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Abstract 

 

Located in the south west of England, the counties of Devon and Cornwall have each been shaped by 

their somewhat isolated position on a peninsula and, until the nineteenth century, by their shared 

status as constituent parts of the diocese of Exeter. The parish churches of both counties also 

contain a range of medieval and later artworks – such as bench-ends, rood screens, and stained glass 

– featuring music-making and musical instruments. Some of these images are relatively well known 

and have featured in previous organological and musicological studies, but the majority are 

unfamiliar within the academic community. This thesis aims to conduct a comprehensive study of 

musical imagery within a single geographical area, and focuses on works of art created before the 

year 1700 for the region’s churches. Beyond the collection process, this information is then 

discussed through case studies considering the use of musical images in religious contexts, on 

funerary monuments, being played by monsters or in other fantastical settings, and also on the 

symbolic use of one particular instrument – the hunting horn. While specific questions are asked 

within each of these and detailed studies made of certain artworks, the overarching theme is on the 

function of the imagery, and it is shown that much of the musical imagery which has been found is 

rich in symbolic meaning. In addition to this, the diversity of the images will also be considered, 

revealing the most common mediums and types of sources used and the significance of recurrent 

symbols (such as the harp that is found in the royal coat of arms) within the overall corpus. 
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Chapter One 

The Background and Form of the Project 

1.1 – Introduction 

The parish churches of Devon and Cornwall are rich in medieval and later artwork, including 

depictions of music-making and musical instruments. This thesis aims to conduct a comprehensive 

study of this in order to discover the range of musical imagery that is present in this artwork from 

before the end of the seventeenth century. Through this, it will then be possible to address an 

overarching question: what function does musical imagery serve within its broader artistic context? 

Several case studies (which are described at the end of this chapter) will be used to explore this issue 

in relation to specific areas of the region’s imagery, and also to consider subsidiary questions which 

arise within these contexts. 

Several topics will be addressed within this introductory chapter: a brief description of the 

region; what evidence already exists for musical activity within it; the rationale for choosing both the 

region and the time-frame used for this study; the fieldwork process used in this project, and the 

impact this will have had on it; and the scholarly background of this work, including a discussion of 

certain terminology used within the discipline and an outline of the research already done in the 

area. Finally, the overarching question described above will be explored further alongside how it will 

be addressed in the different chapters. 

 

1.2 – The Region, the Timeframe, and the Music 

1.2.1 – Why Devon and Cornwall? 

The two counties which form the focus of this project – Cornwall and Devon – make up the far 

south-western tip of England, and occupy a peninsula created by the Bristol Channel to the north-

west and the English Channel to the south-east. To the east, Devon is bordered by both Somerset 

and Dorset, whereas the only county that borders Cornwall is Devon itself. This provides an ideal 
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area for a study such as this, creating as it does a region bordered by the sea on all but one side. As 

well as geographically, the two counties are bound together in other ways – through most of the 

medieval period and up until the late nineteenth century they shared one cathedral and together 

formed the diocese of Exeter, meaning that they were subject to the same episcopal oversight. 

 Devon and Cornwall share many similarities, but there are also significant differences 

between them, with the most striking one of these being linguistic. Although its use was decreasing, 

much of Cornwall spoke its own language during the medieval and early modern periods. Cornish, a 

Celtic language similar to Breton and Welsh, has left little obvious trace beside place names today, 

but the presence of more than one language in the region must have caused some division in the 

past. In his Survey of Cornwall (1602) Richard Carew gave a contemporary example of this: 

[…] the English speech doth still encroche vpon [the Cornish language], and hath 
driuen the same into the vttermost skirts of the shire. Most of the Inhabitants can 
[speak] no word of Cornish; but very few are ignorant of the English: and yet some 
so affect their owne, as to a stranger they will not speake it: for if meeting them by 
chance you inquire the way or any such matter, your answere shal be, Meea 
nauidua cowzasawzneck, I can speake no Saxonage.1 

As well as this division, distinct local styles can be seen in the church buildings and furnishings which 

are studied here, separating county from county and area from area.  

 When looking beyond the scope of a single county, regions can be difficult to identify and 

define, especially when many choose a pre-existing administrative boundary as a limit for their 

studies rather than looking at a wider area.2 However, the decision to combine more than one 

county in a single piece of work is not without precedence, and in explaining the choice of such an 

area (in this case the north-east), Adrian Green and A. J. Pollard write that: 

The region represents an alternative mode of entry into historical enquiry, one that shifts 
study away from units of government (though it should incorporate their significance), and 
offers a more flexible and holistic approach to historical experience, for both individuals and 

 
1 Richard Carew, A Survey of Cornwall (London: John Jaggard, 1602), f.56r. 
2 For example, Pevsner’s Architectural Guides and earlier works such as those of John Stabb: Peter Beachham, 
and Nikolaus Pevsner, The Buildings of England, Cornwall (London: Yale University Press, 2014); Bridget Cherry 
and Nikolaus Pevsner, The Buildings of England, Devon (London: Yale University Press, 1991); and 
John Stabb, Devon Church Antiquities (London: Simpkin et al, 1909). 
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communities. Studying regions is necessary if we are to explain variation in experience and 
action.3 

The issue of justifying the demarcation of a region for study is also one faced by Stephen Banfield in 

Music in the West Country (2018), whose own choice of area extends well beyond my own, and who 

writes that: 

[…] the region as such, despite its topographical boundedness as a peninsula, can 
only be an arbitrary construct, all the more so in contrast with Cornwall’s stronger 
claim to being an entity, virtually water-bound as it is because of the River Tamar, 
which no railway crossed until the late date of 1859.4 

This argument could justify the restriction of this project to Cornwall, as this distinct ‘entity’ with its 

own language and culture may well provide a more focused case study of musical imagery. However, 

it is relevant to note how Banfield is able to demonstrate the different topographical areas which 

other authors have chosen to define as ‘West country’, which vary from as few as Cornwall and 

Devon, to as many as these two plus Somerset, Dorset, Gloucestershire and Wiltshire.5 Given that an 

English speaking part of Cornwall is likely to have had more in common with an English speaking part 

of Devon than a Cornish speaking part of Cornwall, it is clear that even selecting the relatively strong 

border between these two counties as the easternmost extreme of this study is not going to 

produce a unified region, and so the decision is always going to be subjective. 

 Banfield concludes that some of his argument was simply ‘to acknowledge having made the 

region’s boundaries not so much arbitrary as convenient to one’s own purpose’, and the same 

admission is necessary here.6 Practically, an area was needed which would provide enough material 

but which could realistically be surveyed within an acceptable timeframe. However, there are other 

reasons which help to justify the choice. Far from hampering discussion, the inclusion of Devon and 

Cornwall together in one study gives the opportunity to study the latter in a broader context than it 

 
3 Adrian Green and A. J. Pollard, ‘Introduction: Identifying Regions’, in Adrian Green and A. J. Pollard (eds.), 
Regional Identities in North-East England, 1300–2000 (Woodbridge: The Boydell Press, 2007), pp. 1–47, at 9. 
4 Stephen Banfield, Music in the West Country: Social and Cultural History Across an English Region 
(Woodbridge: The Boydell Press, 2018), 5. 
5 Ibid., 5. 
6 Ibid., 8. 
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is sometimes given, allowing it to be seen as part of a wider society rather than as a distinct entity in 

its own right. This is especially important with issues such as the ‘Cornish bagpipes’, where historical 

images of music-making have come to develop modern political associations.7 When studying 

cultural consumption in the north-east of England, Helen Berry and Jeremy Gregory write that ‘the 

location of the region at the extremity of England, and its position as a border region (providing both 

a buffer zone and a liminal space between England and Scotland) made it a geographical location 

particularly well-suited to this task’.8 The same advantage is worth repeating here, as the position of 

the two counties on a peninsula at the extremity of England provides an area which is both isolated 

from and yet still a part of the wider country. 

 It is impossible to say exactly how the number of musical images in the region compares to 

that of others, due to this being the first such study on this scale. However, both counties have a 

fairly good survival rate of church furnishings, some of which were already known to include musical 

imagery before the start of this project. This becomes apparent when the method used to identify 

potential sites (described in more detail later) is considered. When the Pevsner Architectural Guides 

are used to list these possible locations, 159 are identified in Cornwall and 384 in Devon – the higher 

number largely being explained by the difference in size between the two counties. This can be 

contrasted with another area: when the same approach is taken in Northumberland, a county which 

is somewhere between Devon and Cornwall in size and is in the opposite (north-east) corner of 

England from them, it is only possible to identify 99 potential sites. Northumberland is a significantly 

different county to either of the two discussed here, with a sparser population, a different tradition 

of church building, and a long history as a border region. However, the higher number of potential 

sites in Devon and Cornwall can also be put together with the known musical imagery and the more 

 
7 For a sample of this discussion see: Harry Woodhouse, Cornish Bagpipes: Fact or Fiction? (Trewirgie: 
Dyllansow Truran, 1994); James Merryweather, ‘Two-Chanter Bagpipes in England’, The Galpin Society Journal, 
54 (2001), pp. 62-75; Merv Davey, ‘Cornish Bagpipes: Roots, Reconstruction and Revival’, Chanter (2006), pp. 
22-32; and Daniel Rose-Jones, A Musical Soundscape in Cornish Iconography, MLitt dissertation, Newcastle 
University, Newcastle, 2015, 41-43. 
8 Helen Berry and Jeremy Gregory, ‘Introduction’, in Helen Berry and Jeremy Gregory (eds.), Creating and 

Consuming Culture in North-East England, 1660-1830 (Aldershot: Ashgate, 2004), pp. 1-11, at 4. 
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widely recognised survival of furnishings such as rood screens and bench ends (more on these in 

chapter two) to demonstrate how – while not the only area in which this project could be conducted 

– Cornwall and Devon are a good choice for a study of this kind. 

 

1.2.2 – Temporal Concerns 

While considering the reasons for selecting one particular region over any other, it is also 

appropriate to discuss the time period chosen for this study. As with the region, this decision 

required the drawing of arbitrary lines which do not entirely reflect the development and spread of 

artistic ideas. However, the choice of the end of the seventeenth century as the latest date for 

inclusion – which has created a collection of images primarily dating from the fifteenth, sixteenth, 

and seventeenth centuries – has noticeable advantages and restricts the project to a manageable 

size. 

The editions of the Corpus of Anglo-Saxon Stone Sculpture for South-West England and for 

Cornwall demonstrate that there are no definite early-medieval images of musical instruments from 

either county (with the possible exception of the Copplestone stone, see chapter five), meaning that 

it is only possible to start collecting images from around the twelfth century.9 However, with the 

exception of those in Exeter Cathedral, musical images are not found in significant numbers until the 

fifteenth century, and so a natural start point is created. 

After this, it would be possible to collect a quantity of images from any century up until the 

present day, and so some kind of stopping point had to be found. By going up to the end of the 

seventeenth century, a significant contribution can be taken from across three centuries, with the 

addition of some earlier material; this allows the changes brought about by the Reformation and 

Civil War to be spanned rather than used as a start or end point. While some developing styles will 

be cut off part way through, others are usefully framed by this date; such as the royal arms (a 

 
9 Rosemary Cramp, Corpus of Anglo-Saxon Stone Sculpture Volume VII: South-West England (Oxford: Oxford 
University Press, 2006); and Ann Preston-Jones and Elisabeth Okasha, Corpus of Anglo-Saxon Stone Sculpture, 
XI, Early Cornish Sculpture (Oxford: Oxford University Press, 2014). 
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common piece of musical imagery in the seventeenth century and later) which changed in design 

slightly around the beginning of the eighteenth century, meaning that it is generally possible to 

identify which examples date from outside of the period of this study. 

 

1.2.3 – Evidence for Music-Making in the Region 

Another argument for the choice of Devon and Cornwall is that a significant amount of documentary 

material has survived from the region. This includes churchwardens’ accounts, of which Ronald 

Hutton has identified 22 from Cornwall and 61 from Devon which date in part from the period 

considered here (out of approximately 1000 nationally), in addition to other sources such as several 

Cornish language plays.10 While this evidence is not the intended focus of this project – and the large 

number of images found makes it impractical to investigate each churchwardens’ account which 

might mention one of these – documentary sources have the potential to be of benefit. As well as 

providing evidence relating to specific images or sources (examples of which can be seen in chapter 

two), this can also shed light on music-making in the region more generally.  

 In terms of the sort of evidence these documentary sources can provide, the Stratton 

churchwardens’ accounts – which have recently been transcribed and edited by Joanna Mattingly – 

provide a suitable example of this from one of the region’s small rural towns. The evidence for 

music-making within these accounts is varied, but naturally much relates to the practical life of the 

church, such as the 5 shillings paid in 1574 to ‘the clarke for pricking of one order of songe in the 

church bocks for servece’ and the twelve pence paid to ‘an organ player for looking upon the organs’ 

in 1564.11 Likewise, both this and other accounts abound in references to the upkeep of the bells, 

 
10 Ronald Hutton, The Rise and Fall of Merry England: The Ritual Year 1400-1700 (Oxford: Oxford University 
Press, 1994), 266-269; and Michael Aufrere Williams, Medieval English Roodscreens, with special reference to 
Devon, PhD thesis, University of Exeter, Exeter, 2008, 23. 
11 Joanna Mattingly (ed.), Stratton Churchwardens’ Accounts, 1512-1578 (Woodbridge: the Boydell Press, 
2018), 176, 188. 
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the payment of two shillings and five pence to ‘John Yeo for a bell rope’ in 1572 being one example 

of this, while larger amounts were spent on recasting bells on several occasions.12 

 However, the region’s imagery rarely shows either sacred music-making or church bells (for 

possible exceptions to this see the gazetteer entries for Wembury and for Mathew Godwin’s 

memorial in Exeter Cathedral, as well as discussion of these in chapter four). While these are often 

the most noticeable musical contents of the churchwardens’ accounts, other instances of music-

making can also be seen. In Stratton, for example: four shillings were ‘payed to iiij mussisians’ in 

1579; a drummer was mentioned alongside a group of soldiers in 1580; and in 1535 one local man 

who was paid four pence ‘for beryng of the olde stuff of the rodeloft to a howse of Wylliam Gysts’ 

was identified as ‘John Jule crowder’ – the word ‘crowder’ implying that he was a fiddle player of 

some kind.13 Elsewhere, the link between musicians and other forms of entertainment can be seen 

by the ‘piper in the play’ who is recorded in 1550 in the Camborne churchwardens’ accounts, 

alongside several calls for musicians to begin playing at the end of the Cornish mystery plays.14  

While some of these sources have been made more widely available through the publication 

of transcriptions and editions, others only exist in manuscript, making them less easily accessible.15 

Among the secondary scholarship which has considered the musical content of these sources, the 

editions of the Records of Early English Drama which cover Devon and Cornwall are especially 

useful.16 The main focus of these is drama, but they also cover other entertainment and include 

valuable information on the appearance of musicians in the region’s documents. Alongside this, 

Banfield’s Music in the West Country primarily focuses on later centuries, but still includes some 

 
12 Ibid., 23, 127. Similar references are found in the Camborne churchwardens’ accounts; for example, the five 
shillings paid ‘for ii stone of ropis for the bells’ in 1539: Churchwardens’ accounts, Camborne, Kresen Kernow, 
P27/5/2/1 (1535-1579), f.8r. 
13 Ibid., 149, 201, 205. 
14 Jane A. Bakere, The Cornish Ordinalia: a Critical Study (Cardiff: University of Wales Press, 1980) 21; Rosalind 
Hays, C.E. McGee, Sally Joyce and Evelyn Newlyn (eds.), Records of Early English Drama: Dorset and Cornwall 
(Toronto: University of Toronto Press, 1999), 546-549, 590-592.  
15 For a list of these, including modern transcriptions see: Hutton, Merry England, 266-269. 
16 John M. Wasson, (ed.), Records of Early English Drama: Devon (Toronto: University of Toronto Press, 1986); 
and Hays et al, REED: Dorset and Cornwall. 
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earlier information.17 Outside of the immediate region of study, the county of Cheshire has been 

thoroughly examined by Elizabeth Baldwin and David Mills; similarly Christopher Marsh’s Music and 

Society in Early Modern England has considered the role of music nationally.18 Although such a 

comprehensive study has not been conducted for either Cornwall or Devon, these publications are 

useful for providing a broader national perspective, and also for showing the potential for 

documentary evidence to be used within the region. However, the usefulness of such sources also 

needs to be weighed alongside the overall focus of this thesis, and one reason why more effort has 

not been made to investigate the musical activity reported in these documentary sources is that the 

focus of this thesis is not on how closely the imagery relates to the actual musical practices of the 

region, but instead on the function of music within this artistic context. 

 

1.3 – The Fieldwork Process and the Gazetteer 

In order to be able to explore the purpose and function of the region’s musical artwork, it was first 

necessary to record and photograph as much of it as was already known, and attempt to find that 

which was still undiscovered. It would not have been possible to continue with the project without 

this process; however, with the goal of collecting images of music-making and musical instruments in 

mind, the question of what constitutes these must first be addressed. Music-making is perhaps the 

easiest to answer – at least within the sources considered here – for the simple reason that the only 

times when this is seen without the presence of a musical instrument is in the case of singers. 

Recognising a singer has its own difficulties, of course; and if any have appeared without the context 

of other musicians or a book from which they are singing then they have been missed, but even 

 
17 Banfield, Music in the West Country. 
18 Elizabeth Baldwin and David Mills, Paying the piper: music in pre-1642 Cheshire (Kalamazoo: Medieval 
Institute Publications, Western Michigan University, 2002); and Christopher Marsh, Music and Society in Early 
Modern England (New York: Cambridge University Press, 2010). 
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these are easier to recognise than images of people clapping or otherwise deliberately making 

sounds.19  

A musical instrument is harder to define, with the issue often left largely unacknowledged by 

those writing on the subject, including in important taxonomical works such as Hornbostel and 

Sachs’ article on the ‘Classification of Musical Instruments’.20 While a fiddle or harp is clearly a 

musical instrument, what is the status of a hunting horn, the use of which is primarily signalling 

rather than music? Likewise, is a bell attached to a dancer’s leg, or one tied around a cow’s neck 

classed as an instrument and therefore deserving of inclusion here, or as something else and 

therefore excluded? Two online dictionaries define the term ‘musical instrument’ as ‘a device (such 

as a violin, piano, or flute) used to make music’ and ‘an object, such as a piano, guitar, or drum, that 

is played to produce musical sounds’.21 Both of these entries could be used to exclude any object 

where music is not the primary function, and Margaret Kartomi writes that if such definitions are 

used, ‘a few cultures may be isolated as having no musical instruments at all’; however, she also 

states that while the case could even be made to include sounding body movements such as 

clapping as instruments, ‘the line is usually drawn short of this’.22 For the purpose of this project, the 

aim has been to exclude as little as possible in the hope that by providing the widest possible sample 

this collection can be of the maximum possible use. This has meant the inclusion of signalling 

instruments, dancing and animal bells, and any other deliberate noise-making devices as musical 

instruments, but the exclusion of sounding body movements, for the simple reason that none have 

 
19 The only singers found during this project are in Boconoc church and on the Sandford Orleigh overmantle 
(see the gazetteer entries for these for more information); for a discussion of another potential way in which 
singers were depicted in the region, see Todd Gray, Devon’s Ancient Bench Ends (Exeter: Mint Press, 2012), 
139. 
20 Erich M. von Hornbostel and Curt Sachs, ‘Classification of Musical Instruments, Translated from the Original 
German by Anthony Baines and Klaus P. Wachsmann’, The Galpin Society Journal, 14 (1961). Originally 
published as Erich M. von Hornbostel und Curt Sachs, ‘Systematik der Musikinstrumente. Ein Versuch’, 
Zeitschrift für Ethnologie. (1914). 
21 Musical Instrument, <https://www.merriam-webster.com/dictionary/musical%20instrument>, accessed 04 
September 2019; and Instrument, <https://dictionary.cambridge.org/dictionary/english/instrument>, accessed 
04 September 2019. 
22 Margaret J. Kartomi, On Concepts and Classifications of Musical Instruments (Chicago: University of Chicago 
Press, 1990), xvii-xviii. 
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been clearly identified. Alongside this, images of sheet music and of singers have also been included 

as these have been considered as representations of music-making more generally. 

The first stage of the collection process was to identify those images which were already 

familiar to the academic community; but even this was not always clear. While some artwork may 

appear in the work of musicologists, others might only be found incidentally in the scholarship of 

other disciplines, or only in local sources such as church guides. Some images could be well known 

locally but obscure to the academic world, whereas others may be familiar to scholars but unknown 

to the parishioners of the church where they are to be found. Because of this, it was necessary to 

conduct as comprehensive a study of the region’s churches as was possible, while allowing for the 

fact that it would be impractical to visit every one.  

  This process 

began by prioritising the 

sites most likely to yield 

results, alongside those 

which were already 

known to contain musical 

imagery. Initially, this was 

done using the Devon 

and Cornwall editions of 

the Pevsner Architectural 

Guides, from which all mentions of objects which could potentially include such imagery (such as 

funerary monuments and carved woodwork) were drawn, producing an alphabetical list of churches 

alongside everything that could be of interest within them. This allowed some to be prioritised, 

some to be ignored, and others to be seen as potentially worth visiting but only as a lower priority. 

All potential sites were then transferred to a map, which made it possible to plan which churches to 

visit on a day-to-day basis (figure 1.1). Most of the fieldwork was then completed across two periods 

Figure 1.1: A map of all the sites either visited or identified as potentially being worth 
visiting. Black lines represent coastline, yellow lines represent county borders (with 
Cornwall on the left and Devon on the right), and grey lines represent key modern 
roads. 
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of two months over consecutive summers (2016 was spent in Devon and 2017 in Cornwall). This 

allowed for sufficiently long days, a reasonable chance of good weather, and the prospect of more 

churches being open during the holiday season, at the expense of busier roads and more difficult 

parking in some areas. 

 The reality was generally more complicated than this. While the prioritisation provided by 

Pevsner proved highly useful it was not always comprehensive; for example, royal arms (a fruitful 

source of musical imagery, which will be discussed in the next chapter) are not always mentioned in 

the Architectural Guides, while at Yarcombe the stone carvings on the exterior of the church (which 

include a bagpiper) were not listed at all. Although most of the fieldwork was conducted within the 

two periods already mentioned, I had been visiting sites in Cornwall for around two years before 

beginning this project, initially as part of an undergraduate dissertation on a fiddler carved on a 

bench-end in Altarnun church, and then for an MLitt dissertation on the musical imagery of Cornwall 

more generally. This early fieldwork was generally not of as high a standard as that which was 

conducted later on, such as at Lanreath where a visit in September of 2014 uncovered only a Charles 

II royal arms, while a return visit three years later disclosed a bench end carved with three heraldic 

hunting horns. 

 It is unsurprising that some images were missed, especially early on. The average church is a 

complicated site, with many different layers and the potential for interesting objects to be found in 

multiple and varied locations within and around them. Because of this, it takes time to build up 

experience in reading them and so quickly being able to establish what is relevant and what is not. 

Images can be small and in inaccessible locations – high in the roof or low down next to the floor for 

instance – but a major point to understand is that these are working buildings and so the needs of 

the current congregation are generally put ahead of those of the scholar who wishes to treat them 

more like a museum. Because of this, potential sources can often be obscured behind chairs, tables, 

benches, altars, pulpits, and electrical appliances – or locked away in vestries and towers. While 

some churches are well provided with natural light, stained glass, small windows, wooded 
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surroundings, and dark interior walls and ceilings can all contribute to make lack of light a difficulty 

from which many churches suffer. This is especially true when looking at roof bosses and other 

images high up in a church – and while using the church’s own lighting system might help in some 

circumstances, the glare produced by them can often obscure more than they reveal. 

 The majority of the photographs displayed throughout the thesis and gazetteer were taken 

using a Canon 1200D DSLR digital camera and a Manfrotto tripod. This combination allowed good 

quality images to be taken in difficult circumstances, including when the sources were very close to 

the ground or partially obscured (figure 1.2). In order to keep the quality high, images were generally 

taken at ISO 100, meaning that long exposure times of 20 seconds or more were often used in lower 

lighting. Even with this, it was not always possible to get as good a photograph as would have been 

liked, with perfect focus sometimes being difficult to obtain and the bright lights of nearby windows 

causing further problems.  

Figure 1.2: The camera and tripod being used alongside a remote shutter release to photograph a rood screen painting that 
is both low to the ground and close to the pulpit steps in East Portlemouth church, Devon. Many images were in far less 
accessible locations. 

 All of this assumes that it was possible to enter the church in the first place; however, lack of 

access is another issue which frequently arose. While many churches are kept open for visitors, 

others can be kept locked for a number of reasons, and the large number of sites needing to be 
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visited precluded contacting each one in advance to ensure that they would be open. Often, access 

could be arranged, a second visit made on a day when the church would be open, or the willingness 

to stop and chat with a passing friend of the churchwarden (if one should present themselves) 

proved fruitful. However, the added time that this would take always had to be weighed up against 

the likelihood of a site providing usable material, and so in many cases the decision was made to 

carry on to the next church. Of 549 separate site visits (including repeated visits to some sites) made 

over the course of this project, approximately 80 of these were met with locked doors or other 

problems with access, such as funerals, weddings, building work, and in one instance the use of the 

church as a filming location. 

 Another practicality to consider is that of travelling between sites, most of which are in very 

remote rural areas. To start with, navigation could be difficult, especially as many parts of Cornwall 

and Devon still use old cast iron, wooden, or even stone signs, which are often rusted, rotten, 

overgrown or broken; and sometimes point to locations which have yet to decide upon a 

standardised spelling of their own name. Country roads are also notoriously narrow and so a certain 

amount of patience was required; as well as having to stop for cars, buses, tractors and walkers, I 

was also delayed by sheep, cattle, pheasants, horses (both with riders and wild moorland ponies), 

goats, and one pack of dogs. On one day I was stuck outside Berry Pomeroy church for most of the 

afternoon with a car which refused to start, while on another I witnessed a minor car crash and had 

to wait for the police to arrive in order to give a statement. The purpose of relating this here is not 

simply for anecdotal interest, but instead is intended to demonstrate that – while every attempt has 

been made to conduct it in a thorough and organised manner – the fieldwork process is naturally 

messy and inconsistent. Despite this, the fieldwork was a success, with many new images discovered 

and many others re-evaluated; however, while the bulk of Devon and Cornwall’s pre-1700 musical 

imagery has been collected as part of this project, some will inevitably have been missed, and so 

new research will always be possible. 
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 The final stage of the collection process has been the production of a comprehensive 

gazetteer of all the musical images now known to exist in the region, which forms an appendix to the 

case-study chapters of this thesis (appendix A.2). This gazetteer adheres to the principles outlined 

above of following as wide a definition of ‘musical instrument’ as has been possible, while anything 

uncertain in this regard has been included in a separate ‘miscellaneous’ section of the gazetteer 

(appendix A.3). Many examples are included which are not otherwise covered in the chapters, 

alongside images and discussion relating to them; because of this, this gazetteer represents the 

culmination of the fieldwork process and a significant part of the thesis. 

 

1.4 – Scholarly Background 

1.4.1 – The Position of the Discipline 

This work is indebted to two kinds of previous research: that which specifically considers images of 

musical instruments and musicians; and studies which, with or without any musical interest, 

consider the background of the types of sources looked at in this thesis. The latter category includes 

the work of architectural historians such as Nikolaus Pevsner, and all those who have subsequently 

built upon his work, as well as more specific studies including Jo Mattingly and Todd Gray’s 

respective publications on the region’s bench-end carvings, an important source of musical 

imagery.23 Studies such as these form the backbone of much of this project by providing context for 

the specific sources studied within it, and as such these are considered at greater length throughout 

the thesis, especially in chapter two. However, the lack of musical specialism means that sources 

which are important within this thesis can be overlooked or misunderstood. By contrast, studies of 

music in art rarely consider the same sources as are presented here, although exceptions include 

James Merryweather’s work on medieval two-chantered bagpipes, my own studies of the Altarnun 

 
23 Beachham and Pevsner, Cornwall; Cherry and Pevsner, Devon; Joanna Mattingly, ‘The Dating of Bench-ends 
in Cornish Churches’, Journal of the Royal Institute of Cornwall (1991), pp. 58-72; and Gray, Devon’s Ancient 
Bench Ends. 
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fiddler, and Jeremy Montagu’s more general research within the discipline.24 However, even when 

not focusing on Devon and Cornwall, these studies of musical imagery are still able to contribute 

both by providing context, and also by suggesting how a study such as this might usefully proceed. 

 The position of these types of study on the border between musicology and art history can 

sometimes make them hard to characterise, something which is easily revealed by a search of a 

library, and the discovery that according to the Dewey Decimal System some relevant texts are 

categorised as being in the 700s (arts) others are found in the 780s (music). Antonio Baldassarre 

sums up the situation in writing that ‘there is no agreement yet whether music iconography is an 

interdisciplinary cooperation primarily between musicology, organology, and art history or whether 

it is an independent discipline of its own.’25 For the sake of this thesis, a resolution to this question is 

not altogether necessary, but there are still issues which could be considered before proceeding, and 

so have been discussed further in the following section. The first of these is entirely theoretical and 

concerns the distinction between the words ‘iconography’ and ‘iconology’, while the other two areas 

of consideration cover the more practical discussions of how musical imagery can be used, and what 

its limitations are. In line with the focus of this project, greater emphasis has been placed on studies 

which deal with European art of the medieval and Renaissance periods than with that of earlier or 

later times, and this discussion will conclude with a brief summary of this work, looking especially at 

studies of musical images in churches and similar contexts. 

 

1.4.2 – Defining the Discipline: Iconography and Iconology 

One area in which the study of musical imagery has borrowed from art history is in the use of certain 

 
24 Merryweather, ‘Two-Chanter Bagpipes’; James Merryweather, ‘Two-Chanter Bagpipes Revisited’, The Galpin 
Society Journal, 55 (2002), pp. 386-390; Daniel Rose-Jones, ‘Reconstructing a sixteenth-century fiddle from a 
Cornish bench end carving’, The Galpin Society Journal, 79 (2016), pp. 87-97; Daniel Rose-Jones, ‘The Altarnun 
Fiddler: A Sixteenth-Century Musician in Cornwall’, Journal of the Royal Institution of Cornwall (2016), pp. 69-
82; and Jeremy Montagu and Gwen Montagu, Minstrels & Angels: Carving of Musicians in Medieval English 
Churches (Berkeley, CA: Fallen Leaf Press, 1998). 
25 Antonio Baldassarre, ‘Methods and Methodology in Music Iconography’, Music in Art, 25 (2000), pp. 33-38, 
at 34. 
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terminology. This has the potential to be of use, but can also be confusing, with the words 

‘iconography’ and ‘iconology’ – both of which relate in some way to the study of images – 

sometimes used interchangeably, and sometimes with specific and separate meanings. Likewise, 

whether scholars have identified themselves as music (or musical) iconographers or iconologists has 

often appeared to be a matter of personal choice. In recent years, the preference for labelling the 

discipline ‘music iconography’ has meant that the words have not been subject to such a high level 

of discussion as they have been in the past, and so the distinction between them can appear less 

clear. 

 Erwin Panofsky, a German art historian who emigrated to America shortly before the 

Second World War, proposed a system designed to formalise the way in which art historians read a 

work of art, and the different levels at which it is possible to do this. In the introductory chapter to 

his 1939 book Studies in Iconology: Humanistic Themes in the Art of the Renaissance, which was later 

republished as ‘Iconography and Iconology: 

An Introduction to the Study of Renaissance 

Art’ in Meaning in the Visual Arts (1955) he 

presented a tripartite system which divides 

an analysis into that which considers the 

‘primary or natural subject matter’, the 

‘secondary or conventional subject matter’, 

and finally the ‘intrinsic meaning or 

content’.26 

 The first level, which looks at the 

‘primary or natural subject matter’ and is 

also known as pre-iconography, consists of a 

 
26 Erwin Panofsky, ‘Iconology and Iconography: an Introduction to the Study of Renaissance Art’, in Meaning in 
the Visual Arts (Garden City, NY: Doubleday Anchor Books, 1955), pp. 26-54 at 28-30. 

Figure 1.3: A fifteenth-century bagpiper on St Austell church 
tower, Cornwall. 
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basic description, or enumeration, of the artwork. This divides further into ‘factual’ and 

‘expressional’ meanings, the first being a purely descriptive look at the scene being portrayed and 

the second being an understanding of the expressions and feelings which appear to be conveyed by 

figures or settings. In order to better explain this Panofsky uses the (now rather dated) example of 

an acquaintance greeting him in the street by lifting his hat; at this level it is only possible to identify 

that there is a man in front of him lifting his hat (factual) and whether this is done in a friendly, 

hostile or indifferent way (expressional).27 To put this into terms relevant to this musical study a 

figure carved onto St Austell church tower could be considered (figure 1.3). At this most basic level it 

is possible to describe how he (for it does appear to be a he) is playing a set of bagpipes, how these 

pipes have two equal-length conical chanters and one drone, and how his puffed-out cheeks and 

furrowed brow suggest concentration and effort. This 

description, although fairly basic, has not been made 

in a vacuum; it could not have been made without 

experiences which provide the information of what a 

set of bagpipes is, what parts are the chanters and 

what parts are the drones, how a person’s face might 

be contorted by the effort of playing such an 

instrument, and how a person’s sex might be 

suggested in the fifteenth century through things 

such as hair and clothing. Often, when studying 

images and musical instruments of this period this is 

not knowledge available to the non-specialist, and 

Panofsky makes allowance for this, stating that: 

It is, of course, possible that in a given case the range of our personal experiences is 
not wide enough, for instance when we find ourselves confronted with the 
representation of an obsolete or unfamiliar tool, or with the representation of a 
plant or animal unknown to us. In such cases we have to widen the range of our 

 
27 Ibid., 26-28. 

Figure 1.4: King David as a harpist in Lanhydrock 
House, Cornwall. 
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practical experience by consulting a book or an expert; but we do not leave the 
sphere of practical experience as such, which informs us, needless to say, as to what 
kind of expert to consult.28 

 The next level, the ‘secondary or conventional subject matter’, is what Panofsky deems 

iconography, and is what is discussed ‘when we loosely speak of “subject matter as opposed to 

form”’. This means looking beyond a purely descriptive analysis and instead seeing a piece of art for 

the stories it might be intended to portray; in the case of Panofsky’s hat-lifting acquaintance, this 

means seeing that in the cultural context of the time such an action would have been seen as a 

greeting, and understanding the history behind such a gesture.29 In art history this often means 

recognising standard types of images which were common amongst artists in a particular culture or 

period, and in a musical setting this can be seen in a plaster depiction of a figure in Lanhydrock 

House, Cornwall (figure 1.4). A purely descriptive analysis of this would see the clothing that the 

figure is wearing, it would see the crown on his head and it would also see the harp in his hand; 

however, an iconographic reading of this work would put these clues together to make up an image 

of the biblical King David, who is often portrayed playing varying types of instrument, but most 

usually the harp.30  

 The final, and highest stage of analysis is the ‘intrinsic meaning or content’, to which 

Panofsky assigns the name iconology and which he describes as being ‘apprehended by ascertaining 

those underlying principles which reveal the basic attitudes of a nation, a period, a class, a religious 

or philosophical persuasion – qualified by one personality and condensed into one work’.31 This 

means that it may reflect the reason why an artist created a particular work at a certain time, and is 

very much about seeing the single work as part of the wider culture of the period. Moving back to 

the hat-raising, this is about seeing reflections of the man’s personality in this simple action; 

Panofsky states that:  

 
28 Ibid., 33. 
29 Ibid., 27-29 
30 Emanuel Winternitz, Musical Instruments and Their Symbolism in Western Art: Studies in Musical Iconology 
(New Haven, CT: Yale University Press, 1979), 30. 
31 Panofsky, ‘Iconology and Iconography’, 30. 
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In the isolated action of a polite greeting all these factors do not manifest 
themselves comprehensively, but nevertheless symptomatically. We could not 
construct a mental portrait of the man on the basis of this single action, but only by 
co-ordinating a large number of similar observations and by interpreting them in 
connection with our general information as to his period, nationality, class, 
intellectual traditions and so forth.32 

This deeper meaning is often the hardest to 

ascribe to a work of art, but in terms of musical 

images this could be seen in understanding how 

images which now seem completely out of place 

in a church were a perfectly normal choice when 

they were installed. An example of this is the two 

bagpipe playing monkeys found on St Ewe 

church’s rood screen (figure 1.5); to a modern 

observer, these playful, almost cartoon-like 

figures could well be seen as odd in a religious 

setting and may even be considered disrespectful. 

However, when they were carved in the sixteenth century they were part of a radically different 

culture, in which they would not have been considered unusual. Instead, they were a normal part of 

the traditions of the time, which are now better known through the manuscript marginalia of the 

Middle Ages and are discussed further in chapter six.33 By combining this one source with others 

from the period we are then able to understand something about the people of the time, and gain 

an insight into their world view. 

 This separation of description (pre-iconography), categorisation (iconography), and 

interpretation (iconology) can potentially be useful when discussing musical images, as the different 

levels can provide different kinds of information and discussion. It can also often be useful to 

 
32 Ibid., 28. 
33 For further discussion, see: Michael Camille, Images on the Edge: The Margins of Medieval Art (London: 
Reaktion Books, 1992). 

Figure 1.5: One of two bagpipe-playing monkeys on the 
rood screen in St Ewe church, Cornwall. 
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consider multiple levels, even when a study would appear to fit fairly squarely into just one. For 

example, when considering the harp-playing King David discussed above it might be possible at the 

pre-iconographic stage to obtain an accurate and informative description of the instrument, but by 

moving onto the higher levels it is also possible to see that the symbolic nature of such a figure 

means that the instrument might not have been based upon real life examples, which could be 

important to its understanding.34 However, it is not a perfect system, and Roelof van Straten, 

another art historian, writes that: 

Certain aspects of Panofsky’s theory remain unclear and are partly to blame for 
confusion concerning the use of “iconography” and “iconology” in art-historical 
terminology. Some have applied the two concepts as if they were interchangeable. 
In practice one cannot conflate iconography (“image describing”) and iconology 
(“image explaining”). 

He supports this by suggesting that: 

Panofsky should have differentiated further by asking two questions, the first art-
historical – “What secondary or deeper meaning did the artist intend?” – and the 
second cultural historical – “Why has a certain work of art arisen in a particular 
way[?]”35 

 In order to clarify this distinction, Van Straten has attempted to further break Panofsky’s 

original three part division into four. In this, he has maintained the pre-iconographical description as 

the first stage (‘the exact enumeration of everything that can be seen in the work of art without 

defining the relationships between things’), but reformed the next stage into iconographic 

description (‘The “theme” or “subject”’) with what Panofsky deemed iconology being split into 

iconographical interpretation (‘the deeper meaning or content of the work of art as intended by the 

artist’), and iconological interpretation (‘the deeper contents of a work of art not explicitly intended 

by the artist but nevertheless incorporated in his work’).36 The use for this is the greater distinction 

between what the artist intended – although this is always going to be a contentious issue without 

 
34 Roslyn Rensch, The Harp: Its History, Technique and Repertoire (London: Gerald Duckworth & Company, 
1969), 62. 
35 Roelof van Straten, An Introduction to Iconography, Patricia de Man (trans.) (Yverdon: Gordon and Breach, 
1994), 18. 
36 Ibid., 4, 16. 
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definite evidence – and what their art naturally contains as a product of their time, making it easier 

to understand these as separate (although highly connected) things. As part of this new distinction, 

Van Straten also writes that ‘Theoretically, at least, it is always possible to present an iconological 

argument about a work of art, even if an iconographic interpretation is impossible’; this means that 

while it might not always be possible to understand the thought process of an individual artist, it 

should be possible to situate their artwork within the cultural and artistic landscape of the time by 

wider historical study.37 

 One danger that this system can encourage is the tendency to view the study of art as a 

logical progression towards a final iconological reading. This is a concept which Panofsky does not 

seem uncomfortable with when he writes that:  

In doing all this, iconography is an invaluable help for the establishment of dates, 
provenance and, occasionally, authenticity; and it furnishes the necessary basis for 
all further interpretation. It does not, however, attempt to work out this 
interpretation for itself. It collects and classifies the evidence but does not consider 
itself obliged or entitled to investigate the genesis and significance of this 
evidence.38 

This positioning of iconography as ancillary to iconology, and therefore presumably pre-iconography 

as ancillary to iconography (something which is also implied by the prefix ‘pre’) may well be relevant 

to certain areas of art history, but could be quite dangerous when applied to musicological studies 

which deal with the visual arts. Many of these, such as Jeremy and Gwen Montagu’s article ‘Beverly 

Minster Reconsidered’, or their book Minstrels & Angels: Carving of Musicians in Medieval English 

Churches, contain some deeper analysis but are primarily descriptive works which present, describe 

and categorise a large range of related images of musicians for the sake of their musical content.39 If 

works such as these are considered according to Panofsky’s thinking then it would be easy to believe 

that their importance can only be measured according to their ability to act as support for more 

analytical scholarship, rather than for any contribution they make in their own right.  

