 Exposition, and apparently attracted 
large crowds. It was dismantled and pre
pared for return shipment to Holland when 
Prince Bernard of the Netherlands asked 
Mr. Otten, then the director at Phillips in 
Eindhoven, to buy the instrument from 
Petit & Fritsen and give it to the people of 
Mexico from the people of the Netherlands. 
It was stored for several years until a tower 
could be erected in 1955. Juan Jose Maria 
Kox became Carillonneur at this time. 

Regular Activities: Sunday recitals 02:00 
p .m.) ; holiday programs. 



Conneclicul 

Danbury 

Carillon: St. James Episcopal Church 
Bulkley Memorial Carillon 

Bellfounder: Meneely 0925, 1936) 
Number of Bells: 25 
Largest Bell: E (2,500 lbs.) 

New Milford 

Carillon: Jose M. Ferrer Memorial Carillon 
Chapel of our Lady 
Canterbury School 

Bellfounder: Gillett & Johnston 0931) 
Number of Bells: 23 
Largest Bell: A 0,120 lbs.) 

!/!/inois 

Champaign 

Carillon: Trinity Tower Carillon 
University Lutheran Church 

Bellfounder: Petit & Fritsen O 952) 
Number of Bells: 25 
Largest Bell: F (265 lbs.) 

5ndiana 

Notre Dame 

Carillon: Sacred Heart Church Carillon 
Notre Dame University 

Bellfounder: Bollee 0856) 
Number of Bells: 23 
Largest Bell: G (ca. 1,500 lbs) 

Jl{assachusells 

Springfield 

Carillon: Hillcrest Cemetery 
Bellfounder: Taylor 0936) 
Number of Bells: 25 
Largest Bell: B (5,600 lbs.) 

Detroit 

Carillon: Jefferson Avenue Presbyterian 
Church 

Bellfounder: Gillett & Johnston 0924) 
Number of Bells: 23 
Largest Bell: E (2,296 lbs.) 

Concord 

Carillon: Houghton Memorial Carillon 
St. Paul's School 

Bellfounder: Gillett & Johnston 0933) 
Number of Bells: 23 
Largest Bell: F (2,308 lbs.) 

Rumson 

Carillon: St. George's By-the-River 
Episcopal Church 

Bellfounder: Taylor 0934) 
Number of Bells: 25 
Largest Bell: C (4,704 lbs.) 
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Charlotte 

Carillon: Myers Park Presbyterian Church 
Bellfounder: Taylor 0985) 
Number of Bells: 25 
Largest Bell: (588 lbs.) 

Cleveland Heights 

Carillon: Harry & Maria H. Seabrook and 
Thomas Family Memorial Carillon, 
St. Paul's Episcopal Church 

Bellfounder: Gillett & Johnston 0929); 
van Bergen 0953) 
Number of Bells: 25 
Largest Bell: F (2,240 lbs.) 

Gates Mills 

Carillon: St. Christopher-by-the-River 
Church 

Bellfounder: Gillett & Johnston 0926), 
Taylor 0964) 
Number of Bells: 23 
Largest Bell: D (560 lbs.) 

r:Yennsrlvania 

Reading 

Carillon: Bells of Joy, Schwarzwald 
Lutheran Church 

Bellfounder: van Bergen 0964) 
Number of Bells: 24 
Largest Bell: A O, 125 lbs.) 
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Sellersville 

Carillon: Schulmerich Carillon 
Bellfounder: Gillett & Johnston (1928) 
Number of Bells: 23 
Largest Bell: G# (1 ,288 lbs) 

cfouth Carolina 

Aileen 

Carillon: St. Thaddeus Episcopal Church 
Bellfounder: Petit & Fritsen (1964) 
Number of Bells: 23 
Largest Bell: C (253 lbs.) 

Jennessee 

Nashville 

Carillon: Bellmont University 
Bellfounder: Petit & Fritsen (1986) 
Number of Bells: 23 
Largest Bell: G# (l, 188 lbs.) 

Jexas 

Houston 

Carillon: Theresa Mahnke Memorial 
Carillon 

Trinity Lutheran Church 
Bellfounder: Petit & Fritsen (1954, 1957) 
Number of Bells: 25 
Largest Bell: A# (880 lbs.) 

