CARVINGS OF MEDIZAVAL MUSICAL
INSTRUMENTS IN MANCHESTER
CATHEDRAL.

By Rev. H. A. Hudson, M.A., F.S.A.

Read 10th March, 1921.

CONSPICUOUS among the many interesting
features of the nave roof of Manchester
Cathedral is the noteworthy assemblage of
minstrel angels forming the ornamental supporters
of the wall-posts beneath the beams. These
carvings, both on account of their number and by
reason of their artistic merit, are of such import-
ance that we might even go so far as to say that
were the cathedral devoid of any other excellences
of medieval woodcraft this feature alone would
suffice to give it distinction in this particular
department of sculpture. An integral part of a
roof which in general design and ornamental
detail is no whit inferior to the best work of the
northern craftsmen of the late fifteenth century,
these musical angels are valuable also for other
reasons. In the first place the series is one of the
most complete of its kind in existence, and may
be said to mark an epoch. In point of numbers
also, and in the wvariety of the instruments
represented, it exceeds most others that have
come down to us; and, by no means least
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important, the condition of the carvings (with the
exception of the angels’ wings, which have been
renewed) may be regarded as being practically
intact. ‘

It should be observed in passing that a special
value attaches to such sculptures in general, on
account of the light which they throw upon the
actual forms of early instruments, many of which
are now obsolete, as well as upon the mode in
which they were played. From the nature of the
case this light is fuller and often more reliable
than that derived from other sources of informa-
tion, among which may be mentioned the repre-
sentations found in stained glass, illuminated
manuscripts and monumental brasses.

The carvings under review are fourteen in
number, each portraying a half-length figure of
an angel clad in alb and amice and engaged in
playing a musical instrument. The figures
average 2 ft. 10in. in length, the total measure-
ment, including wings and instruments, ranging
from 4 ft. to 5ft. 1in. The conventional clouds
from which the demi-angel usually issues in such
situations are absent, the figures being set directly
upon the capitals of the bay shafts with an out-
ward tilt of 55 degrees. All the instruments are
different, no two being exactly alike, although in
one case, namely the bagpipe, two varieties of
the same instrument are shown.

It need scarcely be pointed out that musical
instruments of all ages, whether ancient or modern,
are essentially of three kinds only, namely : those
of percussion, those for wind, and those for
strings. All three categories are represented here
as may be seen from the following table, which
gives the Manchester instruments as they now
appear :
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NoRTH SIDE SoutH SIDE .
(from West to East). (from East to West).
1. Tabor, or Drum. 8. Portative Organ.
2. Recorder. 9. Harp.
3. Irish Bagpipe. 10. Psaltery.
4. Scottish Bagpipe. 11. Dulcimer.
5. Shawm, or Oboe. 12. Lute.
6. Trumpet, or Clarion. 13. Fithele.
7. Clavicymbal. 14. Symphony, or
Hurdy-gurdy.

In describing the instruments it will be con-
venient to take them in the above order, which,
however, differs slightly from the order given in
plate xxii. of Mr. Crowther’s Architectural History
of the Cathedral, where numbers 2 and 5 are
transposed. It differs also in another respect from
the order in which they stood prior to the last
restoration of the roof. As now arranged, the
clavicymbal is the only stringed-instrument on
the north side, and the portative organ the only
wind-instrument on the south. An early photo-
graph of the nave, dating from about 1870 or
earlier, in the writer’s possession, shows that
these also have been transposed. It may thus
be inferred that originally the series on the south
side consisted entirely of stringed-instruments,
the wind series being all together on the north
side.

It is a matter of regret that we are unable to
give photographic illustrations of all these
‘subjects, and it is therefore well to make two
observations of a general nature by way of
preface to the detailed description that follows.
In the first place, with regard to the players:
there is a good deal more variety of expression
and grace of form, pose, and dress in the carving
of the angels themselves than is apparent in the
outline drawings which we are enabled to
reproduce. This we can vouch for from personal
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examination at close quarters in one instance,
whilst confirmatory testimony is provided by
one or two photographs which have been secured.
Excellent as these drawings are so far as they go,
they necessarily fall short in certain matters of
detail which, were it possible to employ it in
each case, a camera might elucidate. Unfor-
tunately the great height of the subjects, and
their peculiar situation, as well as the bad
lighting, especially of those on the south side,
seem to preclude the taking of successful photo-
graphs.