 
37 Ibid., 13. 
38 Panofsky, ‘Iconology and Iconography’, 31. 
39 Gwen Montagu and Jeremy Montagu, ‘Beverly Minster Reconsidered’ Early Music, 6/3 (1978), pp. 401-415; 
and Montagu and Montagu, Minstrels & Angels. 
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Thomas Heck has attempted to reconcile Panofsky’s system with the study of art for the 

sake of its content, rather than its intrinsic meaning. In his book, Picturing Performance: The 

Iconography of the Performing Arts in Concept and Practice, he argues that: 

I do think that “pre-iconography” is a somewhat unfortunate characterization of the 
initial reading and identifying of elements depicted in works of art. Much of what we 
tend to think of as “applied” iconography, the study of historical depictions for their 
documentary content and value (notably by musicologists, dance- and theatre-
historians), can be understood to be an end in itself and not a pre-anything…. I am 
herewith happy to propose “icononomy” as an alternative way to characterize this 
initial level of iconographic activity.40 

Whether or not the provision of a new name for this stratum of investigation goes far enough to 

address an inherently hierarchical system such as this – or indeed does anything other than add to 

the confusion of these intermingled terms – it could potentially be a start.  

 Emanuel Winternitz is another important scholar who has considered the musicological uses 

of imagery, as discussed in his book Musical Instruments and Their Symbolism in Western Art: Studies 

in Music Iconology. From the title, and also the use of the word ‘iconology’, it appears that 

Winternitz intends to explore deeper readings of the art he will be considering; however, when 

discussing the potential of musical imagery, ‘symbolism and allegory’ is only one of six different 

interpretive areas in which he assigns it. This makes more sense when Winternitz’s discussion of 

Panofsky’s system is considered; he states that although ‘[t]oday’s historians of music have taken 

over the names iconology and iconography from art history’, they do not necessarily mean the same 

things in that context as they do in a musical one: 

[Musical historians] do not focus on the meaning of the whole work of art but are 

concerned with images or any forms of visual depiction that may yield factual 

information on the history of music. Also, iconography and iconology, as disciplines 

of the history of art, do not transcend the visual realm, whereas musical 

iconography and iconology, as handmaidens of musical history, turn to the visual 

arts as a storehouse of information.41 

However, Winternitz does support some of Panofsky’s work: 

 
40 Thomas F. Heck, Picturing Performance: The Iconography of the Performing Arts in Concept and Practice 
(Rochester, NY: University of Rochester Press, 1999), 25. 
41 Winternitz, Musical Instruments, 230. 
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In one respect, however, the musical historians could profitably borrow from art 
history: the distinction between iconography (from graphein) as a discipline chiefly 
devoted to identification and description (one could speak of fact finders) and 
iconology (from logos) as a systematic interpretation of the facts found (one could 
speak of interpreters) but in current practice the distinction between the suffixes is 
often not observed.42 

Although now forty years old, this slightly looser approach to the terms, which is designed to 

support those disciplines which are interested in the content of images more than the images 

themselves, and identifies only two different stages, has perhaps far greater practical use for 

scholars of music. 

In discussing art history, Paul Taylor acknowledges the difficulty in using the words 

iconography and iconography, and further states that: 

Another source of semantic disagreement has arisen from the perceived overinterpretations 
of Panofsky and his school, which have led some art historians to reject the word 
“iconology.” It seems useful, nevertheless, to keep a distinction between iconography and 
iconology, since it draws attention to a fundamental distinction between the study of words 
and the study of images.43 

This is something that is further explored by Robert Kendrick when discussing the study of musical 

images: 

Erwin Panofsky’s systems of iconography – less so his ideas on iconology (e.g. the codes 
implicit in the idea of “disguised symbolism”) – have continued to influence the sub-
discipline, especially around issues of meaning.44 

A direct reflection of this can be seen in the way the modern study of musical imagery has 

accepted the term music iconography to designate the discipline and rejected music iconology.45 

This has not, however, entailed a focus of the description of musical imagery at the expense of its 

interpretation, but rather that the importance of the two concepts working together, and the 

 
42 Ibid., 230. 
43 Paul Taylor, ‘Iconology and Iconography’, Oxford Bibliographies (last modified 2014), 
<https://www.oxfordbibliographies.com/view/document/obo-9780195399301/obo-9780195399301-
0161.xml#firstMatch>, accessed 03 February 2020. 
44 Robert Kendrick, ‘Iconography’, in Tim Shephard and Anne Leonard (eds.), The Routledge Companion to 
Music and Visual Culture (New York: Routledge, 2014), 44. 
45 An example of this can be seen in the abstracts of the 2019 Medieval and Renaissance Music Conference in 
Basel, which included 42 uses of the word ‘iconography’ (including related words such as ‘iconographic’ and 
foreign language equivalents) and no uses of the word ‘iconology’. 
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dangers of too great a separation between them has been more readily accepted. On this subject, 

Baldassarre provides a new consideration of Panofsky’s method: 

As much as the names of the different steps may suggest a qualitative distinction among the 
three phases of interpretation, it would be a wrong understanding to evaluate Panofsky’s 
concept as a mere checklist model in which one stage of interpretation simply follows the 
other and in which the first phase counts less then [sic] the third. Rather, the three parts are 
strongly connected to each other.46  

As hinted at by Taylor, settling upon a name for the discipline does not mean that the differentiation 

between iconography and iconology cannot still be of use. Indeed, Baldassarre is able to reference 

both the discipline and the two words within one sentence: 

In contrast to art history and musicology, whose basic categories of research refer to the 
author and the artwork, the focus of music iconography is the iconographical/iconological 
content of the visual source itself.47 

Because of this, there is perhaps still room to remember Winternitz’s distinction as the basis 

for a theoretical framework, while retaining iconography as the overarching name of the discipline, 

and it is in this form that the words will be used later on in this chapter. In addition to this art 

historical approach, a social anthropological interpretation can also be drawn upon in seeing that the 

necessity of both organological and historical knowledge as a basis for any successful description of a 

musical image shows how a ‘thick’ description (according to the terminology of Clifford Geertz and 

Gary Tomlinson, amongst others) should be possible at both an iconological and iconographical 

level.48 

 

1.4.3 – The Uses of Musical Imagery 

Although images may need to be approached differently when obtaining musical rather than art 

historical information, at its most basic level the approach is the same. When discussing the 

relationship between historians and art scholars, Theodore Rabb explains that: 

 
46 Antonio Baldassarre, ‘Quo vadis music iconography? The Répertoire Internatonal d'Iconographie Musicale as 
a case study’, Fontes Artis Musicae, 54/4 (2007), pp. 440-452, at 447 
47 Ibid., 447. 
48 Gary Tomlinson, ‘The Web of Cultures: A Context for Musicology’, 19th-Century Music, 7/3 (1984), pp. 350-
362. 
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the fundamental assumption for both groups […] is that painters, sculptors, and 
architects are able to give us clues (and sometimes answers) about the universe that 
they inhabit that are available nowhere else. In the absence of words, artefacts can 
point us in directions we could not otherwise imagine. 49 

As this study intends to discover some of these clues, it is important to understand what they might 

be. Richard Leppert has provided some understanding of this: 

The potential insight to be gained from portraits and genre works need not be 
confined to organology and performance practice unless we look only for the most 
tangible evidence of musical activity. Additional content revolves around what can 
be called musical thought, expressed indirectly in the use of visual metaphor and 
analogy – through symbols.50 

This outlines several of the potential uses of art in music history, and is something explored in more 

detail by Emanuel Winternitz. 

 As stated above, Winternitz has identified six different uses for musical imagery:  

1) ‘Performance and Performers’: this is a broad area, covering organological studies (those 

that consider musical instruments) as well as groupings of musicians and other performance practice 

issues, including whether written music is being used and if a group is being led or conducted in any 

way.  

2) ‘The Listener’: whether there is any evidence for the placement or habits of the audience.  

3) ‘The Site of Performance and the Acoustical Environment’: understanding the setting in 

which a performance took place. 

4) ‘Stage Settings’: this is something more relevant when considering performances of plays, 

operas, and other types of staged performers.  

5) ‘Social Status and Environment’: It can sometimes be possible to tell the varying statuses 

of certain types of performers from their clothing, placement in a composition, or other features; 

this can lead on to a wider understanding of musicians and music at the time.  

 
49 Theodore K. Rabb and Jonathan Brown, ‘The Evidence of Art: Images and Meaning in History’, in Robert I. 
Rotberg and Theodore K. Rabb (eds.), Art and History: Images and Their Meaning, (Cambridge: Cambridge 
University Press, 1988), pp. 1-6 at 2. 
50 Richard Leppert, ‘Concert in a house: musical iconography and musical thought’, in Sound Judgment: 
Selected Essays (Aldershot: Ashgate Publishing, 2007), pp. 75-89 at 75. 
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6) ‘Symbolism and Allegory’: this is a complex and wide-ranging area, and includes such 

areas as the association of musical instruments with religious themes and figures.51 

 A study by James McKinnon from 1982 tries to take a broader look at the ways in which 

images of music might be approached and used, and despite being over thirty years old it remains 

one of the most informative and useful pieces on this subject. Although he believes that one of the 

most interesting areas of study in this field are the deeper readings which reveal information on the 

social, cultural and intellectual history of music, he also states that ‘it is not my purpose to establish 

a hierarchy of value but only to suggest a measure of conceptual order’.52 This is backed up by his 

support of two other useful areas of the study of musical art: firstly its potential, when used 

carefully, in organology; and secondly as corroborating evidence in wider historically grounded 

studies.53 This is tied together in his belief that ‘the best music iconographic studies […] frequently 

yield a variety of results’; showing that whatever the goal of any one musical image based project 

might be, it is likely to be strengthened by considering all of its subject’s possible uses.54  

 

1.4.4 – Limitations of Musical Imagery 

Any scholar making use of musical imagery for its potential as historical evidence needs to be aware 

of the limitations of this, and Panofsky was clearly aware of this when he wrote that ‘objects, events 

and expressions depicted in a work of art may be unrecognizable owing to the incompetence or 

malice aforethought of the artist’.55 Setting aside the problematic stance of blaming an artist for 

their artwork not being appropriate for a specific modern use, this introduces the idea that what is 

seen in an image may not be an accurate depiction of the activities of the time. This is something 

which has been explored in greater depth by Winternitz, who has once more formulated it into a list:  

 
51 Winternitz, Musical Instruments, 36-37. 
52 James McKinnon, ‘Iconography’, in D. Kern Holoman and Claude V.Palisca (eds.), Musicology in the 1980s: 
Methods, Goals, Opportunities (New York: Da Capo Press, 1982), pp. 79-93 at 91-93. 
53 Ibid., 90-91. 
54 Ibid., 93. 
55 Panofsky, ‘Iconology and Iconography’, 33. 
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1) ‘Limitation of the Medium of Depiction’; this means that certain media are likely to make 

some details difficult to depict; for example, the strings of a string instrument may be hard to 

accurately carve in a three-dimensional sculpture, while the use of very coarse stone may mean that 

no details can be shown at all and so only a very rough image can be created. 

2) ‘Pictorial Style of the Period or of the Individual Painter’; it may be normal to show an 

instrument in a certain unrealistic way because of the style used by a certain artist or group of 

artists.  

3) ‘Carelessness or Lack of Mechanical or Musical Understanding’; an artist does not necessarily 

have any specialist knowledge of music: if they do not know how a certain instrument is supposed to 

be played, or how it functions acoustically, an accurate portrayal is less likely.  

4) ‘Requirements of Pictorial Composition’; if an artist decides that an image will look better if an 

instrument is shortened, or lengthened, or that symmetry will be improved by changing the 

constituent members of a group of performers, then this could cause confusion for a later 

organologist or musicologist.  

5) ‘Prettification’, similarly to the last point, in certain styles of art it would be normal to change 

details in order to make them more aesthetically pleasing.  

6) ‘Symbolic or Allegorical Significance of the Painting’; musical instruments or settings may have 

been altered in order to add or enhance some symbolic meaning, for example, an unrealistic but 

meaningful numbers of strings may be shown on an instrument. 

7) ‘Archaic Aims’; in certain styles, or in order to show certain meanings, extinct and current 

instruments may be fused or exchanged in an image; this is something which is not unusual in the 

genre depictions of King David and his harp which were discussed earlier. 

8) ‘The Fantastic’; It is common in some styles of art to exaggerate or change images to create 

bizarre scenes, for example the bagpipe playing monkeys of St Ewe church, mentioned above; clearly 

this is not an image which has been taken directly from reality.56 

 
56 Winternitz, Musical Instruments, 39-41. 
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These are all important points, and ones that must be understood and remembered in any study 

of this kind. However, McKinnon provides an important note of caution to this way of thinking: 

These limitations, which are occasionally set forth in lists of considerable length, are 
wise and salutary as far as they go. They can be based, however, upon an implicit 
fallacy, namely that we treat a work of art […] as a photograph, albeit a defective 
one. That is to say that the painting is looked upon as a representation of reality, 
although one which admittedly fails to measure up for a variety of reasons.57 

The problem identified here is that of forgetting the original purpose of the artwork, and instead 

seeing it only as a means to an academic end.  

In recognising this way of thinking, we are conforming to the first of three ‘principles of 

evidentiary limitation’ laid out by McKinnon; these are not limitations in the sense of Winternitz’s list 

of potential problems, but rather ways in which we must modify our thought process in order to 

understand works of art better from a musicological perspective.58 Following on from this, the 

second limitation is what McKinnon refers to as the ‘primacy of genres’, a term borrowed from art 

historian Ernst Gombrich, and which has a very similar function to Panofsky’s iconography and Van 

Straten’s iconographical description, and involves the analysis of what type of set image or theme, if 

any, an art work is intended to depict in order to understand the artwork more fully, and therefore 

any musical clues it may contain.59 For the final principle of evidentiary limitation, McKinnon explains 

that ‘a great deal of the music historical information we derive from iconographic evidence consists 

in broad general conclusions based upon a long-range survey.’60 While all three are important, this 

last point is especially relevant within this thesis, as the provision of a comprehensive view of a wide 

selection of musical imagery is at the core of its purpose. This will be returned to later on in this 

chapter. 

Putting all three of McKinnon’s principles of evidentiary limitation together, this shows that 

one way to conduct a study of musical imagery is first of all to understand that any problems we 

 
57 McKinnon, ‘Iconography’, 81. 
58 Ibid., 80. 
59 Ibid., 82; Panofsky, ‘Iconology and Iconography’, 28-29; and Van Straten, Iconography, 6-10. 
60 McKinnon, ‘Iconography’, 88. 
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have are because we are using art for evidence that it was never designed to give (and not because 

of any problem with the art itself), secondly that we should try to understand the artwork’s symbolic 

significance within a range of different standard types of depiction, and thirdly that a broad study of 

many images, used to reach general conclusions, is more likely to provide accurate answers than a 

detailed analysis of few. This is summed up by McKinnon, who states that: 

[An artwork’s] relationship to external reality […] is one that must be established 
positively by a variety of means, such as a knowledge of the history of style, a 
knowledge of the history of iconographic types, a knowledge of the subject in 
question, and above all the employment of sound general historical method.61 

While it can be disappointing to find an image that comes close to answering a specific 

musicological, organological, or historical question but falls just short; McKinnon’s principles 

demonstrate how to embrace this type of source for the other potential uses that it might bring. 

Specifically, they show that a wide-ranging study such as this has the potential to answer many 

broad questions which would be impossible to consider through individual images. 

 

1.4.5 – Studies of Pre-1700 Musical Imagery 

The study of musical imagery has never been a mainstream endeavour, situated as it is on the 

border between two disciplines. Of the scholars who have tackled imagery from the same period as 

this study, many have done so primarily in order to shed light on otherwise obscured musicological 

questions, with Mary Remnant’s work on bowed string instruments, and Laurence Wright’s article 

on the medieval gittern and citole forming prime examples of where these images have acted as the 

‘handmaidens of musical history’.62 My own work can also be added to this in the form of two 

articles on the Altarnun fiddler (see appendix A for more information on this image), which focused 

 
61 Ibid., 81-82. 
62 Mary Remnant, English Bowed instruments from Anglo-Saxon to Tudor times (Oxford: Claredon Press, 1987); 
Mary Remnant, ‘Rebec, Fiddle and Crowd in England’, Proceedings of the Royal Musical Association, 95th Sess. 
(1968 - 1969), pp. 15-28; Laurence Wright, ‘The Medieval Gittern and Citole: A Case of Mistaken Identity’, The 
Galpin Society Journal, 30 (1977), pp. 8-42; and Winternitz, Musical Instruments, 230. 
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on the potential for this source to provide organological clues and to guide the creation of a 

reconstruction of his instrument.63  

Of those who have attempted to shed light on more than just the first of Winternitz’s 

proposed uses, Winternitz himself is one of the most prominent, with the title of his book ‘Musical 

Instruments and their Symbolism in Western Art’ strongly suggesting an attempt at a deeper reading 

of the evidence. However, much of this work does not go as deeply into the symbolic as may be 

imagined, with the focus of the writing often still being on describing and listing instruments, and 

separating the real from the imaginary. This should be seen alongside Winternitz’s discussion of the 

field, and in particular the use of the terms ‘iconography’ and ‘iconology’, in which he proposed a far 

looser use of the terms than that favoured by art historians and a recognition of the fact that 

musicological study of art is naturally going to be interested in the details of each work rather than 

its overall meaning.  

On the other side of the divide, scholarship in other fields is able to demonstrate how 

important wider study is to understanding musical imagery, showing the potential that can be 

reached when looking beyond these details. Gabriel Byng’s article on ‘The Function and Iconography 

of the Minstrels’ Gallery at Exeter Cathedral’ is an example of this which delves far deeper into the 

complex history and possible function of an important part of the region’s musical imagery, and so is 

able to explore the liturgical function of the gallery alongside the importance of the carved musicians 

themselves.64 However, from a musical point of view it is slightly let down by its repetition of the 

confusion between the names ‘gittern’ and ‘citole’ which was addressed as far back as 1977 but is 

still often found in non-specialist literature.65 

Several authors have attempted to collect and study distinct groups of musical images. 

James Merryweather’s article on ‘Two-Chanter Bagpipes in England’ (alongside the subsequent 

 
63 Rose-Jones, ‘Reconstructing a sixteenth-century fiddle’; and Rose-Jones, ‘The Altarnun Fiddler’. 
64 Gabriel Byng, ‘The Function and Iconography of the Minstrels’ Gallery at Exeter Cathedral’, Journal of the 
British Archaeological Association, 167/1 (2014), pp. 133-153. 
65 Wright, ‘Gittern and Citole’, 8-42; 
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follow up ‘Two-Chanter Bagpipes Revisited’) primarily focuses on the issue of whether a certain 

instrument existed beyond artistic convention, but also includes a fairly comprehensive list, 

description, and discussion of all cases of this instrument within English art.66 Adrian Rose’s ‘Angel 

Musicians in the Medieval Stained Glass of Norfolk Churches’ similarly lists all known examples of a 

certain genre within a defined area, but also explores the wider symbolic context of this imagery.67  

Returning to the work of Jeremy and Gwen Montagu, comprehensive studies of instruments 

found in the work of a particular artist (‘Musical instruments in Hans Memling’s paintings’) and a 

specific location (‘Beverly Minster Reconsidered’) do not generally go far beyond the descriptive.68 

Perhaps the closest study to this thesis in scope is another work by the Montagus – Minstrels & 

Angels: Carving of Musicians in Medieval English Churches.69 This book includes a gazetteer of 

English musical imagery and some discussion of their musical context, but contains many omissions 

and misinterprets some of the examples that are included, as is discussed in chapter three in relation 

to the musical angels of Buckland Monachorum church. In this area, I am grateful to Mike O’Connor 

for providing me with a copy of some of his unpublished research into Cornwall’s musical artwork, 

which covers many of the county’s better-known images and so is an obvious relative of this thesis. 

My own MLitt project, A Musical Soundscape in Cornish Iconography could also fit into this category, 

as it consists of three case studies, each of which considered one type of instrument found in 

Cornish art (the harp, the lute, and the bagpipes) and generally explored clues that revealed how 

similar instruments might have sounded and been played at the time. However, the focus on the 

practical aspects of performance practice within this, alongside the use of a part of the same 

geographical area as the current project, gives a strong impetus to turn towards the symbolic 

 
66 Merryweather, ‘Two-Chanter Bagpipes’; and Merryweather, ‘Two-Chanter Bagpipes Revisited’, 
67 Adrian Rose, ‘Angel Musicians in the Medieval Stained Glass of Norfolk Churches’ Early Music, 29/2 (2001), 
pp. 186-217. 
68 Jeremy Montagu, ‘Musical Instruments in Hans Memling’s Paintings’, Early Music, 35/4 (2007), pp. 505-523; 
and Montagu and Montagu, ‘Beverly Minster’. 
69 Montagu and Montagu, Minstrels & Angels. 
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function of musical imagery within this doctoral thesis.70 To my knowledge, this leaves no work 

which aims to study the musical art of one region on the same scale as is attempted here. 

 

1.5 – The Focus of the Project 

1.5.1 – The Role of Panofsky, Winternitz, and McKinnon 

As already discussed, much (though not all) of the previous work done on the musical imagery of this 

time and region has attempted to use it to answer specific musicological or organological questions, 

and this can be compared to the six uses for musical imagery suggested by Winternitz. The first four 

of these (‘Performance and Performers’, ‘The Listener’, ‘The Site of Performance and the Acoustical 

Environment’, and ‘Stage Settings’), and to an extent the fifth (‘Social Status and Environment’), are 

the ones which most obviously fit into this bracket, as they all cover practical information which can 

be obtained from the images.71 

However, there is a limit to how far these uses can be applied to the kinds of sources usually 

found in an English parish church; for while the performer is generally shown, it is rare for them to 

be provided with much in the way of context, and in many instances musical instruments are shown 

in isolation with no performer. Because of this, the only one of Winternitz’s uses which can routinely 

be applied is the first (‘Performance and Performers’), and sometimes the fifth (‘Social Status and 

Environment’). For this reason, much of the work which makes use of musical imagery does so 

primarily within these two areas. 

This leaves Winternitz’s final ‘use’: ‘Symbolism and Allegory’, which primarily appears to 

cover the deliberate use of musical instruments as part of certain symbolic traditions (instruments 

associated with King David, for example).72 The purpose of this study, however, is not specifically to 

interpret the deliberate symbolic language used by these artists in creating this artwork – although 

that is certainly part of it – but also to understand how the use of musical imagery fits into the 

 
70 Rose-Jones, Cornish Iconography. 
71 Winternitz, Musical Instruments, 36-37. 
72 Ibid., 37-8. 
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culture of the time it was created. In other words, to begin to move in the direction of Panofsky’s 

original ‘Iconology’. This helps to make it possible to understand why a particular artist or patron 

chose a specific musical instrument within a work of art, how this would have fitted into the broader 

culture which created it, and why a certain symbol (or musical instrument) was associated with a 

particular idea. The importance of McKinnon’s statement that ‘a great deal of the music historical 

information we derive from iconographic evidence consists in broad general conclusions based upon 

a long-range survey’ has already been mentioned, and it is the combination of this with the above 

symbolic understanding of musical imagery that has the greatest potential here.73 By studying the 

imagery of a whole region over a long period of time – something which has not generally been 

attempted before – it is hoped that it will be possible to focus in on certain aspects of the imagery 

which only become apparent through this. By doing so, these can then be studied to discover the 

variety of functions filled by musical imagery, and so better understand the role that these played 

within art and the way in which they would have been viewed in the society of the time. 

  

1.5.2 – The Form of the Thesis 

In order to achieve as comprehensive a reading of the region’s musical imagery as is possible given 

the number of images collected, this thesis is formed of a series of case-study chapters, preceded by 

a chapter on ‘The Sources of Musical Imagery in Devon and Cornwall’ (chapter two). This provides an 

introduction to the region’s artwork, including where it is found, who created it, and the materials 

they used. Each case study then focuses on a specific aspect of the collected sources, including the 

thematic context in which they are found, the type of musical instrument depicted, and the type of 

source on which the imagery is seen. 

 The first of these chapters (chapter three, ‘‘Graven Images’: Music in the Region’s Religious 

Artwork’) tackles one of the broadest questions encountered here: that of how musical imagery and 

sacred art relate to each other. Given the religious setting in which it is found, it might be assumed 

 
73 McKinnon, ‘Iconography’, 88. 
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that much of the artwork considered here would also be religious in nature; however, this is not true 

in the majority of cases. Of the sources which are of a more obviously religious nature – those which 

show musical instruments in the hands of angels or saints for example – questions can be asked such 

as whether they served specific devotional or decorative functions, and what role the musical 

instruments played within this. In order to do this, the images themselves will be studied alongside 

the role of imagery in Christianity more widely (especially during the tribulations and upheavals of 

the sixteenth and seventeenth centuries), and to further understanding of the origins of this imagery 

the range of musical references in the Bible itself will also be considered. This chapter also provides 

the opportunity to reassess two key sources: the angel roof of Buckland Monachorum church, and 

the angel musicians of Bishop Branscombe’s Exeter Cathedral tomb canopy – both of which have 

largely been overlooked in past scholarship. 

 Funerary monuments are common within the parish church, but when compared to other 

church furnishings they are separated by their status as standalone objects outside of the practical 

or decorative needs of the sacred space they inhabit. Additionally, they often make use of similar 

visual imagery and design features as one another and are the only type of source which regularly 

includes text as well as images. Due to this, they provide a valuable case study for the next chapter 

(chapter four, ‘Musical Imagery and the Funerary Monument’), which explores the inclusion of 

musical imagery as part of these monuments. This is done through the study of the repeated use of 

symbolic musical imagery across a number of cases – something which was only made possible by 

the wide-ranging method of collection used here – and also through the examination of less typical 

musical imagery on two Devonian memorial tablets. 

 The next chapter (chapter five, ‘The Symbolic Role of the Hunting Horn’) turns its attention 

to the range of appearances of one specific instrument – the hunting horn. Although the function of 

this as an instrument of communication and signalling has often left it on the periphery of musical 

and musicological interest (both in the past and in the present day), it held an important place in 

medieval and Renaissance society and appears in the art of at least twelve churches in Devon and 
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Cornwall, as well as a small number of other sites. This chapter breaks down its symbolic uses in this 

context into two key areas: its widespread use as a secular status symbol; and its less well-known 

function as an attribute of several local and internationally known saints. The latter section explores 

the surviving Lives of several saints for examples of this, as well as documentary evidence of their 

use as relics locally and the survival of such relics from elsewhere in Europe to show how this is 

reflected both directly and symbolically in the region’s artwork. 

 Finally, chapter six (‘‘Odd Voices’: Animal and Monstrous Music-Making’) focuses on the 

musician depicted, and looks specifically at animals, monsters, and other unbelievable music-

makers. From these, two specific creatures are studied in detail: monkeys and mermaids. In order to 

understand why these creatures are sometimes shown as musicians and to explore their function 

both in art and society, the history of the monstrous and the anthropomorphic in medieval and later 

society is considered alongside specific local legends and traditions. The symbolic functions of these 

creatures is then discussed; and the types of source used (both directly and more generally) to 

create the images in question are compared to these functions in order to see if they support or 

contrast the traditional symbolism associated with each creature. 

 While focusing on different case studies taken from the collected imagery, and asking 

different specific questions relevant to each group of images, the purpose of each of these chapters 

is primarily the same: to establish the function of musical imagery within the wider corpus of Cornish 

and Devonian artwork. As such, these largely fall within the field of iconology, especially when using 

Winternitz’s looser musicological reading of the term. There is naturally some crossover in both 

cases; however, this largely leaves the gazetteer at the end of the thesis (appendix A) to tackle the 

images from an iconographical perspective. In this, each image that has been discovered is 

presented alongside basic information and discussion relating to it, providing a space for the many 

pieces of art which have not been directly discussed elsewhere and context for those that have. By 

including interpretation and cataloguing within one volume, it is hoped that a balanced combination 

of these can be found, and that the following statement of Baldassarre’s can be actively embraced: 
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Generally said, the success of any music iconography enterprise depends largely on taking 
the descriptive dual role seriously. In other words: cataloguing projects are not an activity of 
naively feeding catalogue cards or computer databases with visual data. Rather they include 
– when taken seriously – a previously critical examination of the data from many angles.74 

 Despite how the terms may have been used in the past, no implication of hierarchy is 

intended between the iconological thesis and iconographical gazetteer, and no criticism for the use 

of iconography to refer to the discipline should be inferred. Indeed, given the lack of any 

comprehensive published study of the region’s musical artwork up to this point, the gazetteer forms 

an equally important part of the work in that it provides a detailed list of the region’s musical 

imagery, much of which was previously unknown (figure 1.6). This gazetteer will give other scholars 

access to this information for the first time, which will hopefully encourage further study of these 

sources while also hinting at what is still to be found in other regions, and the kind of understanding 

that can only be reached through wide-ranging studies such as this. Although the main chapters 

presented here represent my own interpretation of these sources, the gazetteer may form a 

springboard for others who wish to explore and expand knowledge of them. 

 

 

Figure 1.6: Sites containing musical imagery. Black lines represent coastline, yellow lines 
represent county borders (with Cornwall on the left and Devon on the right), and grey lines 
represent key modern roads. 

 
74 Baldassarre, ‘Quo vadis music iconography?’, 442 
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Chapter Two 

The Sources of Musical Imagery in Devon and Cornwall 

2.1 – Introduction 

This thesis draws on images of over 600 individual musical instruments and instances of music-

making, which were found in more than 150 separate sites across the counties of Devon and 

Cornwall (see chapter one, figure 1.6).1 These are primarily churches, but also include other 

locations, while the images themselves date from the twelfth century (or possibly even the tenth 

century if one doubtful musical instrument is included) at the earliest, up to a cut-off point at the 

end of the seventeenth century. The reasons for choosing this region and timeframe have been 

discussed in the previous chapter, but before moving on to the case studies that form the rest of this 

thesis, some understanding of the contexts of the various artworks considered here is vital if they 

are to be seen as more than simply stand-alone images. This includes the world in which they were 

created, their function, the spaces they inhabited, and their creators. The majority of these pieces of 

art were never intended to be viewed in isolation, but instead formed part of the space they 

inhabited, with specific religious, practical, or political associations. Many have since been altered to 

perform new functions, and it is not uncommon for furniture to have been removed from its original 

location (whether a church, or house, or something else) and reused elsewhere. However, all of 

these pieces of art would originally have been in dialogue with their surroundings and the 

ceremonial and practical activities which occurred there. 

 In order to reconcile the need to understand each source within its specific context with the 

constraints of such a wide-ranging study, this chapter acts as a bridge between the main thesis, 

which generally considers the symbolic significance of the images and how they relate to each other, 

and the gazetteer (appendix A), where each source is described on an individual basis. To do this it 

 
1 There are 589 entries listed across 136 sites in the main part of the gazetteer (appendix A.2); however, a 
further 21 are given from seven domestic sites in appendix A.3, along with 83 instances which are likely to be 
later, or may not show musical activity. In total, 693 individual musical instruments and other forms of music-
making are listed across 163 sites. 
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will focus on: some of the types of artwork in which musical instruments are found, including bench-

ends, rood screens and heraldic artwork; the mediums and materials in which these images were 

created, with a brief look at what can be learnt from the artist’s choice of paint; and the evidence 

available for the identity of the craftspeople responsible. This will give the opportunity to provide 

background for some of the images which will be considered in more detail in later chapters, such as 

when and why they were created, and in what circumstances musical imagery appears on these 

sources. However, it will also allow some types of art which would not otherwise receive much 

mention to be discussed at greater length. Most importantly, heraldic musical instruments will be 

looked at, including: the Grenville ‘clarion’, which commonly occurs in churches across the South 

West; and the royal coat of arms, which includes an image of a harp and is also a common feature of 

churches throughout the country. Due to their repetitive nature these are not often studied in detail 

and have found no definite home within any other chapter within this thesis, but as they have made 

a significant contribution to the number of musical images that have survived it is important that 

they are not completely neglected. Finally, the chapter will touch upon the way in which some types 

of images have survived in greater numbers than others, and how this might have skewed the 

information which is now available. 

 

2.2 – Graphs and Statistics 

Before going further, it is important to understand the range of sources considered here, and the 

graphs (figures 2.2, 2.8, 2.16, and 2.20) and percentages used in this chapter give some indication of 

the scale and scope of these. In order to collect the information needed to present this information, 

it was necessary to choose whether each entry should represent a single musical instrument, or a 

single source which could itself contain a number of musical instruments. For example: when 

hunting horns and clarions are used in heraldry it is common for three to appear at a time; Exeter 

Cathedral’s ‘Minstrels’ Gallery’ has twelve angel musicians; and musical instruments on funerary 
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monuments often appear as part of repeating patterns, meaning that there can be several similar 

instruments in one location. 

Rather than aiming for one or other of these extremes, a middle ground has been sought 

where obvious repeating patterns (as are found in heraldry, for example) have generally been 

treated by source, while more individual musical instruments (such as those of the ‘Minstrels’ 

Gallery’) are considered separately. It is hoped that this will stop examples from the first category 

from unrealistically skewing the information given here; an example of where this is important is the 

rood screen of Blackawton church, Devon, which contains wainscot paintings of no fewer than 23 

more-or-less identical stylised figures playing what appear to be trumpets. If all were included then 

the number of examples associated with screens would more than double, while the number of 

paintings would also increase. This would significantly alter how prominent these categories appear 

within the collection, and so by grouping them together it is easier to understand their place as part 

of the wider context of musical imagery. At the same time, by considering more distinctive 

instruments individually it is possible to appreciate the significance of these and recognise the 

unique contribution they make. At Altarnun church, for instance, bench-ends can be found carved 

with a fiddler, a bagpipe player, and several other entertainers with bells. Although these are all 

from the same source and appear to be the work of the same artist, they offer very different 

opportunities to the modern scholar. 

Inevitably, some degree of bias will have formed in this selection process, as the boundary 

between those instruments which are considered to be part of repeating patterns and those which 

are seen as unique is always going to be vague and subject to personal opinion. However, this is 

unlikely to be avoided even if one extreme is sought: the status of a musical instrument can be 

debated when considering depictions of heraldic clarions or other heavily stylised imagery for 

example; while whether or not a set of bench-ends or roof bosses, or even different parts of a rood 

screen can be considered as one or many sources is also subjective. This is especially difficult as it is 

often unclear if one or more artists or workshops is responsible for one particular object or group of 
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objects. Despite this, it is still possible to use these statistics to gain some insight into the sources 

studied here. 

One final point worth mentioning before continuing is the impact of Exeter Cathedral. 

Because of the wealth of art that it provides, which accounts for around 12% of all the entries, it has 

the potential to skew the statistics compared to those of parish churches on their own. This is 

especially noticeable because of the site’s rich collection of fourteenth-century carved stonework 

when compared to the rest of the region, but it also has an impact in other areas. An example of this 

is the percentage of images which use paint as a secondary part of their construction (such as wood 

or stone carvings which have been painted, but which would still function without this addition), 

which decreases from 27% to 20% when the Cathedral is excluded.2 Although the Cathedral is an 

important source, and will be considered further in later chapters (especially in chapter three), the 

main focus of this thesis is on the parish churches of the two counties, and so the percentages given 

in this chapter exclude the Cathedral unless otherwise stated. 

 

2.3 – Types of sources 

2.3.1 – Bench-ends 

The story of the art considered in this thesis is, generally speaking, the story of objects which formed 

a practical part of everyday worship and life for the people of South-West England, and the way in 

which these were embellished. As such, it is also a story of continual change, both in fashion and in 

practical requirements, which continues to this day as communities navigate and adapt to the 

changing needs of their congregations and the requirements of external pressure.  

The provision of seating within the church is a good example of this. Despite its obvious 

practical use, seating was not always available for the congregation and, with the exception of some 

provision for the clergy and for those most in need, only started to be common in the late fifteenth 

 
2 Because these are only approximate for the reasons described above, percentages used in the text are 
rounded to whole numbers. 
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and early sixteenth centuries, with it becoming especially necessary as the sermon gained 

prominence as part of worship.3 Further to this, Joanna Mattingly has shown that the assumption of 

earlier writers such as Cox that many of the existing Cornish bench-ends date to the fifteenth 

century is incorrect. She has instead demonstrated that only two possible references can be found 

to fifteenth-century seating in Cornwall, with no references in rural churches from before 1525. 

From this, she is able to state that ‘it seems probable that only churches in some of the Cornish 

towns were provided with fixed benches before 1500’.4  

 While some benches are entirely free from decoration – for example the large set of late 

medieval benches which are still in use in Hartland church, Devon – many of those which have 

survived use elaborately carved bench-ends to support either end of each pew.5 Typically, these are 

square headed (in contrast to the ‘poppy’ heads favoured in East-Anglia and elsewhere) and are 

generally made from a single thick piece of oak with a decorated border.6 Further framing is often 

provided by a carved arch, or pair of arches inside of which is the main decorative element, 

frequently on a shield. This can vary greatly, but common themes are: the Instruments of the 

Passion – which are more common in Cornwall than Devon according to Mattingly; Renaissance 

decorative figures such as stylised heads; real and mythological animals; initials; and heraldry.7 

Bench-ends of this kind were still being produced into the seventeenth century – see chapter six for 

a discussion of those found in Camborne church, for example – but as fashions changed and box 

pews became popular many older sets of benches were replaced or reworked by incorporating 

doors and other additions, as can still be seen in churches at Torbryan and Honeychurch, for 

example (figure 2.1). While musical imagery can occasionally be found associated with this newer 

 
3 Joanna Mattingly, ‘The Dating of Bench-ends in Cornish Churches’, Journal of the Royal Institute of Cornwall 
(1991) pp. 58-72, at 58. 
4 Ibid., 59. This earlier date is also often given by more recent writers such as Pevsner. 
5 For a description of the Hartland benches see: Todd Gray, Devon’s Ancient Bench Ends (Exeter: Mint Press, 
2012), 13. 
6 Gray, Devon’s Ancient Bench Ends, 18, 87. 
7 Mattingly, ‘Bench-ends’, 59. 
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type of seating – as part of several coats of arms on panelling from a family pew in Lanteglos church, 

for example – this is rare as elaborate decoration was not generally a part of this new style. 