Sherman 

Carillon: Wynee Chapel Carillon 
Austin College 

Bellfounder: van Bergen (1966) 
Number of Bells: 24 
Largest Bell: (1,000 lbs.) 

?lirrinia 

Charlottesville 

Carillon: Christ Church Carillon 
Christ Episcopal Church 

Belljounder: Gillett & Johnston (1947) 
Number of Bells: 23 
Largest Bell: G (1,407 lbs.) 

Ontario 

Guelph 

Carillon: St. George's Church 
Belljounder: Gillett & Johnston (1925) 
Number of Bells: 23 
Largest Bell: F# (1,652 lbs.) 

Hamilton 

Carillon: Cathedral of Christ the King 
Bellfounder: Mears & Stainbank/ 
Whitechapel 0933) 
Number of Bells: 23 
Largest Bell: G# (9,250 lbs.) 

Simcoe 

Carillon: Norfolk War Memorial 
Belljounder: Gillett & Johnston (1924) 

• Number of Bells: 23 
Largest Bell: F# (1, 568 lbs .) 
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Haarlem (the Netherlands), 6 
Haazen, Jo, 167-168 
Hadermann, Jan, 168 
Halsted, Margo, 144, 154, 170, 172, 174, 178n. 67 
Harmonics of bells, 21-22, 53-54, 86-87. See also Partials 
Hartford (Connecticut). See also Remsen B. Ogilby 

Trinity College Carillon, 76, 119, 121 , 125, 157, 171-172 
Trinity College gathering, 76-77 

't Hart, Leen, 91, 95, 100, 145, 167, 178n. 54 
Haweis, H.R., 42 
Haze, Melchoir de, 8 
Heiligerlee (Netherlands). See van Bergen bellfoundries 
Helmholtz resonator, 30n. 68. See also Lord Rayleigh 
Hemony, Fran,;:ois, 6-8, 12, 27, 40, 170 
Hemony, Pieter, 6-8, 10, 12, 27, 40, 42, 170 
Hemony profile. See Fran,;:ois/ Pieter Hemony 
's-Hertogenbosch (the Netherlands), 4 

Second Carillon Congress, 61--62 
Hoey, Gustaaf van, 24, 31n. 75 
Holy Trinity Church. See Philadelphia 
Hoof, Jef van, 25, 51 
Hoover, Herbert, 25, 44 
Houses of Parliament. See Ottawa 
Houston (Texas) 

Hillside Village Carillon, 156-157 



Huntsville (Alabama) 
First Baptist Church Carillon, 157 

Hurd, Timothy, 159-160, 170 
Hurd, Peter, 159 
Huybens, Gilbert, 29n. 34, 154 

Ideophone, mechanical, viii 
Improvisation, on carillon, 13, 24, 148-149, 174, 176n. 21 
Indianapolis (Indiana) 

Scottish Rite Cathedral Carillon, 52, 60, 74, 124 
Instrument builders (carillon), 17-21 , 54-56, 75, 78-80, 84-86, 112, 123-124, 158. 

See also individual builders; Keyboards 
International carillon competitions. See Competitions 
International Carillon Festivals, 171-173, 175 

Berkeley (California), 171-173, 179n. 73 
Lake Wales (Florida), 171-173 
Springfield (Illinois), 95, 99, 172, 179n. 70 

Iowa State University. See Ames (Iowa) 
l.T. Verdin Company. See Verdin Company, The 

J 
Jackson (Tennessee) 

First Presbyterian Church Carillon, 86-87, 124, 128 
Jefferson, Ann, 173 
Jennings, Trevor S., 21 
Johnson, Roy Hamlin, x, 83, 95, 145, 153, 164-165, 172 
Johnston, Cyril F., 23, 48-50, 55 , 79-80, 86, 116-121 
John Taylor Bellfounders, 43, 46-47, 50, 56, 73, 77-80, 84-86, 88, 92, 121-125, 132, 