Then, secondly, as regards the instruments:
it should be remembered, as the late Dr. Henry
Watson once pointed out,» that the sculptor’s
limitations in carving musical instruments in
relief, with the performers engaged in playing
them, are very severe, especially considering the
particular purpose and position for which they
were destined here, as in many other places;
and this being the case, neither the shape and
proportions of some of the instruments, nor the

! The observation was made in a discourse on these instruments
at a meeting of the Lancashire and Cheshire Antiquarian Society,
on March 11th, 1910.

It was Dr. Watson'’s expressed intention on this occasion to amplify
his remarks in a future address, and afterwards to commit them to
writing with a view to publication. Among local musicians few
were better qualified to deal with the subject than Dr. Watson, and
his lamented death at the beginning of 1911 deprived both the
members and the public of a contribution to musical archaology
which would have been greatly prized. Through the kindness of
a friend, we have had an opportunity of examining Dr. Watson's
notes, and it is mainly with their help and that of the splendid
collections comprised in the ‘‘ Henry Watson Library '’ belonging to
the city, and the ‘“ Henry Watson Collection of Musical Instruments *’
belonging to the Royal Manchester College of Music, that we have
been enabled to offer the description of the instruments which is here
presented.

The general subject may be pursued in the delightful and informing
volume on Old English Instruments of Music by the Rev. F. W.
Galpin, F.S.A., to which we have freely made reference ; and for the
carved treatment the excellent publications on the sculptures at
Exeter Cathedral by Miss E. K. Prideaux may be consulted profitably.
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method in which they were held and played, are
strictly to be determined by such representations
alone as are supplied by series of carvings like
that under consideration.

1.—TABOR.

Our first instrument is a Tabor, which was a
little drum slung by a short string from the
waist, shoulder, or left arm, and tapped with a
small stick or pair of sticks.
The tabor is the sole represen-
tative here of the instruments
of percussion, which in early
times formed a numerous class,
and included the cymbals,
crotula or castanets, triangulum,
ststrum, tintinnabula, and
others.

The members of the old
drum family may be grouped
under three headings: first,
the Timbrel, or tambourine ;
secondly, the Nakers, or kettle-
drums ; and thirdly the Tabor, or drum proper.

The timbrel is of very ancient lineage and was
used in processions and on occasions of solemn
rejoicing, the performers frequently being females.
Thus, after the Egyptian overthrow, Miriam
‘“took a timbrel in her hand and all the women
went out after her with timbrels and with dances.””
So Jephthah’s daughter went forth to meet her
father ‘‘ with timbrels and with dances.”* In his
poem David and Goliath the victor’s return is thus |
described by Drayton :

‘“ Field, town and city with his fame do ring, |
The tender Virgins on their timbrels sing
Ditties of him."”3

1 Ex., xv., 20. ? Judg., xi., 34.
3 Galpin, Old English Instruments of Music, p. 241.

|







PrLaTE 1.

1. Pipe and Tabor on a misericord at Exeter Cathedral
(XIII. Cent.).

2. Nakers and Clarion on a misericord at Worcester Cathedral
(X1IV. Cent.).
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And it may be remembered that the religious
procession in Edwin Long’s picture,  The Flight
into Egypt” is headed by a band of female
musicians, several of whom play timbrels. A-
good example of the medieval timbrel, having a
double row of jingles, appears in the Minstrel
Gallery at Exeter.

The nakers, often found in medieval carvings
(P1. 1.2) and illuminations, derive their name and
use, like many other instruments, from the
Arabs. From this source, perhaps by way of
Spain, whence also we adopted the Moorish or
Morris-dance, they came to England ; or it may
be that their actual introduction here was due to
the Crusaders. Engel remarks that ‘“ names of
musical instruments derived from the Moors in
Spain occur in almost every European language.’”
The nakers are to be regarded as the progenitors
of the modern #impans, or kettle-drums.