 The surviving bench-ends 

represent a substantial contribution 

to the late medieval and Renaissance 

art of the region, and in total around 

156 churches across both counties 

still retain some remnant of seating 

from this time.8 At the upper end, 

some churches possess large sets of 

seventy or more bench-ends; while 

others may only have one or two, which are often incorporated into later furniture or put on display 

because of their historic or decorative value. Despite this, they only represent 10% of the region’s 

musical imagery (see figure 2.2). It is worth noting that this is one area where the treatment of 

heraldry and other repeating patterns has had an impact on the statistics. At the extreme end of 

this, Kilkhampton church has 31 heraldic clarions carved across twelve locations in its seating, which 

have been counted as one source here. This has stopped these from skewing the percentages away 

from less repetitive artwork, at the expense of appearing to diminish the significance of the bench-

end. 

 

2.3.2 – Rood Screens 

Screens, and specifically the rood screen which divided the nave and chancel of the medieval church, 

are another set of sources which are perhaps more poorly represented in musical imagery than 

might be imagined from their importance in the late-medieval church, and especially from their high 

 
8 This is calculated from information given by Pevsner in Peter Beachham and Nikolaus Pevsner, The Buildings 
of England, Cornwall (London: Yale University Press, 2014); and Bridget Cherry and Nikolaus Pevsner, The 
Buildings of England, Devon (London: Yale University Press, 1991). 

Figure 2.1: Box pews in Torbryan church, Devon, built around earlier 
medieval benches. The newer material is taller than the old, and also 
includes the doors at the end of the bench. 
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level of survival in Devon.9 In fact, only 7% of the 

region’s musical imagery is found in this context (see 

figure 2.2). The imagery associated with them is largely 

religious in nature, which may well help to account for 

the lower number of musical images, although as 

discussed below this is of less relevance in Cornwall 

where other imagery is more common.10 As well as this, 

they are less prone to the kinds of repeating patterns 

which are found elsewhere, but one prominent example of this is still found on the Blackawton rood 

screen, mentioned above, where 23 trumpeters have been treated as one source for the purpose of 

these statistics. The region’s screens are primarily pre-reformation constructions, and, although not 

specifically prescribed against by the reformers, they still suffered as a result of the widescale 

reshaping of the parish church which was to come.11 This makes the Washfield chancel screen with 

its two horn players and the date of 1624 carved into a decorative frieze especially interesting, but 

by no means typical.  

One conclusion that has emerged from this study is that there is a clear division between 

those images found on Cornish screens and those in Devon. With the exception of the later 

Washfield screen and the carving of King David as a harp player which is likely to be a fragment of a 

lost screen at Tiverton church, all of the Devonian examples come from the wainscot paintings of 

screens. In this context, they are generally found in the hands of saints and angels, both of which are 

typical of the religious artwork found in this type of location.12 It is even possible to identify some 

 
9 Michael Aufrere Williams, Medieval English Roodscreens, with special reference to Devon, PhD thesis, Exeter 
University, Exeter, 2008, 43, 45 
10 Spike Bucklow, Richard Marks and Lucy Wrapson (eds.), The Art and Science of the Church Screen in Medieval 
Europe (Woodbridge: The Boydell Press, 2017), 7-29. 
11 Williams, Roodscreens, 70, 90-91. Although the screens themselves were not required to be destroyed, 
certain parts of them were, such as the rood loft in 1561. 
12 Diane Wilks, Showing the Path to Heaven: a Celebration of Painted Panels in Devon Churches (Exeter: Azure 
Publications, 2014). 
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Figure 2.2: Type of source, excluding Exeter 
Cathedral. 
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types of imagery which were apparently standard enough to appear in more than one location: a 

pair of similar angel musicians appear in two churches (see chapter three); and musical instruments 

appear as the attributes of saints in several more (chapters three and five).13  

Conversely, screen-based musical images in Cornwall are all carvings, rather than paintings, 

and while they are fewer in number they are perhaps more imaginative in subject matter and 

location. Of the five musicians found across four screens, four are animals (specifically three 

monkeys and one pig – see chapter six for a discussion of the former), with the final one a jester 

playing an imaginatively long wind instrument which twists and turns through the decoration that 

surrounds it.14 While the pig and the jester are found on the wainscot of their screens, the choice of 

subject matter and medium make them quite different to their Devonian counterparts, and two of 

the remaining three are in decorative friezes along the top of the screen, with the other in the 

coving below. 

 

2.3.3 – Funerary Monuments 

Scarcely warranting a mention here, for the simple reason that a whole chapter has been dedicated 

to them, are images found on funerary monuments. Repeating patterns are common in this context, 

where such patterns are often found as part of larger decorative schemes, but even taking that into 

consideration, monuments still represent 20% of the region’s musical imagery, or more than both 

the bench-end and screen images combined (see figure 2.2). While funerary monuments will be 

considered in more detail in chapter four, it is often clear that many musical instruments have been 

included in this context for the symbolic meaning that they are able to convey; while given the role 

of the monuments in representing the dead and their family, it is unsurprising that heraldic musical 

instruments are also common. An especially interesting feature of the funerary monument is the 

length of its history, with some carved and incised stones from the earliest centuries of Christianity 

 
13 See gazetteer entries for: Bradninch; East Portlemouth; Holne; and Torbryan. 
14 See gazetteer entries for: Braddock; Sancreed; St Ewe; and St Mawgan. 
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in the region possibly functioning in this way.15 However, the earliest examples with musical imagery 

date from the fourteenth century. 

 

2.3.4 – Heraldry 

Heraldry has already received several mentions in this chapter, and therefore must be considered in 

more detail here. This ‘definite sign of hereditary nobility and rank’, was an important part of the 

way in which the gentry defined and identified themselves and was ‘worn and used in warfare, for 

purposes of pageantry, for the indication of ownership, for decorative purposes, for the needs of 

authenticity in seals, and for the purpose of memorialisation in records, pedigrees, and 

monuments.’16 For the purpose of this chapter it is its use in memorialisation that is most relevant, 

which does perhaps border on the decorative at times. If the royal arms (which forms a distinct and 

quite separate genre) are excluded for now, the remaining heraldry makes up around 13% of the 

region’s musical imagery; this includes examples on funerary monuments, on bench-ends, carved in 

stone on the outside of 

buildings, and painted onto 

stained glass. 

 Still excluding the royal 

arms, the heraldic musical 

instruments found in the region 

are confined to three separate 

types, with quite different 

stories behind them.17 The first 

two of these, bells and hunting 

 
15 Ann Preston-Jones and Elisabeth Okasha, Corpus of Anglo-Saxon Stone Sculpture, XI, Early Cornish 
Sculpture (Oxford: Oxford University Press, 2014), 50. 
16 Arthur Charles Fox-Davies, The Art of Heraldry (London: Bloomsbury Books, 1904, repr. 1986), 11-12. 
17 The only other exception to this is a shield on a wall plate in Buckland-in-the-Moor church containing three 
harps which may be heraldic, but could also simply be decorative. 

Figure 2.3: A map showing all the heraldic bells which appear in the region (red), 
alongside St German’s priory (blue). Black lines represent coastline, yellow lines 
represent county borders (with Cornwall on the left and Devon on the right), and 
grey lines represent key modern roads. 
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horns, are both easily 

identifiable as musical 

instruments. Bells appear in 

three locations along the 

Cornwall/Devon border (figure 

2.3): carved several times in 

stone on the outside of the 

church of St Mary Magdalene, 

Launceston; carved in wood on 

a bench-end in Landulph 

church; and painted on stained glass at Antony church. Although heraldry is most commonly 

associated with individuals and families, in this case these arms appear to be those of St Germans 

Priory, which closed with the Reformation but survives as a parish church.18 This helps to explain the 

grouping of these arms, with two in close proximity to the priory and the other also relatively near. 

Armorial hunting horns are discussed further in chapter five, but their use is separated between two 

examples which relate to another monastic foundation, and five which are used in a more standard 

way to represent individuals. Given their wide geographical spread (figure 2.4) it is not clear if these 

four relate to different members or branches of the same family, or if their common use of the 

hunting horn is purely coincidental. Although both horns and bells appear to represent functioning 

instruments, their symbolic nature means that they are heavily standardised, and very similar horns 

can be seen in early armorial publications, such as that of John Guillim.19 

 The final type is both far more widespread than either horns or bells, and also more 

mysterious. In its most detailed form, the ‘clarion’ of the Grenville family appears to be a series of 

 
18 D. Endean Ivall, Cornish Heraldry and Symbolism (Redruth: Dyllansow Truran, 1988), 24-5; Beachham and 
Pevsner, Cornwall, 542; and Nicholas Orme, Cornwall and the Cross: Christianity, 500-1560 (Chichester: 
Phillimore & Co., 2007), 191. 
19 John Guillim, A Display of Heraldrie (London: William Hall, 1610), 218. 

Figure 2.4: All the hunting horns in the region which appear in heraldry 
(Dartmouth St Saviour’s, Kilkhampton, Lanreath, Sutcombe, and Tiverton) shown 
in red; and those which are used as part of a quasi-heraldic symbol of the priory 
of St Petroc (Little Petherick, and Rialton) shown in orange. 
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around five, but potentially as many as nine, organ pipes of equal length on top of a stand which 

curves around underneath itself (see figure 2.5). In some cases there are clear fipples towards the 

lower end of the pipes, which are scalloped at the top to give the impression of hollowness and 

tapered at the bottom where they meet the stand. Unlike the horns and bells, these clarions have no 

clear basis in organological fact, or indeed any obvious way in which they would be able to function 

as musical instruments. Instead, they are purely symbolic in nature, and their identity as musical 

instruments is not always clear with some examples giving no suggestion that their artist was aware 

of this connection – for example when the ‘pipes’ are below rather than above the stand, or where 

there is a general lack of detail (see figure 2.6 for this). This is also reflected in John Bossewell’s 

Workes of Armorie of 1572: 

He bearethe Gules, three Sufflues de Or, by the name of Grenevile, a coate of great 
antiquitie, as I have founde in dyvers auncient Monumentes: for at the firste tyme 
that ever I saw them, which was in the parishe church of Mycham, within sixe miles 
of London, in the lower part of the church there, towards the west, I marveiled of 
the signe, what it shoulde be conteyned in the field of the said coate armour, but of 

Figure 2.6: Three clarions – also known as 
sufflues or rests – used to represent the 
Grenville family in Bideford church, Devon. The 
upright pipes are rounded, are cut at the top to 
make them appear hollow, at the bottom of 
each a fipple has been cut suggesting that they 
are intended to represent organ pipes. 

Figure 2.5: In contrast to the previous figure, 
these clarions on a bench-end in Talland church, 
Cornwall are of a different form and do not 
have the same organ-like details. 
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long time I coulde not comprehend the same, yet, since I have harde some boldely 
affirm it, to be called a Rest, an instrument to guide the horsmans staffe, where in 
deede it serveth to an other purpose, as to convey the winde from the Bellowes to 
all the Pipes of the Organes: and by propre name is called a Sufflue.20 

From this, it is clear that there was little more knowledge about the identity of these devices in the 

sixteenth century than there is today. 

 Although Bossewell’s illustration of the Grenville arms is by no means identical to any of the 

region’s surviving clarions, the colour scheme he gives – gold (‘or’) clarions on a red (‘gules’) 

background – is found in all but one of the painted examples, with no guarantee that the exception 

has not been coloured at a later date. Another point where his description still rings true is the 

appearance of the clarions (or ‘sufflues’ or ‘rests’) on ‘diverse ancient monuments’, as these 

represent the largest collection of non-royal musical heraldry in the region, with examples in 

nineteen locations. Figure 2.7 shows how these are most strongly clustered around the north coast 

of both counties between the border region in the west and the town of Barnstaple in the east, 

reflecting the location of the Grenville’s bases at Stowe and Bideford.  

Simply knowing the 

locations in which they are 

found does not do justice to 

the full scale of the 

abundance of these images, 

as no single clarion is found in 

isolation. In the region 

studied here, there are 

around sixty coats of arms of 

the form found in the Workes 

of Armorie (i.e. three clarions 

 
20 John Bossewell, Workes of Armorie (London: Richardi Totelli, 1572), f.124v. 

Figure 2.7: A map of all the locations known to have pre-1700 clarions in Devon and 
Cornwall (red), the Grenville’s house at Stowe is also shown (orange). The sites are: 
Atherington; Bideford; Bideford (8a, the Quay); Buckland Abbey; Chittlehampton; 
East Budleigh; Kilkhampton; Lanteglos; Marhamchurch; North Tamerton; Ottery St 
Mary; Southleigh; St Breock; St Enoder; St Mawgan in Pydar; Stratton; Talland; 
Sutcombe; and Woolsery (Woolfardisworthy). 
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per shield), some of which are quartered with other arms. However, the total number of clarions – 

which includes three from each of these armorial cases as well as a number of others where a 

different number have been included – comes to almost two hundred. This is especially noticeable in 

Kilkhampton church, whose parish includes the family’s former residence at Stowe, where (as 

already mentioned) 31 clarions are found carved into the seating, while another 21 adorn the font 

and exterior walls, and yet more which postdate the scope of this study are seen in and around the 

church. As well as reflecting the status and spread of the Grenville family, this high number shows 

how a group have chosen to advertise their influence through the symbolism of one image. More 

than anything, the lack of clarity that the clarion possesses as to its identity – musical or otherwise – 

coupled with the high number which have survived, demonstrates how symbolic meaning can often 

be the driving force behind the creation of musical imagery, a theme to which this thesis will often 

return. 

 

2.3.5 – The Royal Coat of Arms 

The clarions might well outnumber almost any other instrument in sheer volume, but when reduced 

down to a repeating pattern and integrated with the various different types of source to which it can 

belong (such as bench-end and funerary monument), 

the royal arms is by far the most populous armorial 

work in the region with musical content (see figure 

2.8). Unlike most other coats of arms, these are stand-

alone pieces which were set up as a reminder of the 

monarch’s position as head of the Church, and to 

demonstrate the loyalty of the local parishioners.21 

From the union of the crowns in 1603 onwards, a harp 

 
21 Robert Whiting, The Reformation of the English Parish Church (Cambridge: Cambridge University Press, 
2010), 126-7. 

23%

13%
64%

Royal arms Other No heraldry

Figure 2.8: Frequency of royal arms compared to 
other heraldic and non-heraldic sources, excluding 
Exeter Cathedral. 
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was added to the royal arms to represent Ireland, bringing them into the scope of this project for the 

majority of the seventeenth century. While their continued appearance after this can cause some 

confusion, many include a year or the cypher of the king or queen of the time, and where this is not 

the case several changes that were made to the arms from the late seventeenth century onwards 

make it possible to identify a date range with only a few years of crossover between the 

seventeenth and early eighteenth centuries. With this in mind, there are 56 examples of relevance, 

which equal 23% of the region’s musical imagery – this makes them the largest single type of source 

considered here, and so worthy of consideration.22 

Although these are a common feature of the parish church, their preservation is now due 

more to their historic interest than their current political importance, with very few churches 

displaying arms from the twentieth century or later. At least partially due to this change in status – 

 
22 This excludes the palimpsest examples at Lanteglos and Dittisham, which are discussed later in this chapter, 
and also several plasterwork examples which are likely to date from the seventeenth century, but have been 
repainted in subsequent centuries, making their original date uncertain. 

Figure 2.9: A plaster royal arms moved into the tower in Clawton church, Devon. This has made it less obvious within the 
church and difficult to view properly due to the small space and the bell ropes which obscure it. 
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and in a similar way to much other church art – it can 

often be hard to tell if royal arms have been altered, 

with many originally brightly coloured examples 

darkened with age or, in the case of those made of 

plaster, painted over in white at a later date. 

Crucially, it can be difficult to get a sense of the role 

these originally played within the church as many 

have been moved to a less conspicuous location such 

as the tower, or even to other buildings within the 

community (see figure 2.9). Despite this, the location 

of many arms either opposite or above the main door 

where they would have been visible on entrance to or 

exit from the church hints at how space was utilised 

to increase their prominence (figure 2.10). Although 

dating from the eighteenth and nineteenth centuries, this use of space is even more noticeable in 

Molland and Parracombe churches where in both locations the arms are set on a tympanum – a wall 

which divides the nave and 

chancel above the screen 

(see figure 2.11 and chapter 

three, figure 3.1). The same 

effect is found at Washfield 

where both the royal arms 

and those of the Prince of 

Wales were added to the 

seventeenth-century 

chancel screen at a later 

Figure 2.10: The royal arms of 1704 in Meeth, Devon 
as viewed through the main north door of the church. 
In this prominent position it would be impossible to 
miss the arms when entering the building. 

Figure 2.11: A nineteenth-century royal arms in an unmissable place on a tympanum 
above the congregation in Molland church, Devon. The same is found in Parracombe 
church. 
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date (figure 2.12). In these cases the arms of the monarch would have constantly been in sight of the 

congregation during services, looking down on them from the same position as an image of Jesus on 

the cross in earlier times.23 

 This gives some understanding of the importance and prominence of the royal arms within 

the average parish church, but because a relatively large number have survived from the 

seventeenth century it is possible to analyse these further. Firstly, the construction of the 56 

seventeenth-century royal arms varies between three standard mediums: paint (46%); plaster (39%); 

and carved wood (13%).24 Of these, those of plaster are generally the largest and most extravagant 

in appearance, and both the wooden and plaster arms are often either painted or show signs of 

having been so originally. The painted arms are, in all but one case, painted onto wooden boards, 

with the exception being a wall painting. These numbers appear to show a relatively high proportion 

 
23 Whiting, Reformation, 127. 
24 These percentages include the one example from Exeter Cathedral. 

Figure 2.12: As at Molland and Parracombe, the eighteenth-century royal arms in Washfield church is prominently 
displayed in front of the parishioners, in this case on the top of the early seventeenth-century screen with the arms of the 
Prince of Wales in the next aisle. 



53 
 

of more expensive plaster arms when compared with the cheaper painted option, but it is worth 

considering that these may have been both more tempting to keep for their decorative value, and 

more difficult to remove than painted wooden boards. Although only a suggestion, this could mean 

that there were originally far more painted than plaster examples. 

Unlike most other types of musical imagery, many royal arms include a date, and others can 

be dated more roughly from their royal cypher; although the cypher ‘C R’ (Carolus Rex) which 

appears on fifteen of the otherwise undated examples is unfortunately of little help as it could 

suggest either the reign of Charles I (r. 1625-1649), or his son Charles II (r. 1660-1685).25 Of these 32 

datable examples, 29 include specific years, while three can be placed within the reign of a particular 

monarch. From this data it is possible to see that at least one coat of arms has survived from every 

decade from the 1620s to the 1690s, including the curious case of the Poughill arms which include 

the unlikely date of 1655, 

right in the middle of the 

Interregnum. There is no 

clear explanation for this, 

but as these arms appear to 

have been updated in the 

early nineteenth century it 

is perhaps most likely that 

this is a mistake 

contemporary with that 

repainting.  

 
25 It might be imagined that these relate to Charles I due to the lack of any need to specify during his reign; 
however, several examples exist which are dated within the reign of the latter monarch and which are simply 
marked ‘C R’ (specifically in the churches of: Blackawton; Buckland Monachorum; Cardinham; Frithelstock; 
Lanteglos; Milton Damerel; St Allen; St Germans; St Ive; St Kew; St Minver; and Warleggan). 

Figure 2.13: The 1668 royal arms in Lanteglos-by-Fowey church, Cornwall shows 
evidence of an earlier set of arms having been reused. Most obviously, the 
fragments of the harp from the third quarter of the old arms is visible directly above 
the first quarter of the new arms. 
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Figure 2.14: The Lanteglos royal arms with the gold leaf and blue paint which is still visible from the 
earlier version approximately highlighted. 

 

Figure 2.15: The lanteglos royal arms with the outline of part of the earlier arms reconstructed. 
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One division which can be made in the dated arms is between those which pre- and post-

date the Restoration. With the one exceptional 1650s date aside, five range in date from 1621 to 

1640 (to which can be added a small number from the sixteenth century, notably at Honeychurch 

and Atherington), while 26 are dated 1660-1700. However, this disparity is likely to reflect the 

iconoclastic tendencies of the Commonwealth, when campaigns of image destruction in the 1640s 

and 1650s saw the removal of the rood loft at Liskeard and the breaking of windows elsewhere.26 At 

this time, the open display of such a royal symbol was unlikely to have been well received, and at 

Lanteglos church some evidence for this appears to have survived in the royal arms (figure 2.13). 

Although at first glance this is a fairly standard example painted onto wooden boards, and bearing 

the cypher ‘C R’ and the date of 1668, it bears traces of earlier paint and, more noticeably, gilding 

which have become visible through the later design. These reveal that the arms were originally 

located higher up than they are now, with the harp and other details of the design in gold leaf 

(figures 2.14 and 2.15). The most likely explanation for this is that the arms were painted over or 

otherwise discarded following the Civil War, and then repainted and reused after the Restoration. A 

similar example is also found at Dittisham church, which is discussed further in the gazetteer 

(appendix A). In the 1660s, it is likely that many churches would have suddenly found themselves in 

need of a new set of arms to display; given this, it is unsurprising that the biggest grouping of arms is 

in this decade, to which thirteen are dated, with five of these in 1660 and three in 1661. After this, 

the next most populous decade is the 1680s, with eight examples; something which is due in part to 

the coronation of a new monarch, James II in 1685, with three arms dated to this year and another 

bearing his cypher. 

 

 

 

 
26 Mattingly, Joanna, ‘Stories in the Glass – Reconstructing the St Neot Pre-Reformation Glazing Scheme’, 
Journal of the Royal Institute of Cornwall (2000), pp. 9-55, at 9. 
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2.4 – Medium, Materials, and Craftspeople 

So far, the musical imagery of the region has, broadly speaking, been considered based upon its 

function, but it is also useful to divide it by medium (see figure 2.16). Broadly speaking, carved wood 

– which includes bench-ends and many of the 

instruments found on screens, as well as roof 

carvings such as those found in Buckland 

Monachorum (chapter three) – represents the 

largest category when the cathedral is not 

considered, at 35% (or 32% including the cathedral). 

When the cathedral is included, however, carved 

stone is instead the most prominent with 38% (or 

31% not including the cathedral). This is largely swayed by two notable collections of musical angels 

in Exeter Cathedral (on the ‘Minstrels’ Gallery’ and on Bishop Branscombe’s tomb canopy, again see 

chapter three), but is otherwise chiefly represented by funerary monuments, as well as almost all of 

the art which is found on the exterior of the region’s churches (which makes up 9% of the total 

musical imagery in the region). Beyond this, and in decreasing order is: painting with 19%; plaster 

with 10%, the majority of which are royal arms; stained glass with 4%; metal with 2% or four 

examples, all of which are funerary brasses; and finally embroidery, which is found in only one 

instance, and represents less than half a percent overall. 

 Naturally, this range of skills called for a large number of craftspeople, each trained in their 

own area, but who were they? Unlike some genres where the names of eminent artists have long 

been associated with their work, the art of the churches of Devon and Cornwall is largely 

anonymous. Of course, there is always some scope for identifying artists by their style, or by the use 

of certain techniques – for example, Todd Gray has pointed to the possibility of using punch marks 

to link different sets of bench-ends in Devon to the same carver, while Christine Faunch has been 

able to identify the workshops or individuals behind a large number of Devon’s sixteenth- and early 

35%

31%

19%

10%

4% 1% 0%

Carved wood Carved stone Painting

Plaster Stained glass Metal

Embroidery

Figure 2.16: Medium used, excluding Exeter Cathedral. 
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seventeenth-century funerary monuments.27 However, given the number of different types of 

medium under consideration here, and the wide temporal range being studied this is not practical 

within this project. 

 It is fortunate that, very occasionally, an artist has provided us with their name, as is the 

case at Altarnun, where the 79 bench-ends have been described as ‘one of the most important and 

interesting sets of this Cornish speciality’.28 These are particularly noticeable for the inclusion of text 

on one bench-end, which reads: 

RObART : DAyE 
MAKER : OF ThIS  
WORKE : & : WILLyAM  
bOKyMGhAM : CVR[ATE]  
IOHN : hODGE : CLA[RK]  
[?] M : D : [?] 

This identifies three individuals: Robert Daye, 

the ‘maker’; William Buckingham, the curate, 

and John Hodge, the clerk (figure 2.17). 

Unfortunately, details have been lost – including 

most of the date – but this information has still 

led Joanna Mattingly to provide two possibilities 

for his identity; either as a member of the Dawe 

family of Lawhitton who were known to be 

carpenters (including Richard Dawe who worked 

on the Altarnun church roof in 1534), or as the 

Robert Daye who is known to have lived in East Devon near the Somerset border.29  

 In this case, the survival of the artist’s name has proved even more remarkable by the 

appearance at auction of a carved wooden panel, first in Cornwall in 2017 and then again in London 

 
27 Gray, Devon’s Ancient Bench Ends, 170-6; and Christine Faunch, Church Monuments and Commemoration in 
Devon c.1530-c.1640, PhD thesis, University of Exeter, Exeter, 1998. 
28 Beachham and Pevsner, Cornwall, 93. 
29 Mattingly, ‘Bench-ends’, 60. 

Figure 2.17: The named and dated bench-end in Altarnun 
church. 
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soon after.30 This panel includes the text ‘DAVID IS ANOyNTED KyNG’, and the scene in question with 

the prophet Samuel standing over David with an anointing horn at the front, a herd of sheep in the 

mid-ground, and in the background what must once have been an animal sacrifice (part of the 

original biblical story) has been removed at a later date. What makes this interesting is that certain 

features of the lettering and design are very similar to those on both the named Altarnun bench and 

others in the church. This makes it likely that Daye was also the artist responsible for the panel, an 

opinion shared by Bonhams Auction House, who also identified similar punch marks in both cases.31 

Although no musical instruments are depicted on this panel, this recent find shows the kind of 

discoveries which may be made in the future and also expands what is known about an artist who 

was responsible for some of the most interesting musical imagery in the region, the Altarnun fiddler 

and bagpiper. 

 In other cases, such as the Washfield screen mentioned earlier and three Cornish bench-

ends of a similar (early seventeenth-century) date, the work has been commemorated in a similar 

way to the Altarnun seating. Unfortunately, these only give the year and the name of the 

churchwarden, leaving the identity of the carver unknown.32 One alternative which can sometimes 

yield results is the use of documentary evidence, and especially the churchwardens’ accounts which 

have survived in some parishes. These offer a window into the practicalities of the church, including 

the construction of its furnishings; for example, in the Stratton accounts the payment of four 

shillings is recorded to ‘Robert Cholwyll for making of ye seges [seats] yn ye chauncell’ in 1546.33 

However, this does not always include a name, as is the case in the Camborne accounts where three 

 
30 ‘Beech Park Auctions, Callington’, Western Morning News: Art & Antiques (29 July 2017), p. 3; and An 
Extraordinarily Rare Henry VIII Large Carved Oak and Polychrome-Decorated Panel…, 
<https://www.bonhams.com/auctions/24693/lot/468/>, accessed 26 November 2018. 
31 An Extraordinarily Rare Henry VIII Large Carved Oak and Polychrome-Decorated Panel…, 
<https://www.bonhams.com/auctions/24693/lot/468/>, accessed 26 November 2018. 
32 For information of these bench-ends – which are from Illogan (now in the Royal Cornwall Museum), and 
Towednack churches – see Joanna Mattingly, ‘The Dating of Bench-ends in Cornish Churches’, Journal of the 
Royal Institute of Cornwall (1991) pp. 58-72, at 62. 
33 Joanna Mattingly (ed.), Stratton Churchwardens’ Accounts, 1512-1578 (Woodbridge: the Boydell Press, 
2018), 85. 
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pounds was paid for ‘makyng the polpet [pulpit]’ around the same time, while the 30 shillings and 

four pence paid to ‘wylliam organ maker’ in 1555 gives little more information .34 Added to this is the 

problem of identifying what – if any – extant material goes with often very brief documentary 

references. 

 Another type of evidence which can help to shed light on the people behind the region’s 

artwork is the sources that the artists themselves used when creating it. The opportunities for 

identifying these sources are few and far between, but when they present themselves they can 

reveal much about the artist’s influences and the way in which they have selected their subject 

matter. This is something which is investigated in chapter six in relation to several of the bench-ends 

in Camborne church, but a far more well-known instance of this is the Abbott pattern book. This 

book – which is associated with the Abbott family of plasterers who were active in the seventeenth 

century and based in Frithelstock, Devon – contains handwritten information on the preparation of 

paint and other materials, and 

hand-drawn illustrations. Both the 

writing and images have been 

shown to have been copied from a 

number of sources from the late 

sixteenth and early seventeenth 

centuries, but based on the 

evidence of watermarks Michael 

Bath has shown that the copying is 

most likely to have taken place in 

the 1650s or 1660s. Because of 

 
34 Camborne Churchwardens’ Accounts, typewritten transcript formerly in the Cornish Studies Library, Kresen 
Krenow, C/283.42376, 45, 57. 

Figure 2.18: John Abbott’s royal arms of 1677 in Frithelstock, Devon. 
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this, it is likely that the book is most closely associated with John Abbott II (1639-1727). 35 This, along 

with other evidence, has led to dispute of the ‘long-established assumption’ that the family were 

responsible for ‘much of the plasterwork in the region’.36  

Caution should be exercised, therefore, even when such a valuable source as this is 

available; something which is highlighted by the lack of knowledge of exactly how it would have 

been used, with Bath demonstrating that while some of the images were copied directly from 

printed sources, others probably depict existing plasterwork.37 In addition to this, while the royal 

arms Abbott constructed for Frithelstock church in 1677 (figure 2.18) and the one in the pattern 

book are similar enough to confirm a connection, there are also noticeable differences between 

them.38 Contrasted with this are 

the royal arms in Milton Damerel 

church, which follows the pattern 

book so closely as to make its 

construction by Abbott more than 

likely (figure 2.19). This 

demonstrates that while in one 

case a pattern has been followed 

closely, in another a more free 

interpretation has been taken, 

and so even when another source 

 
35 Michael Bath, ‘The Sources of John Abbott's Pattern Book’, Architectural History, 41 (1998), pp. 49-66, at 49, 
61. 
36 Karen Margaret La Borde, ‘Hunting for Hidden Meaning’: An Analysis of the History, Interpretation and 
Presentation of Seventeenth-Century Plasterwork at St Michael’s Mount, Cornwall, MPhil thesis, University of 
Birmingham, Birmingham, 2011, 60-1. 
37 Bath, ‘John Abbott's Pattern Book’, 55. 
38 One of the most noticeable similarities is the border of the motto at the bottom of the arms, also seen at 
Milton Damerel; while the chain draped over the unicorn is treated differently at Frithelstock. The Abbott 
Pattern Book, Devon Heritage Centre, MS 404 M/BI; and Bath, ‘John Abbott's Pattern Book’, 58. An image of 
the Abbott Pattern Book’s royal arms can be seen at: John Abbott: Portrait of a Plasterworker, 
<https://www.vam.ac.uk/blog/sketch-product/john-abbott-portrait-plasterworker>, accessed 13 August 2019. 

Figure 2.19: A royal arms in Milton Damerel, Devon which is remarkably 
similar to the one in the Abbott pattern book. 
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can be identified for an artwork this should not rule out the presence of the artist’s own voice and 

agenda (or those of the work’s patron) within its creation. It is especially pertinent that this is visible 

in two royal arms, a genre which was already highly standardised with little room for variation across 

different iterations. 

 As may have been the case at Altarnun, it is likely that craftspeople travelled for their work. 

While many may still have come from within the region, with Gray writing that ‘the carvers [of 

Devonian benches] in the Post-Reformation accounts all appear to be English’, John Allan has 

demonstrated that a number of foreign woodworkers were active in both counties in the first half of 

the sixteenth century, a high proportion of whom were Breton.39 This is important because it shows 

that any musical activity depicted in an artwork may not reflect local practices, thoughts, and tastes, 

but instead those of another parish, county, or even country. In some cases it is possible to 

distinguish between local and foreign work, but this is not always clear, especially given the 

possibility that some may have been made by locals influenced by the work of outsiders, or by 

foreign craftspeople in the local style.40 

 The purpose of discussing this here is to demonstrate the kinds of evidence which have 

survived for the individuals and groups who constructed the carvings, paintings, and other artworks 

of the region. However, it is also meant to show the complexity of this issue and to highlight the 

impossibility of conducting a detailed study into the creator of every one of the several hundred 

sources considered in this thesis. This is especially true given the wide range of mediums used in 

their construction, as listed above, and the long time frame into which they fit. Despite this, where 

possible this has been discussed on an individual basis in the gazetteer (appendix A). 

 

 

 

 
39 Gray, Devon’s Ancient Bench Ends, 169; and John Allan, ‘Breton Woodworkers in the Immigrant Communities 
of South-West England, 1500-1550’, Post-Medieval Archaeology, 48/2 (2014), pp. 320-356. 
40 Allan, ‘Breton Woodworkers’, 331-347. 
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2.5 – Paint and pigments 

Before straying too far from the practicalities of construction, it is worth briefly considering the paint 

used in some of these sources (see figure 2.20). It has already been mentioned that paintings make 

up 19% of the total of the musical imagery in the region, 

and it is important to add that these are not painted 

onto canvas as standalone pieces of art as is common 

today. Instead, they are generally painted onto wooden 

boards as part of the wainscoting of various rood 

screens or as later royal arms, with a few painted 

directly onto plaster as wall paintings. However, this 

does not give the full picture of how paint has been used 

in the region; while this may show the sources where this is the primary medium (where there 

would be no image without the paint) it does not include those which are firstly of plaster, wood, or 

stone, but which have been painted as an extra layer of decoration. These increase the number of 

sources that use paint up to 39% of the total, a number which might have been higher had some 

images not had their paint removed or covered up at a later date.41 This means that these make up a 

far more significant proportion of the musical imagery that is apparent at first glance. 

 Today we are used to paint being available in almost any colour we could want, from the 

subtlest to the most garish and unnatural of shades. However, this was not a luxury enjoyed in the 

past. At their simplest, the pigments used in the region could be obtained locally from ground down 

rocks and earth, and my own experiments within one small part of Cornwall managed to produce a 

red and a yellow paint in this way which – while entirely usable – are not bright shades, but instead 

tend towards orange and brown (see figure 2.21 for examples of these and some of the other 

 
41 For examples of this see the royal arms in the churches of Cardinham, Warleggan and Launcells in the 
gazetteer which all still retain traces of their original colour scheme despite the plaster having been 
overpainted in white, as well as the discussion below on the Buckland Monachorum carvings. 

62%19%

20%

No paint

Paint as primary medium

Paint as secondary part

Figure 2.20: Use of paint, excluding Exeter 
Cathedral. 
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pigments described below). Also cheap and simple to produce is black, which can be made from soot 

or various charred material, producing a strong black that is still used by artists today. 

Green and blue are difficult to find locally, 

although the pigment green earth (also known as 

‘terre verte’) can be found in some places and in 

mining areas brighter blues and greens may 

occasionally have appeared in the form of minerals 

like malachite (see figure 2.22). With these options 

unlikely to have solved the issue, some colours could 

be produced artificially; verdigris can be made 

relatively simply by using copper and an acid such as 

vinegar to produce a bluish green, although it is both 

unstable and slightly toxic (figure 2.23). Likewise lead 

white, another important pigment, is produced in a similar manner. In order to obtain a reliable 

blue, it was necessary for the artist to look further afield. This in itself is not uncommon; for 

instance, there is evidence for oak being imported from Wales to make benches in the region in 

1524 and again in 1555. 42 However, this distance is small compared to that travelled by the blue 

pigment ultramarine, which originates in 

modern-day Afghanistan.43 Understandably, 

this made the pigment expensive, as well as 

highly desirable.  

  Although it is unnecessary to discuss 

every pigment available to different artists 

at various times, these examples show the 

 
42 Mattingly, ‘Bench-ends’, 58; and Gray, Devon’s Ancient Bench Ends, 18. 
43 Michael Douma (ed.), ‘Ultramarine’, Pigments Through the Ages, 
<http://www.webexhibits.org/pigments/indiv/overview/ultramarine.html>, accessed 01 December 2018. 

Figure 2.21: Some of the colours that would have 
been available to medieval and Renaissance artists in 
the South West: a, red made from rocks from St 
Agnes parish; Cornwall; b, yellow made from rocks 
from St Agnes parish, Cornwall; c, lampblack, a 
pigment made from soot; d, virdigris, an unstable 
bluey-green pigment produced using copper and 
vinegar; e, azurite, an imported blue pigment and a 
cheaper alternative to ultramarine. These pigments 
have been made into egg tempera paints by mixing 
them with egg yolk, but they could equally have been 
mixed with oil or gum Arabic. 

Figure 2.22: Bluey green minerals forming on a rock recovered 
from mine waste in Cornwall. 
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variety of ways in which paints 

would have been produced, 

with different colours available 

at radically different costs and 

with different levels of stability, 

meaning that some might have 

changed colour over time. With 

this in mind it is easy to see 

how the use of certain colours, 

along with other materials such as gold leaf, would have changed the status and impact of the work 

being created. In order to understand this, it is worth noting that the cost of painting a carved object 

could often be more than the carving itself.44 

 This knowledge helps to show the thought processes that went into making these objects, 

and the reasons why certain colours may have been used; and this understanding can also be 

applied in a more practical way. One of the most striking places where different paint choices can be 

compared is in the royal arms. The four quarters of this are described in Guillim’s Display of 

Heraldrie (1610): 

In the first Iupiter, three Flowre de Lices, Sol, for the Regall Armes of France, 
quartered with the Imperiall Ensignes of England, that is to say, Mars three lions 
passant gardant in Pale, Sol. Secondly, Sol, within a double Tressure counter-
flowered a Lion Rampant, Mars, for the Roiall Armes of Scotland. Thirdly, Iupiter, an 
Irish Harpe, Sol, Stringed Luna, for the Ensigne of his Maiesties kingdome of Ireland. 
The fourth and last quarter in all points as the first.45 

Which can be simplified: 

In the first quarter (top left), three yellow fleur-de-lis on a blue background, for the 
Regal Arms of France, quartered with the Imperial Ensign of England, that is to say, 
three yellow lions on a red background. Secondly (top right), a red lion on a yellow 
background for the royal arms of Scotland. Thirdly (bottom left), a yellow Irish harp 
with silver strings on a blue background, for the ensign of His Majesty’s kingdom of 

 
44 Michael Rimmer, The Angel Roofs of East Anglia: Unseen Masterpieces of the Middle Ages (Cambridge: The 
Lutterworth Press, 2015), 17. 
45 Guillim, Heraldrie, 280. 

Figure 2.23: Virdigris crystals forming on copper sheets. 
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Ireland. The fourth and last quarter (bottom right) is in all details the same as the 
first. 

Given this information, an artist would have had a comprehensive list of the colours needed 

to create a royal arms for a church. However, choices can be made about how these colours are 

realised. Returning to the Lanteglos arms (figure 2.13) – which are particularly interesting because of 

their inclusion of an earlier version as a palimpsest – this is instantly noticeable in the harp, fleur-de-

lis, and other yellow parts of the arms. In the arms’ most recent form these are not bright, but are 

undeniably yellow, a shade which may represent the use of an earth pigment; however, where the 

older fragments show through, the artist has instead chosen the expensive and highly effective 

alternative of gold leaf. The difference is even more noticeable in the selection of a blue pigment: 

while the original artist has chosen a bright and probably highly expensive blue (possibly ultramarine 

or azurite), the second has clearly been working to a far tighter budget and so has instead opted for 

a green pigment which may well be virdigris. Some caution has to be exercised as certain paints can 

change colour in the wrong environment, but this example of settling for cheaper alternatives to the 

colour blue is something which is seen on many royal arms, with some appearing closer to grey or 

black, as well as green. At the extreme end of this, the artist responsible for the early eighteenth-

century arms in Mylor church took this one step further by painting all ‘blue’ sections yellow, in an 

act of either cost-cutting, necessity, or ignorance. Without detailed scientific analysis of each 

pigment it is impossible to judge all of these artists’ choices in detail, but the example presented by 

the royal arms demonstrates how the choice of colour was not simply an artistic one. 