157-158 
Taylor true harmonic tuning, 22, 53 

Johan Franco Composition Fund, 175 
Joy, William, 155 

J{ 
Kehoe, Daniel, 171-172 
Keldermans, Karel, 137n. 56, 147, 149, 152, 172, 174, 179n. 77 
Keldermans, Raymond, 95, 99, 174, 179n. 71 
Keyboards, carillon, viii, x, 27, 110-137. See also Instrument builders 

Denyn Standard, 18-20, 113-116, 121-123, 126, 129, 133 
design and fabrication, 49, 54-56, 72, 77, 79-80, 123-124, 147, 174 
dimensions/specifications, 114, 129, 133, 135n. 10, 137n. 56 
Dutch Standard, 115, 129, 135n. 10 
Key spacing/width, 114, 116, 119 
North American Standard, 49, 91, 94, 111, 119, 128-134 
North European Standard, 133, 134n. 2, 170 
practice, 132, 137n. 55 , 177n. 36 
standardization, 77, 79, 94, 101, 110, 113, 125-126, 128-129, 134, 152 

Keyser, Edward de, 24-25 
Key spacing/width. See Keyboards, carillon 
Kleinschmidt, Robert B. , 59-60, 62, 73-74, 79, 155 
Klerk, Albert de, 167 
Klok, 3 
Klokkenspel, 3 

Koninklijke Beiaardschool ''.Jef Denyn", 90-91, 99, 167, 174. See also Mechelen 
Carillon School 
Kramer, Justin, 106n. 83, 
Krieger bellfoundry. See Arthur Bigelow 

Ladd, Hudson, 168-169 
Lake Wales (Florida), 172 

American Foundation, 162 
Anton Brees Carillon Library, 104n. 50, 142-143, 175n. 5 
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Bok Singing Tower (Bok Tower Gardens) Carillon, 52, 55, 57, 59, 64, 72, 99, 124, 152 
Carillon scholar, 95, 15 2 

Langberg, Peter, 168 
I.annoy, Jacques, 100-101, 144, 168 
Lansing (Michigan) 

Michigan State University Carillon, 80, 88 
Law, Frank Pechin, 95, 98, 146, 149, 169, 176n. 22 
Lawrence (Kansas) 

World War II Memorial Carillon, 83-86, 132, 152, 158-158, 174-175 
Lawson, James, 84, 150 
Lefevere, Kamiel, 25-26, 53, 58-59, 72-74, 77-78, 81-82, 102n. 10 
Lehr, Andre, 88, 154, 156, 177n. 29 
Leiden (the Netherlands), 42 
Lens, Carol Jickling, 148 
Leuvens Beiaardboek, 170 
Lincoln (Nebraska) 

First Plymouth Church Carillon, 55, 83-84, 159 
Lodine, Robert, 98 
L0gumkloster (Denmark), 

L0gumkloster Church Music School, 168 
Lord Rayleigh, 22, 30 
Lott, Loyd, 149, 179n. 78 
Loughborough (England). See also John Taylor Bellfounders 

foundry carillons, 21 , 59, 76 
Louvain (Belgium), 170 

Katholiek Universiteit Leuven Carillon, 170, 178n. 67 
St. Pieter's Church Carillon, 13, 61 

Lubbock (Texas) 
Texas Tech University Carillon, 155 

Luray (Virginia) 
Luray Singing Tower Carillon, 80 

Lyon-Vaiden, William, 157, 171 

Maassen, Jacques A. , 167 
Madison (Wisconsin) 

University of Wisconsin Carillon, 79-80, 93, 128 
Maintenance of carillon, 16, 30n. 49 
Major-third bells, 154, 156, 177n. 29 
Manuscripts, extant carillon, 40, 83, 163-164 
Mariemont (Ohio) 

Mary Emory Carillon, 91 
Marien, Eddy, 168 
Marriott, Frederick, 88-89, 153, 178n. 59 
Matthew, George, 170 
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McCrady, Andrea, 149, 170, 178n. 66 
McDonogh (Maryland) 

McDonogh School Carillon, 157, 171 
McShane chimes, 142 
Mayer, Frederick, 49, 53, 118-119, 135-136n. 22 
Meantone tuning, 4, 28n. 8, 31n. 71 , 46 
Mechanical action, 119, 127. See also Transmission systems 

dip-bar, 77, 103n. 28, 121, 136nn. 27/28 
Mechelen (Belgium), 28n. 7, 170 

Mechelen Carillon School, 24-26, 45, 56, 58, 60, 63, 72, 76, 78, 81, 91 , 100, 167. 
See also Koninklijke Beiaardschool "Jef Denyn" 