Of the tabor, or drum proper, there were both
large and small kinds ; the smaller, to which our
example belongs, being called the tabourell in
Queen Elizabeth’s time. As a solo instrument it
is properly played with two drum-sticks; and
although the specimen represented here appears
to be quite plain, it should be pointed out that a
vibrating cord of catgut, called a ‘‘ snare,” was
commonly stretched across the parchment of all
the drum family: also, that the side-cords or
“ braces” used for tightening the skins of the
double-headed drum were known both to the
Egyptians and the Romans.

The tabor-player was often provided with a
pipe which he held in his left hand and blew like
a whistle, whilst he thumped his tabor with the
drum-stick in his right hand (Pl.I1.1). The pipe
had only three holes, but by means of harmonics

1 Musical Instruments, p. 56.
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a scale of nearly two octaves was possible. So
for the dance the whistle-pipe gave the melody
while the tabor marked the rhythm.

The drum and fife band is the lineal descendant
of the medieval pipe and tabor, which thus
become the ancestors of the modern military
band.

2.—RECORDER.

A varied succession of pipers accompanies our
taborist here; indeed, with one exception, all
the rest of the instruments on the north side
belong to the wind series.

The Recorder now to
be considered is a mem-
ber of the Flute family,
and although now obso-
lete it was once held in
great esteem. A species
of flageolet, it is thus
described by Bacon :
‘““The figures of recorders,
flutes, and pipes are
straight ; but the re-
corder hath a less bore,
and a greater above and below.”” We find it men-
tioned by Shakespeare, Pepys, and Milton, the
references in Hawmlet being well-known ; to play
it, according to the Danish prince, was

" As easy as lying: govern these ventages with your
fingers and thumb, give it breath with your mouth, and it
will discourse most eloquent music.”’ (Act iii., Sc. 2.)

Owing to its popularity in England the French
called the recorder, or beaked-flute (flite a bec),
“la flute d’Angleterre.”” The thumb-hole at the
back, referred to in the above passage, was one
of its distinguishing marks. It had commonly
seven finger-holes and was played, as represented

1See Engel, p. 125.
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MANCHESTER CATHEDRAL
Angel playing a Recorder (late XV. Cent.).
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here, like a clarinet, and not transversely as the
German flute which has taken its place.

Like the viols, the recorders were made in
sets, and a unique English set of four, belonging to -
the Chester Archaological Society, was exhibited
and described by Dr. J. C. Bridge at the Society
of Antiquaries in 1912* On this occasion Dr.
Bridge quoted a highly interesting incident
narrated in the ‘“ Metrical records of the House
of Stanley,” which should appeal specially to
the patriotic and musical instincts of Lancastrians.
It describes the entertainment of the king and
queen of Castile, who, seeking shelter from a
storm on their way home from the Netherlands,
landed at Falmouth and were invited to Court
by Henry VII.

“ When the King of Castell was driven hether

By force and violence of wyndie wether,

He brought with him that were thought good musitions,

There was none better in their opinions ;

The King of Castell saide their actes were so able ;

They were gentlemen of howses notable.

‘T have,” quothe Henerie the Seventh, ‘a Knyght my
servant,

One of the greatest earles sonnes in all my land,

He playeth on all instruments none comes amisse

Called Sir Edward Stanley ; Lo! there heis . . .

This second sonne Edward (Stanley) was married to an
heire

Of a thousand markes a yeare, of good land and faire.

His playing on instruments was a good noyse,*

His singing as exceilent with a sweete voice.

His countenance comelie, with visage demure,

Not moving, ne streininge, but stedfast and sure.

He would showe in a single recorder pype

As many partes as any in a bagpype.

! See Proceedings, xxiv., 117.