 

2.6 – Conclusions 

The sources upon which this thesis is based are many and varied. However, it is clear that they do 

not exist for their own sake but as part of the wider world in which they were created and as 

embellishments to or necessary parts of practical objects which their communities needed, wanted, 

or were required to have. This explains their creation, but the way in which tastes and needs change 

also helps to explain why some artworks have survived while others have not. On this topic it is 
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useful to look briefly at the 1868 restoration of Buckland Monachorum church. This was clearly 

intended to be in keeping with the historical character of the building, with the architect’s estimate 

specifying that ‘The old Bench ends and other carved work to be carefully preserved, restored and 

re-used and all new work to correspond with the old’.46 However, to do this it was necessary that ‘All 

the bench ends, including the old ones, are to be grooved to receive divisions, seat boards, book 

shelves &c’.47 Elsewhere within the building the contractors were given very specific instructions: 

The carved figures on roof timbers of nave (now painted) are to be very carefully 
cleaned so as to remove all traces of the paint, by coating them with a solution of 
potash (“Liquor Potassae”) which is to remain on the figures for three or four hours 
and then be carefully wiped off, this process to be repeated until the figures are 
perfectly clean. All other paint or color [sic] that may be upon the timbers, wall 
plates, bosses or any other portion of the roof is to be removed by the application of 
a solution of Potash or Soda as the case may require.48 

They were then to stain all the roof timbers dark and coat them in two coats of varnish.  

In both the case of the roof carvings and bench-ends we are fortunate that these were 

considered interesting and fashionable enough to have been carefully preserved during this 

restoration, as much was surely lost in other church restorations during this period. However, we do 

not know what damage might have been done to achieve this re-use, and the description of the 

removal of paint from the carvings in the roof makes for particularly harrowing reading; even if this 

paint was seen as a modern addition in the 1860s, it may still have hidden traces of any potential 

earlier paint schemes. At the same time, it is clear how changing fashions and usage had a more 

drastic impact on the same church, as a seating gallery was removed from its west end during the 

restoration, something which is now a rare sight in an English church but would once have been 

more common.49 As easily as a change in taste or political opinion could lead to the creation of a 

whole genre of art, it could also destroy one. Inevitably, this means that while some types of image 

will have survived relatively easily, others can become incredibly rare within a short space of time. 

 
46 Specifications and estimate of cost of restoration work, Plymouth and West Devon Record Office, 600/65 
(1868). 
47 Specification of Work, Plymouth and West Devon Record Office 600/67, (1868), 11. 
48 Ibid., 2-3. 
49 Ibid., 8. 
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Wall paintings and stained glass are good examples of this. Both would have been common features 

of most medieval churches, but having fallen out of favour following the Reformation those 

examples that have survived have largely done so through chance, or by being covered in some way 

at the time and only rediscovered at a later date.  

Because none of the images studied here are without context and without practical or 

political function, none of them can be seen entirely in isolation, even when it is sometimes 

necessary to consider them in this way as part of a wider discussion. Because of this, this chapter has 

given some insight into the kinds of sources which will be studied in the rest of this thesis, why they 

were created, how they were created, by whom they were created, and why they have survived 

while others have not. As well as this, it has hopefully provided a background to some of those 

images which, whether mentioned in the main discussion or only in the gazetteer, have not been 

afforded the space and time for a detailed consideration of their history.  
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Chapter Three 

‘Graven Images’: Music in the Region’s Religious Artwork 

3.1 – Introduction 

Some idea of the scale of the region’s musical imagery – along with the forms in which it is most 

commonly found – has been given in the previous chapter. However, in this chapter the artwork will 

be approached thematically, and focus given to those images which can be considered religious in 

nature. Despite specifically focusing on church art, the majority of the images collected for this 

thesis are not overtly religious; in fact, out of more than six hundred musical instruments discovered, 

only around eighty are in distinctly religious contexts, either as part of religious scenes or being held 

by religious figures.1 Naturally, the boundary between sacred and secular is not always a clear one – 

as can be seen in chapter five – and so this chapter will focus on two key types of imagery: images 

with origins in the Bible or other religious narratives; and depictions of angels as musicians. 

The key issues considered through these are primarily based around the origins of these 

images, their functions, and the reasons for their choice: are they scriptural, or can their appearance 

be traced to any other distinct source; can the existence of any distinct iconographical types or 

artistic conventions be used to explain them; and did they serve devotional or decorative functions? 

As well as this, the opportunity is taken to re-examine two large groups of angel musicians at 

Buckland Monachorum church and on the tomb canopy of Bishop Branscombe, in Exeter Cathedral; 

and these are compared to the more well-known group on Exeter Cathedral’s ‘Minstrels’ Gallery’. 

Firstly, however, the context for this discussion is provided by a broader consideration of the 

changing role of imagery in the church. 

 

 

 

 
1 As with the previous chapter, these numbers include some sources that are found in domestic rather than 
ecclesiastical contexts (see appendix A.3). 
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3.2 – Idolatry, Iconoclasm, and the Plain Interior of Parracombe Church 

When a new church was built in Parracombe on the edge of Exmoor in the 1870s the medieval 

church of St Petrock was not, as might have been expected, demolished to make way for the new 

building or left to fall down of its own accord, but instead was saved by popular support and 

contributions. Now in the care of the Churches Conservation Trust, this has led to the rare 

preservation of a post-Reformation church interior, free from the types of restoration and rebuilding 

which characterised the nineteenth and early twentieth centuries for most ancient parish churches 

(figure 3.1). Compared to these other churches, the interior is bright and airy with clear diamond 

paned windows in place of stained glass, and all the walls and ceilings – including the medieval 

wagon roof and its carved bosses – whitewashed. It is also less cluttered, with little more than a 

simple screen and plain benches surviving from before the Reformation and none of the return to 

exuberant medieval-style decoration which the Victorians often introduced. Instead, the most eye-

catching feature from the nave is the tympanum, a solid wall of wooden boards between the top of 

the screen and the chancel arch which is painted with an eighteenth-century royal arms, the Lord’s 

Figure 3.1: The preserved interior of Parracombe church, featuring the prominent tympanum in the chancel arch. 
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Prayer, the Creed, and in the centre below the arms the Decalogue, or Ten Commandments.2 

The English parish church of the late Middle Ages was quite a different affair. While the 

exterior has varied little in the past five hundred years, at its pre-Reformation height the interior 

would have been marked by extensive and colourful paintwork and other decoration. Evidence for 

this survives to varying degrees in the churches of Devon and Cornwall; on entering Breage church a 

visitor will still be faced with an image of St Christopher – the patron saint of travellers – painted on 

the wall on one side of the opposite door and the Sunday Christ warning against working on the 

Sabbath on the other. These figures are faded – presumably from several centuries buried under 

later paintwork – but they are large and still quite striking, especially as they are part of a wider 

collection of saints that cover the walls of the church and leave very little empty space.3 A similarly 

rare survival is found at St Neot where an almost complete set of medieval stained glass windows 

has been preserved depicting various saints and biblical stories.4 While the existence of medieval 

paint and glass is decidedly rare today, many parish churches contain other evidence of their former 

appearance such as wagon roofs with carved wooden bosses, rood screens which are often 

decorated with images of saints, and bench-ends with a variety of secular and sacred designs. 

Together, these paint a picture of a building in which almost every available space has been filled 

with decoration and ornament. 

Returning to Parracombe, the second commandment – in its prominent place on the 

tympanum above the congregation – may go a long way to explaining the radical change which 

caused the exuberant medieval church to be reincarnated as this plain, whitewashed interior: 

Thou ſhalt not make to thy ſelf any graven image, nor þe likeneſs of any thing þt is in 
heaven above, or in þe earth beneath, or in þe water under þe earth. Thou ſhalt not 
bow down to þm; not worship þm. For I þe Lord thy god am a jealous God, & viſit þe 

 
2 Before the Reformation, these were generally decorated with religious imagery such as a painting of the last 
judgement. I am only aware of two other tympana surviving in the region, both of which are in Devon and 
have been decorated in a similar fashion to the Parracombe example. These are at Molland and Satterleigh. 
3 Peter Beachham and Nikolaus Pevsner, The Buildings of England, Cornwall (London: Yale University Press, 
2014), 125. 
4 Joanna Mattingly, ‘Stories in the Glass – Reconstructing the St Neot Pre-Reformation Glazing Scheme’, 
Journal of the Royal Institute of Cornwall (2000), pp. 9-55. 
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ſins of þe fathers upon þe children unto þe third & fourth generation of þm þt hate me, 
& ſhew mercy unto thouſansd in þm þt love me, & keep my Commandments:5 

Alongside this stark proclamation, other warnings against idolatry feature prominently in the Bible. 

Exodus 32 tells of how following on from receiving the Ten Commandments on Mount Sinai Moses 

discovered that the Israelites had grown impatient waiting for him and had instead set up a golden 

statue of a calf to worship: 

And it came to pass, as soon as he came nigh unto the camp, that he saw the calf, 
and the dancing: and Moses' anger waxed hot, and he cast the tables out of his 
hands, and brake them beneath the mount. 
And he took the calf which they had made, and burnt it in the fire, and ground it to 
powder, and strawed it upon the water, and made the children of Israel drink of it.6 

However, Moses’s punishment continued: 

Then Moses stood in the gate of the camp, and said, Who is on the Lord's side? let 
him come unto me. And all the sons of Levi gathered themselves together unto him. 
And he said unto them, Thus saith the Lord God of Israel, Put every man his sword 
by his side, and go in and out from gate to gate throughout the camp, and slay every 
man his brother, and every man his companion, and every man his neighbour. 
And the children of Levi did according to the word of Moses: and there fell of the 
people that day about three thousand men.7 

Another prominent passage against idolatry is found in Baruch 6, which forms part of the Apocrypha 

of the Bible. In this, the religious practices of the Babylonians are called into question: 

How then cannot men perceive, that they be no gods, which can neither save 
themselves from warre nor from plague? 
For seeing they be but of wood, and overlaide with silver and gold: it shall be 
knowen hereafter that they are false. 
And it shall manifestly appeare to all nations and kings, that they are no gods: but 
the works of mens hands, and that there is no worke of God in them.8 

The chapter concludes with the clear statement that “Better therefore is the just man that hath 

none idoles: for he shall be farre from reproach.”9 

 
5 Exodus 20:4-6. This translation appears to come from the 1683 edition of the book of common prayer: The 
Book of Common Prayer…, (Cambridge: John Hayes, 1683), 50. 
6 Exodus 32:19-20, KJV. 
7 Exodus 32:26-28, KJV. 
8 Baruch 6:49-51, KJV. 
9 Baruch 6:73, KJV. 
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 In the medieval mind there was a clear distinction between these ancient judgements and 

modern practices of image use: these were tales of the ancient Israelites, a people known in the 

Middle Ages for their religious fickleness and lack of loyalty. Stories of idol worship were also 

common in the Lives of the saints, but again these were far removed from Christian art. In the story 

of St Blaise as presented in the popular thirteenth-century hagiographic collection the Golden 

Legend, seven women who are caught following the saint are ordered to sacrifice to the local gods: 

They said: “If you want us to adore your gods, place them reverently at the edge of 
the lake, so that we can wash their faces and worship them more cleanly!” This 
made the prefect happy, and what they had asked was quickly done. But the women 
snatched up the idols and threw them into the middle of the lake, saying: “Now we 
shall see if they are really gods!” When the prefect heard of this, he was beside 
himself with rage, beat himself with his fists, and shouted at his men: “Why didn’t 
you hold on to our gods and keep them from being plunged into the bottom of the 
lake?” “The women fooled you with their talk,” the men retorted, “And so the gods 
got immersed!” The women also had their say: “The true God can’t be fooled, and if 
these idols were gods, they would have known ahead of time what we intended to 
do!”10 

In the same work, St George is also involved in the destruction of idols, as well as the temple that 

contained them, and it is possible that one of the panels of a window depicting his life in St Neot 

church (mentioned above) may depict him being charged for this crime (the text accompanying the 

image reads ‘Hic capitur et ducitur ante regem’, Here he is captured and brought before the king), 

while several others show the various punishments he received.11 This is also seen in more local 

religious writing such as the early medieval Vita Prima Samsonis, described in greater detail in 

chapter five, part of which describes Samson’s journey across Cornwall: 

Now on a certain day, as he was passing through a certain district which they call 
Tricuria, he heard verily, on his left hand, men adoring a certain temple after the 
manner of the Bacchantes, by a symbolic game, and he, making signs to the 
brethren to stand still and keep silence, himself descended from the chariot and 
stood on the ground, and earnestly looking towards those who were worshipping 
the idol, he saw before them, on the top of a certain mountain, an abominable 
image standing – I myself have been on that mountain and with my own hand have 
reverently touched the sign of the cross which S. Samson with his hand cut with a 

 
10 Jacobus de Voragine, The Golden Legend: Readings on the Saints, Volume I, William Granger Ryan (trans.) 
(Princeton: Princeton University Press, 1993), 152. 
11 Ibid., 241; Margaret Aston, Faith and Fire: Popular and Unpopular Religion, 1350-1600 (London: Hambleton 
Press, 1993), 274; and Joanna Mattingly and Michael Swift, St Neot: St Anietus, 
<https://www.cornishstainedglass.org.uk/mgsmed/church.xhtml?churchid=254>, accessed 20 June 2019. 
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certain iron tool upon the stone that stands there; when S. Samson, I say, saw this 
image, he hastened to them, taking with him two brothers, and gently remonstrated 
with them for worshipping an idol and abandoning the one God who made all 
things.12 

Samson’s complaint that these people were ‘abandoning’ God, and their reply that there was ‘no 

harm to observe the magical rites of their ancestors in a game’ suggests that these may have been 

relapsed Christian converts rather than the more committed pagans St George and St Blaise are said 

to have encountered. However, in all of these stories it is clear that the idolatry committed would 

have been seen by a medieval audience as separate from their own use of images and not 

something possible within a Christian context. 

 Indeed, far from being seen as something sinful, the use of images and art within worship 

was widely encouraged. Many books of hours and other prayer books encouraged their readers to 

look at images while considering their significance and to pray in front of statues and paintings.13 

This reflected upon the common practices of the time, an example of which can be seen in the 1427 

testimony of a woman named Johanna Clyfland who reported that she had told another woman, 

who was on trial for heresy, that every day in church she would genuflect and say five Our Fathers 

before the crucifix in its honour, and then five Hail Marys in honour of the Virgin Mary, presumably 

also before a statue.14 This combination of words and art undoubtedly formed part of the religious 

life of many laypeople, with Kathleen Kamerick writing that ‘image and text, rather than being 

treated as separate components, were instead often blended into a single pious supplication for 

spiritual and physical succour.’15 

 One of the key arguments in favour of religious imagery was its potential for pedagogical 

use. Across the Middle Ages, many Christian writers followed Pope Gregory the Great, himself 

relying on earlier classical thought, in the notion that for the illiterate laity these images could be 

 
12 Gilbert H. Doble, The Saints of Cornwall: Part Five, Saints of Mid-Cornwall (Truro: The Dean and Chapter of 
Truro, 1970), 87-88. 
13 Kathleen Kamerick, Popular Piety and Art in the Late Middle Ages: Image Worship and Idolatry in England 
1350-1500 (New York: Palgrave, 2002), 8. 
14 Ibid., 13. 
15 Ibid., 189. 
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read as a clergyman would read a book.16 This concept of Libri Laicorum provided a useful 

justification but does not explain the full use of sacred art, which often went beyond the educational 

and into the realms of the magical. A Latin rubric on the Arma Christi (a set of images otherwise 

known as the Instruments of the Passion) which has been preserved in the British Library states that: 

Moreover, whoever devoutly looks at these arms of the Lord, recalling the passion 
of our Lord Jesus Christ, that day he will not die a sudden death, nor die in war, nor 
in fire, nor in water, nor by deadly poison, nor will he be vexed by the devil, nor by 
any other malicious spirit. And if any woman, tormented in childbirth, looks devoutly 
at these arms, she will be freed quickly nor will the infant perish.17 

Similarly, certain statues and other devotional objects became known for their powers; before it was 

destroyed in 1532 the rood in the church of Dovercourt, Essex was said to prevent anyone from 

closing the church door, while others grew in fame and became widely celebrated for the miracles 

they were purported to perform.18 Given this, it is unsurprising that many images became financially 

important for the churches and religious houses that owned them, and that this could make them 

ripe for exploitation. In 1478 relics and ‘other sacred things’ were recorded as being borrowed from 

St Buryan in Cornwall and taken about the diocese to receive donations which the culprits put to 

‘their own damnable uses.’ Likewise disputes within the clergy or between them and laypeople 

about images and their revenue were not unheard of.19 

 It is perhaps unsurprising that some people came to be more sceptical of the use of images 

within the church, especially with the rise of the Lollards across the fifteenth century about whom 

‘opposition to images can be regarded as one of the most consistent features’.20 Although some still 

saw the potential for certain images as Libri Laicorum, many believed that people were worshipping 

inanimate manmade objects rather than what they represented, and so clearly violating the 

prescription of the Decalogue.21 Likewise many objected to the money spent on creating and 

 
16 Margaret Aston, England’s Iconoclasts: Volume 1, Laws Against Images (Oxford: Oxford University Press, 
1988), 99. 
17 Kamerick, Popular Piety, 181. 
18 Aston, Faith and Fire, 263; and Kamerick, Popular Piety, 22. 
19 Kamerick, Popular Piety, 122. 
20 Aston, England’s Iconoclasts, 97. 
21 Kamerick, Popular Piety, 23. 
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maintaining elaborate gilded images which could otherwise be spent on helping the poor – this was 

not a new view, with St Bernard of Clairvaux writing in the twelfth century that ‘The church is 

resplendent in her walls, beggarly in her poor; she clothes her stones in gold, and leaves her sons 

naked; the rich man’s eye is fed at the expense of the indigent. The curious find their delight here, 

yet the needy find no relief’.22 Given the financial value of relics and religious art towards the end of 

the Middle Ages, it is unsurprising that this remained a lively issue. For their part, defenders of 

images did little to counteract these complaints, instead they tended to reuse the same theoretical 

arguments as those who had gone before them, with Roger Dymmok refuting the Lollard arguments 

by making it clear that ‘if the laity imagine something false on account of that picture, it is to be 

blamed on them, not the image’.23  

 By the early sixteenth century this began to lead some more radical believers to destroy 

objectionable artwork illegally under cover of night; however, it was the start of the Reformation 

that truly set England’s campaign of iconoclasm into motion.24 With this, the removal and burning of 

statues and other artwork became ceremonial events of public spectacle, designed to strengthen the 

new religious order, while official approval was at times resounding.25 In the 1547 Royal Injunctions 

of Edward VI a requirement was made of the clergy that they ‘shall not set forth or extol any images, 

relics, or miracles, for any superstition or lucre, nor allure the people by any enticements to the 

pilgrimage of any saint of image’.26 This is made even clearer later on in the same Injunctions: 

Also, That they shall take away, utterly extinct and destroy all shrines, coverings of 
shrines, all tables, candlesticks, trindles or rolls of wax, pictures, paintings, and all 
other monuments of feigned miracles, pilgrimages, idolatry, and superstition: so 
that there remain no memory of the same in walls, glass-windows, or elsewhere 
within their churches or houses. And they shall exhort all their parishioners to do the 
like within their several houses.27 

 
22 Aston, Faith and Fire, 263; and Kamerick, Popular Piety, 222. 
23 Kamerick, Popular Piety, 34. 
24 Aston, Faith and Fire, 263; and Kamerick, Popular Piety, 263, 266-267. 
25 Aston, Faith and Fire, 267. 
26 W.H. Frere and W.M. Kennedy (eds.), Visitation Articles and Injunctions of the Period of the Reformation: 
Volume II, 1536-1558 (London: Longmans, Green & Co, 1910), 115. 
27 Ibid., 126. 
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The process of iconoclasm was by no means 

constant or consistent, but it continued sporadically 

for more than 100 years following the Reformation, 

culminating around the Interregnum of the middle 

of the seventeenth century when the St Neot 

windows were whitewashed to hide their paintings 

and save them from being destroyed.28 

 At the end of this turbulent period, 

churches were utterly changed; stained glass was 

gone, paintings whitewashed, the rood had been 

removed from the top of the screen, and other images destroyed. Fortunately for us this was not 

universal, and much important artwork survived through luck and the protection of less radical 

parishioners and clergy – or by being out of reach of attackers or too expensive to replace. However, 

even when spared the reformers’ fires, many images were still censored in order to make them 

politically correct – at best 

this might mean a simple 

crossing out of the face or 

other identifying features of a 

figure, but has also led to 

many headless and faceless 

statues in various churches 

(figures 3.2 and 3.3).  

This series of events affected all art within the church, but was particularly aimed at religious 

imagery, and so is likely to have had disproportionate consequence for any illustrations of musical 

activity which could be considered religious in nature. 

 
28 Aston, Faith and Fire, 261; and Mattingly, ‘Stories in the Glass’, 9. 

Figure 3.2: Minor damage caused by light crossing out of 
an offending image on the screen in Bradninch church – 
this can faintly be seen over the figure’s face, the horn 
they are holding, and the hand holding the horn. 

Figure 3.3: A series of figures in Paignton church, all of whom have been beheaded 
by iconoclasts. 
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3.3 – Religious Sources for Musical Imagery 

3.3.1 – The Bible 

Of the questions asked in the introduction to this chapter, one which especially deserves asking is 

why musical activity was sometimes depicted within religious artwork. Several possibilities spring to 

mind: perhaps the artist intended to portray a specific religious story which traditionally included 

music; the inclusion of music may have added something in particular to a scene despite it not being 

a standard feature of it; or there may be no purpose intended other than decoration. Understanding 

this will also make further consideration of the function of this musical imagery possible. 

 If these artworks take their origin from religious stories then the Bible is a likely source, 

given its place at the centre of Christianity, and so a study of its contents is worthwhile. References 

to music are not uncommon in the Bible and Jeremy Montagu’s Musical Instruments of the Bible 

does an impressive job at cataloguing them, explaining the etymology of the various words 

employed in describing music, and showing how various translators have approached them at 

different times.29 However, Montagu’s focus is generally on the musical instruments which would 

have been intended by the Bible’s original authors and so its use here is limited – partly because the 

interpretation of these at a later date is more important to this study but also because Montagu 

does not list all musical references, focusing instead of those of an instrumental nature and so 

excluding mentions of singers, singing and songs. 

 Because of this, an index (appendix B) has been included listing all the references to music in 

the Bible. It is necessary to be careful when considering this topic, as different biblical translations 

interpret musical content in different ways, and what may be musical in one edition may not be in 

another (see the introduction to the index for further discussion of this). Despite this need for 

caution, the index confirms that around five hundred verses in the Bible refer to music in some way; 

and while some only mention the subject in passing, others make use of it as an essential part of the 

story or include lists of a number of different instruments. Some of these are especially well known, 

 
29 Jeremy Montagu, Musical Instruments of the Bible (Lanhan, MD: Scarecrow Press, 2002). 



 

78 
 

such as the story of the battle of Jericho where the sound of trumpets causes the city’s walls to fall 

down, or of David playing his harp to sooth King Saul. Psalm 137 is another popular example: 

By the rivers of Babylon, there we sat down, yea, we wept, when we remembered 
Zion. 
We hanged our harps upon the willows in the midst thereof. 
For there they that carried us away captive required of us a song; and they that 
wasted us required of us mirth, saying, Sing us one of the songs of Zion. 
How shall we sing the Lord's song in a strange land?30 

Five hundred verses might not sound like a large number when compared to the whole Bible, in fact 

it represents less than 2% of the total number; however, it is enough to make music a clear and 

memorable part of the biblical narrative. 

 

3.3.2 – Music within the Region’s Biblical Imagery 

With this in mind, it might be expected that a reasonable amount of the surviving religious art 

containing musical imagery in Devon and Cornwall would have its origin in the Bible; however, this is 

not reflected in the sources that have been identified. Out of the handful of images which can 

realistically be categorised as biblical or of biblical figures, four depict King David playing his harp, 

one is a carving of the Annunciation to the Shepherds, and one shows the marriage at Cana. In 

addition to these, several images include trumpeting angels that could be considered to have a 

biblical context, which are discussed separately later on in this chapter.  

The first of these images to be discussed is a cast iron fireback in Trerice house in Cornwall, 

decorated with the marriage at Cana. This is the only one to include text confirming its biblical 

credentials: ‘CHRISTUS MACHT WASSER…’ or ‘Christ makes water…’ – the rest of the text is less 

clearly legible but would presumably describe the water being turned into wine for the wedding 

guests. Although Jesus is dressed in long robes at the head of the feast table the remainder of the 

guests and servants are in characteristically sixteenth-century clothes and so it is no surprise that the 

musicians are also of the same period, with one playing what appears to be a modern violin at a time 

 
30 Psalms 137:1-4, KJV. 
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when this would have been a relatively new instrument. Given this and the lack of any music in the 

biblical passage on which the scene is based, this seems more likely to reflect the appearance and 

use of music in contemporary celebrations; however, while it is likely to have been in the house for 

some time, the choice of language shows that the fireback is not a local product and so is of less 

relevance here.31  

This is not the only scene where music has been added to a biblical story. The angel Gabriel 

has been given a trumpet on the rood screen at Bradninch church and a shepherd (part of a carving 

of the Annunciation to the Shepherds) is found playing a recorder in a carving in Exeter Cathedral. As 

at Trerice, the latter is likely to reflect the practice or stereotypes of the time, especially as the 

association of shepherds and musical instruments is a 

common one; however, the former has a more specific 

theological meaning which will be discussed later on in 

this chapter. Contrasted with these, the story of King 

David is one where music features prominently, leading 

to the regular appearance of instruments in its 

illustration. In this story, the future king David calms 

King Saul by playing music. Although most commonly 

thought of as a harp today, David’s musical instrument 

has taken on many forms across Europe from the Early 

Middle Ages – in the eighth-century Vespasian Psalter a 

lyre like that found at Sutton Hoo is seen, whereas in the 

ninth century something closer to our modern idea of a harp is shown in the Utrecht Psalter. At 

around the same time, similar harp-like instruments were being carved on various stone crosses in 

 
31 Mike O’Connor, A Fireback at Trerice House (unpublished information sheet available from Trerice House, 
2010). 

Figure 3.4: A harpist (thought to be King David) on 
the early medieval Dupplin cross, Dunning, 
Scotland. 
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Ireland and Scotland (figures 3.4 and 3.5).32 The harp remained a popular choice, and is seen in 

emblem books of the seventeenth century.33 However, other contemporary instruments were 

sometimes chosen instead, and while David is often shown playing on his own, at times he is 

surrounded by other musicians. In one form or another, the image of King David as a musician – and 

especially a harp player – has remained a popular choice for artists right up to the present day; and 

because of this, it is unsurprising that some interpretations of this are found within this corpus. 

One of the most impressive examples of this in 

the region is not found in a church, but instead in 

Lanhydrock House in Cornwall. The house's 

seventeenth-century long gallery is described by Pevsner 

as ‘the most spectacular room of its date in Cornwall’ 

due to its magnificent 116 foot long plasterwork ceiling, 

decorated with scenes from the Old Testament.34 As 

part of this, the room's two fireplace overmantels and 

the east end tympanum show scenes from the life of 

David; crucially, the easternmost overmantel depicts 

David playing his harp while Saul is held back from his 

attempt to attack David with a spear (figure 3.6). This is 

not only the largest depiction of this in either county, but also the only one where any kind of scene 

or context is presented alongside King David and his harp. The figure in the scene appears to be 

deliberately antiquated, with a short tunic stopping above the knee and what may be armour on the 

 
32 One example of this from Scotland is the Dupplin Cross, Dunning, and one from Ireland is the North Cross, 
Castledermot. Jamie Savan, ‘Hornet to Cornett: In Search of the “Missing Link”’, Historic Brass Society Journal, 
24 (2012), pp. 1-23, at 3-5, 9; DUPLN/1, 
<https://www.ucl.ac.uk/archaeology/cisp/database/stone/dupln_1.html>, accessed 14 September 2019; and 
Helen M. Roe, ‘The “David Cycle” in Early Irish Art’, The Journal of the Royal Society of Antiquaries of Ireland, 
79 (1949), pp. 39-59, at 57. 
33 Linda Phyllis Austern, ‘The siren, the muse, and the god of love: Music and gender in seventeenth‐century 
English emblem books’, Journal of Musicological Research (1999), pp. 95-138, at 121. 
34 Beachham and Pevsner, Cornwall, 272. 

Figure 3.5: King David playing the harp on 
Castledermot’s North Cross, Ireland. 
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body, together giving him a look similar to that of a 

Roman soldier, and although the harp has some 

believable features – tuning pins for example – its 

shape is unusual with a long point topped by a scroll 

extending over the player's right shoulder.  

What is more curious is the similarity of this 

David to the one surviving as one of the 'fragments of 

the mediæval chancel screen' on display in Tiverton 

church (figure 3.7).35 This carving is found as part of a 

small collection of woodwork which could well be 

from a late medieval screen but could also be from 

elsewhere: two angels could originally have been part 

 
35 A notice on the display board reads: 'FRAGMENTS OF THE MEDIÆVAL CHANCEL SCREEN, which was removed 
in 1856, returned to the church by the Rev. G.W.Rayner in 1954'.  

Figure 3.6: An overmantle in Lanhydrock House, Cornwall depicting King David playing his harp to King Saul. 

Figure 3.7: King David in Tiverton church, Devon. 
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of a roof and two pilasters could be part of a (possibly slightly later) piece of furniture. However, the 

figure is of a suitable size to fit in a niche on a screen (such as those found on some of the parclose 

screens of Exeter Cathedral) and the remaining two fragments are more obvious candidates for 

having been part of a screen, so the possibility should not be ruled out. As with the Lanhydrock 

David, this figure wears a short tunic, long boots or socks, and seems to be wearing similar armour (if 

that is what it is) over the torso, both with decoration along the bottom. There are differences, but 

these could be explained by the crudeness of the Tiverton carving in comparison to the Lanhydrock 

plasterwork, and given the similarities in the clothing and positioning of both figures (with the head 

turned at a similar angle, for example) some connection between these seems plausible. If the 

Tiverton example is indeed from a late medieval screen then it would be possible that this provided 

the prototype for the other, and while this may seem unlikely, it should be noted that plasterers 

were known to copy the work of others and to keep books of drawings.36 However, this would need 

a reasonable stretch of the imagination and so it is perhaps more likely that they both took 

inspiration from an unknown third source. With this in mind, it is also worth returning to the date of 

the Tiverton carving, and comparing both to an image of King David painted on the door of a 

German chamber organ from the 1630s or 40s.37 This David is similar in clothing, but not similar 

enough to suggest such a direct connection as appears likely between the other two and so given its 

date, along with that of the Lanhydrock plasterwork it may be possible to place the Tiverton figure in 

the seventeenth century on stylistic grounds. 

At Lanhydrock the harp is presented as part of a narrative – David playing to calm Saul – and 

is therefore indispensable within the scene. This may once have also been the case at Tiverton given 

the lack of any surviving setting, but this seems unlikely if it was originally one of a number of 

religious figures and saints filling niches in a rood screen. If the Tiverton David was originally 

 
36 Michael Bath, ‘The Sources of John Abbott's Pattern Book’, Architectural History, 41 (1998), pp. 49-66, at 49-
66. 
37 Images of this organ can be viewed on the MIMO (Musical Instrument Museums Online) website: Positiv, 
Scenkonst Museet N36454, < http://www.mimo-
international.com/MIMO/doc/IFD/OAI_SMS_MM_POST_5732>, accessed 14 September 2019. 
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intended for a context such as this, then it is not alone, as the two other images of Kind David as a 

harp player found in the region are also intentionally divorced from and kind of narrative function. 

One of these shows this especially clearly as it is embroidered onto the back cover of a copy of the 

1635 edition of the Book of Common Prayer found in Lanhydrock house, and so has no way of being 

part of a larger scene.38 The final example is also embroidered, but this time as part of a fifteenth 

century cope surviving in Malborough church in Devon; although its later adaptation into an alter 

cloth may have changed it a little, it is clear that David was just one of a number of entirely separate 

figures depicted on it.  

The second Lanhydrock figure is clothed in a similar fashion to the first, and so by extension 

also that at Tiverton, possibly providing more evidence for a seventeenth-century date in that case. 

The exception to this is the addition of a long flowing cloak, a feature which is instead shared with 

the Malborough David – and this is not the only comparison that can be made between these two, 

as neither are playing their harps; instead, they are shown resting the bottoms of these instruments 

on the floor while supporting the tops with their left hands. This leaves their right hands free to hold 

a sceptre (Malborough) and spear (Lanhydrock). Although a small distinction artistically, this 

exemplifies a more general difference between these artworks: in the case of the Lanhydrock 

plasterwork music plays an important narrative function whereas in both instances the embroidery 

uses it only as a signifier that the man depicted is King David, with his harp by his side in order to 

make way for other objects that also aid in presenting this statement.  

 

3.3.3 – Non-Biblical Sources for Religious Artwork 

Given that only six images can reasonably be seen to have a basis within the Bible – and at least one 

of these is of foreign construction, while a local origin cannot be given with certainty to several 

others – it may be worth considering religious stories and artistic conventions from the wider culture 

of the periods in question. This is certainly the case at Breage where a harp, lute and bell are 

 
38 Given the nature of the object, it is possible that it originates elsewhere. 
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included as part of the Warning to Sabbath Breakers, a well-established subject for medieval wall 

paintings where an image of Jesus with the wounds of his crucifixion is shown surrounded by the 

tools of various trades. Though not part of the Bible, scenes like this formed a familiar part of 

medieval parishioners’ religious experience.  

In a similar way the stories surrounding many saints, both local and more widely known, are also 

often presented within church art; for example, on the painted panels common on the wainscoting 

of medieval rood screens. These stories have been preserved in various sources, the most famous of 

which is the Golden Legend, but it is likely that many churches would have kept a copy of the story of 

their patron saint.39 Occasionally, music makes an appearance in these; for example the Golden 

Legend records St Cecilia’s wedding where ‘while the musical instruments sounded, she sang in her 

heart to the Lord alone, saying: “let my heart and my body be undefiled, O Lord, that I may not be 

confounded”’.40 This later led to her status as patron saint of musicians.41 While music may not be as 

common in these stories as it is in the Bible, bells were an important attribute of early Christian 

missionaries in the region, and so these are recorded as being held as relics of the Cornish saints 

Petrock and Piran.42 Hunting horns also feature in some of the lives of the local saints, and this is 

discussed further in chapter five. Put together, there are: five images of hunting horns which can be 

associated with or are in the hands of various identified and unidentified saints (one of which also 

includes a bell); and five bells spread between four images of St Anthony (along with a pig, which is 

also included in each of these images, the bell was a common attributes of this saint).43  

 

 

 
39 Nicholas Orme, The Saints of Cornwall (Oxford: Oxford University Press, 2000), 13-14. 
40 Jacobus de Voragine, The Golden Legend: Readings on the Saints, Volume II, William Granger Ryan (trans.) 
(Princeton: Princeton University Press, 1993), 318. 
41 David Farmer, The Oxford Dictionary of Saints: Fifth Edition Revised (Oxford: Oxford University Press, 2011), 
84. 
42 Gilbert H. Doble, ‘Saint Petrock: Abbot and Confessor’, 3rd ed., “Cornish Saints” Series, 11 (Shipston-on-
Stour: The ‘King’s Stone’ Press, 1938), 36; and Gilbert H. Doble, The Saints of Cornwall: Part Four, Saints of the 
Newquay, Padstow and Bodmin District (Truro: The Dean and Chapter of Truro, 1965), 12. 
43 Farmer, The Oxford Dictionary of Saints, 24. 
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3.4 – Angel Musicians 

3.4.1 – Angels in the Middle Ages 

What has become clear from the previous section is that despite its central role in Christianity – and 

also the significance of music within it – the Bible is not the source of the majority of the religious 

artwork containing music in the region’s churches. Likewise, later religious stories such as those of 

the saints only account for a small number of these images. In fact, the remaining around sixty 

examples are instead of musical instruments in the hands of angels or angel-like figures and date 

right the way from the fourteenth through to the seventeenth centuries. Unlike the scattered 

sources considered so far, many of these have survived in larger groups within the same location, 

and although several come individually or in pairs, the majority form part of three sets of angel 

musicians in Devon; two in Exeter Cathedral and one in Buckland Monachorum church.  

 The popularity of angels across the Middle Ages was widespread, and while Paul Binski 

writes that ‘the widespread use of angelic imagery from the thirteenth century onwards seems 

especially to have focused the inventive resources of artists, sculptors particularly, on the body as a 

vehicle for states of revelation, dream or ecstasy’, these sacred figures often served a political as 

well as a religious function.44 This can be seen in the way they were used by Richard II, with a 

mechanical angel recorded as bowing down and offering him a crown at his coronation in 1377, and 

at a ceremony later in his reign in 1392 ‘came two angels down from a cloud, the one bearing a 

crown for the king … and the other another crown, which was presented to the queen … [T]he 

conduits of the city … ran with wine … and angels made great melody and minstrelsy.’45 This political 

use of angels was also reflected in art, with Michael Rimmer citing it as one cause of the 

Westminster Hall angel roof, the first of this genre:  

Angels were evidently part of the imagery used by Richard II to project his divinely 
ordained status. Westminster Hall, with its twenty-six angels bearing the King’s arms 

 
44 Paul Binski, Gothic Wonder: Art, Artifice and the Decorated Style, 1290-1350 (New Haven, CT: Yale University 
Press, 2014), 177. 
45 Michael Rimmer, The Angel Roofs of East Anglia: Unseen Masterpieces of the Middle Ages (Cambridge: The 
Lutterworth Press, 2015), 4. 
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on high, is the most monumental example of his attempts to assert absolute royal 
authority through art.46 

At the same time, the same kind of symbolism was in use in the church; in 1401 an angel was 

installed in Norwich Cathedral that could swing down from the roof and cense the congregation, 

while another Norfolk church had a set of angels that could descend from the roof before rising 

again at the end of the Mass. 47 Their appearance in private worship is also attested from several 

prayers to angels which survive from fourteenth- and fifteenth-century England.48 

 It is probably not surprising that a high proportion of this chapter’s subject are angels, 

especially given the long held association between angels and music.49 This is demonstrated through 

the paintings of the later Middle Ages and is identified by Emanuel Winternitz, who observes that 

‘apart from the twenty-four elders of Revelation and the well-known patrons of music, King David 

and St. Cecilia, it is chiefly the angels who sing and play in sacred painting.50 A more specific example 

can be found in the artwork of the Bruges based painter Hans Memling, whose work spanned most 

of the second half of the fifteenth century. Out of the seventeen works of his which Jeremy Montagu 

has identified as containing musical elements, only two feature non-angelic performers, with one 

featuring a bagpiper in a pastoral setting and another including the Elders of the Apocalypse playing 

music.51  

 

3.4.2 – An Angelic Pairing of Harp and Lute in Late Medieval Devon 

Given the often fragmentary nature of the sources studied here – and the wide stylistic and 

temporal area which they cover – it would not be surprising if even with the comparatively large 

 
46 Ibid., 5. 
47 Ibid., 19. 
48 Ibid., 19. 
49 Lisa Colton, Angel Song: Medieval English Music in History (Abingdon: Routledge, 2017), 144; and Paul Binski, 
Becket’s Crown: Art and Imagination in Gothic England, 1170-1300 (New Haven, CT: Yale University Press, 
2004), 278-279. 
50 Emanuel Winternitz, ‘On Angel Concerts in the 15th Century: A Critical Approach to Realism and Symbolism 
in Sacred Painting’, The Musical Quarterly, 49/4 (1963), pp. 450-463, at 450. 
51 Jeremy Montagu, ‘Musical instruments in Hans Memling’s paintings’, Early Music, 35/4 (2007), pp. 505-523. 
This is not explicitly stated by Montagu but can be deduced from the list which he gives in the appendix to the 
article. 
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collection of angel musicians presented here they still represented isolated examples with little to 

link them. Fortunately, it is possible to identify certain iconographical types that have emerged. One 

of these is a distinct pairing of two instruments – the lute and harp – which appears in four locations 

across Devon in glass, stone, and painted wood (figures 3.8-3.13). All of these are likely to date from 

Figure 3.8: Lute and harp playing angels in a stained-glass window in Atherington church, Devon. 