First Carillon Congress, 26-27, 44-45, 153 
Queen Fabiola Carillon Competition, 174 
St. Rornbout's Cathedral Carillon, 5, 15, 17-18, 23, 27, 38, 73, 116, 121 

Mechelen Standard. See Keyboards, carillon 
Mechlin. See Mechelen (Belgium) 
Meeks, Watson & Co., 132, 158-159 
Meeks, William, 132, 158-159 
Meneely, Alfred Cluett, 53 
Meneely, Andrew, 54 
Meneely Bell Company (Troy), 52, 80, 104n. 42, 142 
Meneely & Company (Watervliet), 45, 52-54 , 61, 74, 80-81 , 122, 142 
Meneely, Clinton, 80 
Menotti, Gian-Carlo, 72, 154 
Mercersburg (Pennsylvania) 

Mercersburg Academy Carillon, The, 59 
Mersenne, Marin, 28n. 15, 31n. 72 
Mery, Joris du, 10-12 
Metropolitan United Church. See Toronto 
Mexico City 

Institute Politecnico Nacional Carillon, 88-89 
Michaux, Omer, 19. 81 
Michiels, Marcel , Sr., 50, 81 
Michiels, Marcel , Jr. , 81 
Middlebury (Vermont) 

Middlebury College Carillon, 157 
Milroy, Edmund, 55, 77 
Milwaukee (Wisconsin) 

Marquette University Carillon, 93 
Minor-third overtone, 87. See also Harmonics 
Missoula (Montana) 

University of Montana Carillon, 86, 127 
Monteverdi , Claudio, viii, 5 
Montreal (Quebec) 

Oratoire SI. Joseph Carillon, 83, 87, 89 
Morgan City (Louisiana) 

Brownell Memorial Carillon, 92 
Morristown (New Jersey) 

SI. Peter's Episcopal Church Carillon, 47-48, 116 
Moses, H.A., 75 
Mountain Lake Sanctuary. See Lake Wales (Florida) 
Mozart, Wolfgang Amadeus, xi 
Muller, Remy, 66n. 44/ 52 
Mulroney, Dorothy, 78 
Music racks, 112, 134n. 4 
Myhre, Milford, 99, 101, 142, 149, 152, 169-170, 172, 178n. 62 

as composer and arranger, 84, 89, 95, 99, 142-143, 145, 164 

as performer, 153 
as teacher, 95, 144 
as writer and editor, 143 

ff 
Nassor, Edward, 98, 178n. 57 
Nederlandse Beiaardschool. See Netherlands Carillon School 
Nederlandse Klokkenspel-Vereniging. See Netherlands Carillon Society 
Nees, Staf, 26, 84 , 90-91 , 100 
Netherlands Carillon School, 91, 100, 107n. 102, 166-167. See also Amersfoort 
Netherlands Carillon Society, 115, 166 
Netherlands Ergonomics Association, 170 
New Haven (Connecticut) 

Yale University Carillon, 92 
New York (New York) 

Park Avenue Baptist Church Carillon, 48-50, 58-59, 61, 63, 118, 124 
Riverside Church Carillon, 58, 60, 63, 72-73, 82, 84, 132 
St. Martin's Episcopal Church Carillon, 87 

Niagara Falls (Ontario) 
Rainbow Tower Carillon, 84 , 129 

North American carillon movement, 81 , 140-141. See also Ronald Barnes 
Norwood (Massachusetts) 

Norwood Town Hall Carillon, 52, 63, 124 

() 
Octatonic scale. See Scales, octatonic 
Ogilby, Remsen B. , 76-78 
Omaha (Nebraska) 

University of Nebraska Carillon, 156 
Organ, as compared to carillon, viii 
Ottawa (Ontario) 

l'Eglise St.-Jean Baptiste Carillon, 81 
Houses of Parliament Carillon, 50, 52, 58, 74, 77-78, 118-119, 124-125, 132, 152 
National Library of Canada, 143 