* “ Noise,” an old musical expression indicating the effect pro-
duced by several instruments playing together. The Biblical use
of the word is familiar : e.g., ** the noise of thy viols ” (Ps. xiv., 11);
‘ When He saw the minstrels and the people making a noise "’ (Matt,,
ix., 23).
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He showed much conning those two Kings before

That the others had no luste to play any more.

He played on all instruments notable well :

But of all things mused the King of Castell

To heare two partes in a single recorder,

That was beyond their estimations far! "

“It is evident,” says Dr. Bridge, commenting
upon this remarkable episode, *“ that Sir Edward
Stanley was able to imitate the chanter and drone
of a bagpipe, but I cannot explain how he did it.”
We suspect, however, that, like many another
entertainer, he had “ something up his sleeve.”
Possibly his instrument was a cunningly contrived
double recorder (Pl I1I.1).

3.—BacpriPE (IRISH).

The bagpipe, according to William Lynd,* is one
of the most ancient instruments in the world.
Hipkins describes it as the organ reduced to its
most simple expression.
A syrinx, or panpipe,
with bag or bellows, is
represented on an ancient
terra-cotta excavated at
Tarsus and believed to
be two thousand years
old. The instrument was
known to the Romans as
the tibia utricularis, and
a bronze figure of a bag-
piper was found during
the excavations at Rich-
borough.: The Emperor
Nero, whose musical proclivities are generally
associated with the fiddle, is said to have regarded
the bagpipe with special favour.

There were various kinds of bagpipe. Shake-
speare puts an allusion to the ““drone of a

Y Ancient Musical Instruments, p. 28.
? Galpin, p. 174.
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Lincolnshire bagpipe ' into the mouth of Falstaff.
Lancashire and Northumbrian pipes are also met
with. The two main classes, however, are those
known to us as the Irish and Scotch, the essential-
difference between these two varieties being that
in the old Irish form the wind is supplied by a
small bellows under the arm of the player, whence
the instrument is known in Erse as willeann,
or the elbow-pipes; whereas in the Scottish the
performer fills his wind-bag by blowing through
a short pipe held in the mouth.:

It will be noticed that the example before us
has neither mouthpiece nor drone, but simply the
windbag and “‘ chanter ”” pipe. Hence we assume
that it belongs to the Irish class. It may be
added that an illustration of a bagpipe with
bellows attached to the windbag occurs in the
Syntagma Musicum by Michael Praetorius (1619).2

4.—BAGPIPE (SCOTTISH).

The differences between this and the preceding
example are evident. Here the windbag is held
under the right arm, and
its blow-pipe fixed in
the player’s mouth ; also
in addition to the
“chanter,” a  single
drone-pipe appears.

Often in later instru-
ments three or more
drones are found, and
Lynd describes a North-
umbrian bagpipe with as
many as four drones
made of ivory.

) Henry IV., pt. I, act 1, sc. 2.

*See The Carvings of Musical Instruments in Exeter Cathedyal
Church, by Edith K. Prideaux, p. 14.

311l in The History of Music, by Emil Naumann, ed. Ouscley,
i, 263.
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There exists a curious carving of a bagpiper on
one of the brackets adorning the Eleanor
Percy tomb at Beverley minster, where the wind-
bag of the instrument consists of a small entire
pig-skin, with fore-legs and feet intact, the blow-
pipe being inserted in the pig’s mouth (Pl III. 2).
That this is no mere fancy of the artist may be
inferred from a parallel custom related by Engel,
who remarks that in Poland and the Ukraine the
bagpipe used to be made of the whole skin of the
goat, so that whenever the windbag was distended
the shape of the animal was fully retained
exhibiting even the head with the horns; hence
they called the bagpipe rosa, signifying a goat.:

Bagpipes, although regarded as special favourites
of the Celtic races, were popular with all classes,
being associated with folk and dance music and
also freely found in ecclesiastical sculptures.
There is evidence, moreover, of their employment
in the homes of royalty, and it is on record that
Henry VIII.,, who was no mean musician, had
four bagpipes in his collection “ with pipes of
ivorie.””

5.—SHAWM.