Figure 3.9: Lute and harp playing angels on either side of God on the Kirkham Chapel screen, Paignton. 
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the fifteenth or early sixteenth centuries, but are inconsistent in quality with the Holne screen 

paintings considerably cruder (especially where the musical instruments are concerned) than the 

other three. They is also no regular pattern to be found in their positioning, as the harpist is on the 

viewer’s right at Holne and Atherington and the left at the other two, although it should be noted 

that given the nature of stained glass and the reconstruction which is evident there (Pevsner 

describes it as ‘made up in 1883 by Clayton & Bell from many C15 fragments’) the musicians at 

Atherington may once have been reversed.52 This is supported by the way both instruments point 

out towards the edge of the window with the lutenist playing her instruments in a left-handed 

position (using the left hand to pluck while the neck in held in the right hand) to accentuate this. This 

is the only example from either county of a plucked string instrument played in this way and so this 

is likely to be a deliberate choice, especially with the attention to detail shown in the depiction of 

 
52 Bridget Cherry and Nikolaus Pevsner, The Buildings of England, Devon (London: Yale University Press, 1991), 
139. 

Figure 3.10 and 3.11: Lute and harp playing angels flanking Mary and Jesus on the central doors of the screen in 
Holne church, Devon. 
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both instruments. Given this, a reversal seems likely in order to let both angels face in towards the 

centre of the scene, as is the case at Holne. 

 The greatest similarity between these four pairs of angels, however, is their function within 

their wider artworks. In each case they are used to frame a religious figure or scene of religious 

importance. This is particularly striking on the two rood screen panel paintings (Holne and Torbryan) 

as in both instances they form part of a scene across the central four panels which form the door to 

the chancel (figures 3.10-13). In both of these the two outer panels are taken by the musicians who 

flank a scene of the Coronation of the Virgin at Torbryan, and of Mary and Jesus as King and Queen 

of Heaven at Holne, which fills the two inner panels. Beyond this, the angels are in turn flanked by 

the four evangelists on the first panels of the screen. However, there are some differences, as the 

two screens do not agree on the order of the evangelists with (from left to right) Luke and John on 

the left hand side and Mathew and Mark on the right at Holne, while at Torbryan Mark and John 

take the left and Luke and Mathew the right. This is in addition to the swapping of the order of the 

two musicians, and the obvious difference of the scene itself as the Torbryan Mary is shown with the 

Figure 3.12 and 3.13: Lute and harp playing angels flanking the Coronation of the Virgin on the doors of the 
screen in Torbryan church, Devon. 
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crown being placed on her head by God whereas at Holne she is already crowned with Christ raising 

his hand in benediction from the other panel. 

 Adding to the interest of this is the fact that rood screen panels such as these are generally 

treated as separate scenes with an unconnected saint filling each one. However, there are other 

churches where multiple panel scenes are found – St Sebastian, for example is seen pieced by 

arrows on one panel at Ugborough while the three surrounding him are filled by his executioners, 

bows in hand. More common for this treatment are biblical scenes such as the Coronation of the 

Virgin discussed above, and the Annunciation and the Epiphany, both of which are found at 

Ugborough, Plymtree, Hennock, and Buckland-in-the-Moor churches. While there is no obvious 

connection between most of these other than subject matter, the latter two churches are noticeably 

similar in composition across both scenes (figures 3.14-3.16). This can be seen in the clothing of the 

figures, their positioning, and their placement on the panels, with the Annunciation taking up three 

panels compared to two at Ugbrorough and Plymtree. Further confirmation is found in the objects 

Figure 3.14: The Epiphany painted on the screen in Buckland-in-the-moor church, Devon, the composition and choice of gifts 
held by the Wise Men are noticeably similar to the same scene at Hennock Church. 
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brought by the Wise Men, which are very similar across Buckland and Hennock – most noticeably a 

horn mounted on a small stand which is carried by the furthest right figure, compared to Plymtree 

where all carry chalices. These similarities do not go as far as to suggest tracing directly from one 

source to another, but are entirely consistent with one being made from a sketch of the other, 

especially given that the choice of colour varies between the two, suggesting that this information 

had not been copied down. 

Once the potential for these similarities is seen, this kind of comparison can also be made 

between the screen paintings of Torbryan and Holne. This kind of similarity is far less evident in 

these cases (for example, there are no clear resemblances between the Evangelists), but it can still 

be detected. Despite appearing to show different scenes, the clearest example is between the 

figures of God and Jesus whose positioning and clothing are noticeably similar, with their knees 

draped in the fabric of their cloaks and an orb held in their left hand and placed on their knee in a 

markedly similar fashion. If the possibility of one being made from a sketch of the other is to be 

entertained, then it would even be conceivable that the hand raised in benediction on the cruder 

Figure 3.15 and 3.16: The Epiphany on the screen in Hennock church, Devon. 
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paintings of Holne is a misunderstanding of that raised in coronation at Torbryan, which would 

explain this difference and the similarity in the positioning of these two hands. This is something 

which could easily happen if the panels were copied separately and the hand crossing into Mary’s 

panel lost some of its context, or simply if the sketch was drawn roughly with the purpose of the 

raised arm losing clarity, and could also explain the swapping of the two angel musicians. The 

possibility of this is reinforced by the geographical closeness of the two, with only around seven 

miles separating them as the crow flies, compared to just over eight between Hennock and 

Buckland-in-the-Moor with their more obvious similarities. 

This might explain the choice of instruments at Holne, but what of the other three? A 

crowned Virgin Mary is also found in the Atherington stained glass, seated alongside Jesus and God 

at the bottom of the window, with the Holy Ghost higher up flanked by the two angels; but given the 

window’s history there is no reason to assume that this is original. At Paignton, just the figure of God 

is carved between the angels as part of the stone screen to the Kirkham Chapel. He is shown looking 

down on a scene of the Family of St Anne, but while these figures are high enough up to have 

avoided the worst of the iconoclasm from which the screen has suffered, they have all sustained 

some damage and so are not entirely clear.53 

The paintings of Hans Memling, which have already been mentioned, are another 

contemporary source of musical angels – and while none of these contain the specific pairing of lute 

and harp discussed here (or at least not without other instruments also being present) the majority 

of these use angels in a similar way to flank the main subject of the scene. For example, his various 

depictions of the Madonna and Child include: harp and fiddle; lute and portative organ; fiddle and 

portative organ; solo lute; as well as other combinations of these.54 Similarly, two other works by 

Memling show Jesus surrounded by musicians in a comparable way to the Paignton carving, and on 

one side of the St Ursula shrine in Bruges a medallion showing the Coronation of the Virgin is flanked 

 
53 Cherry and Pevsner, Devon, 838. 
54 Montagu, ‘Memling’s Paintings’, 521-522. These are listed as Florence, Kansas City, London [1], and London 
[2]. 
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by two more medallions containing an angel playing lute and another playing a portative organ, 

reminiscent of the separated but still thematically linked screen panels.55 

Clearly, this kind of use for music was fairly typical of the religious art of the period, and so it 

is worth considering that (with the possible exception of Holne) the choice of these instruments may 

be unrelated; four examples is, after all, a small sample to work from. Montagu points out that the 

musical angels of Memling’s paintings are peripheral to the main scene, while providing a 

demonstration of the artist’s strong religious beliefs: 

Jesus and his mother deserve to be accompanied by saints, to be surrounded by 
angels, and to the greater glory of God these angels should be beautifully costumed 
while they sing hosannas to his name. We are fortunate that Memling thought so, 
and that he believed that their singing should be reinforced by the instruments that 
he portrayed.56 

This way of thinking can, and indeed should, be applied to the four Devonian examples. It is possible 

that they are the only four surviving representatives of a locally common iconographic form of the 

late medieval period, especially as three of them are geographically fairly close in the area between 

the east of Dartmoor and the coast with only Atherington further afield in North Devon. It is equally 

plausible that these were common instruments at the time and so were simply selected for their 

familiarity. However, their purpose in either scenario is to support the religious scenes that they 

flank and to add importance to these, and so it is necessary to understand them in this purely 

subordinate role within their respective works of art. 

 

3.4.3 – The ‘Minstrels’ Gallery’ of Exeter Cathedral 

Without any doubt, the most famous group of angel musicians in the two counties is the ‘Minstrels’ 

Gallery’ in Exeter Cathedral (figure 3.17). This impressive fourteenth-century gallery juts out of the 

north wall of the nave high above the congregation and is decorated with twelve angels playing a 

 
55 Ibid., 521-522. These are listed as Antwerp, Bruges [2], and Strasbourg. 
56 Ibid., 521. 
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mix of instruments. The function of the gallery will not be focused on here other than to say that 

(despite the name it acquired at a later date), it was intended for occasional use by singers as part of 

select liturgical events, rather than by instrumentalists. 57 Although not known for certain, Gabriel 

Byng has made a convincing case for it having been constructed somewhere in the fifteen years 

between 1354 and 1369.58 

 The prominent position and visually impressive nature of the gallery meant that it received a 

greater amount of earlier attention than the other sources considered here, noticeably: a 1797 

engraving by John Carter; a description by John Britton in 1836; and a plaster cast of around 1865. 

These provide evidence for any changes made during later restorations of the gallery and this is 

another aspect of the gallery addressed by Byng. The findings make difficult reading for anyone 

wishing to rely heavily on the instruments for their organological evidence, as some details have 

 
57 Gabriel Byng, ‘The Function and Iconography of the Minstrels’ Gallery at Exeter Cathedral’, Journal of the 
British Archaeological Association, 167/1 (2014), pp. 133-153, at 143. 
58 Ibid., 145. 

Figure 3.17: Exeter Cathedral’s fourteenth-century ‘Minstrels’ Gallery’. 
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been found to be the work of later restorers, such as the fiddle’s unusual scroll; while several 

instruments appear to be absent in the earlier sources and so are likely to have been replaced in 

their entirety: 

It is, therefore, a likely conclusion that the recorder, trumpet and cymbals were 
added between 1836 and c. 1865, and that the trumpet and cymbals were 
inaccurate replacements, possibly of a wind instrument similar to a recorder or pipe, 
and of a citole or similar stringed instrument respectively. The harp may have been 
added between 1797 and 1836, replacing a long horn. 59 

Further to this, the organ is also likely to have been reworked in order to add greater clarity. 

 

3.4.4 – Bishop Branscomb’s Tomb Canopy 

Although less well known, a further group of eight angel musicians is found elsewhere in the 

cathedral on a fifteenth-century tomb canopy in the south-east corner of the building (figure 3.18), 

which decorates the earlier tomb of Bishop Branscombe (died 1280) and – according to a reference 

 
59 Ibid., 134-9. 

Figure 3.18: Bishop Branscombe’s thirteenth-century effigy and fifteenth-century tomb canopy, Exeter Cathedral. 
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to a ‘new tomb’ in the fabric rolls – was added in around 1442.60 These musicians have not received 

the same level of attention as those on the ‘Minstrels’ Gallery’ and so warrant a greater level of 

discussion here, focusing on several images of the tomb produced in the nineteenth century. The 

earliest of these is in John 

Kendall’s An Elucidation of 

the Principles of English 

Architecture, Usually 

Denominated Gothic of 

1818, and the other was 

published eight years later 

in John Britton’s History and 

Antiquaries of the Cathedral 

Church of Exeter (figures 

 
60 Cherry and Pevsner, Devon, 379-380. 

Figure 3.19: Bishop Branscombe’s tomb in 1818. ‘Plate XVIII’ in John Kendall, An Elucidation of the Principles of 
English Architecture, Usually Denominated Gothic (London: Murray et al, 1818), author’s collection. 

Figure 3.20: Bishop Branscombe’s tomb in 1826. John Britton, The History and 
Antiquaries of the Cathedral Church of Exeter (London: Longman et al, 1826), 
reproduced in Percy Addleshaw, The Cathedral Church of Exeter (London: George 
Bell & Sons, 1899), author’s collection. 
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3.19 and 3.20).61 Both of these show the south side of the tomb and the four angel musicians which 

reside there, now clearly identifiable as playing (from left to right) shawm, portative organ, rebec 

and bagpipes. In addition to these earlier images, two have also been identified from later in the 

century: a stereoview photograph from c. 1859 belonging to the author which shows part of the 

south side, and a lithograph from 1884 illustrating the same side from two different angles (figures 

3.21 and 3.22).62  

Unlike those on the gallery, the angels that appear on the tomb canopy are a small detail in 

the overall structure and so have not been reproduced in detail in any of these nineteenth-century 

images. Despite this, these illustrations and photographs can still aid in establishing what changes – 

 
61 John Kendall, An Elucidation of the Principles of English Architecture, Usually Denominated Gothic (London: 
Murray et al, 1818); and John Britton, The History and Antiquaries of the Cathedral Church of Exeter (London: 
Longman et al, 1826). 
62 Stereoview of Exeter Cathedral (c. 1859), author’s collection (date given by Ray Norman, Personal 
Communications); and James Akerman (photo-lithographer and printer), ‘View of the Tomb of Bishop 
Bronescombe Looking into the Lady Chapel, Exeter Cathedral’, in The Building News (1884). 

Figure 3.21: Bishop Branscombe’s tomb in a lithograph of 1884. James Akerman (photo-lithographer and 
printer), ‘View of the Tomb of Bishop Bronescombe Looking into the Lady Chapel, Exeter Cathedral’, in The 
Building News (1884), author’s collection. 
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if any – have been made to the carvings. First of all, Britton’s illustration agrees far more closely with 

the general positioning of the angels as they are found today, compared to Kendall’s where some 

marked differences can be observed, the organist being one example of this. Despite this, no 

instruments are discernible in Britton’s illustration, with the two musicians on the left being 

particularly unclear due to shadow. This does not, however, suggest that they were not present at 

the time as the shawm and rebec are visible in the earlier engraving, albeit with some noticeable 

differences when compared to their current state. Specifically, the shawm is narrower with a more 

prominently flared bell while the player’s left hand is in a different position; and the rebec is more 

like a lute in size and is shown held to the chest (rather than the ear) with the angel’s opposite hand 

holding its neck. It is also at a significantly different angle and has strings – which it now does not – 

and no bow – which it now does. The stereoview includes only the shawm and organ players, which 

appear to be in their current form despite the lack of clear focus in the image, while the 1884 

illustration also generally agrees with the current form of the monument, other than a few 

noticeable exceptions. These include: a thinner shawm than today; a box-like organ in one of the 

views; and a round soundhole on the front of the rebec. Only the 1884 illustration includes the 

Figure 3.22: Bishop Branscombe’s tomb in a stereo photograph of c. 1859, author’s collection. 



 

99 
 

decorative parapet that can now be seen on the top of the monument, suggesting that some work 

must have taken place between the 1860s and 1880s.63 However, the similarity between the angels 

in the stereoview and those seen in the present day suggests that no major changes were done to 

these figures or their instruments at this point. 

Two obvious causes can be suggested for the earlier discrepancies. Firstly, that the tomb 

canopy went through a major renovation between 1818 and 1826; and secondly that Kendall – being 

more interested in the general design of the canopy than the details of the carvings – did not intend 

to reproduce each angel accurately. In support of this is Kendall’s accompanying text, which 

describes the tomb as ‘in excellent preservation’, suggesting that a restoration would have been 

unnecessary at the time.64 Additionally, the comparison of the stereoview to the 1884 illustration – 

and indeed the comparison of the two different views used in 1884 to each other – show how such 

small details could easily be changed slightly in the drawing process. 

The carvings themselves are somewhat varied, with some potential anomalies such as a lute 

on the north side whose small, round body gives an appearance more akin to a banjo, and some 

instruments lacking in detail when compared to others. This is especially evident when comparing 

the two psalteries on the same side; one has raised, chamfered edges and tunings pins, while its 

neighbour is little more than a flat block in the shape of a ‘pigsnout’ psaltery. At the same time some 

details are recognisably medieval and unlikely to have been the work of a nineteenth-century 

restorer, chief amongst these being the quill plectrum used by the lutenist and which is held 

between the first and second fingers in a way often seen in contemporary illustrations (see the lute 

at Atherington, for example). On balance, it seems likely that while some restoration may have 

occurred, many genuine fifteenth-century aspects remain; sadly the rather crude overpainting which 

 
63 Although the top of the canopy cannot be seen in the stereoview, it is clear that Bishop Stafford’s tomb 
(visible in the background) still has a flat top. Given the symmetrical nature of the two tombs, it seems unlikely 
that their matching parapets would have been added at different times. 
64 Kendall, An Elucidation, 38. 
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the canopy suffered in the twentieth century has removed any chance of accurately untangling this 

puzzle in the near future.65 

 

3.4.5 – The Angel Roof of Buckland Monachorum 

The final large group of angel musicians belongs to a fashion for constructing roofs decorated with 

carved angels that was popular from the 1390s to the 1530 following on from the elaborate ceiling 

of Westminster Hall, mentioned earlier in this chapter.66 These were most popular in East Anglia but 

they are known elsewhere in Devon, such as in the hall of the former canons’ house at Exeter 

cathedral; however, the Buckland Monachorum roof is unique across the two counties for its 

combination of scale and the inclusion of musicians (figure 3.23).67 The only comparable example of 

this is in Bodmin, Cornwall, where one rebec playing angel has survived along with the photographic 

record of another playing a trumpet or shawm, long since lost. The context at Bodmin is quite 

 
65 Cherry and Pevsner, Devon, 380. 
66 Rimmer, Angel Roofs, 1, 4-5. 
67 Cherry and Pevsner, Devon, 411-412. 

Figure 3.23: The angel roof of Buckland Monachorum church, Devon, looking north east. 
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different, however, with small angels placed along the wall plate of a barrel-vaulted ceiling in a style 

quite common in Cornwall and Devon, and the musicians make up a small part of the total number 

of angels used. In contrast to this, Buckland Monachorum has a full contingent of musicians, all 

significantly larger than those at Bodmin, which decorate a more unusual hammerbeam roof. 

Unfortunately, these angels have been extensively repaired, possibly during the general 

restoration of the church which took place in the late 1860s (this is discussed at length in the 

gazetteer, appendix A).68 Because of this, and presumably due to their inaccessibility to researchers 

and remote location in relation to other angel roofs, these carvings have not received a great deal of 

scholarly attention. This can be seen in The Angel Roofs of East Anglia, where Michael Rimmer 

misses it from his countrywide map of such roofs, and when it has been looked at the results are 

generally unsatisfactory: Pevsner’s brief mention of ‘figures of music-playing angels; rather too much 

renewed, it seems’ is an obvious example of this.69  

Jeremy and Gwen Montagu’s coverage of these carvings is more extensive, but it is 

problematic in other ways. In her review of Minstrels & Angels: Carving of Musicians in Medieval 

English Churches, Mary Remnant has spotted a number of issues with the book, including the use of 

several different dates in relation to this group.70 The Montagus appear to have based their findings 

on a limited number of less than ideal images of the angels, something which is clear with greater 

familiarity with the carvings. For example, they show awareness of only one curved trumpet (south 

8), which is shown in a grainy and inadvertently mirrored photograph, and while they acknowledge 

that this is a nineteenth century replacement, they do not acknowledge the three other similar 

instruments, one of which is original, if somewhat restored. 71 

 
68 Notice regarding restoration of Buckland Monachorum Church, with subscription list, Plymouth and West 
Devon Record Office, 600/64 (1868); and Specifications and estimate of cost of restoration work, Plymouth and 
West Devon Record Office, 600/65 (1868). 
69 Rimmer, Angel Roofs, 3; and Cherry and Pevsner, Devon, 232. 
70 Mary Remnant, ‘Review of Minstrels and Angels: Carvings of Musicians in Medieval English Churches, by 
Jeremy Montagu and Gwen Montagu’, Music & Letters, 83/3 (2002), pp. 441-443, at 442. 
71 Jeremy Montagu and Gwen Montagu, Minstrels & Angels: Carving of Musicians in Medieval English Churches 
(Berkeley, CA: Fallen Leaf Press, 1998), 79, plate 35. 
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Given this, there is a clear case for a systematic review of the visual evidence in order to 

establish how much original material remains and what use it might be. With this in mind, it is 

fortunate that with suitable photographs it is possible to establish which parts of each carving are 

original and which are later additions. There may be some margin of error in this – for example it is 

difficult to tell if each angel’s wings are replacements as they are separate from the rest of the 

carving – but enough of a conclusion can be reached to present these figures in a new light.  

Despite there being a total of sixteen musicians, there are only seven unique musical 

instruments, as each side of the roof is a mirror of the other, and each side has the same instrument 

– a trumpet – at each end. As stated above, only one of these four trumpeters (the one in the south-

west corner of the nave) is medieval, but all the other angels are at least partially original. A brief 

summary of this is given below, with the angels numbered from west to east along the north and 

then the south sides of the nave; this is supported by figures 3.24-3.53, which demonstrate what is 

original and what is not, alongside photographs of the angels: 

North 1: folded trumpet. Entirely modern. 

North 2: wind instrument, probably a shawm. Heavily reconstructed with the lower half 

replaced in a different style to south 2; however, the instrument is intact from the player’s hands up. 

North 3: nackers. The beaters are replacements. 

North 4: psaltery. The angel’s right thumb is a replacement. 

North 5: unknown. The angel holds an instrument which is shaped like a modern violin and 

which the Montagus described as 'almost certainly the earliest English carving of a viol’; however, 

this has been entirely reconstructed.72 The bow has been fitted to the right hand in an unnatural way 

suggesting that whatever came before was of quite a different form, while the lower left arm and 

hand have been replaced removing any further evidence that this might have provided. Because of 

this, it is impossible to guess what instrument might originally have been intended. 

 
72 Ibid., 32, Plate 33. Montagu is actually referring to this angel’s twin (South 5) when making this claim, but 
the similarity is strong enough to consider them together here. 
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North 6: Harp. The string arm, pillar and strings are all replacements, leaving only the 

soundchest with possible evidence for earlier holes for strings. 

North 7: lute. Entirely original. 

North 8: folded trumpet. Entirely modern. 

South 1: folded trumpet. Half of the angel’s left hand is a replacement along with the upper 

part of the trumpet which it is gripping, this includes the mouthpiece. The bell is also likely to be a 

replacement, but as a similar bell has been replaced in a radically different style on north 2 it is 

possible be that this is original. This leaves the central section with its two bends remaining in its 

original form. 

South 2: wind instrument, probably a shawm. Entirely original, with an odd shaped bell. It is 

possible that this represents some kind of hornpipe, but it may also be an example of artistic licence 

or an indicator that it is a tenor shawm or bombard as suggested by the Montagus.73 

South 3: nackers. The beaters and the 

angel’s left arm are replacements. There is no 

evidence for the snare described by the 

Montagus.74 

South 4: psaltery. Entirely original. 

South 5: unknown. Right arm of angel 

and entirety of instrument replaced. As with 

north 5, there is no way of knowing what this 

might have been originally; even though both 

the left and right arms have survived between 

the two, this does not provide any obvious 

clues. 

 
73 Montagu and Montagu, Minstrels & Angels, 57. 
74 Ibid., 69. 

Figure 3.24: Buckland Monachorum ‘north 1’, a replacement 
angel playing a trumpet, probably nineteenth century. 
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Figure 3.115: Buckland Monachorum 'north 2', an angel 
playing a wind instrument. 

Figure 3.26: A drawing of Buckland Monachorum 
'north 2', with later material shown in grey. 

Figure 3.27: Buckland Monachorum 'north 3', an angel 
playing nackers. 

Figure 3.28: A drawing of Buckland Monachorum 'north 3', 
with later material shown in grey. 
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Figure 3.29: Buckland Monachorum 'north 4', an angel 
playing a psaltery. 

Figure 3.30: A drawing of Buckland Monachorum 'north 
4', with later material shown in grey. 

Figure 3.31: Buckland Monachorum 'north 5', an angel a 
replacement bowed string instrument, the original instrument 
is unknown. 

Figure 3.32: A drawing of Buckland Monachorum 'north 
5', with later material shown in grey. 
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Figure 3.33: Buckland Monachorum 'north 6', an angel 
playing a harp. 

Figure 3.34: A drawing of Buckland Monachorum 
'north 6', with later material shown in grey. 

Figure 3.35: Buckland Monachorum 'north 7', an angel 
playing a lute. 

Figure 3.36: A drawing of Buckland Monachorum 'north 7', 
this angel appears to be entirely original. 
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Figure 3.37: Buckland Monachorum 'north 8', a replacement 
angel playing a trumpet, probably nineteenth century. 

Figure 3.38: Buckland Monachorum ‘south 1’, an angel 
playing a trumpet. 

Figure 3.39: A drawing of Buckland Monachorum 
'south 1', with later material shown in grey. 
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Figure 3.40: Buckland Monachorum ‘south 2’, an angel 
playing a wind instrument. 

Figure 3.41: A drawing of Buckland Monachorum 
'south 2', with later material shown in grey. 

Figure 3.42: Buckland Monachorum ‘south 3’, an angel 
playing nackers. 

Figure 3.43: A drawing of Buckland Monachorum 
'south 3', with later material shown in grey. 
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Figure 3.44: Buckland Monachorum ‘south 4’, an angel 
playing a psaltery. 

Figure 3.45: A drawing of Buckland Monachorum 
'south 4', this angel appears to be entirely 
original. 

Figure 3.46: Buckland Monachorum 'south 5', an angel a 
replacement bowed string instrument, the original instrument 
is unknown. 

Figure 3.47: A drawing of Buckland Monachorum 
'south 5', with later material shown in grey. 
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Figure 3.48: Buckland Monachorum ‘south 6’, an angel 
playing a harp. 

Figure 3.49: A drawing of Buckland Monachorum 
'south 6', with later material shown in grey. 

Figure 3.50: Buckland Monachorum ‘south 7’, an angel 
playing a lute. 

Figure 3.51: A drawing of Buckland Monachorum 
'south 7', with later material shown in grey. 
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South 6: Harp. The two strings are 

modern, but everything else is original. 

South 7: Lute. The angel’s left hand, 

along with the head and most of the neck of the 

instrument are replacements. The bottom of 

the soundboard and part of the player’s right 

arm are also not original. 

South 8: folded trumpet. Entirely 

modern. 

Put together, the most important 

conclusion that can be reached from this is that 

all but two of the musical instruments (north 5 

and south 5) are still identifiable, and the fact that each carving is doubled across the aisle means 

that any information missing through damage is generally obtainable elsewhere. There are some 

exceptions to this – the nackers players’ beaters, for example – but the only instrument suffering 

from serious loss (other than the missing pair belonging to north and south 5) is the lone trumpet, as 

it has no pair to fill the missing information. Ultimately, the losses suffered here are similar to those 

of ‘Minstrels’ Gallery’ at Exeter, with the exception that at Buckland it is possible to build up a 

clearer picture of exactly what changes have been made. 

This may have helped to redeem this group of angel musicians, but compared to most of the 

instruments in the two Exeter Cathedral groups these carvings are crude and lack detail. At the same 

time, several of the ‘Minstrels’ Gallery’ instruments have been shown by Byng to be later 

replacements and it is difficult not to be a little suspicious of some of those on Bishop Branscombe’s 

tomb canopy given the slight inconsistencies in the early depictions of it and the thick layer of later 

paint. However, what is clear about all of these is that the angels depicted were always intended to 

be musicians, despite any actual or possible changes to their instruments made in the nineteenth 

Figure 3.52: Buckland Monachorum 'south 8', a replacement 
angel playing a trumpet, probably nineteenth century. 
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century. The choice of theme for the Gallery can be seen as part of the liturgical culture of the 

Cathedral, and the musicians of Buckland Monachorum can be understood as one piece of a wider 

fashion for angel roofs. However, all three groups, along with the pairs of lute and harp players 

already discussed and a small number of others are representatives of the wider importance of 

angels within medieval life, and are part of a rich culture of angel musicians which can be seen here 

and in other artwork across Europe. 

 

3.4.6 – ‘The Last Trump’: Angelic Trumpeters 

There is one final type of angel musician that deserves recognition, although its boundaries are a 

little less clear. This is the category of angels playing the trumpet, and specifically those associated 

with the Resurrection of the Dead and the Last Judgement. In the New Testament such an 

instrument is referred to in 1 Corinthians:  

Behold, I shew you a mystery; We shall not all sleep, but we shall all be changed, 
In a moment, in the twinkling of an eye, at the last trump: for the trumpet shall 
sound, and the dead shall be raised incorruptible, and we shall be changed.75 

And in 1 Thessalonians: 

For the Lord himself shall descend from heaven with a shout, with the voice of the 
archangel, and with the trump of God: and the dead in Christ shall rise first: 
Then we which are alive and remain shall be caught up together with them in the 
clouds, to meet the Lord in the air: and so shall we ever be with the Lord.76 

But it is in the Revelation of St John where this is most vividly portrayed, with seven angels playing 

seven trumpets in turn to punctuate the approach of the apocalypse.77 

 This important aspect of Christianity is often seen in art, and so trumpet playing angels 

frequently make an appearance within such scenes. For instance, examples can be found in the 

Doom paintings of English churches, such as that at North Leigh, Oxfordshire, where two trumpets 

are used, one straight instrument above the people bound for hell on the right hand side of the 

 
75 1 Corinthians 15:51-52, KJV. 
76 1 Thessalonians 4:15-17, KJV. 
77 Revelation 8-11, KJV. 
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image, and the other with an ‘S’ bend on the other side (figure 3.53). The well-known symbolism of 

these angels meant that they were not restricted to depictions of the Last Judgement, but could also 

appear in other places. This is something which is seen quite clearly on John Somerset’s tomb in 

Brent Knoll church, Somerset, where ‘EGO SUM RESURECTIO ET VITA’ (I am the resurrection, and the 

life), issues from the bell of the trumpet of an angel who hovers above a figure rising from their 

coffin in prayer (chapter four, figure 3.4.24). 

 Unfortunately, no such obvious representations of this have survived in either Cornwall or 

Devon, but this does not mean that they are not alluded to, and one of the clearest examples has 

already been mentioned: the painting of the angel Gabriel on a panel of the parclose screen in 

Bradninch church (figure 3.54). Gabriel is widely associated with the Last Trumpet in modern 

thought, as reflected in Milton’s Paradise Lost: 

He ended, and the son gave signal high 
To the bright minister that watched; he blew 
His trumpet, heard in Oreb since perhaps 
When God descended, and perhaps once more 

Figure 3.53: Late medieval painting of the last judgement featuring two trumpet playing angels, North Leigh, Oxfordshire. 
In the middle the dead are raised from their graves, they are then either welcomed into Heaven (left) or Hell (right). 
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To sound at general doom.78 

However, this appears to be a relatively 

recent innovation, and is not of biblical 

origin.79 The late medieval Bradninch Gabriel 

is therefore especially interesting, with his 

name painted at the bottom of the panel 

clearly identifying him. Writing in 1948 

McCasland was only able to identify one 

source of Gabriel as a trumpeter at a similar 

date to this, an illustration in a mid-fifteenth-

century Armenian manuscript, while he gives 

Milton’s Paradise Lost of 1667 as the first 

example of this in English culture.80 It is 

possible that the word ‘Gabrielus’ – along 

with further text used to identify St Sebastian 

and St Adrian on other nearby panels – could 

be a later addition, possibly dating from work carried out on the paintings in 1853; however, figures 

such as this are identified by written names elsewhere in Devon, meaning that the name could be of 

the same date as the painting.81 If the text is original, this would make the Bradninch angel highly 

significant as the earliest reference to Gabriel as a trumpeter in England. 

 The other examples of angels with trumpets found in the region are less easily to identify as 

none are named, and their relationship to the raising of the dead is less clear. The two angels in the 

 
78 John Milton, Paradise Lost and Paradise Regained (London: Collins Classics, 2013), 269. 
79 S. Vernon McCasland, 'Gabriel's Trumpet', Journal of Bible and Religion, 9/3 (1941), pp. 159-161, at 159-60. 
80 McCasland, 'Gabriel's Trumpet', 161. 
81 Another example of named figures can be seen on the rood screen in Wolborough church. Diane Wilks, 
Showing the Path to Heaven: A Celebration of Painted Panels in Devon Churches (Exeter: Azure Publications, 
2014), 82, 84. 

Figure 3.54: A trumpeting angel labelled ‘Gabrielus’ in Bradninch 
church, Devon. 
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seventeenth-century wall painting of 

Launcells church (at least one of whom holds 

a trumpet, while the other is also likely to do 

so but is too damaged to be certain) are part 

of a scene depicting the Old Testament 

figures Abraham and Isaac, while most others 

are shown on their own rather than as part of 

a scene. The connection between the 

trumpeting angel and Judgement Day was a strong part of medieval Christianity, however – as can 

be seen in Doom paintings such as that at North Leigh – and following the Reformation the 

continuation of this is found in the Brent Knoll monument. Although some stretch the boundary 

between angels and putti, the figures found adorning seventeenth-century funerary monuments in 

several Devon churches (see chapter four for further discussion of these) are likely to have at least 

alluded to this, and further examples which would probably have originally stood above pulpits (as 

well as one carving on a pulpit itself) must have been seen at least partially as a reminder of the Last 

Trump, and a warning to the congregation below.82 

 

3.5 – Conclusions 

Now that the range of religious art including music has been studied, it is possible to reach some 

conclusions about its nature and to address some of the questions raised earlier. An obvious point 

concerns the lack of scriptural basis for the majority of these images, despite their religious nature. 

The plasterwork King David at Lanhydrock House depicts music as part of a specific religious story, 

and others seem to have included music in biblical scenes which did not originally contain them in 

order to make them more familiar to contemporary audiences (the Annunciation to the Shepherds 

 
82 For more information on the role of these figures on monuments see the chapter four. The figures 
mentioned are at Bovey Tracey, Clayhanger, Clovelly and Hartland churches; and those possibly associated 
with pulpits are at Sidbury, Woodbury and others, the carving is at Shebbear. 

Figure 3.55: Detail of the text accompanying Bradninch’s 
trumpeting angel. 
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panel in Exeter Cathedral, for example). However, this kind of use is found in the minority of cases, 

and the other depictions of David use the harp simply as a means of demonstrating David’s identity, 

while the majority of the artworks which survive are entirely non-scriptural.  

 Despite this, the use of music is rarely without a purpose, even if this is no longer as clear as 

it might once have been. As with David’s harps, hunting horns and bells were used to identify 

particular saints, while the trumpets of Gabriel and his fellow angels served as a warning to 

parishioners of the coming of Judgement Day. Likewise, the Warning to Sabbath Breakers in Breage 

church includes musical instruments specifically to caution against their inappropriate use, 

something which became even more prominent in the work of sixteenth- and seventeenth-century 

writers such as Phillip Stubbes, who was prepared to say of musicians that: 

Who be more bawdie than they? who un-cleaner than they, who more licentious, and loose 
minded? who more incontinent tha[n] they? and briefely, who more inclyned to all kind of 
insolencie and lewdnes than they?83 

In the form of a pairing of lutenist and harp player, music has also been used in a more positive way 

to focus attention on and signify the importance of key religious scenes such as the Coronation of 

the Virgin; though when compared to contemporary art it is clear that while this use of music is 

common, the precise choice of instruments is not set and so may be purely coincidental.  

 In this role, music is very much subservient to the wider religious context of the artwork. 

This is even likely to have been the case for the larger groups of angel musicians, especially those on 

Bishop Branscombe’s tomb canopy where they form just a small part of the monument’s decorative 

scheme, despite being one of the most plentiful single sources of depictions of medieval musical 

instruments in either county. This is further emphasised in this instance by a matching canopy to 

another bishop’s tomb nearby whose angels are entirely without instruments – a small enough 

difference in the overall scene as to be entirely unnoticed by the casual observer. This shows that 

while the angels are there to demonstrate the status of the tomb’s occupant, the musical 

instruments are likewise able to give the angels themselves added interest but are not ultimately 

 
83 Phillip Stubbes, The anatomie of abuses (London: Richard Jones, 1583), sig. O5r. 
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essential. The result of this is that while musical instruments can be decorative, they are very rarely 

included purely for their own sake. 

 This goes some way to explaining the function of music within sacred artworks, but were 

these images and carvings being used as devotional objects in the way of some other medieval 

artwork? Certainly some musical instruments themselves could acquire this status, such as the 

saints’ bells mentioned earlier and some of the hunting horns which will be discussed in chapter five; 

but the nature of the surviving evidence does not suggest that this extended to those found in the 

region’s art. Rimmer highlights this in relation to roof angels, stating that they ‘were not devotional 

statues nor the object of individual focus, but were part of the overall roof scheme’, and this 

certainly applies to most of the bigger collections of musicians in the region.84 Likewise, in the cases 

where the musicians serve specific functions such as with the lute and harp pairings, at best these 

can be considered to support images which could themselves have served a devotional function. The 

most likely cases for devotional use are the instruments held by saints; however, these only include 

simple signalling instruments (bells and hunting horns) which have been included solely for their 

potential to identify their respective holders. One issue which should be considered is that images of 

an expressly devotional nature are more likely to have been destroyed than other art. However, the 

images of saints on rood screens show that musical instruments are extremely rare even amongst 

these highly religious artworks; suggesting that as far as can be seen this may have been the case 

more generally across images of saints and other objects with devotional potential. 

 This leads on to a consideration of the effects of the changing tastes of the Reformation 

upon this art. The negative impact that this would have had upon earlier artwork hardly needs 

reiterating, as it is inevitable that many artworks containing music would have been lost at this time. 

However, it is possible that this may not have been as extreme as it could have been, if indeed the 

rood screen panels provide an accurate insight into the proportion of devotional art which included 

music. Likewise, the elevated nature of sources such as the Exeter ‘Minstrels’ Gallery’ and the 

 
84 Rimmer, Angel Roofs, 17. 
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Buckland Monachorum roof are likely to have helped with their survival by removing them from the 

immediate clutches of the iconoclasts.85 

 One thing that does emerge from these sources is that the Reformation changed the type of 

art being produced. Although the numbers of surviving images showing musicians produced in the 

late medieval period outweighs those created later, angels and angel like figures with trumpets 

became more popular that they were before. Similarly, the lessening of taste for biblical scenes in 

churches is somewhat counteracted by the survival of several seventeenth-century artworks 

including musical content in private homes, most prominently the plasterwork King David at 

Lanhydrock House, which is just a small feature of a large ceiling devoted to Old Testament subjects. 

A century after the Reformation, this is something which could still have been volatile in the wrong 

setting as discussed by La Borde in relation to the entirely secular plasterwork of St Michael’s 

Mount:  

In complete contrast to work carried out at around the same time at Lanhydrock 
House near Bodmin and Prideaux Place in Padstow, where the owners 
manifested their piety by commissioning large plaster images of biblical scenes, 
at St Michael’s Mount it was considered safer to avoid using religious imagery in 

an ex-monastic setting where it might be misconstrued as devotional art.86 

While the medieval period might have allowed for greater decorative use of musical 

instruments than later – something which is particularly obvious when confronted by any of the 

three large groups of angel musicians – these images are set apart from others by the sacred 

background which unites them, even if they do not have the devotional function of some religious 

art. Despite representing a number of different genres and being formed from a mix of various 

mediums, the vast majority of these have specific functions within this tradition: some are intended 

to support more important religious scenes; some provided warnings to erring parishioners; and 

 
85 Ibid., 2. 
86 Karen Margaret La Borde, ‘Hunting for Hidden Meaning’: An Analysis of the History, Interpretation and 

Presentation of Seventeenth-Century Plasterwork at St Michael’s Mount, Cornwall, MPhil thesis, University of 

Birmingham, Birmingham, 2011, 40. 
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others more generally helped to inspire the congregations to whom they would have been most 

familiar as part of the wider furnishings of their churches. 
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Chapter Four 

Musical Imagery and the Funerary Monument 

4.1 – Introduction 

Funerary monuments are a common sight in the English parish church, and they can also be a fruitful 

source of musical imagery. They are separated from many other church fittings by the enduring 

nature of the desire to create them. While the fashion for wall paintings, bench-ends and rood 

screens has changed depending on the religious shifts discussed in the previous chapter, the wish to 

be remembered and to remember others has resulted in a wide spread of monuments across the 

period studied here. As well as this, they are set apart by their function within the church building, 

serving an individual or family purpose far more than a religious one. A further distinction is that 

they are often (though sadly not always) in a relatively complete state and include both artistic and 

written components, something which is generally not the case in any other forms of church art 

from the period of study covered by this thesis. Because of their distinct status and relatively 

complete context, the musical imagery found on funerary monuments forms a relatively self-

contained group, and it is this collection that has formed the basis of this chapter. 