Overtones, bell. See Partials, Harmonics 
Oud-Leerlingen Bond, 25, 170 
Oudenaarde (Belgium), 3, 27 
Our Lady of Good Voyage Church. See Gloucester 

Paccard, Alfred, 82, 86-88, 93, 154 
Paccard Fonderie de Cloches, 35, 82, 86-89, 93, 128, 132, 154-155-157, 170 
Paccard, Georges-Francisque, 104n. 59 
Park ·Avenue Baptist Church. See New York 
Partials, 7-8, 21 -22, 29n 18. See also Harmonics 
Pedalboard, carillon, 20, 77, 112, 114, 121 , 129-131, 133-134, 135n. 19. See also 

Keyboards , carillon 
Peg notebooks. See Versteekboeks 
Pentatonic scale. See Scales, pentatonic 
Percussive instruments, viii, 166, 172 
Performance enhancement, x, 142 
Performance styles, 73-74, 91 
Performance techniques, 25, 144. 

Tremolo, 24, 31n. 77, 71 , 73-74 



Petit & Fritsen Bellfoundry. See Royal Petit & Fritsen Bellfoundry 
Philadelphia (Pennsylvania) 

Curtis Institute of Music, The, 60, 72 
First United Church Carillon (Germantown), 50-52, 73, 128 
Holy Trinity Church Carillon, 35, 116 
St. Vincent's Seminary Carillon, 35, 86-87 
Trinity Evangelical & Reformed Church Carillon, 53-54, 157 

Piano, as compared to carillon, viii-ix, 134n. 1, 170, 174 
Pitch, bell, 7, 14, 22. See also Harmonics 
Plainfield (New Jersey) 

Grace Episcopal Church Carillon, 47 
Playing techniques. See Performance techniques 
Plundering of bells, 89 
Point-to-point system. See Transmission systems 
Polyphonic music, 10 
Pozdro, John, 164, 166 
Practice keyboards. See Keyboards, carillon 
Pratt, Wilmot, 78 
Preludes (carillon). See Carillon, idiomatic music for 
Price, (Frank) Percival, x , 53, 56-59, 71 , 77-78, 89, 96, 101, 142, 153 

as advisor/ instrument designer, 72 , 82, 94, 128-129, 133-134 
as composer and arranger, 71-72, 81, 95, 96 
as performer, 44, 59 
as teacher, 60-61 , 74, %, 99-100 
as writer and editor, 71 -72, 79, 81 , 142 

Princeton (New Jersey). See also Arthur Bigelow 
Princeton University Archives, 143, 
Princeton University Carillon, 75, 87, 99, 158-159 

Profile, bell, 3, 8, 55, 86, 89, 91 
Programming, for carillon, 18, 96, 98, 170-171, 178n. 69 
Programs, academic carillon, 174-175, 179n. 79 
Prototype, carillon. See Denyn, Jef; Instrument builders 
Pro¥o (Utah) 

Brigham Young University Carillon, 132 

!] 
Quatrillon, ix, 5 

Recital series, carillon, 171-172, 175 
Rees, Thomas, 64 
Renovations , major carillon, 158 
Repertoire, carillon, x, 31n. 76, 140, 146, 153, 161-166, 170, 172, 175. See also 

Carillon, idiomatic music for 
Return springs. See Transmission systems 
Rice, Harriet Langdon Pruyn, 36-37, 77 
Rice, William Gorham, ix, 25, 36-46, 50, 64-65, 81 , 99, 142, 153. See also Carillon 

League; Mechelen Carillon School 
as author and historian, 37-45, 75-78 
as "carillon ambassador," 28, 44-45, 56-58, 61-64 

Rice, William Gorham, Jr. , 37, 65n. 5 
Richmond (Virginia) 

Virginia War Memorial Carillon, 60, 74, 124 
Riverside ( California) 

University of California Carillon, 93, 128, 140 

Riverside Church. See New York (New York) 
Roanoke (Virginia) 

Hollins College Carillon, 89 
Robins, Daniel, 91 , 94, 96-98, 128 
Rochester (Minnesota) 

Mayo Clinic Carillon, 52, 157 
Rochester (New York) 