7 The instrument
depicted here is the
Shawm, or Schalmey, a
name which was derived
through the Fr.chalumeau
from “‘calamus,”” a reed.
It is perhaps the oldest
of all instruments, and
therefore the parent of
all the reed instruments
of the modern orchestra.
Schalmey is a term still
applied to the lower

1 0p. cit,, p. 130. ? See Galpin, p. 175.
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Double Recorder (or Shawm) on a boss of the
Beverley Minster (XIV. Cent.).

Bagpiper from the Percy tomb at Beverley
(X1V. Cent.).

reredos at

Minster
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register of the clarinet.: The shawm appears to
have been introduced into the West by the
Romans.

Directly descended from the schalmey is the
hautbois, or waight, so-called from being used
by the London watchmen, or ‘ waights,™ to
proclaim the time of the night. After a toot or
short solo on his instrument the watchman would
cry the hour in quaint fashion, such as: “ Past
three o’clock and a cold frosty morning ; past
three o’clock : good morrow, masters all.” The
name ‘‘ howeboie,”” derived from the Fr. haut-bois,
dates from Queen Elizabeth’s time, and probably
indicates the shrill tone of the treble shawm.s

The modern oboe family, including the bassoon
and fagotto, is thus the offspring of the shawm,
its essential characteristic being the double reed ;
that is, two thin slips of cane which vibrate
against each other. In the single reed family, to
which the clarinet belongs, a single reed vibrates
against the natural tube or the mouthpiece.
Bagpipes, it has been pointed out, frequently
exhibit both; the chanter-pipe having a double

! Naumann, i., 261, n.

? We first hear of the Manchester ** waights,” who were the town
minstrels rather than watchmen, in the Court Leet records of 1563.
They were at first two in number, but were later increased to four.
Among their specified duties were ‘' playing mornying and euening
to gether according as others haue bene accustomed to doe " ; they
played also at other times, as for example on civic occasions and at
weddings. They were appointed, though apparently not paid, by
the court, and had the assistance of the constables of the town in
‘“ gathering "’ their wages. Very likely they would wear, as was
customary elsewhere, a badge of office. A fine set of four such
badges, with silver collars, dating from the time of Queen Mary, is
preserved at Bristol. (See Society of Antiquaries Proceedings, xiii.,
262.)

A quaint survival of a similar official personage is the horn-blower
of the ** Wakeman,” now Mayor, of Ripon, who still blows his horn
on the Town Hall steps at nightfall, the citizens being thereby
reminded that “‘ Except the Lord keep the city the wakeman (i.e.,
watchman) waketh but in vain.”—Ps. cxxvii. 2.

3 Galpin, p. 165.
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reed and the drones a single.: Along with the
bagpipes the shawm was the intimate companion
of the wandering minstrels of Central Europe.

6.—TRUMPET, OR CLARION.

“With trumpets also and shawms” 1is a
familiar invitation to praise. The conjunction of
the instruments here is therefore appropriate.
But trumpets, with their big and little brothers,
the Buzine (Lat. buccina) and the Clarion, had
other functions ; sometimes it was the pageantry
of courts that called them ; at others, as at
Crécy and Agincourt, they are found in martial
array among the

“ Pypes, trompes, nakers, and clariounes,
That in the bataille blowen blody sounes.” 2

The earlier medieval “ trompes” had a long
straight cylindrical tube which varied in length
from three or four feet to six or seven feet, and
terminated in a spreading
bell. Gradually and for
the sake of convenience
the long straight form
gave way to the bent
tube, sometimes shaped
in zigzag fashion (Pl. 1.2),
but afterwards, as in the
case before us, with a
double bend folded over
upon itself, which gives
a better construction.
Thus Horman, an early
sixteenth century writer,
tells us that ““a Trom-
pette is straight, but a Clarion is wounde in and
out with a hope.””

1 Lynd, p. 22.
* Chaucer, The Knight's Tale, 1. 1653 (ed. Skeat)
* Galpin, p. 203.
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Angel playing a Clavicymbal (late XV. Cent.)