 This distinction has meant that funerary monuments have already formed the basis of a 

number of academic studies, both locally and more widely. Christine Faunch’s PhD thesis Church 

Monuments and Commemoration in Devon c.1530-c.1640, provides a detailed study of the Devonian 

trade in monuments and the principal workshops involved, while a similar study in Cornwall is found 

in Paul Cockerham’s Continuity and Change: Memorialisation and the Cornish funeral monument 

industry 1470-1660.1 National studies are provided by Katherine Esdaile and Nigel Llewellyn, among 

others.2 Some specific features of the funerary monument have also warranted attention in their 

 
1 Christine Faunch, Church Monuments and Commemoration in Devon c.1530-c.1640, PhD thesis, University of 
Exeter, Exeter, 1998; and Paul Cockerham, Continuity and Change: Memorialisation and the Cornish funeral 
monument industry 1470-1660 (Oxford: Archaeopress, 2006). 
2 Katharine A. Esdaile, English Church Monuments 1510-1840 (London: B. T. Batsford, 1946); and Nigel 
Llewellyn, Funeral Monuments in Post-Reformation England (Cambridge: Cambridge University Press, 2000). 
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own right, such as in Jean Wilson’s ‘Ethics Girls: The Personification of Moral Systems on Early 

Modern English Monuments’, which considers the personified figures of the Virtues often seen on 

early modern monuments.3 However, musical imagery has generally only been considered as part of 

these wider topics, and so this chapter is able to provide a detailed description of this within 

Cornwall and Devon for the first time. 

 Studying this group of images raises several questions. The primary issue – why depictions of 

musician and musical instruments were chosen – feeds directly into the overarching topic of this 

thesis; however, this can be broken down more specifically for the context of the funerary 

monument in order to ask whether instruments or music-making have specific symbolic meanings in 

relation to death and commemoration, or if there is some other reason for their inclusion in these 

monuments. One other key area where this chapter is relevant is in understanding the context of 

such imagery: can one representation of a musical instrument be understood on its own, or does it 

need to be considered as part of a wider study of its setting (both as part of the rest of the 

monument on which it is shown and also in relation to other similar monuments) for it to make 

sense? 

 Although heraldry is common as part of memorialisation, and therefore heraldic musical 

instruments frequently appear in this context, these have largely been excluded from this chapter as 

they are separate from the wider decorative scheme of the funerary monument (see chapter two for 

further consideration of this). This aside, the musical imagery of the region’s funerary monuments 

can be divided neatly into two categories: musical instruments which appear in isolation as part of 

the decorative scheme of a monument; and those that are shown with performers or otherwise as 

part of wider scenes. This chapter first considers the wider context of the monument in the period, 

and the ways in which it was used, before looking at each of these types of musical imagery in turn. 

 

 
3 Jean Wilson, ‘Ethics Girls: The Personification of Moral Systems on Early Modern English Monuments’, Church 
Monuments, 13 (1998), pp. 87-105. 
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4.2 – Context, Difficulties and Function 

The arts have a long history of association with memorialisation, and in music such examples spring 

to mind as William Byrd’s famous elegy for Thomas Tallis (d. 1585), Ye Sacred Muses: 

Ye sacred Muses, race of Jove, 
Whom Music’s lore delighteth, 
Come down from crystal heav’ns above 
To earth, where sorrow dwelleth, 
In mourning weeds, with tears in eyes: 
Tallis is dead, and Music dies.4 

This was not restricted to music, however, as literary elegies celebrating the achievements of their 

subject or mourning their passing became popular from the end of the medieval period onward.5 

Similarly in the visual arts is the late sixteenth-century portrait of Sir Henry Unton, which was 

commissioned by his widow and contains multiple scenes from his life – this painting is well known 

to musicologists through its depictions of domestic music-making.6  

However, a key part of artistic commemoration throughout the period was the erection of 

monuments in and around church buildings. As a part of the region’s culture, the origins of such 

monuments can be traced back to the early medieval period, with around 80 inscribed stones 

surviving in the South West from between the fifth and eleventh centuries. These outdoor stones 

generally contain a short Latin text and on occasion are also provided with decoration; however, 

their exact function is not known, and they are very different to the church monuments of later 

centuries. 7 Instead, it is not until the later Middle Ages that musical imagery begins to appear. The 

earliest surviving examples of this in the region are of stone and brass, and date from the fourteenth 

 
4 Mike Smith, ‘'Whom Music's Lore Delighteth': Words-and-Music in Byrd's "Ye sacred Muses"’, Early Music, 
31/3 (2003), pp. 425-435, at 425-426. 
5 Dennis Kay, Melodious Tears: The English Funeral Elegy from Spenser to Milton (Oxford: Clarendon Press, 
1990), 9; and David Kennedy, Elegy (Routledge: Abingdon, 2007), 16-17. 
6 Sir Henry Unton, <https://www.npg.org.uk/collections/search/portrait/mw06456/Sir-Henry-
Unton?LinkID=mp04590&search=sas&sText=Henry+Unton&role=sit&rNo=0>, accessed 26 June 2019. For 
examples of musicological works that make use of this painting, see: Warwick A. Edwards, ‘The Performance of 
Ensemble Music in Elizabethan England’, Proceedings of the Royal Musical Association, 97 (1970-1971), pp. 
113-123; Richard Rastall, ‘Spatial Effects in English Instrumental Consort Music, c.1560-1605’, Early Music, 
25/2 (1997), pp. 268-288; and John Bryan, ‘'Their last foile and polishment': aspects of compositional 
refinement in the consort dances of Dowland and Holborne’, Early Music, 41/2 (2013), pp. 219-237. 
7 Elisabeth Okasha, Corpus of Early Christian Inscribed Stones of South-west Britain (London: Leicester 
University Press, 1993), v-vi, 14, 55-57. 
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and fifteenth century. One of these is probably also the most spectacular, with eight angel musicians 

playing instruments on the c. 1442 canopy that covers Bishop Branscombe’s thirteenth-century 

tomb in Exeter Cathedral – this has been considered in greater detail in chapter three (see chapter 

three, figure 3.18).8 From this point onwards, the number of monuments being built – and also the 

number of surviving images of instruments – generally increases across the sixteenth and 

seventeenth centuries.9  

Funerary monuments have a unique advantage over most other types of church art in that 

they are regularly marked with a specific date; and even if they are not, then the date of the death 

of the person commemorated may be known from elsewhere, and so hint at the time of its 

construction. However, this is not always as helpful as it first appears; these monuments were often 

designed and erected well before the death of their subject, something exemplified by William 

Shakespeare in Much Ado About Nothing, who writes that ‘if a man do not erect in this age his own 

tomb ere he dies, he shall live no longer in monument than the bell rings and the widow weeps.’10 

This worry was clearly a justified one, as is shown by the monument to the first Lord Rich in Felsted, 

Essex: upon his death in 1567 he left the erection of his tomb to his successor who died in 1581 

without having carried out this task, but with a request left to his son ‘to cawse to be made for my 

Father and mee a comlye and decente tombe’.11 In turn, the third Lord Rich’s 1617 will required that 

a ‘comelie and decente tombe for my grandfather, my Father, my brother Richard Deceased and for 

my selfe’ would be ‘erected and made within eighteen months after my Decease’; thus, it was not 

until after his death in 1620 that a monument which might otherwise have been ascribed a date of 

1567 was erected.12 As exemplified by this case, tombs were often built well after the death of their 

occupant. In Devon and Cornwall, this is seen in Sir Bevil Grenville’s monument in Kilkhampton 

 
8 Bridget Cherry and Nikolaus Pevsner, The Buildings of England, Devon (London: Yale University Press, 1991), 
379-380. 
9 Llewellyn, Funeral Monuments, 6. 
10 William Shakespeare, Much Ado About Nothing, act V scene II, in Jonathan Bate and Eric Rasmussen (eds.), 
William Shakespeare: Complete Works (Basingstoke: Macmillan, 2007), 300. 
11 Esdaile, Church Monuments, 89. 
12 Ibid., 89. 
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church, Cornwall (figure 4.1). At first glance, his 

death in 1643 and the inclusion of a drum, two 

trumpeting angels and more musical imagery in 

his coat of arms (the ‘clarions’ of the Grenville 

coat of arms has already been discussed in 

chapter two) appears to make it ideal for this 

study; however, it is only by the fortunate 

inclusion of some additional text at its bottom 

that its true date is known: 

To þe: Immortall memory of his 
Renown’d Grandfther this | 
Monuement was erected by þe: Right 
Hon:ble George Lord | Lanſdowne 
Treaſurer of þe: Houseſold to Queen 
Ann & | one of her Majeſtys most 
Honble Privey counsel &c in þe: | year of 
our Lord 1714.13 

Without this, it would have been far more 

difficult to know when the monument was created. 

According to Nigel Llewellyn’s estimate, there are almost 4,000 sculpted funeral monuments 

surviving in England from between the 1530s and 1660. Of these, he identifies 77 in Cornwall and 

179 in Devon, a difference which is broadly in line with the sizes of the two counties.14 This makes a 

total of 256, out of which I have found 26 which include some kind of musical imagery, with another 

ten if the date range is extended back to the earliest example (in this case the fourteenth century) 

and forward to the end of the seventeenth century in line with the rest of the thesis. Of these 36 

(listed in figure 4.2), ten monuments’ only musical content is of an armorial nature. This leaves a 

total of 26 monuments spread across 24 churches (explained by the presence of three relevant  

 
13 Quoted inscriptions from monuments are transcribed by the author unless otherwise stated. See gazetteer 
for full texts where not given. 
14 Devon has one monument for every 14.52 square miles, compared to 17.59 square miles for Cornwall: 
Llewellyn, Funeral Monuments, 6-9, 13. 

Figure 4.1: Monument in Kilkhampton church, Cornwall to Sir 
Bevil Grenville (d. 1643), erected in 1714. Two figures can be 
seen holding trumpets on the top of the monument. 
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monuments in Exeter Cathedral); however, while the figures given earlier would suggest that just 

under half of these monuments should be in Cornwall, there are in fact only four, with another three 

monuments in the county containing only heraldic musical imagery. One explanation for this could 

be the workshop system of the period: although some monuments were brought in from a 

neighbouring county or further afield as a way of impressing others, keeping family ties or showing 

religious affiliations, the majority were commissioned from local workshops.15 The popularity of 

engraved slate monuments – a type that rarely includes musical images – in Cornwall but not Devon, 

is an example of the difference between the two counties.16 It is therefore possible that there was 

enough of a separate stylistic culture to have led to this discrepancy, with the types of monument 

generally created by the Devon workshops being more prone to include musical imagery than those 

of their Cornish counterparts. 

In order to understand the art of the monuments of the period in question on anything 

other than a superficial level, it is important to give consideration to their function. As Peter Sherlock 

states in Monuments and Memory in Early Modern England, ‘Monuments have one primary task: to 

attract visitors and make them remember the dead.’17 However, their purpose often goes far beyond 

this, and is something that changed across the period, especially with the move away from the idea 

of intercession for the dead at the Reformation. Sherlock further relates that ‘Unlike most historical 

sources […] a monument is the self-proclaimed voice of the past. It actively demands our attention 

and even competes with the visions set forth by other tombs.’18 This is often clearest in the text, 

such as the proud political statement of John Velty’s (d. 1694) monument in Hartland church, Devon 

(Figure 4.3, the trumpeter on the top of which will be discussed later) which describes how Velty: 

faithfully served that Glorious | prince Charles the martyr, and his son, | Dureing the 
late civill wars of England, | As a Captain Leiuetenant to Soir: Robr: Cary, | And 
haveing Surviv’d these Calamitys, | Liv’d to the Enioyment of peace, | prosperity. 
and a good old age. 

 
15 Llewellyn, Funeral Monuments, 68, 94. 
16 Cockerham, Continuity and Change, 144-146. 
17 Peter Sherlock, Monuments and Memory in Early Modern England (Aldershot: Ashgate, 2008), 1. 
18 Ibid., 1. 
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However, this voice can also be more subtle, or 

at least less clear to a modern audience who 

are unfamiliar with the symbolism of the 

period, such as is the case with the monuments 

made by the ‘south-west Devon’ workshop, 

which was active somewhere around Plymouth 

in the first half of the seventeenth century.19 

Paul Cockerham identifies the inclusion of 

allegorical statues and the use of certain poses 

and costumes on monuments by this school in 

Cornwall as evidence of a display of their 

patron’s Puritan faith.20  

Even when a tomb does not seek to tell 

a particular story in this manner, its function 

still goes beyond that of simple commemoration. Indeed, Llewellyn writes that ‘Monuments sought 

to replace the deceased within society, to give an impression of stability and, on behalf of the newer 

members of the community of honour, of lengthy continuity with the past.’21 However, this means 

that accuracy and honesty, both in text and in art, were not always the priorities of the craftsmen 

involved, something which Sherlock touches upon when he states that ‘Tombs were eminently 

suited to promoting one’s place in the world not as it actually was but as it should have been.’ 22 An 

example of this is found at Bigbury church, Devon, where an incised slate monument to John (d. 

1612) and Jane (d. 1589) Pearse includes a coat of arms to which they were not entitled. As a result 

of this, during the College of Arms’ 1620 visitation to the county their son Thomas was deemed 

 
19 Faunch, Church Monuments and Commemoration, 72-74. 
20 Cockerham, Continuity and Change. 
21 Llewellyn, Funeral Monuments, 235. 
22 Ibid., 230. 

Figure 4.3: John Velty’s (d. 1694) monument in Hartland 
church, Devon. 
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ignoble and made to give up any claims of being an armiger, a situation which cannot have been 

socially advantageous.23 

Funerary monuments had a distinct and complex social function, both as representations of 

the individual and of their place in society. Images of music are just a small part of this system, and 

are only found on a small number of monuments; because of this, their function can only be read as 

part of this wider whole. Llewellyn writes that ‘Monuments were erected to those who claimed their 

memory desired preservation achieved by exploiting systems of imagery addressed to audiences of 

the visually literate through architectural and sculptural form’.24 If musical imagery cannot be 

studied within this wider visual language, then only part of the significance it once possessed will be 

understood. Going further, this wider approach can also begin to make it possible to study and 

understand the musical imagery of the funerary monument for its symbolic value and so reveal how 

it functioned as part of the culture of the time. 

 

4.3 – Musical Instruments as Symbols and Decoration 

4.3.1 – Symbols of Death and Symbols of the Military 

Alongside the ubiquitous figures of kneeling offspring, one feature common to many sixteenth- and 

seventeenth-century monuments is a profusion of decoration which covers almost every available 

surface (figure 4.4). Many decorative figures make appearances across different monuments, and 

some of these are still instantly recognisable as symbolically significant – such as the hourglass or 

scythe, the meaning of which is clear. Alongside these images, musical instruments are also used in 

this decorative fashion, with seventeen monuments broadly exhibiting this, all but three of which 

are in Devon.25 This type of imagery is generally found in relief carving as part of sections of 

 
23 This information was taken from an uncredited information sheet on display in Bigbury church, and is 
backed up in: Charles Worthy, Devonshire Wills (London: Bemrose, 1896), 501. 
24 Nigel Llewellyn, ‘”Plinie is a weyghtye witness”: The Classical Reference in Post-Reformation Funeral 
Monuments’, in Lucy Gent (ed.), Albion’s Classicism – The Visual Arts in Britain, 1550-1660 (New Haven, CT: 
Yale University Press, 1995), 151, 158. 
25 These can be seen in figure 4.2 under ‘drum’, ‘decorative group’, ‘trumpet’, and ‘bell’. This includes one 
instance in St Mawgan in Pydar church, Cornwall (where four cornetts or horns appear in the decorative 
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strapwork or other similar decoration, which 

are often behind pillars or on narrow panels on 

the sides of monuments making them difficult 

to view, but are also occasionally found on 

larger panels of their own. Further distinctions 

can be made between decorative figures which 

contain a range of musical instruments with less 

direct symbolic associations (discussed later), 

and those where individual instruments have 

been used for their own specific symbolic 

function. 

When individual instruments appear, 

this is most commonly because of their ability 

to function as symbols of the military, as is the 

case on twelve separate monuments. The majority of these symbolic instruments are drums 

(sometimes appearing singly and sometimes as a pair, mirrored across the monument), while 

trumpets are also used (figure 4.5 and 4.6). These instruments would have been familiar to the early 

modern soldier, and the martial implications can often be further established from their context. 

This is something which Faunch touches upon when she describes Sir Simon Leach’s (d. 1637) large 

monument in Cadeleigh church, Devon as ‘being covered with panoplies militis, a popular decorative 

motif which harks back directly to the martial concept of heroism whilst intimating the patron's own 

"knightly" engagement therewith.’26 Leach’s monument includes two drums amongst this collection, 

 
border of a coat of arms); however, the style and use of musical imagery in this instance is quite different to 
that of the others and so has otherwise been excluded from the discussion. 
26 Leach’s will records that his monument had already been erected before his death. Faunch, Church 
Monuments and Commemoration, 87, 286. 

Figure 4.4: Extensive decoration on Sir John Acland’s 
(d. 1619/20) monument in Broadclyst church, Devon. 
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and the monument to Arthur, Viscount 

Chichester (d. 1674) in Eggesford church is 

another good example of this. The tomb, which 

was erected in 1650, twenty-four years before 

the Viscount’s death, is based around an arch in 

the wall of the nave; on the inside of this arch 

are eleven panels which contain various 

helmets, pieces of armour, swords, guns, and 

other military items.27 In this context we find 

two of the panels (those immediately to the 

east of the centre of the arch): the first 

contains a trumpet in front with a poleaxe or 

halberd, and what appear to be some kind of 

decorative tassels behind; while the second is 

comprised of a drum in front with a draped flag 

and what appear to be two drum sticks behind. 

As well as these two examples, every other 

drum bearing monument listed in figure 4.2 

includes other instances of these military 

symbols in some form, and so the martial 

implication is clear. 

The symbolism of death, mortality and 

the passing of time is even more common than 

that of the military on the monuments of the period; hourglasses and scythes have already received 

a mention, but these are added to by various coffins, spades, skulls and, on three Devonian 

 
27 Cherry and Pevsner, Devon, 352. 

Figure 4.5: One of several drums included in the decoration of 
the Acland monument in Broadclyst church. 

Figure 4.6: A trumpet on the Acland monument, Broadclyst 
church. 
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monuments, bells (figure 4.7).28 This type of symbolism is not unique to monuments, with death and 

mortality often portrayed through such imagery elsewhere, such as in vanitas paintings, where the 

emblematic power of such objects would often form the focus of the artwork.29 Although not 

common as a vanitas symbol, association of bells with death was not new: before the Reformation 

they had been used as a call to pray for the souls of the dead or dying, and so due to this pre-

Reformation heritage these instruments were not without their controversy in the sixteenth and 

seventeenth centuries – with a number of writers, politicians and religious leaders arguing against 

them, and even for them to be ‘taken down, and melted for the service of the state’. However, their 

use continued, and in the seventeenth century it was acceptable for a single bell to be tolled 

immediately before and after a death followed by a short peal of more than one bell prior to and 

following the subsequent burial service. 30 This ensured that the bell retained an association with 

death that is still familiar in the present day.31 

Of the three 

monuments that include bells, 

two are presented in a similar 

style to some of the drums 

mentioned earlier, with one 

on each side of the 

composition behind pillars. 

Also as with military symbols, 

these are found as part of 

 
28 Faunch, Church Monuments and Commemoration, 420. 
29 Liana DeGirolami Cheney (ed.), The Symbolism of Vanitas in the Arts, Literature, and Music: Comparative and 
Historical Studies (Lewiston: The Edwin Mellen Press, 1992), 120-121. 
30 Christopher Marsh, Music and Society in Early Modern England (New York: Cambridge University Press, 
2010), 454, 467-8, 472; Llewellyn, Funeral Monuments, 48. 
31 For more information on the use of bells around death in this period, see: Dave Postles, ‘’Ring Out Those 
Bells’: Death and the Social Order in Early-Modern Leicestershire’, Transactions of the Leicestershire 
Archaeological and Historical Society, 80 (2006), pp. 31-41. 

Figure 4.7: One of two bells on a monument to Adrian Moore (d. 1617) in 
Broadhembury church, Devon. The other is in a mirrored position on the opposite 
side of the monument. 
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wider groups of images, with a plethora 

of digging tools, hourglasses, skulls and 

winged hearts accompanying the bells of 

Adrian Moore’s (d. 1617) wall monument 

at Broadhembury and a similar collection 

alongside those of Bishop Cotton’s (d. 

1621) tomb in Exeter Cathedral.32 Both of 

these monuments were built by 

workshops from outside of the county 

(Somerset for Broadhembury and London 

for Exeter Cathedral), leaving only one, 

which is dedicated to John Hele (d. 1608) 

in Wembury church, having been built by 

the local ‘south-west Devon’ workshop 

(figure 4.8).33 This bell is different from 

the others: it is bigger and more 

prominent; has the headstock of a church bell at the top rather than the more delicate ribbons used 

elsewhere; and while there are plenty of familiar symbols of death elsewhere on the monument, 

they do not surround it quite as closely as on the other tombs. However, one of the most important 

features here is the text ‘OMNES PREPARATE’, which adorns the front of the bell and seems to 

provide an additional moralising tone to this traditional symbol of mortality by giving the command 

all prepare to the congregation below.  

 

 

 
32 Faunch, Church Monuments and Commemoration, 420. 
33 Ibid., 156, 275, 421. 

Figure 4.8: An elaborate church bell on the side of John Hele’s 
(d. 1608) monument in Wembury church, Devon. The text reads 
‘OMNES PREPARATE’. 
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4.3.2 – Groups of Musical Instruments 

While some musical instruments contain obvious symbolic meaning, four Devonian monuments at 

Bovey Tracey, Broadclyst, Dunsford and Tawstock (figures 4.9-4.12) are decorated with a rich array 

of stringed and wind instruments. All of these date to the first third of the seventeenth century, and 

are the most musically rich sources of any Devonian monuments from this century with shawms, 

cornetts, lutes and viols carved in relief on them, as well as some also exhibiting trumpets and 

drums. These instruments are arranged in groups, sometimes alongside other objects, which provide 

some connections between the different monuments; for example, a group of cornett and shawm 

which is found along with a bow and arrow, and a quiver of more arrows behind a mask-like 

grotesque face (figures 4.13 and 4.14). This particular group is seen in three places on the 

monument to Nicholas Everleigh (d. 1617, monument dated 1620) at Bovey Tracey and in two on 

Figure 4.9: A monument dedicated to Nicholas Everleigh 
(d. 1617), and dated 1620 in Bovey Tracey church, Devon. 

Figure 4.10: Sir John Acland’s (d. 1619/20) monument in 
Broadclyst church, Devon. 
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Thomas Fulforde’s (d. 1610) 

tomb at Dunsford. Similar 

links can be made to Sir 

John Acland’s (d. 1619/20) 

monument at Broadclyst, 

which includes a similar 

combination of weaponry 

alongside a drum to that 

which is found at Dunsford 

(figures 4.5 and 4.15); but the same cannot be said for the monument to William Bourchier, Earl of 

Bath (d. 1623) at Tawstock. Although this includes a combination of lute, viola da gamba and wind 

instruments that is also seen at Bovey Tracey (figures 4.16 and 4.17), and of wind instruments with 

books (a symbol of learning) which is also at 

Bovey Tracey and Broadclyst (figures 4.18 and 

4.19), these instruments are noticeably 

different in style. 

 In the church art of Cornwall and 

Devon, it is rare to be able to ascribe work to a 

particular individual or workshop; however, this 

is far more common when considering funerary 

monuments. Even without this, the similarities 

between these images strongly suggest a link 

between at least three of these monuments, 

and so it is fortunate to learn that all but the 

Tawstock monument have been attributed to 

the Exeter-based workshop of John Deymond, 

Figure 4.11: Thomas Fulforde’s (d. 1610) monument in Dunsford church, Devon. 

Figure 4.12: Monument dedicated to William Bourchier, Earl 
of Bath (d. 1623) in Tawstock church, Devon. 
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who was active between around 1608 and 1620.34 Bourchier’s Tawstock monument, described by 

Faunch as ‘one of the county's grandest pieces, with a "metropolitan" appearance’ and with its use 

of similar but stylistically distinct imagery, is the one exception to this. Despite the possibility for it to 

be attributed to the London workshop of William Cure, Faunch believes that it could instead be of 

local manufacture by the Devonian Wellar workshop, the proprietor of which may have been a 

former employee of Cure.35  

Two questions emerge from this: what is the link between the imagery on the Bourchier 

monument and the other three; and what is the meaning (if any) of this imagery. When discussing 

the first point it is worth considering the social importance of William Bourchier, whose monument 

dates from around 1630, making it the latest of the group. On this subject, Faunch writes that: 

Bourchier’s social position in the county as Earl of Bath and head of one of Devon’s 
only two resident nobility-families should be noted. As such, his monument would 
have been regarded as one of the most prominent in the county, ranking with those 
commemorating the Bishops in Exeter Cathedral, and an ideological model for 
emulation by both gentry and craftsmen alike: the product is certainly grandiose 
enough to make a lasting impression on the viewer.36 

 
34 Ibid., 56. 
35 Ibid., 63, 154, 631-5. 
36 Ibid., 63-64. 

Figure 4.13: A decorative figure on the Everleigh 
monument, Bovey Tracey. 

Figure 4.14: A decorative figure on the Fulforde 
monument, Dunsford. 
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While it is still possible – especially if the monument is 

indeed the product of a local workshop – for elements 

of it such as the imagery discussed here to have 

copied the earlier work of John Deymond, this level of 

ambition perhaps suggests that the craftsman 

responsible would not have wanted to be seen 

pursuing anything other than the most recent 

metropolitan trends. Instead, it seems more likely that 

these images – along with the other recurrent design 

features such as the military and death-based 

symbolism seen earlier – would have been part of a 

Figure 4.15: A drum on the Fulforde monument in 
Dunsford church. 

Figure 4.16: Lute, viola da gamba, and two wind 
instruments on the Bourchier monument, Tawstock. 

Figure 4.17: Lute, two viola da gambas, and two wind 
instruments on the Everleigh monument, Bovey Tracey. 
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wider stylistic tradition, of which the Deymond workshop embraced the musical element especially 

strongly. With this in mind, it can be further suggested that while these images could originate from 

a shared repertory within the monument trade; they may also have been taken from printed 

sources. In this, Hans Vredeman de Vries’ Panoplia Sev Armamentarium of 1572 is a strong 

candidate, with the same artist’s work likely to have been used more generally in the designs of the 

Deymond workshop.37 

 The two carvings already compared from the Bovey Tracey and Dunsford monuments 

(figures 4.13 and 4.14), include bows and arrows alongside a cornett and shawm, which are both 

relatively loud instruments. This could suggest that these were linked to the military symbolism of 

the other objects; however, this is not the case elsewhere on the Bovey Tracey or Tawstock 

monuments where the same instruments are placed alongside the lute and viola da gamba (figures 

 
37 Hans Vredeman de Vries, Panoplia Sev Armamentarium (Antwerp: 1572); and Faunch, Church Monuments 
and Commemoration, 56. 

Figure 4.18: Three wind instruments and an open book 
(with faint stave lines) on the Bourchier monument, 
Tawstock. 

Figure 4.19: One closed book and two wind instruments 
on the Acland monument, Broadclyst. 
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4.16 and 4.17) and a book (figures 4.18 and 4.19). The symbolism of the book as an object of 

learning, and the status of the lute and viol as quiet, high status instruments could instead suggest 

that these are intended to represent the leaning and accomplishment which would have been 

expected of the men commemorated, something which is discussed further in relation to two other 

monuments later in the chapter. Alongside this, musical instruments are often included in vanitas 

paintings, where they are used to represent the transitory nature of life in a similar way to the skulls 

and hourglasses discussed above.38 This provides two plausible reasons for the inclusion of these 

images, both of which may well have acted together in demonstrating their suitability for use in 

memorialisation. 

 

4.4 – Musical Instruments and Performers on Funerary Monuments 

4.4.1 – Musical Supporters 

While some musical instruments are included without any context for their own symbolic or 

decorative value, others include musicians in the act of playing, or musical instruments otherwise 

appearing as part of a wider scene. Excluding a fifteenth-century brass in Bigbury church and a 

fourteenth-century monument in Sheviock church that both include dogs with bells on their collars 

sitting at their mistress’s feet, six monuments include some kind of musician actively playing an 

instrument. The earliest two of these have already been studied in the previous chapter: Bishop 

Branscombe’s Exeter Cathedral tomb canopy (chapter three, figure 3.18); and the Kirkham Chantry 

screen in Paignton, Devon (seen in chapter three, figures 3.3 and 3.9, and in appendix A.2), both of 

which date to the fifteenth century and are the only pre-Reformation examples discussed here. The 

use of music in the latter – lute and harp playing angels flanking a more important figure or group of 

figures – is seen elsewhere in the county, and so can most usefully be considered alongside these 

other examples as supporters of a more important part of the composition.  

 
38 Cheney, The Symbolism of Vanitas, 120-121. 
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The musicians of Bishop Branscombe’s tomb form one of the most extensive groups 

surviving anywhere in the region, with its eight musicians being fewer than the twelve found on the 

‘Minstrels’ Gallery’ in the same building, or the sixteen (thirteen of which are medieval) included in 

the roof of Buckland Monachorum church, but the same number as are seen on the east wall of the 

church of St Mary Magdalene, Launceston. In all cases other than the last, the musicians are angels; 

however, the Branscombe tomb canopy is the only instance in the two counties where a group such 

as this is used on a tomb. In addition to the wider symbolism of the angel in the Middle Ages, this 

unique setting may make it possible to see them in an intercessionary role, a Catholic idea which was 

suppressed following the Reformation and so cannot be considered as easily on the later 

monuments. On this subject, Faunch states of these musicians that: 

Their postures indicate gaiety and delight in their occupations which constitute 
visual embellishments of the musical content of religious observance, particularly 
the masses sung for the soul of the deceased Bishop.39 

 
39 Faunch, Church Monuments and Commemoration, 395. 

Figure 4.20: Two trumpeting angels flank a coat of arms on a floor slate dedicated to Richard Southele (d. 1661), in 
Clayhanger church, Devon. 
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The four remaining examples (at Bovey Tracey, Clayhanger, Clovelly and Hartland churches) 

all fall within the seventeenth century, and so break the collection neatly into two separate temporal 

groups; as well as this distinction, all these later musicians are depicted as trumpeters unlike the two 

more varied earlier monuments. Further distinction can be made within this group: firstly, the two 

figures on a floor slate to Richard Southele (d. 1661) in Clayhanger church are worn, but can still be 

identified as the only definite angels, and they also demonstrate the only case where musical 

accuracy appears to be been attempted, with each angel playing a folded trumpet rather than a 

cruder straight instrument (figure 4.20). Next, the two figures on the Everleigh monument of 1620 at 

Bovey Tracey – which has already been discussed elsewhere in this chapter (figure 4.21) – are similar 

in style to those on George Cary’s (d. 1688) monument at Clovelly and John Velty’s (d. 1694) at 

Hartland (figures 4.22 and 4.23), in that they are all putti-esque figures with a long cloth draped 

around them as their only clothing and their trumpets held in one hand. However, they are clearly 

separated by date, as the Everleigh monument predates the other two by around 70 years; and also 

Figure 4.21: Two trumpeting figures on the Everleigh monument, Bovey Tracey. 
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by the fact that the figures on the earlier monument have been carved into a flat panel, as opposed 

to standing independently on top of the monument as is the case with the later two.  

This leaves the last two examples at Clovelly and Hartland, which are close together in style, 

and also geographically, with only a handful of miles separating them; in addition to this, there is 

also a link between the people commemorated. Velty’s inscription in Hartland tells of how he served 

as Captain Lieutenant to Sir Robert Cary during the Civil War; Robert was the brother of George Cary, 

who was commemorated in Clovelly – and so with the high similarity between the freestanding 

statues used on both, it seems likely that they either came from the same workshop, or that one 

took deliberate inspiration from the other. However, it would be a mistake to view these 

monuments entirely in isolation, as two other similar examples can be found in close proximity 

shortly after the end of the seventeenth century. These include the previously mentioned Grenville 

monument of 1714 in Kilkhampton church (figure 4.1), and also one to Mary Cary (d. 1700) which is 

Figure 4.22: A trumpeting figure on George Cary’s 
(d. 1688) monument at Clovelly, Devon. 

Figure 4.23: A trumpeting figure on John Velty’s (d. 1694) 
monument at Hartland church, Devon. 
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also at Clovelly.40 While these fall outside the chronological scope of this thesis and so will not be 

focused on here, they do not add anything specific to the immediate discussion other than to 

confirm that this is – with some occasional variation – a standard genre type. 

But why do trumpeting figures appear on monuments at this time? The idea of the ‘last 

trump’ has already been discussed in the previous chapter, and its appearance in the art of nearby 

Somerset is worth repeating. Brent Knoll church contains an impressive wall monument to John 

Somerset (d. 1663); one panel of this shows a woman dressed in white sitting up in her coffin and 

praying, while above her an angel blows a trumpet from which a banner bearing the words ‘EGO 

SUM RESURECTIO ET VITA’ issues forth (figure 4.24). This text, which is taken from the gospel of Luke 

and translates as ‘I am the resurrection, and the life’ marks this out as the Angel of the Last 

 
40 The text of this last monument reads: 

In memory of Mary the Wife of William Cary of þe Parish Esq who was buried the 6th of 
February 1700. 
Also in Memory of Robert Cary of þe Parish Esq; who depart,d þs life þe 7th of March. 1723 
Also in Memory of Mrs Ann Cary who departd þs life þe 23 of May 1723 
This monument was Erected by the desire of þe said Mrs Ann Cary and Performd by her sister 
Mrs Elizabeth The last of þe family & now wife to Robrt Barber Esq of Ashmore in þe County of 
Dorset. 

Because this implies a date of construction well into the eighteenth century, it has not been considered further 
here. 

Figure 4.24: A figure rises from the grave on a monument to John Somerset (d. 1663), Brent Knoll church, 
Somerset. 
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Judgement, something inspired by biblical passages such as 1 Corinthians 15:52: ‘In a moment, in the 

twinkling of an eye, at the last trump: for the trumpet shall sound, and the dead shall be raised 

incorruptible, and we shall be changed.’41 

 While this is one possible meaning for these images, another is that they could represent 

Fame. Allegorical figures were ‘everywhere apparent’ on the monuments of early modern England, 

and were generally in the form of female personifications of one of the Seven Virtues (or other 

similar concepts) who were identifiable by the item that they held.42 While the putti-like figures used 

on most of these monuments may argue against this, Fame is generally shown with a trumpet, 

something which can be seen in George Wither’s, Collection of Emblemes (1635), where a winged 

figure is shown blowing a horn (this image was subsequently copied into the Abbott Pattern Book by 

a Devonian plasterer, demonstrating that such material was known locally, see chapter six).43 In 

Wither’s accompanying text, the symbolic implications of Fame’s trumpet, and the importance of it 

to the emblem, is explored:  

[…] The Figure in the Round, 
(Which in appearance doth her Trumpet sound) 
Was made for Fame; The Booke she bears, may show, 
What Breath it is, which makes her Trumpet Blow: 
[…] 
And, these, in one summ’d up, doe seeme to say; 
That, (if men Study in a Vertuous-way) 
The Trumpet of a never-ceasing Fame, 
Shall through the World proclaime their praisefull name.44 

On the Velty monument at Hartland, another similar figure stands opposite with an hourglass, 

symbolising the shortness of mortal life; the use of this additional symbol bearing figure on the same 

monument may make the inclusion of Fame more likely.  

 
41 Luke 11:25, and 1 Corinthians 15:52, KJV. 
42 Wilson, ‘Ethics Girls’, 87; Sarah Carr-Gomm, The Dictionary of Symbols in Western Art (New York: Facts on 
File, 1995), 227. 
43 Carr-Gomm, Dictionary of Symbols, 91; Faunch, Church Monuments and Commemoration, 214; and George 
Wither, A Collection of Emblemes, Ancient and Moderne (London: Henry Taunton, 1635), 146. 
44 Wither, A Collection of Emblemes, 146. 



144 
 

If these figures can be ascribed one of these symbolic meanings (either as Fame or the Angel 

of the Last Judgement), then it may be possible to suggest which of the two is more likely. This is 

most obvious at Clayhanger, where the figures are more clearly angelic and the text suggests greater 

interest in spiritual progression than worldly achievements such as fame: 

In faith and charity they liu’d and [die]d. 
and Christian h[o]pes of being Glorify’d 
With those blest saints þt hence haue gone before 
to Raigne with Christ in bliss forevermore. 

Similarly, Fame may be more likely at Clovelly and Hartland given the way in which the 

figures have been used, the high social position of George Cary, and the epitaph of John 

Velty (quoted earlier in this chapter), which boasts of his military record during the Civil 

War.45 

However, another possibility is that both the Angel of the Last Judgement and Fame could 

be referenced simultaneously. While this is hard to prove, Jean Wilson has identified this dual 

 
45 A summary of George Cary’s life and achievements can be found in: John Prince, Danmonii Orientales 
Illustres: or, The Worthies of Devon (London: 1810), 187-191. 

Figure 4.25: Mathew Godwin’s (d. 1586) monument in Exeter Cathedral, Devon. 
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meaning in connection with a trumpet player on a monument by Maximilian Colt to the brothers 

Henry and William Cavendish (d. 1616 and 1625) at Edensor, Derbyshire.46 Here, a winged female 

figure appears over the top of an inscription tablet, part of which says of Henry Cavendish that ‘Latet 

Sceleton expectans | Pro Famae clangore tubae | Classicum Resurrectionis’ (his skeleton lies here 

awaiting instead of the sound of the trumpet of Fame that of the Bugle of the Resurrection).47 This 

suggests that both forms of symbolic trumpeter would have been familiar to a contemporary 

audience, and so even when one in particular was intended, there may have been enough ambiguity 

for either (or both) to have been understood through this, depending on the context and the viewer. 