University of Rochester Carillon, 93 
Rockefeller, John D. Jr., 48-49, 63, 99 
Rombouts, Luc, 29n. 30 
Rota, Nino, 72 
Royal Eijsbouts Bellfoundry, 88, 132, 154-157, 170. See also Andre Lehr 
Royal Petit & Fritsen Bellfoundry, 20, 87-89, 91 -92, 132, 157, 177n. 34 
Royal Society of Arts (London), 20 
Rufty, Hilton, 60, 74 
Rusterholz, Theophil, 82-83, 149-150, 174 

J 
Saenger, James, 169 
St. Louis (Missouri) 

Concordia Seminary Carillon, 93, 172 
St. Paul (Minnesota) 

House of Hope Presbyterian Church Carillon, 49-50, 82 
St. Rornbout's Cathedral. See Mechelen (Belgium) 
St. Stephen's Church. See Cohasset (Massachusetts) 
St. Thomas' Church. See Fort Washington (Pennsylvania) 
St. Vincent's Seminary. See Philadelphia (Pennsylvania) 
San Antonio (Texas) 

Central Christian Church Carillon, 87, 132, 158, 162 
Santa Barbara (California) 

University of California Carillon, 91 
Sany, Theodore de, 10 
Scales, 

octatonic, 164, 166 
pentatonic, 161 , 177n. 39 

Schaepkens, Alexande~ 42 
Schenectady (New York) , 44, 80 
Schiedam (the Netherlands), 42 
Shields, Joe, 179n. 78 
Schmidt, Wayne, 172 
Scholarly research, on carillons, 142-143, 152, 163 
Schroeder, Ira, 73, 78, 83, 95 
Schulmerich Electronics (Carillons), 82, 93, 156 
Sergeys Bellfoundry, 20 
Sewanee (Tennessee) 

University of the South Carillon, 89, 125, 128 
Simcoe (Ontario) 

Norfolk Memorial Carillon, 48 
Simonds, Harold B. , 73, 78 
Simpson, Arthur B. (Canon), 22-23, 30n. 70, 46-47, 53 
Simsbury (Connecticut) 

Simsbury United Methodist Church Carillon, 132, 157 
Size of carillon, 49-50, 77-78, 89, 122-126 
Sjablone, 3 
Slater, Elsa, 143-144, 152 
Slater, Gordon, 143-144, 152 
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Slater, James B. 93, 117, 149 
Smith, Lowell, 145 
Sonority of bells, 87, 91 , 161-162 
Somers, Desire, 18, 112-113, 115-116. See also Instrument builders 
South Bend (Indiana) 

Notre Dame University Carillon, 35 , 115 
Spokane (Washington) 

Cathedral of St. John the Evangelist Carillon, 92 
Springfield (Illinois), 170-172. See also Thomas Rees; International Carillon Festivals 

First National Performance Competition, 174 
Rees Carillon Archives, 143, 152, 172 
Rees Carillon Society, 95, 172, 174 
Springfield Park District, 91 , 95, 179n. 70 
Thomas Rees Memorial Carillon, 64, 91-92, 95, 99, 132, 136n. 22, 151-152, 178n. 70 

Springfield (Massachusetts) 
Trinity United Methodist Church Carillon, 52 

Standard keyboard. See Keyboards, carillon 
Stanford ( California) 

Stanford University Carillon, 81, 83 
Starmer, William Wooding, 27, 44 , 66nn. 23/ 32, 102n. 4 
Stearns, Stanley, 156 
Stevens, G.B., 44 
Storrs ( Connecticut) 

Storrs Congregational Church Carillon, 53 
Strauss, Richard, x, 130, 132-133, 134n. 1, 147, 155, 158. See also Instrument builders 
Strickleboard. See Sjablone 
Strutt, J.W. See Lord Rayleigh 
Stuart, Robert A. , xi, 95, 106n. 78 
Student examinations. See Guild of Carillonneurs in North America 
Swager, Brian, 143-144, 178n. 59, 179n. 76 
Sweelinck, Jan Pieterszoon, S 
Symons, John Prower, 122, 129, 135n. 21 