 

4.4.2 – The Commemorated as Musicians: Sherland Short and Matthew Godwin 

So far, the imagery which has been revealed has generally been found on the peripheries of each 

monument; however, two mural tablets from mid-Devon use musical instruments in a radically 

different way. The first of these chronologically is in Exeter Cathedral, and is also the only piece of 

musical imagery in the region which can be linked directly to a specific named musician: Matthew 

Godwin, organist at the cathedral who died in 1586 at the young age of seventeen (figure 4.25).48 

Although Godwin’s likeness on the monument should not be considered a portrait in the modern 

sense, this is still a national rarity as it is likely to be the earliest monument dedicated to a 

professional musician in the country.49  

Godwin himself is shown kneeling at prayer in the centre of the tablet. He faces to the left 

with an organ and a book of music on a table in front of him, and more books at its feet; five winged 

putti-heads float in a cloud above him, symbolic of his soul’s reception into heaven.50 In the upper 

 
46 Wilson, ‘Ethics Girls’, 91. 
47 Ibid., 102-3. 
48 Malcom Walker and David Davies, Heavenly Harmony: Organs and Organists of Exeter Cathedral (Exeter: 
Impress Books, 2014). 
49 Esdaile, Church Monuments, 108; Maurice Howard and Nigel Llewellyn, ‘Painting and Imagery’, in Boris Ford 
(ed.), The Cambridge Guide to the Arts in Britain: Volume 3 – Renaissance and Reformation (Cambridge: 
Cambridge University Press, 1989), 244. 
50 Faunch, Church Monuments and Commemoration, 393-4. 
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right hand quarter of the monument a coat of arms crowns an oval inscription tablet describing 

Godwin’s accomplishments: 

MATTHEI GODWIN | ADOLESCENTIS PII MITIS | INGENIOSI MVICӔ BACCHALAVRII | 
DIGNISSIMI SCIENTISSIMI ECCLESIARVM | CATED CANTVAR ET EXON ARCHIMVSICI | 
ATERNӔ MEMORIӔ POSVIT. G. M. ER | VIXIT. ANNOS XVII: MENSES. V | HINC AD 
CŒLOS MIGRAVIT | XII IANVARII 1586. 

To the eternal memory of Matthew Godwin 
Young, devout, gentle and gifted Bachelor of Music 
Most deserving and skilled leader of the music 
in the Cathedral Churches of Canterbury and Exeter 
G.M, E.R. had this tablet erected 
He lived for 17 years and 5 months and departed 
hence to heaven on 12 January 1586.51 

 
Behind him are more musical instruments: two lutes; a cornett; and a folded S-shaped trumpet 

partly draped with a white cloth.52 

The quality of the monument is good; however, the perspective used is crude and the lutes 

are stylised and drastically simplified with no detail included at all. Although the maker is not 

identified, Faunch has attributed it to a local workshop known for making tester monuments which 

was active between around 1580 and 1607. Amongst other possibilities, she argues that the man 

responsible may well be Richard Deymond, an Exeter mason who was active at the time and whose 

apprentice John Deymond has already been discussed in this chapter.53 

Just five miles from Exeter, Newton St Cyres church is home to the second mural tablet, 

which bears the later date of 1632 and a more poetic epitaph than the Godwin monument: 

WHEN THIS BRIGHT STARR MASKT WTH A FLESHLY CLOVDE 
BRAKE THROVGH þT VALLE WCH DID HIS BEAVTIE SHROVDE 
ALTHOVGH þE CLOVDE TO SOONE DISSOLVINGE BRED 
BOTH WINDS (OUR SIGHES) & SHOWERS (þE TEARES WE SHED) 
YET DOTH THE STARR NOW SHINE IN HEAVEN MORE BRIGHT 
AND TO THE EARTH GIVES HIS EXAMPLE LIGHT 

 
51 Translated by Vivian Hope, quoted in: Faunch, Church Monuments and Commemoration, 397. 
52 These are erroneously described by Esdaile as ‘lute, trumpet and theorbo’ and by Faunch as ‘two lutes, a 
trumpet and a theorbo or cornet’, while Esdaile also mistakenly lists Godwin’s age as eighteen. Esdaile, Church 
Monuments, 108; Faunch, Church Monuments and Commemoration, 393. 
53 Faunch, Church Monuments and Commemoration, 54-55, 151-152. 
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By Iohn Short Gent and Alice his wife to the pious memorie of there ſecund ſonne 
Sherland Short who died þe 27 day of May Ao. 1632 ӕtat. ſuӕ 17. is this erected. 

This highly accomplished monument is likely to originate in the Wellar workshop, which has also 

been mentioned in relation to the Bourchier monument at Tawstock. A scene in the middle depicts a 

young man seated at a desk (figures 4.26-4.27), a pose identified by Llewellyn as symbol of 

melancholy rarely used for men but common for women on monuments in this period.54 More 

symbolism follows: his head rests on his hand in a melancholy post which is only accentuated by the 

skull or deathshead on which his elbow is placed. Next to this is an hourglass – the reference to 

death and mortality is clear – and open books lie on the table, with another in his hand and yet more 

on a shelf behind the table. Finally, the musical instruments could almost be missed from the way 

they lie ignominiously on the floor: a lute; a viola da gamba; and a cittern. 

 
54 Ibid., 98, 521; Llewellyn, Funeral Monuments, 105. 

Figure 4.26: Sherland Short’s (d. 1632) monument in Newton 
St Cyres church, Devon. 

Figure 4.27: Detail of the Short monument, Newton St Cyres. 
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Forty-two years separate the deaths of Matthew Godwin and Sherland Short, and there are 

also differences in their place in society: one was an armiger, but also a professional working 

musician, while the other did not bear arms but was the son of a gentleman who could afford his 

second son’s education and a monument for him from a top local workshop. Although not identical, 

this does put both broadly into the lower social range of those memorialised in this period, and 

there are other similarities between them, the most obvious being the shared age of seventeen at 

their death. As well as this, both are memorialised using mural tablets, one of the smallest forms of 

monument and a type which Esdaile suggested could itself be emblematic of the shortness of life 

and so highly relevant to those who died so young.55 However, this is not supported by the number 

of adults to whom other mural tablets have been dedicated in Devon, and so may simply reflect a 

lower social status and limited budget.56 

One similarity that is easy to overlook is the inclusion of the musical instruments themselves, 

as out of all the monuments in the two counties these are the only two known to include 

instruments in this way. Looking first at Godwin, this cathedral musician may well have been 

proficient on a number of the depicted instruments – the organ was a long established part of 

ecclesiastical music-making while the use of the viola da gamba in teaching (but not performance) 

within the cathedral setting is known at around the same time as his death.57 In the context of the 

memorial, the organ is especially interesting because of its placement in front of the praying figure, a 

space usually occupied by an altar or prayerdesk.58 While it might not be surprising to find a 

cathedral organist in support of music, this apparent subversion of a typical iconographic type is 

especially curious at a time when music’s place in worship was uncertain, with organs that had 

 
55 Esdaile, Church Monuments, 93. 
56 The use of mural tablets for adults is exemplified by the other two made by the tester workshop: one (in 
Branscombe church) commemorates Joan Wadham, who lived long enough to marry twice and have many 
children before her death in 1583; and the other is also in the Cathedral and is dedicated to a former Bishop, 
John Woolton, who lived into his late 50s. Faunch, Church Monuments and Commemoration, 252-254, 404-
408. 
57 Ian Payne, ‘The Provision of Teaching on Viols at some English Cathedral Churches, c. 1594 – c. 1645: 
Archival Evidence’ Chelys, 19 (1990), pp. 3-153, at 3. 
58 Faunch, Church Monuments and Commemoration, 90. 
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survived the Reformation still occasionally being removed from churches in the late sixteenth 

century.59 

 However, the organ is clearly the exception within the scene, with the other instruments 

piled together behind Godwin in a fashion more reminiscent of Short’s three instruments. These can 

be explored in relation to the role of music more generally in this period. During the sixteenth and 

seventeenth centuries, the learning of music was an important part of the education of the upper 

classes, and a key accomplishment which would have defined their place in society. An example of 

this can be found in the popular courtesy book, Castiglione’s Book of the Courtier: 

my Lordes (quoth he) you must thinke I am not pleased with the courtyer if he be 
not also a musitien, and beside his understanding and couning upon the booke, have 
skill in lyke manner on sundrye instruments. For yf we waie it well, there is no ease 
of the labours and medicines of feeble minds to be founds more honeste and more 
praise worthye in tyme of leyser then it. And princypally in Courtes, where (beside 
the refreshing of vexacyons that musicke bringeth unto eche man) many thynges are 
taken in hande to please women withal, whose tender and soft breastes are soone 
perced with melody and fylled with swetenesse. Therefore no marvaille that in the 
olde times and nowe a dayes they have always bene enclined to musitiens, and 
counted this a moste acceptable foode of the mynde.60 

This praise of the skill of music, and the listing of several ways in which a man may use it (as an ‘ease 

of the labours’, the ‘refreshing of vexations’, and in courting women), show the importance of music 

to anyone who aspired to the status of a courtier or gentleman. Sir Henry Unton’s posthumous 

portrait, which was mentioned at the start of this chapter, provides further evidence of this in the 

inclusion of domestic music-making among the passages from his life that were worthy of being 

commemorated.61 The role of books and musical instruments as symbols of education and 

accomplishment has already been discussed in relation to the monuments of the Weller and 

Deymond workshops – both of which have some connection to one of these mural tablets – and the 

 
59 Robert Whiting, The Reformation of the English Parish Church (Cambridge: Cambridge University Press, 
2010), 168-169. 
60 Baldassare Castiglione, The Courtyer of Count Baldessar Castilio, Thomas Hoby (trans.) (London: William 
Seres, 1561), sig. Iiir. 
61 Sir Henry Unton, <https://www.npg.org.uk/collections/search/portrait/mw06456/Sir-Henry-
Unton?LinkID=mp04590&search=sas&sText=Henry+Unton&role=sit&rNo=0>, accessed 26 June 2019. 
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appearance of both books and musical instruments in the Godwin and Short monuments makes it 

clear that this could also be intended in these cases. 

This explains the inclusion of musical instruments, but not the manner of their inclusion. 

While Matthew Godwin has variously been described as ‘surrounded by other symbols of his skill in 

music’, and ‘kneeling at prayer with the tools of his trade – his musical instruments – around him’, 

little attention has been given to the way they have apparently been left in an untidy pile behind his 

back.62 If the image can be read in this light, then it becomes possible to draw another parallel with 

the Short monument, in which ‘The scene is completed with several musical instruments which lie 

scattered at the figure's feet, as if carelessly discarded.’63 In this case the imagery is clearer; two of 

the three instruments are upside down, a position that would surely have been unappreciated by 

either, and to add insult to injury Short’s foot on the back of the viol confirms its rejection.  

This abandoning of secular music could touch upon the dispraise levelled against it by 

various Puritan writers of the period, and the dangers and effeminising influence that a musical 

education was said by them to pose.64 However, by placing these instruments out of the hands of 

their performers and leaving them discarded in this way, both images recall the use of music in the 

still-life vanitas paintings mentioned earlier in this chapter, and so their potential use ‘for 

emblematic purposes on the brevity of life’ is perhaps of greater relevance.65 Given this, it seems 

likely that the instruments on both tombs may serve a dual purpose of representing both earthly 

accomplishments and also the ultimate futility of the secular pleasures they signify, an exact parallel 

of the possible two meanings already discussed in relation to the Deymond workshop and the 

Bourchier monument at Tawstock. The notable exception here is Godwin’s organ, the position of 

which both in place of a prayerdesk and as a common church instrument suggests a more ‘heavenly’ 

 
62 Howard and Llewellyn, ‘Painting and Imagery’, 244; Faunch, Church Monuments and Commemoration, 90. 
63 Faunch, Church Monuments and Commemoration, 121. 
64 Linda Phyllis Austern, ‘The siren, the muse, and the god of love: Music and gender in seventeenth‐century 

English emblem books’, Journal of Musicological Research (1999), pp. 95-138, at 106-108. 
65 Cheney, The Symbolism of Vanitas, 121. 
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role in the image than any of the other instruments – something which is highlighted by its strong 

links to ecclesiastical music.  

However, these ideas do not explain why this similar theme may have been chosen to 

represent both of these young men forty-two years apart, especially as both monuments are of the 

same type: mural tablets. For this, an explanation could be drawn from their shared age and broadly 

similar social status: as neither were their parents’ first son, nor were they from the highest ranks of 

the aristocracy, a tablet may have seemed a more efficient and cost-effective form of 

commemoration. As well as this, at the age of seventeen it is unlikely that either would have had a 

spouse or children – both of which would often be included alongside an effigy of a deceased man in 

this period. As this option was not available, it is likely that a representation of the scholarly and 

musical achievement of the subject was seen as a way to demonstrate their lost potential – it 

signified their learning, their status, and also (according to Castiglione) their potential to attract a 

suitable wife and so continue the family line. In this sense, musical instruments and books – which 

would normally be resigned to the peripheries of a monument – are the obvious replacements for 

the symbols of lineage and progeny that would normally be given prominence on the funerary 

monument. 

 

4.5 – Conclusions 

A range of images spanning more than three centuries has been presented in this chapter – most of 

which can be dated more readily than the artwork considered in the remainder of the thesis, and 

can also be studied as part of the relatively complete context of the monuments on which they 

reside. The possibility of studying these across a region has revealed the difference between the two 

counties of Devon and Cornwall, with almost no musical imagery included on the monuments of 

Cornwall. In Devon it has become clear that while some of the imagery can be explained through 

certain genre types, the stylistic conventions of individual workshops have also played a part. Unlike 

other types of imagery from the period, that which has been considered in this chapter represents 
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‘the self-proclaimed voice of the past.’66 It shows exactly how the deceased or their family wished to 

be remembered, and speaks directly to anyone who can read it. Because of this, its importance in 

understanding the symbolic role of musical imagery should not be overlooked. 

 It is unsurprising that this symbolic language is not always as easy for an audience to 

understand in the present day as it was when the monuments were first created, and this is made 

especially difficult by the different and sometimes contrasting meanings that some types of image 

are able to evoke. This is the case with the seventeenth-century trumpeting figures which seem to 

suggest both Fame and the Angel of the Last Judgement, and can also been seen in the dichotomy 

between the suggestion of education and achievement provided by the instruments on the Godwin 

and Short monuments, and the rejection of such earthly pleasures hinted at by their position within 

both scenes. Conversely, the use of trumpets and drums to demonstrate martial ability, and bells to 

represent mortality and death is still familiar enough to be recognisable. 

The interpretation of this symbolic function has often been made easier by a consideration 

of the contexts in which the musicians and musical instruments are found. In the case of bells and 

drums, the presence of other symbols with complementary meanings on the same monument or on 

others of a similar date has helped to confirm their function. Similarly, the inclusion of books 

alongside musical instruments on the Godwin, Short, and Bourchier monuments – and also the three 

monuments by John Deymond – helps to show an association with learning and education. However, 

on some monuments it has been the inclusion of text, a luxury almost unheard of in the rest of this 

thesis, that has aided understanding the most. For example, without text it would only be possible to 

guess at the identity of the man commemorated through the Godwin monument as a practitioner of 

music in Exeter Cathedral. 

The decorative function of imagery is clearly still important within the design of the funerary 

monument, and the way in which the repetitive images of drums, bells, and other instruments can 

often be hidden behind other parts of the structure demonstrate how they have partially been used 

 
66 Sherlock, Monuments and Memory, 1. 
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to fill empty space. However, these images could not have been chosen without a consideration for 

their symbolic value, and in the case of the bell this is confirmed by the presence of an example with 

added meaning and prominence on the Hele monument of Wembury church. Considered as a 

whole, the important fact is that meanings of any kind are quite clearly implied through so many of 

these images, as this shows that the symbolic nature of musical imagery on the funerary monuments 

of the period is almost universal. Even where a direct connection to music making is known in the 

case of the organist Matthew Godwin, this can only be understood as a part of the story represented 

in the complex and emblematic context of his monument. 
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Chapter Five 

The Symbolic Role of the Hunting Horn 

5.1 – Introduction 

Blow þi horne hunt[er] & blow þi horne on hye 
ther ys a do in yond[er] wode in faith she wyll not dy 

now blow þi horne hunt[er] & blow þi horne joly hunt[er].1 
 

The hunting horn – a lip-vibrated wind instrument made from animal horn and later metal which 

was used to communicate during hunting – held an important social position in the Middle Ages and 

the centuries that followed. This is reflected in the above lines, taken from William Cornysh’s 

sixteenth-century song, Blow thy Horn Hunter. Locally, the horn’s importance can be seen in its 

appearance in the art of at least twelve of the region’s churches, as well as several more depictions 

in other locations in both counties (see figures 5.1 and 5.2). While it is easy to imagine these simply 

as illustrations of a popular pastime, there is clear evidence that some had deeper symbolic 

meaning, either as a representation of contemporary religious traditions or as a part of the broader 

cultural significance of hunting. Despite this, the hunting horn’s place outside of standard musical 

repertoire and performance practice has left it easy to neglect in medieval and early modern 

musicological study. 

 As a sign of wealth and power, hunting has remained popular and is still recognisable as such 

today. However, the use of the hunting horn as a symbol of this has rarely been discussed, and the 

instrument has seldom formed the basis of studies in its own right – one exception to this being Eva 

Marie Heater’s article, ‘Early Hunting Horn Calls and their Transition’, while other hunting literature 

occasionally also discusses the horn, for example The Hound and the Hawk: The Art of Medieval 

Hunting by John Cummins.2 This chapter begins by outlining the history of the instruments from the 

 
1 British Library, GB-Lbl Add. MS 31922, f.39v-40r. 
2 Eva Marie Heater, ‘Early Hunting Horn Calls and their Transmission: Some New Discoveries’, Historic Brass 

Society Journal (1995), pp. 123-141; and John Cummins, The Hound and the Hawk: The Art of Medieval Hunting 

(London: Weidenfeld and Nicolson, 1988). 
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earliest literary evidence for it in the fifth century through to the seventeenth century, where the 

focus of this thesis finishes. Horns used as status symbols will then be considered, both in heraldry 

and as part of images of hunters and hunting scenes; and the relationship between the latter 

imagery and contemporary deer parks will be discussed. Following on from this, the theme of 

religious imagery can be explored further through the less well-known religious symbolism of the 

horn, focusing on its use as a saint’s attribute on Devonian rood screens and the use of hunting and 

the hunting horn in the written Lives of several Cornish saints. Alongside this literary evidence, the 

known representations of this in Cornish art will be considered, and a source in Little Petherick 

church that has not previously been identified in this light will also be introduced. Finally, a short 

discussion of a particularly early possible image of a hunting horn will be presented in light of the 

conclusions reached in the rest of the chapter. 

 

Figure 5.1: A map showing the locations in Devon and Cornwall mentioned in this chapter in the order of their appearance: 
A, St Michael’s Mount; B, Launcells; C, Lostwithiel; D, St Germans; E, Tiverton; F, Lanreath; G, Sutcombe; H, Kilkhampton; I, 
Dartmouth; J, Gwinear; K, Padstow; L, Bodmin; M, Rialton; N, Little Petherick; O Exeter; P, St Neot; Q, Bradninch; R, East 
Portlemouth; S, Copplestone; T, Trewhiddle. Those sites shown in red include images of horns, while those in blue do not. 
Black lines represent coastline, yellow lines represent county borders (with Cornwall on the left and Devon on the right), and 
grey lines represent key modern roads. 
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5.2 – The Hunting Horn in Medieval and Early Modern Europe 

In order to understand the role played by hunting horn imagery, it is first important to provide a 

brief history of the instrument. The use of the horn in hunting is found in European literary sources 

from at least the fifth century, and the Heptateuchos, a Latin hexameter version of part of the 

Hebrew Bible written between AD 397 and 430 is one of the earliest of these. In it, Genesis 25:27 

(‘And the boys grew: and Esau was a cunning hunter, a man of the field; and Jacob was a plain man, 

dwelling in tents’) is expanded upon to give a broader impression of the scene: 

Lustrabat senior vacuos venatibus agros, 
Bucina raucisono dum complet saxa tremore. 
Ast alius, blandi conservans pectoris acta, 
Gaudebat patriis inlaesus vivere tectis. 

 
The elder of the two, having hunted down all the game wandered the empty fields 
and set the rocky waste a-tremble with the raucous tones of his horn. But his brother 
remained steadfast in the exploits of a gentle disposition and rejoiced to live 
unharmed in the dwellings of his fathers.3 
 

The use of the same word for hunting horn – ‘buchina’ – appears again in the poem De Reditu by 

Rutilius Namatianus, in which the sounding of a horn after a boar has been killed is described as part 

of events said to have taken place in the 

year 417. This has been used by Eva 

Marie Heater as evidence for this being 

common practice in the early fifth 

century.4 Several centuries later, the 

continued use of horns as part of the 

hunt is attested by several Scottish 

carved stones. At Aberlemno, for 

example, one of the three such stones in 

the area is likely to be of the later eighth 

 
3 Genesis 25:27, KJV; and Heater, ‘Early Hunting Horn Calls’, 125. 
4 Eva Marie Heater, ‘Early Hunting Horn Calls and their Transmission: Some New Discoveries’, Historic Brass 
Society Journal (1995), pp.123-141, at 125-126. 

Location Location type Number of Horns

Bradninch Church 1

Copplestone Roadside 1

Dartmouth Church 3

East Portlemouth Church 2

Kilkhampton Church 1

Lanreath Church 3

Launcells Church 1

Little Petherick Church 1

Lostwithiel Church 1

Rialton House 1

St Michael's Mount House 3

St Neot Church 1

St Winnow Church 1

Sutcombe Church 3

Tiverton Church 3

Figure 5.2: The types of location in which hunting horn images are 
found, alongside the number of horns in each location. 
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century in date and includes an elaborate hunting scene, with men on horseback, hounds, and stags. 

In the top right of this scene two men stand with long, straight horns or trumpets held to their 

mouths (figure 5.30).5 

That this kind of usage continued into the next millennium is made clear by a source rather 

closer to the geographical area considered in this thesis, although sadly only as a literary setting. The 

story of Tristan, still well known today, tells of the tragic romance between its title character and 

Isolt, the wife of his uncle King Mark. Much of the story is set within Mark’s kingdom of Cornwall, 

where hunting appears to be a popular pastime, and in Gottfried von Strassburg’s thirteenth-century 

retelling the horn is given a prominent place in the narrative when, fresh from teaching local hunters 

a superior way to butcher a deer, Tristan (a newcomer to the kingdom) invites them to join him in 

signalling their arrival at the King’s castle, Tintagel: 

‘Very well,’ he said. ‘Now lend me a horn that I can manage, and bear in mind that, 

when I begin, you must listen to me, and whatever I blow, you blow the same.’ 

‘Blow up, dear friend, and play whatever you like – we shall all follow you in it, I and 

my companions.’ 

‘Excellent!’ said the boy. ‘Very well – agreed!’ They handed him a little horn, high-

pitched and clear. ‘Off you go,’ he said. 

So they rode in, troop-wise, two and two, as was right and proper. And when the 

troop were right inside, Tristan took his little horn and blew so splendidly and so 

entrancingly that all who rode with him could scarcely wait to join him for sheer joy 

and all took their horns and blew with him rarely, to his measure. He led them 

excellently, and they followed well and skilfully in his tune. The castle was filled with 

music!6 

It would be wonderful to be able to point to this as evidence of the horn being carried on hunts in 

thirteenth-century Cornwall, and if it had occurred in Beroul’s mid twelfth-century Romance of 

Tristan, which Oliver Padel has shown to have been derived more directly from Cornish folklore – or 

 
5 J. Romilly Allen and Joseph Anderson, The Early Christian Monuments of Scotland: Volume 2 (Balgavies: The 
Pinkfoot Press, 1903, republished 1993), 214-215. 
6 Gottfried von Strassburg, Tristan, A. T. Hatto (trans.) (Harmondsworth: Penguin Books, 1960), 83-84. 
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at least to have been written with some local knowledge – then this may have been possible.7 

However, while hunting is still prominent within this earlier narrative – and Tristan’s prowess at it is 

left in no doubt – horns are not mentioned and as the later Gottfried retelling does not include the 

Cornish localisations of Beroul it is unlikely that it can be seen in this light. 

 Even without the opportunity to use Tristan’s hunting horn as evidence of use in the South 

West, it still provides an example of how the instrument was being used more generally in 

thirteenth-century Europe. Part of this is the apparent complexity of the music which was able to be 

performed at the time; as the hunt became more complicated, and moved further from search for 

food to sport, the number of participants grew and so the complexity of the communication needed 

between them also increased.8 One result of this was the development of several different forms of 

notation in order to preserve a tradition which was becoming too complicated to pass on aurally. 

This is seen from the fourteenth century when William Twiti uses syllables (such as ‘trout’, and 

‘trourourout’) to describe a number of horn calls in his 1327 treatise The Art of Hunting, while at the 

end of the century Le Livre du Trésor de vénerie by Hardouin de Fontaines-Guerin (1394), uses black 

and white squares to notate the hunting horn’s calls.9  

The Master of Game, written by Edward of Norwich, Second Duke of York between 1406 and 

1413 contains a passage on ‘How a Hunter’s Horn Should be Driven’ which is of particular interest 

for its description of several types of horn, including their size and construction: 

There are divers kinds of horns, that is to say bugles, great abbot’s, hunter’s horns, 
Ruets (Trumpets), small Forester’s horns and meaner horns of two kinds. That one 
kind is waxed with green wax and greater of sound, and they be best for good 
hunters, therefore will I devise how and in what fashion they should be driven. First 
a good hunter’s horn should be driven of two spans in length, and nor much more 
nor much less, and nor too crooked neither too straight, but that the flue be three or 
four fingers uppermore than the head, that unlearned hunters call the great end of 
the horn. And also that it be as great and hollow driven as it can for the length, and 
that it be shorter on the side of the baldric than at the nether end. And that the 
head be as wide as it can be, and always driven smaller and smaller to the flue, and 
that it be well waxed thicker or thinner according as the hunter thinks that it will 

 
7 O.J. Padel, ‘The Cornish Background of the Tristan Stories’, Cambridge Medieval Celtic Studies, 1 (1981), pp. 
53-81 at 59, 80. 
8 Heater, ‘Early Hunting Horn Calls’, 126. 
9 Ibid., 127 
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sound best. And that it be [waxed] the length of the horn from the flue to the 
binding, and also that it be not too small driven from the binding to the flue, for if it 
be the horn will be too mean of sound. As for the horns for fewterers and woodmen, 
I speak not for every small horn and other mean horn unwaxed be good enough for 
them.10 

This reveals several key points about the use of horns in the later Middle Ages, most notably that a 

range of different instruments were being used by different types of people for different purposes. 

There was also a clear hierarchy between these, with those being used by woodsmen and fewterers 

(dog trainers) hardly worth mentioning while the hunting horn’s aristocratic pedigree earned it a 

longer description. It is especially useful to the organologist for its detailed description of this 

instrument, including its approximate length of two spans (approximately 18 inches, or 45 

centimetres), the importance of it being neither too crooked or too straight with one end around 

three or four fingers (approximately two and a half to three and a half inches, or six to nine 

centimetres), and the use of wax in its maintenance. It also provides several of the terms used to 

describe different parts of the horn at the time, such as the ‘grete eende’ (great end), ‘flewe’ (flue) 

and ‘byndyng’ (binding).11 All of this adds context to the iconographical record and is useful if its 

accuracy is to be considered.  

  The next century was one of development for the instrument, with the appearance of the 

technology for creating coiled metal horns. These instruments, which begin to hint at the 

development of the orchestral horn of later centuries, started to replace the traditional animal horn 

to the extent that Heater believes that the calls in the late sixteenth-century Beinecke manuscript, 

for example, would have been intended for such instruments.12 At the same time, hunting horn calls 

appear in standard musical notation for the first time in La vénerie, a hunting treatise of 1573 by 

Jacques du Fouilloux.13 Despite these advances, the hunting horn was often not regarded as a 

 
10 Edward of Norwich, The Master of Game, WM. A. and F. Baillie-Grohman (eds.) (New York: Duffield, 1904), 
128-129. 
11 Cummins, The Hound and the Hawk, 161. 
12 Heater, ‘Early Hunting Horn Calls’, 129-130. The Beinecke manuscript is a collection of seventeen hunting 
horn calls, handwritten in tablature and originally included with a printed hunting treatise. Beinecke Rare Book 
and Manuscript Library, New Haven, CT, Beinecke MS 200. 
13 Heater, ‘Early Hunting Horn Calls’, 129 
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serious instrument by many, with Martin Agricola in 1545 suggesting that people with little musical 

knowledge should be ‘sent away to another place to play on horns for the coarse, worthless fellows 

who have wasted much good time’.14 In a similar vein Sabastian Virdung and Michael Praetorius 

group the horn with other ‘foolish’ and ‘uncouth’ instruments respectively in their treatises written 

just over a hundred years apart in 1511 and 1618/9.15 Despite these negative attitudes, some music 

theorists had a more positive view, with Marin Mersenne stating that ‘some hunters exist who give it 

as great a range as to the trumpet’ in 1636.16  However, this presumably refers to more complicated 

metal instruments rather than the animal horns seen in the artwork of Devon and Cornwall.  

 

5.3 – The Hunting Horn as a Status Symbol 

5.3.1 – The Fantastical Hunters of St Michael’s Mount 

Across the many centuries already considered, hunting – and by extension the ability to play the 

hunting horn – held an important place in society as a necessary accomplishment of rich and 

influential men, as well as an identifier of certain professions and ranks of society. This is alluded to 

several times in Chaucer’s Canterbury Tales, first in the ‘General Prologue’ as part of the Yeoman’s 

introduction: 

Upon his arm he bar a gay bracer, 
And by his side a swerd and a bokeler, 
And on that oother side a gay daggere, 
Harneised wel and sharp as point of spere; 
A Cristofre on his brest of silver shene. 
An horn he bar, the bawdrik was of grene. 
A forster was he soothly, as I gesse.17 

And again in the ‘Knight’s Tale’ when Theseus, the Duke of Athens, is described: 

This mene I now by mighty Theseus, 

 
14 Martin Agricola, Musica instrumentalis deudsch, William E. Hettrick (trans.) (Cambridge: Cambridge 
University Press, 1994), p.72. This only appears in the 1545 and not in the 1529 edition. 
15 Sebastian Virdung, Musica Getutscht, Beth Bullard (trans.) (Cambridge: Cambridge University Press, 1993), 
p.119; and Michael Praetorius, Syntagma Musicum II De Organographia, David Z. Crooks, (trans.) (Oxford: 
Clarendon Press, 1986), p.78. 
16  Martin Mersenne, Harmonie Universelle: The Books on Instruments, Roger E. Chapman (trans.) (The Hague: 
Martinus Nijhoff, 1957), 317. 
17 Geoffrey Chaucer, The Canterbury Tales, Jill Mann (ed.) (London: Penguin books, 2005), 7.  
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That for to hunten is so desirus, 
And namely at the grete hert in May, 
That in his bed ther daweth him no day 
That he nis clad and redy for to ride, 
With hunte and horn, and houndes him biside. 
For in his hunting hath he swich delit 
That it is al his joye and appetite.18 

In both cases the horn is a necessary part of the regalia which defines the person described; in the 

first instance a forester and in the second an aristocratic hunter. These two examples neatly follow 

the division already highlighted by Edward of Norwich between the woodsmen’s horn, which he 

chooses to ‘speke not of, for every smale horn and other mene hornes unwexed ben good inow for 

hem’, and the hunting horn with its longer description.19 The second example with its aristocratic 

pedigree is perhaps of more relevance to this chapter – as Heater puts it ‘The skill of playing the 

hunting horn became so closely integrated with the identity of the hunting gentry that it became an 

icon for it’, showing how through this use as a means of identifying certain people the horn had 

become a status symbol for the rich.20 

 The importance of hunting as an identifying feature of the elite can be seen as early as 

Gottfried’s Tristan – where the title character’s ability as a hunter is an essential component of his 

noble upbringing – and continues through the Middle Ages and beyond. In a similar vein, Castiglione 

praised the benefits of hunting in the Book of the Courtier: 

There bee also manye other exercises, the whiche thoughe they depende not throughly 
upon armes, yet have they a greate agreemente with them, and have in them muche manlye 
activitie. And of them me thinke huntynge is one of the chiefest, for it hath a certaine 
lykenesse with warre, and truelye a pastyme for great men, and fitte for one lyvyng in 
courte. And it is founde that it hath also bene muche used amonge them of olde tyme.21 

Given this, it is unsurprising that this can be read in some of the artwork of Devon and Cornwall. One 

location where this is especially noticeable is at St Michael’s Mount, a former religious house and 

place of pilgrimage on a tidal island in Mount’s Bay, Cornwall, which passed to the crown following 

 
18 Ibid., 64. 
19 Cummins, The Hound and the Hawk, 161. 
20 Heater, ‘Early Hunting Horn Calls’, 123. 
21 Baldassare Castiglione, The Courtyer of Count Baldessar Castilio, Thomas Hoby (trans.) (London: William 
Seres, 1561), sig. Diiiv-Diiiir. 
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the Reformation and then came under 

private control later in the sixteenth 

century.22 Despite primarily serving as 

a military stronghold for most of the 

sixteenth and seventeenth centuries, 

the buildings gradually transformed 

into a grand country house complete 

with a great hall, a room that has 

become known as the ‘Chevy Chase’ 

room due to the plaster frieze 

depicting scenes of hunting which 

runs around the top of its walls.23  

 This frieze, which Karen La 

Borde has dated to between 1600 and 

1641, includes hunting horns as part 

of a bull hunt (on the east wall), a stag 

hunt (south wall), and hare hunt 

(north wall); although they are not 

included in scenes of boar, bear, 

ostrich, and other hunts which are also 

found in the frieze (figures 5.3-5.5).24 While some parts of this may represent contemporary hunting 

practice, other aspects are incorrect (La Borde points to the use of clubs rather than spears in 

 
22 Karen Margaret La Borde, ‘Hunting for Hidden Meaning’: An Analysis of the History, Interpretation and 
Presentation of Seventeenth-Century Plasterwork at St Michael’s Mount, Cornwall, MPhil thesis, University of 
Birmingham, Birmingham, 2011, 18-22; and Peter Beachham and Nikolaus Pevsner, The Buildings of England, 
Cornwall (London: Yale University Press, 2014), 589. 
23 La Borde, Hunting for Hidden Meaning, 27-28. 
24 Ibid., 12-17, 86. 

Figure 5.3: A bull hunter with a horn from a seventeenth-century plaster 
frieze, St Michael’s Mount, Cornwall. 

Figure 5.4: A stag hunter with a horn from a seventeenth- century 
plaster frieze, St Michael’s Mount, Cornwall. 
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hunting the boar) and others, such as the ostrich 

hunt, are completely improbable in an English 

setting; as well as this the plasterwork’s position 

on a small tidal island show that the location is 

unlikely to have been the base for any kind of 

actual hunting activities.25 Some of these oddities 

can be explained by the images being based upon 

contemporary engravings, which in the case of the 

ostriches are in turn based upon classical art, and 

La Borde has gone as far as to discover a set of 

drawings which appears to have been copied from 

the same lost source.26 However, this makes it 

clear that the choice of theme is not a practical 

one, and so it can easily be seen as a 

representation of the status of the work’s patron, either because hunting was an activity they 

enjoyed themselves or simply one appropriate to the image they wished to portray of themselves.27  

 

5.3.2 – Hunting Imagery and the Deer Park 

Hunting may not have been a practical activity on St Michael’s Mount, but in other parts of the 

region the gentry went to great lengths to facilitate it through the creation of deer parks. In Cornwall 

alone Peter Herring has been able to identify a total of 123 pre-twentieth-century deer parks, with 

the expectation that the number would increase with further research. Of these, he has further 

 
25 Ibid., 35, 63-64, 78-79. 
26 Ibid., 64, 75-78. 
27 La Borde has reduced the list of possible patrons to three: Arthur Harris who was unofficial captain of the 
Mount 1584-1595 and then tenant and captain 1596 -1628; his son Thomas Harris who was Lieutenant and 
chief tenant of the Mount c. 1623-1628; and the most likely candidate Francis Basset who was the owner and 
governor of the Mount 1640-1645 and is likely to be the one who commissioned the plaster royal arms in the 
same room as the frieze. La Borde, Hunting for Hidden Meaning, 6, 21-23, 57, 86-87. 

Figure 5.5: A hare hunter with a horn from a seventeenth- 
century plaster frieze, St Michael’s Mount, Cornwall. 
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identified a definite pre-1550 origin in 49, with 29 more also likely to predate the middle of the 

sixteenth century and twelve existing before the end of the thirteenth century. Forty-eight are 

known to be post-medieval.28 These parks divided the landscape, replacing farmland, diverting 

roads, and removing existing settlements at considerable cost to the creator – with one person able 

to build roughly one to two metres of a park’s pale per day, Restormel’s 7.2km would have taken 

3,400 person days for example, while there would also be continuing maintenance and loss of 

former rent to consider.29 Because of this, they would have acted as an important status symbol, 

both to fellow aristocrats and to those of lower social rank. 

 As well as helping to explain the cultural importance of hunting, the presence of deer parks 

may also be worth considering in relation to art. It has already been seen that the plasterwork at St 

Michael’s Mount is unlikely to have reflected the presence of hunting in the immediate area, but this 

might not have been the case elsewhere. Herring writes that: 

To reinforce associations with power, several deer parks apparently deliberately 
incorporated contemporary or past symbols of power: prehistoric forts within the 
parks at Carn Brea, Lanner, Swannacott, and Tremayne and contemporary parish 
churches on the boundary of Lanteglos and very near parks at Carn Brea, Lesnewth 
and Launcells.30 

This relationship between park and church is particularly relevant at Launcells due to an early 

sixteenth-century bench-end in the church which depicts a man walking with a staff or spear in one 

hand, a horn in the other, and two dogs at his feet (figure 5.6). Several other animals appear to be 

crawling through holes in the ground beneath him. The figure is on foot and carries a short horn – 

made even shorter by damage to one end – possibly denoting that this is a fewterer or someone else 

for whom this is employment rather than sport. Additionally, as the scene below the ground seems 

to show two rabbits being flushed out of their burrow by a dog, a lower status is almost certain, for 

the hunting of such animals was not a practice which interested aristocratic hunters such as Edward 

 
28 Peter Herring, ‘Cornish Medieval Deer Parks’, in Robert Wilson-North (ed.), The Lie of the Land: Aspects of 
the Archaeology and History of the Designed Landscape in the South West of England, (Exeter: Mint Press & 
Devon Gardens Trust, 2003), pp. 34-50, at 35. 
29 Ibid., 34, 41, 46. 
30 Ibid., 45-46. 
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of Norwich, who wrote that: ‘Of conies [rabbits] 

I do not speak, for no man hunteth them unless 

it be bishhunters (fur hunters), and they hunt 

them with ferrets and with long small hayes’.31 

Another possibility is that this represents some 

kind of mythological hunting scene, as the 

bench-end also includes a dragon; however, 

these are placed under separate arches and so 

given the impact that a deer park must have 

had at such a close proximity to the church it 

may be that an illustration of local activity is 

more likely.  

 Compared to this, the figure on the 

fourteenth-century font in Lostwithiel church 

has all the trappings of a high-status huntsman. 

He is shown on a horse with a sword at his side, 

a dog beside him, a hawk on one hand, and, 

most importantly here, a hunting horn held to 

his lips (figure 5.7). Lostwithiel was an important town in medieval Cornwall; first established by the 

Cardinhams of nearby Restormel Castle in the eleventh or twelfth century, the town grew rich 

through the tin trade and became the administrative capital of the county when it passed into the 

hands of the Earls – and then later Dukes – of Cornwall.32 During this time the town, Restormel 

Castle, and the deer park which completely surrounded the castle would have formed a crucial part 

 
31 Edward of Norwich, The Master of Game, 74; and Cummins, The Hound and the Hawk, 236-237. 
32 Beachham and Pevsner, Cornwall, 322-333. 