J 
Taylor, Dennison, 41, 59, 177n. 35 
Taylor, John William I, 22, 41. See also John Taylor Bellfounders 
Taylor, John William II , 22, 41 
Taylor, Paul, 135n. 17 
Taylor true harmonic tuning. See John Taylor Bellfounders 
Tebbel, Janet, 178n. 59 
The Acoustically Balanced Carillon, 99 
The Carillon, 71 
Thomas Rees Memorial Carillon. See Springfield (Illinois) 
Tienen (Belgium), 9 
Tilton, Walter F., 63 
Timmermans, Ferdinand, 105n. 76, 167 
Toccata, as musical form, 165 
Tone color, with regard to carillons, 164, 166, 177n. 47 
Toronto (Ontario) 

Metropolitan United Church Carillon, 43-44, 47, 56-58, 60, 74 , 77, 116 
University of Toronto Carillon, 70 

Tourcoing (France), 100 
Transmission systems, carillon, SO, 86, 117-119, 121 

broek system, 18, 88-89 
point-to-point system, 118-119, 135n. 19 
umbrella system, 127, 

Traveling carillons, 88, 92, 150-151, 170, 176n. 23 
Tremolo. See Performance techniques, tremolo 
Tremolando. See Performance techniques, tremolo 
Trinity College. See Hanford (Connecticut). See also Ogilby, Remsen B. 
Trammel, 3 
Tuning of bells, 6-8, 12, 21-23, 30n. 70, 78, 89, 91 , 142, 177n. 33. See also Acoustics 

of bells; Harmonics; Pitch 

University of Chicago. See Chicago (Illinois) 
Ulft, Carlo van, 167 
Utrecht (the Netherlands), 4, 168-169 

Domkerk (Cathedral), 15, 17 
Higher Institute for the Ans, 167 

Valley Forge (Pennsylvania) 
Washington National Carillon, 80, 88, 128 

VanDuzen Bellfoundry, 122 
Vendette, Emil, lOSn. 64 
Verdin Company, The, 88, 92, 150-151, 157 
Verdin Bell and Clock Museum, 151 
Verheyden, Prosper, 12, 25, 27, 38, 51, 6Snn. 14/ 23, 
Versteekboek.s, 9-10 
Victoria (British Columbia) 

Netherlands Carillon, 91 
Videotaping, of recitals, 171-172, 175n. 8 
Violin, as compared to carillon, xi 
Vlissingen (the Netherlands), 43, 66n. 26 
Volckerick, Joannes Franciscus, 17, 30n. 53 
Voorslag, 3-4 

Waco (Texas) 
Baylor University Carillon, 156 

Wagenaar, Johan A.H., 17 
Warner, Sally Slade, 153, 178n. 59 
Waghevens, as bellfounders, 4, 28n. 7 
Washington (D.C.) 

Basilica/National Shrine of Immaculate Conception, 93, 132 
National Zoo Carillon, 92 
Washington National Cathedral Carillon, 92, 99 

Watson, Richard M., x, 92, 129-130, 132-133, 142, 148, 155, 156, 158-159, 175n. 4. 
See also Instrument builders; Meeks, Watson & Co. 

Weather, influence on bells. See Corrosion, on bells 
Weights, bell, lOSn. 71, 123-125 
Weinstein, Larry, 149-150 
Werblow, Gloria, 178n. 66 
West Hartford (Connecticut) 

First Church of Christ Church Carillon, 93, 159 
Westcott, Wendell, 91-92, 95-96 
White, Gary, 145, 164-166 
Whitechapel Bellfoundry, 93, 159. 
Wingate, Ray, 74, 89 



Winsemius, Bernard, 167 
Winston-Salem (North Carolina) 

Wake Forest University, 155 
Witlockx, Willem, 10, 29n. 29 
World Carillon Congresses, 100-101, 107n. 105, 153-154, 166, 168-170 
World Carillon Federation, 62-63, 100-101, 134n. 2, 153-154, 168-170, 172 
Wou, Geert van, 28n. 7 
Wychaert, Phillip, 10 

z 
Zimmerman, Carl Scott, 170, 178n. 62 
Zutphen (the Netherlands), 7-8, 170. See also Fran~ois/ Pieter Hemony 

Wijnhuistoren, 170 
Zwaart, Jaap, Jr., 167 
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