Figure 5.6: An early sixteenth-century bench end in Launcells 
church, Cornwall with a dragon on the right and a figure with 
hunting horn and dogs on the left. A more detailed 
photograph can be found in appendix A. 
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of the powerful image the Earls and Dukes 

wished to portray. From within the park, the 

valley in which it was constructed would have 

meant that the outside world was completely 

hidden, giving the illusion that it covered a far 

greater area. The only exception to this was at 

the lower end of the valley where Lostwithiel 

would have been visible.33 This was the largest 

of the Duchy’s four Cornish deer parks and so 

must also have had an effect on the town – 

especially given that some bureaucratic functions were performed at the castle, causing people to 

pass through the normally restricted space of the park. In addition, in the early fourteenth century 

some Duchy tenants were obliged to act ‘as huntsmen and grooms for the Duke, or anyone hunting 

in his name’, while others were required to mend the park’s pale.34 The significance of this is 

considered by Herring who writes that 

‘in a county where labour services 

were unusual it may have been 

considered particularly meaningful to 

have had to serve the lord in his park’, 

showing that the presence of the park 

would have had a significant impact 

on local people.35 Returning to the 

font, Pevsner states that ‘The style of 

the carving is so metropolitan it 

 
33 Herring, ‘Cornish Medieval Deer Parks’, 39, 48. 
34 Ibid., 41-42, 46. 
35 Ibid., 46 

Figure 5.7: A hunter on a fourteenth- century font in 
Lostwithiel church, Cornwall. 

Figure 5.8: Three hunting horns on the arms of Roger Giffard (d. 1603), 
Tiverton church. 
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reminds one that the Earls of Cornwall were at one time challengers for the throne.’36 Given their 

influence locally, it is easy to imagine that the font was paid for, if not directly by the Earls or Dukes, 

then by money gained through their investment in the town. As Restormel deer park would have 

been an obvious manifestation of their presence, it is worth considering that the inclusion of a 

huntsman on the church font may well reflect this. This, alongside the large number of deer parks 

found throughout the country, helps to demonstrate the symbolic importance of hunting in the 

middle ages. 

 

5.3.3 Heraldry and the Hunting Horn 

Perhaps the clearest manifestation of the hunting horn’s use as a status symbol is its appearance in 

heraldry. This medium has previously been considered in chapter two and so does not require 

extensive discussion, but some observations can still be made. There are three instances of armorial 

 
36 Beachham and Pevsner, Cornwall, 325. 

Figure 5.9: Three hunting horns in a coat of arms on a 
bench end in Lanreath church, Cornwall. 

Figure 5.10: A coat of arms including three hunting horns 
on the back board of a set of benches in Sutcombe church, 
Devon. 
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hunting horns in Devonian churches and two in 

Cornwall, with a distance of 35-40 miles 

separating all but one pair – something which 

suggests that there is no obvious grouping 

between them (see figure 5.1).37 Of these, one is 

found on a funerary monument (Tiverton), one 

on a bench-end (Lanreath), two on the back 

boards of sets of benches (Sutcombe and 

Kilkhampton), and one painted on the front of a 

west gallery (Dartmouth, St Saviour’s) (figures 

5.8-5.12). All of these are discussed further in the 

gazetteer (appendix A), and the names of the 

individuals or families represented have been 

identified where possible; however, for the 

purpose of this chapter it is more important to consider the broader armorial use of hunting horns. 

One contemporary source which discusses this is A Display of Heraldrie by John Guillim. In 

the first edition of 1610 an example is given of a coat of arms showing a single horn (figure 5.13): 

He beareth sable, a Bugle or Hunters Horne garniſh- | ed and furniſhed Argent. This 
Coat-armour is of ve- | ry ancient erection in the Church of Rewardine with- | in the 
Forreſt of Deane in Gloceſter-ſhire, and pertained | to the Familie of Hathewey of the 
ſame place. But of | latter times, the same Horne is borne by ſundrie other | Families 
of all Coaſts and Counties: and ſuch bearing is |very ancient, as an ancient poet 
witneſſeth, ſaying, | Antiquum & vetus eſt, alienum (Poſthume) lectum | Concutere: – 
| In the old world men were bold, | of a young Cooke to make an old.38 

 
37 The exception is between Kilkhampton (Cornwall) and Sutcombe (Devon), which are less than six miles away 
across the border. However, the shield in Kilkhampton church only includes one horn, while that in Sutcombe 
(in common with the other three examples) includes three, suggesting against any connection between the 
two sites. 
38 John Guillim, A Display of Heraldrie (London: William Hall, 1610), 218. 

Figure 5.11: A single hunting horn, probably forming a 
coat of arms, in Kilkhampton church, Cornwall. 



169 
 

That the horn is associated here with a family in 

Gloucestershire is reiterated in the Display of 

Heraldrie when it is included as part of another 

coat of arms (‘Hee beareth Argent on a Cheueron 

betweene three | Stagges heads coupled Sable, as 

many Bugles ſtringed | of the first’) which 

‘pertaineth to Sir George Hunt- | ley of Frowceſter 

in the Countie of Gloceſter Knight.’39 In the fourth 

edition of 1660, the horn’s use moves further still 

from Devon and Cornwall with the inclusion of ‘the 

Paternall Coat-armour of | John Thruſton of Hoxon 

or Hoxne in the county of Suf- | folke, Eſquire’ 

(figure 5.14) and ‘the Coat of Sir Thomas Slingsby 

of Redhouſe in | the County of York’, both of which 

include hunting horns.40 This demonstrates that 

such usage went well beyond one single family. 

 
39 Guillim, Heraldrie (1610), 218. 
40 John Guillim, A Display of Heraldrie, 4th ed. (London: Jacob Blome, 1660), 312. 

Figure 5.12: The coat of arms of Hawley, including three 
hunting horns, on the west gallery of St Saviour’s church, 
Dartmouth, Devon. W. Sloane Sloane-Evens, ‘The Heraldry 
(Memorial and Inscriptive) of St. Saviour’s Church, 
Dartmouth’ in Butteris’s Guide to the Dart, Dartmouth, 
and the Neighbourhood (Dartmouth: V. Butteris, n.d.), pp. 
53-57, at 54. 

Figure 5.13: The arms of the Hathaway family; John 
Guillim, A Display of Heraldrie (London: William Hall, 
1610), 218 (author’s drawing). 

Figure 5.14: The arms of John Fruston; John 
Guillim, A Display of Heraldrie (4th ed.) (London: 
Jacob Blome, 1660), 312 (author’s drawing). 
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 The horn has a long history of use in the memorialisation of individuals, with it occasionally 

appearing on medieval grave slabs from Scotland and the north of England, where it is thought to 

have been used to represent a forester (figure 5.15).41 This kind of association would have been one 

of the reasons for the horn’s use in heraldry, and given the close proximity of the church of 

Ruardean to the Forest of Dean, the ‘Coat-armour […] of very ancient erection’ described there by 

Guillim (no longer present), must surely suggest links between the family represented and the 

forest.42 Likewise, the choice of three horns as part of an eighteenth-century coat of arms on a 

memorial slab in Alnwick church, Northumberland is easily understandable considering that the 

surname of the man represented was ‘Forster’, 

derived from forester.43 This, alongside Guillim’s 

observation that ‘the same Horne is borne by 

ſundrie other Families of all Coaſts and Counties’, 

demonstrates how the horn was a recognisable 

symbol which could readily be turned to armorial 

purposes when required.44 While its appearance in 

the St Michael’s Mount, Lostwithiel, and Launcells 

images was likely used to demonstrate or reflect 

something about their patrons or area, the use of 

the hunting horn in heraldry shows how it could 

also represent individuals and families, and exhibit 

their position within society. 

 

 
41 John Crawford Hodgson, A History of Northumberland, Volume IV Hexhamshire: Part II (Newcastle upon 
Tyne: Andrew Reid & Company, 1897), 393. Examples can be found at Alnwick church (Northumberland), 
Throckington church (Nothumberland), and Culross West Kirk (Fife), amongst others. 
42 Guillim, Heraldrie (1610), 218. Ruardean church, Gloucestershire was visited by the author on 21 May 2018. 
43 Visited by the author, 26 June 2018. 
44 Guillim, Heraldrie (1610), 218. 

Figure 5.15: A medieval carving of a hunting horn built 
into the wall of Culross West Kirk, Fife, Scotland. 
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5.4 – The Religious Symbolism of the Hunting Horn 

5.4.1 – Hunting in the Lives of the Saints 

The function of hunting and hunting horns as a representation of secular power has been 

established, but its use in a religious context is less well-known. Despite this, the horn’s appearance 

in art in several locations in the region provide clear evidence that this was not uncommon, and a 

study of the stories associated with several local and internationally-known saints provides one 

possible explanation. Cornwall is unique in England for the large quantity of local saints that its Celtic 

(or more accurately Brittonic) past has afforded – something which is most obvious today in the 

number of villages, towns and hamlets named after saints.45 For example, around 20% of the 

churches visited in Cornwall as part of this project had ‘Saint’ in their name (e.g. St Austell or St 

Neot) compared to just over 1% in Devon. This is largely due to the work of missionaries and monks 

who, in the early medieval period, travelled extensively between Wales, Ireland, Cornwall, and 

Brittany founding religious sites and monasteries. During this ‘Age of Saints’ many of the county’s 

churches were founded; however, it is generally only through the survival of their name and the 

work of later writers that we are aware of their existence. 

 The story of St Samson preserved in the Vita Prima Samsonis is one of the oldest Lives of a 

saint with connections to Cornwall to survive, and according to G. H. Doble ‘the most authentic of 

any of the Lives of the saints of Wales, Cornwall or Brittany’.46 Because of this, it is perhaps useful to 

give a brief taste of it here in order to understand a little of the genre. Samson was a sixth-century 

bishop who according to the Vita Prima was born to a wealthy Welsh family and eventually settled in 

Brittany; on the way there he passed through Cornwall where he was prevented from entering an 

existing monastery because of his high standards, baptised a group of locals after performing the 

miracle of bringing a dead boy back to life, and banished a giant snake which had been terrorising 

 
45 See Nicholas Orme’s Saints of Cornwall for a discussion of the Brittonic (Welsh, Cornish and Breton) nature 
of these saints: Nicholas Orme, The Saints of Cornwall (Oxford: Oxford University Press, 2000). 
46 Gilbert H. Doble, The Saints of Cornwall: Part Five, Saints of Mid-Cornwall (Truro: The Dean and Chapter of 
Truro, 1970), 82. 
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the area, before founding a monastery nearby. According to Nicholas Orme he is likely to have died 

in the decade or two following 562.47 The book was composed in Brittany by an author who claims to 

have obtained his information from an elderly monk in Cornwall whose uncle had been a cousin of 

the saint and had written an account of his life, as well as from the oral traditions of different areas. 

Doble places the writing between the beginning of the seventh and middle of the ninth centuries, 

while Orme narrows it down to ‘no earlier than 700 and possibly between 730 and 770’, potentially 

placing it as little as one generation after Samson’s life.48 With this in mind it is interesting to note 

that while some of it may give an insight into the life of a sixth-century saint, some parts such as the 

encounter with the serpent are purely folklore, in this instance used to link the saint to a local cave 

in which the animal is supposed to have lived.49 As well as showing the kind of life an early-medieval 

saint is likely to have led (i.e. travelling between different areas in order to convert people and found 

monasteries), this shows that a lot of what is found in these Lives is likely to be more myth than 

history, especially when looking at accounts written many hundreds of years after a saint’s death. 

 Of the other Cornish saints’ Lives that have survived wholly or in part, several mention 

hunting. In the c. 1300 Life of St Gwinear written by a cleric named Anselm in Brittany (but probably 

partially based on an older Cornish version) the saint was inspired to become a hermit while hunting 

in Brittany when he struck the ground with his spear after butchering a stag, causing a spring to 

appear in which he could wash himself.50 Later on, Gwinear died at the hands of the tyrannical king 

of Cornwall and a local man was persuaded to bury his body: 

One night Guigner [Gwinear] appeared three times in a vision to a certain man 
named Gur, and bade him go and bury his body. […] Next day, however, Gur went 
out hunting with his dogs. A stag was found, and the dogs gave chase. The stag fled 
“to the holy martyr’s glebe,” and lay there as if demanding the saint’s protection. 
The hounds ceased barking and lay down by the stag, as if in reverence to the 
saint.51 

 
47 Ibid., 80-89; and Orme, The Saints of Cornwall, 7. 
48 Doble, Saints of Mid-Cornwall, 82; and Orme, The Saints of Cornwall, 7 
49 Doble, Saints of Mid-Cornwall, 89-94. 
50 Ibid., 101; and Orme, The Saints of Cornwall, 136. 
51 Bibliothèque Nationale, Paris, MS. Lat. 15,005, cited in Gilbert H. Doble, The Saints of Cornwall: Part One, 
Saints of the Land’s End District (Truro: The Dean and Chapter of Truro, 1960), 104. 
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Gur promptly buried the body, 

and some years later a church 

was built on the spot. This Life 

was written many hundreds of 

years after Gwinear’s supposed 

existence, and added to this is 

Orme’s assessment that ‘The 

Cornish section of the Life is 

based chiefly on folklore and on 

topographical features in Gwinear parish’ confirming that while this is likely to reveal nothing about 

Cornwall during the Age of Saints, it is a good source of the stories being told locally at a later date.52 

Given this, it is an interesting iconographical tie-in that a stag is carved onto a medieval capital in 

Gwinear church (figure 5.16). Could this be a representation of one of these local legends?53 

 

5.4.2 – Saint Petroc and King Constantine 

St Petroc was one of the most important saints of Cornwall and Devon, with many dedications in 

both counties and further afield.54 His earliest preserved written Life dates from the mid-eleventh 

century, and although only surviving in Breton manuscripts Orme places its original composition in 

Cornwall, probably by a cleric of Bodmin where a priory was dedicated to him. The source describes 

him as the son of a Welsh king and a contemporary of Samson who he meets when he arrives in 

Cornwall – though he is found here as a solitary hermit rather than the bishop described in the Vita 

prima Samsonis. 55 One part of St Petroc’s Life in particular is of relevance, here translated by Doble: 

ON A CERTAIN DAY when the servant of God was praying alone in a place where he 
had been accustomed to pray, he saw a stag appear in the distance, fleeing towards 
him as hard as it could go, pursued by the huntsmen of Constantine, a rich man, with 

 
52 Orme, The Saints of Cornwall, 137. 
53 Beachham and Pevsner, Cornwall, 226. I am grateful to Joanna Mattingly for suggesting this possibility. 
54 Orme, The Saints of Cornwall, 216-219. 
55 Ibid., 214. 

Figure 5.16: A stag carved on a capital at Gwinear church, Cornwall. 
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hallooing and barking of dogs. The servant of God, moved with kindly feeling, 
protected it from being hurt. The stag was being followed by the chieftain himself, 
to whom his soldiers, fearing to touch it while under the protection of the man of 
God, reported the matter in due order. Full of fury, Constantine would have struck 
the servant of God with his sword, but was suddenly smitten with paralysis, and 
became unable to move hand or foot, until he besought pardon and (at the petition 
of his soldiers) the saint released him by his pious prayers. After freeing him, he 
taught him and his nineteen soldiers the Christian Faith, and made them gentle and 
kind instead of fierce tyrants, and worshippers of Christ instead of pagans.56 

Stories of Constantine, a king who converted to Christianity and eventually became a monk who was 

venerated in his own right, were found across Brittany, Cornwall, Wales, Ireland and Scotland; and 

as a saint, Constantine had a chapel dedicated to him near to St Petroc’s cult centre in Padstow. 

Despite first being recorded in 1390, this chapel is likely to be of earlier origin given its patron’s 

inclusion in the Life of St Petroc.57  

Although this story begins to show the importance of hunting in the stories surrounding 

some early Cornish saints, hunting horns have not yet made an appearance, but this is something 

which can be rectified with further study of St Petroc and St Constantine: 

Among the Miracles of S. Petroc, which follow his Metrical Life in the Gotha MS., is 
an interesting reference to “The ivory horn which Saint Constantine, King of 
Cornwall, had given to him [Petroc] when he converted him to the faith of Christ.” It 
hung over the saint’s shrine together with S. Petroc’s Baculus or staff.58 

The Gotha manuscript described here by Doble contains 45 Lives of English and Cornish saints, 

including a more detailed late twelfth-century rewriting of the Life described earlier (known as the 

‘Gotha Life’), followed by a shorter metrical Life of the saint, a list of miracles ascribed to him, and an 

account by a canon of Bodmin named Robert of Tawton of the theft and subsequent return of the 

saint’s relics in 1177.59 As part of the list of miracles a story is related of how the canons of Bodmin 

brought their shrine to the court of Henry I to plead their case against the King’s tax collectors. 

When they arrived they showed the King the Saint’s staff and horn, and pointed out an inscription 

 
56 Bibliothèque Nationale, Paris, MS. Lat. 9989, cited in Gilbert H. Doble, ‘Saint Petrock: Abbot and Confessor’ 
3rd ed., “Cornish Saints” Series, 11 (Shipston-on-Stour: The ‘King’s Stone’ Press, 1938), 19. 
57 Orme, The Saints of Cornwall, 94-95. 
58 Doble, ‘Saint Petrock’, 30. 
59 Ibid., 4-5; Orme, The Saints of Cornwall, 215. 
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on the reliquary (Feretrum) identifying it as originally having been provided by King Edgar in the year 

963.60 Compared to the other miracles described in the text this is a very believable story which, 

according to Karen Jankulak in The Medieval Cult of St Petroc ‘seems a straightforward account of 

real events, not least as no miracle occurs in it.’61 Given this, there is no obvious reason to doubt that 

a hunting horn was being venerated as a relic of St Petroc in the twelfth century. 

 Petroc’s horn is not the only one associated with a church in the Middle Ages, with many 

possessing richly carved ivory horns or ‘oliphants’, which were preserved as relics themselves (often 

of St Hubert) or even used as storage vessels for other relics.62 One surviving British example (albeit 

of foreign import) is the Horn of Ulph, still kept in York Minster despite a period of absence following 

the Reformation, and which is thought to be identical to the one given to the Minster as a token by a 

Viking nobleman named Ulph alongside all of his land in the first half of the eleventh century.63 In 

 
60  Doble, ‘Saint Petrock’, 36. 
61 Karen Jankulak, The Medieval Cult of St Petroc (Woodbridge: The Boydell Press, 2000), 17. 
62 Hanns Swarzenski, ‘Two Oliphants in the Museum’, Bulletin of the Museum of Fine Arts, 60/320 (1962), pp. 
27-45, at 28. 
63 T. D. Kendrick, ‘The Horn of Ulph’, Antiquity, 11/43 (1937), pp. 278-282, at 279-280. 

Figure 5.17: Early sixteenth-century carving incorporated into a modern fireplace at Rialton, Cornwall. On either side is a 
shield, while the text between them reads ‘EDGARUS S:PETROC’. 
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these ivory horns, the symbolic association of the elephant with purity and chastity was important, 

but the Horn of Ulph points to the common use of the horn in this period in the transfer of land and 

property.64 It is worth considering that the origin of St Petroc’s horn could be as one of these ‘tenure 

horns’, and that it originally represented the gift of land to the priory by a local nobleman. If this is 

the case, it is easy to imagine how such an instrument, when being maintained as an important 

object within the church, could have gained legendary status as Constantine’s hunting horn during 

the development of Petroc’s story. 

 This insight into the medieval cult of St Petroc and the role of the horn within it is made even 

more interesting by the appearance of two carvings in locations associated with the saint. One of 

these is at Rialton, formerly a manor of Bodmin Priory and residence of Prior Vivian (d. 1533) who 

carried out major building works there in the early sixteenth century.65 Two carved stone shields – 

probably formerly part of a gateway – have been 

incorporated into a later fireplace and are clearly 

intended to represent King Edgar and St Petroc, 

with the names of both carved between them 

(figure 5.17 and 5.18). The shield representing the 

saint depicts a sword, crown, horn, dog, and stag, 

and has been explained as a direct representation 

of the story described earlier, with the sword and 

crown representing Constantine and his kingship 

along with the horn, dog and stag which feature 

directly in the legend. The other image – which to 

my knowledge has not previously been interpreted 

in this light – is in Little Petherick church. As well as 

 
64 Swarzenski, ‘Two Oliphants’, 28, 30. 
65 Beachham and Pevsner, Cornwall, 110, 479-80.  

Figure 5.18: The carved stone shield relating to St Petroc 
at Rialton, Cornwall. 
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being dedicated to St Petroc, according to Orme Little Petherick was also probably founded as a 

subordinate church to Padstow, and is also likely to be the intended location of the hunting scene in 

his first Life.66 This carving is similar to the Rialton example but has some clear differences; it is on a 

wooden bench-end, and while it is also on a shield it retains only the horn and sword of the other 

and adds a bell (figure 5.19). Given the contexts in which they are found, a date in the earlier 

sixteenth century seems plausible for both.67 

The shield at Little Petherick may not be such an obvious representation of the legend but 

the significance of the bell should also be considered, as a portable bell was a standard part of an 

early saint’s regalia. Petroc’s bell is known to have survived as a relic after his death, when it was 

recorded as being used to free slaves, including 

being sent to the town of Liskeard for the 

purpose – something which is recorded in the 

Bodmin Gospels and translated by Doble:  

This is the name of the woman, 
Aelfgyth, whom Aethaelflaed freed for 
her own soul and for the soul of her 
lord Aethaelwerd the Duke on the Bell 
(“cimbalom”) of S. Petrock in the town 
which is called Lyscerruyt.68 

While this bell appears to have vanished by the 

time the relics are recorded in the reign of 

Henry I, it may have survived in popular 

memory, or simply been included at Little 

Petherick because of a more general association 

with the early saints.  

 
66 Orme, The Saints of Cornwall, 214-219. 
67 For more information on the dating of bench ends see Joanna Mattingly, ‘The Dating of Bench-ends in 
Cornish Churches’, Journal of the Royal Institute of Cornwall (1991) pp. 58-72. 
68 British Library, GB-Lbl Add. MS 9381, cited in Doble, ‘Saint Petrock’, 36. Bells also appear in the coat of arms 
of St Germans Priory, Cornwall; see chapter two for further discussion of this. 

Figure 5.19: Hunting horn, sword, and bell on a bench end in 
Little Petherick church, Cornwall. 
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Given the similarity between both of these shields, the ease with which their contents can 

be fitted into the conversion of Constantine or the wider life and cult of Petroc, their location at sites 

directly linked to St Petroc or his Priory, and the appearance of Petroc’s name alongside one, there 

can be little doubt that these relate to the saint; but what was their purpose? In both instances, the 

carving appears heraldic, with the elements of the story reduced to symbols and placed upon a 

shield. However, this presents some challenges as neither form of this shield was used as the coat of 

arms of Bodmin Priory (which was three fish, relating to another story from Petroc’s Life), and unlike 

the arms of the Priory they do not appear on Prior Vivian’s tomb (now in Bodmin church) or in other 

contexts relating to the Priory.69 While the use of a shield at Little Petherick does not necessarily 

insist upon the image being armorial, as this is a common device within the design of a bench-end, 

the context of the Rialton carving hints more strongly at this. The second Rialton shield, however, 

may help to explain this, as although it is recognisable as the arms of King Edgar and of the house of 

Wessex, Edgar died long before the development of heraldry and so his arms are entirely the 

invention of later centuries. Given this, it seems likely that the shields of Rialton and Little Petherick 

represent an early sixteenth-century attempt to provide arms for a figure who could never have 

possessed them in his own life, rather than a representation of anything contemporary such as the 

Priory.  

 

5.4.3 – Saint Neot 

The story of the saint protecting the hunted deer and ultimately converting the hunter is not unique 

to Petroc. Indeed, the story of Gwinear described earlier in this chapter contains many of the same 

features albeit with a deceased rather than living saint – and it is also not the only occasion where 

this makes its way into the imagery of the region. The story of St Neot is somewhat confused by the 

presence of a monastery dedicated to and apparently possessing the relics of the Saint in St Neots, 

Huntingdonshire (now in Cambridgeshire) as well as the village bearing his name in Cornwall. 

 
69 Ivall, Cornish Heraldry, 22-23. 
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Although there is strong evidence for him having been a Brittonic saint, his associations elsewhere in 

the country have meant that his earliest surviving Life (‘Vita I’) was written at or for the 

Huntingdonshire monastery in the mid-eleventh century without including much Cornish context. In 

the twelfth or thirteenth centuries this was expanded into ‘Vita II’, possibly in either Exeter or 

Glastonbury and given a more local flavour. 70 As well as being closer geographically to Cornwall, this 

is the version where a hunting horn is mentioned:  

Now it came to pass one day that the same servant of the Lord was standing, as he 
was wont, in the fountain in which he was accustomed to repeat the entire Psalter, 
as an act of self-mortification. And behold a doe came flying through the hills and 
woods and bounded up to him, pursued by dogs, running swiftly and barking 
savagely, urged on by the huntsmen. She fell down at the well, before the said 
Father’s feet, as if entreating him to save her from death, and lay there until he bade 
her depart in peace and safety. The hounds fled back, as if they had been beaten, 
and the huntsmen himself, falling down to the ground, adored Saint Neot, and, 
converted by him, “put off the old man with his deeds, and put on the new man,” 
receiving from Neot the sacred (monastic) habit. In proof of this story, the said 
hunter’s horn is to this day preserved in the church of St. Petroc, and hung up there 
as a relic, in memory of the most holy confessor Neot, who presented it to that 
church.71 

There are a number of interesting features here. Firstly the story itself is striking in its 

similarity to Petroc’s conversion of Constantine, and the similarity between this and other Lives is 

not confined to this incident. According to Doble: 

The story of the magic fish is found in the Life of St. Corentin and in that of S. Petroc. 
The doe pursued by hounds is found in the Life of St. Petroc. The stags drawing the 
saint’s plough appear in the Life of St. Kea. It looks rather as if a monk from Cowyk 
had visited Cornwall, or conversed with some Cornish priest, and gathered together 
the most striking stories of Cornish saints he had heard to enrich his Life of Neot. I 
put this forward merely as a suggestion. It appears to me possible, but we have not 
at present the evidence to make a definite decision as to the origin of these 
picturesque legends.72 

As well as being a useful reminder that these are legends rather than historical episodes – and so can 

often contradict and borrow from each other – this is particularly relevant in relation to Neot’s 

 
70 Orme, The Saints of Cornwall, 200-201. 
71 British Library, GB-Lbl Cotton MS. Claudius A.V., cited in Gilbert H. Doble, ‘S. Neot: Patron of St. Neot, 
Cornwall, and St. Neot’s, Huntingdonshire’, “Cornish Saints” Series, 21 (Exeter: Sydney Lee, date not given), 23-
24; and Orme, The Saints of Cornwall, 201. 
72 Doble, ‘S. Neot’, 30. Cowyk was a Priory near Exeter. 
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hunting horn. Unless two such instruments were preserved as relics in St Petroc’s church, which 

would surely have been worthy of note, there seems little doubt that this is the same horn referred 

to earlier. This reappearance shows the importance of a relic such as this as proof of not just one, 

but two saints’ legitimacy, and so demonstrates the prominence that the horn must have had within 

both of their cults. 

 The use of the hunting horn as a religious symbol has been established up to the twelfth or 

thirteenth centuries, and hinted at in relation to St Petroc several hundred years later by the shields 

at Rialton and Little Petherick. For more definite evidence from the later Middle Ages the region’s 

artwork can again be turned to: St Neot’s church contains one of the most complete sets of pre-

Reformation stained glass in Britain, with one 

of the windows dedicated to scenes from the 

life of St Neot. 73 This glass dates from 

between roughly 1480 and 1530 and its 

remarkable survival provides a fascinating 

visual companion to the earlier Lives, including 

the tale of the saving of the doe from ‘Vita 

II’.74 This scene, which is subscripted by the 

words ‘ 

Hic Sedens in fonte Cervam liberam fecit’ 

(Here sitting in the well he set the deer free), 

shows the hunter handing Neot his horn. The 

Saint himself has his feet in a small pool of 

water a book on his lap and is grabbing the 

horn by its baldric, while the doe is shown 

 
73 Joanna Mattingly, ‘Stories in the Glass – Reconstructing the St Neot Pre-Reformation Glazing Scheme’ 
Journal of the Royal Institute of Cornwall (2000), pp. 9-55, at 9. 
74 Ibid., 9-10, 46; and Orme, The Saints of Cornwall, 202-203. 

Figure 5.20: St Neot being handed a hunting horn, late 
fifteenth- or early sixteenth-century stained glass in St Neot 
church, Cornwall. 
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lying down between him and the hunter (figure 5.20).75 Clearly, the story was still known locally in 

the decades leading up to the Reformation, and the horn was still considered an important part of 

this narrative. 

 

5.4.4 – Sacred Hunting Horns in Devon and Beyond 

While the association of the hunting horn with two Cornish saints has been established, this is not 

unique to the county. This is reflected in the late medieval artwork of Devon, with three paintings of 

saints holding hunting horns surviving: one at Bradninch church, and the other two at East 

Portlemouth church (figures 5.21-5.23). In both locations these are found as part of a set of paintings 

of saints in the wainscoting of the rood screen; but who are they? The function of the horns within 

 
75 Mattingly, ‘Stories in the Glass’, 46; translation by Peter Rose. 

Figure 5.21: An unknown saint (or other figure) holding a 
hunting horn on the rood screen at Bradninch church, 
Devon. 

Figure 5.22: A saint holding a hunting horn and papal 
three-barred cross, identified as St Cornelius. Rood screen 
painting at East Portlemouth church, Devon. 
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these paintings is to act as the saint’s attribute – a symbol that would have been used to signify who 

was being depicted – and so they should be an important part of establishing their identities.  

One possibility is that these could be the Cornish saints already discussed: despite his 

Cornish origin, Petroc had more medieval parish churches dedicated to him in Devon than Cornwall, 

and both he and Neot were recorded in the calendars and invoked in the litanies of Exeter Cathedral 

in at least the eleventh and twelfth centuries. At around the same time, Exeter Cathedral is known to 

have possessed relics of St Petroc and the city is also one of the possible locations for the 

composition of Neot’s ‘Vita II’. 76 As well as this, both saints are likely to have been familiar nationally 

to some extent because of the inclusion of their Lives (in both cases including the story of the 

protection of the deer) in John of Tynemouth’s Nova Legenda Anglie, compiled in the late fourteenth 

century and later printed in 1516, this is likely to have spread their fame, and as only one other 

 
76 Orme, The Saints of Cornwall, 202, 217-218. 

Figure 5.23: An unknown saint dressed as a bishop and 
holding a hunting horn, rood screen painting at East 
Portlemouth church, Devon. 

Figure 5.24: St Petroc as a bishop, late fifteenth- or early 
sixteenth-century stained glass in St Neot church, 
Cornwall. 
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Cornish saint (St Piran) was included it also suggests that they were considered to be important 

figures at the date of their inclusion.77 As an argument against them, Petroc and Neot are both 

depicted in other windows in St Neot church, and in both cases are shown without a horn; this could 

be a sign that it was not a common attribute of either, but it is impossible to say from so little 

evidence.78 

Rood screens often included depictions of local saints, but internationally-known figures 

were also common and so another possibility is that some of these are represented in these 

Devonian churches, as stories of saints either stopping hunts or being converted while hunting were 

not uncommon across Europe. The Golden Legend, a collection of saints’ Lives which was compiled 

by Jacobus da Voragine in around 1260 and found huge popularity in the centuries that followed, 

includes several of these.79 As an example, St Giles was recorded as having a doe as a companion 

while living as a hermit in the wilderness; when the local king’s hunt chased after the deer, the saint 

was accidentally wounded by an arrow, causing the king to beg his forgiveness and found a 

monastery nearby.80 St Eustace was a Roman general and, like Constantine, was a keen hunter 

before his conversion: 

One day when he was hunting, he came upon a herd of deer, among which one stag 
stood out by his size and beauty, and this deer broke away from the others and 
bounded into a deeper part of the forest. Leaving his soldiers to follow the rest of 
the herd, Placidus [Eustace] gave his full efforts to pursuing the stag and did his best 
to catch it. The deer kept well ahead of him, however, and finally stopped at the top 
of a high peak, Placidus, coming near, pondered how he might capture the animal. 
As he studied it, he saw between its antlers what looked like the holy cross, shining 
more brightly than the sun. Upon the cross was the image of Jesus Christ. 81 

After this, Jesus spoke to Eustace through the stag’s mouth (or possibly through the figure on the 

cross) and converted him to Christianity. Although not included in the Golden Legend, an almost 

 
77 Carl Horstman (ed.), Nova Legenda Anglie, Volume I (Oxford: Clarendon Press, 1901), ix; Carl Horstman (ed.), 
Nova Legenda Anglie, Volume II (Oxford: Clarendon Press, 1901), 215, 319; Orme, The Saints of Cornwall, 218. 
78 Orme, The Saints of Cornwall, 203, 217. 
79 Jacobus de Voragine, The Golden Legend: Readings on the Saints, Volume I, William Granger Ryan (trans.) 
(Princeton: Princeton University Press, 1993), xiii. 
80 Jacobus de Voragine, The Golden Legend: Readings on the Saints, Volume II, William Granger Ryan (trans.) 
(Princeton: Princeton University Press, 1993), 147-148. 
81 Ibid., 266-267. 
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identical story is associated with St Hubert.82 Both Eustace and Hubert sometimes use the horn as 

their attribute, while a hunting horn, supposedly belonging to the saint, has been preserved as a relic 

and is now in the Wallace Collection in London, showing the importance of the instrument within his 

cult.83 

 But what of the paintings themselves? One of those at East Portlemouth can be 

demonstrated to be none of those saints already described as they carry a three barred papal cross 

(figure 5.22). This has led to the identification of this as Cornelius, the third-century pope and 

martyr, in the Oxford Dictionary of Saints – with the horn presumably intended as a pun on his 

name.84 A church is dedicated to Cornelius at Cornelly in Cornwall, and although only recorded for 

the first time in 1502 this confirms that he was known in the region.85 The painting at Bradninch is 

harder to attribute in this way because it depicts a woman and, as can be imagined from the 

complete absence of women in the saints listed above, this does not leave any obvious possibilities 

for her identity. While the Oxford Dictionary of Saints does not link any female saints to the hunting 

horn, it does identify St Osyth as using a deer as an attribute. Osyth (alternatively Osgyth or Osith), 

was originally an Anglo-Saxon princess who remained best known in her native Essex, but could also 

have been known as a saint in Devon as an Anglo-Saxon cross shaft in Exeter may have been 

associated with her.86 Conflation of the deer and hunting symbolism more generally might have led 

to the use of a horn in the Bradninch painting, especially with a saint who was little known in the 

area, but this is in no way conclusive. It is also possible that no saint is intended – Diane Wilks has 

suggested the sibyl, Delphica as a possible candidate for the figure – similarly, it could represent a 

donor of the screen, although this is rare in Devon.87 In this case, the donor could have been 

 
82 David Farmer, The Oxford Dictionary of Saints: Fifth Edition Revised (Oxford: Oxford University Press, 2011), 
216. 
83 Ibid., 216. 
84 Ibid., 103. 
85 Orme, The Saints of Cornwall, 96-97. 
86 Farmer, The Oxford Dictionary of Saints, 333-334; and Rosemary Cramp, Corpus of Anglo-Saxon Stone 

Sculpture Volume VII: South-West England (Oxford: Oxford University Press, 2006), 86. 
87 Diane Wilks, Showing the Path to Heaven: A Celebration of Painted Panels in Devon Churches (Exeter: Azure 
Publications, 2014), 17, 33. 
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depicted holding the attribute or in the guise of a particularly meaningful saint, while it is also 

possible that a saint may have been shown with the attribute of another for symbolic reasons that 

have since become obscured.88 Finally, the second painting at East Portlemouth shows a figure 

dressed as a bishop. St Hubert was bishop of Maastricht and Liège in the eighth century, making him 

a potential contender; however, the image of St Petroc in the St Neot glass shows him as a bishop 

(figure 5.24), giving another option. It is also possible – as is still possible at Bradninch for the other 

figure at East Portlemouth – that this represents another saint entirely, either local or international. 

 Ultimately, there can be no definite explanation of the identity of these figures. Cornelius is 

a strong contender for one given the unusual combination of hunting horn and papal symbolism, 

and while the case could be made for either Hubert or Petroc for another there is no real evidence 

and so a different saint could be intended. The female figure at Bradninch remains even more of a 

mystery than either of those at East Portlemouth, and may not be a saint at all. However, this has 

demonstrated how the idea of the hunting horn as a religious symbol was common across medieval 

Europe – hunting was a theme found in the stories of a number of saints from the early centuries of 

Christianity onwards and the horn was a recognised way of representing some of these figures. As 

well as this, horns were sometimes preserved as relics of saints, and the descriptions of this in  

relation to St Neot and St Petroc are backed up by the survival of St Hubert’s horn elsewhere. Put 

together, this confirms the place that the instrument held in the religious imagery of south-west 

England, as part of the wider artistic world of medieval Europe. 

 

 
88 An example of the appearance of saints with the symbols of others can be seen in: Barbara Butts and Lee 
Hendrix, Painting on Light: Drawings and Stained Glass in the Age of Dürer and Holbein (Los Angeles, CA: Getty 
Publications, 2000), 142-148. Donors can be found portrayed as saints elsewhere in Europe in the fifteenth 
century: Jill Burke, Changing Patrons: Social Identity and the Visual Arts in Renaissance Florence (University 
Park, PA: The Pennsylvania State University Press, 2004), 112. 
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5.5 – The Copplestone Cross: an Early Hunting Horn? 

The artworks considered so far in this chapter were created between the fourteenth and 

seventeenth centuries and – barring the fourteenth-century Lostwithiel font – the bulk fall into 

either the 50 or so years either side of the turn of the sixteenth century, or the first half of the 

seventeenth century (see figure 5.25 for the approximate date ranges of all the hunting horns in 

Devon and Cornwall’s art). Compared to this, the example at Copplestone (figures 5.26 and 5.27) 

predates the majority of these by at least 500 years. Given how far this image is separated from 

those studied in the rest of the chapter, what symbolic significance might it have had? Further to 

this, can it even be considered to include a hunting horn, given the lack of clarity in the carving 

itself? 

This carving is not in a church, but is still 

found in a religious setting on an Anglo-Saxon 

stone cross at a road junction between Crediton 

(and by extension Exeter), Okehampton, and 

Barnstable (see figure 5.1). Given its later tenth-

century date, its survival is remarkable, and 

although the cross head is missing the shaft still 

stands at an impressive 3.2m high. 

Unfortunately, 1000 years’ worth of weathering 

has left some of the decoration indistinct, and 

while a figure on horseback can be made out at 

the top of the north-east face of the stone, the 

presence of a horn is very much down to 

interpretation, with Rosemary Cramp’s Corpus 

of Anglo-Saxon Stone Sculpture describing the 

Figure 5.26: A horseman, possibly with a horn, on the late 
tenth-century stone cross shaft at Copplestone, Devon. 
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figure as ‘shown in profile ?blowing a horn’ and 

later on as ‘probably blowing a horn’. 89 This is 

further confused when the carving itself is 

examined, as two possible locations for this horn 

can be found: one to the left of the figure and one 

to the upper right (see figure 5.28). Given the 

indistinct nature of the evidence, it is hard to be 

certain which was identified by Cramp as the 

possible horn. 

 As was shown at the start of this chapter, 

hunting horns were known in Europe from at least 

the fifth century, and in the British Isles they 

appear (in a slightly different form) in Pictish art 

from the eighth century. In the South West the various saints’ Lives which describe hunting cannot 

be used as good evidence of the period in which they are set, 

but the recording of Petroc’s relics in the presence of Henry I 

suggests they were known in the region in the early twelfth 

century, and the fact that the horn was established as a relic 

by this point further gives the impression that it had been in 

the priory’s possession for some time. In the later ninth 

century a hoard of silver was buried near St Austell in 

Cornwall, probably to protect it from Viking raids. The 

Trewhiddle Hoard, so named for the place it was found in 

1774, includes two decorated strips which have been 

traditionally described as ‘drinking-horn mounts’, although it 

 
89 Cramp, Corpus VII: South-West England, 82-83. 

Figure 5.27: The entirety of the north-east side of the 
Copplestone cross shaft. 

Figure 5.28: An illustration of the 
Copplestone figure with possible hunting 
horns at A and B, and a spear at C. 



189 
 

is not clear why they could not 

equally have come from a 

hunting horn.90 The 

interpretation of the Trewiddle 

objects as drinking horn 

mounts raises the possibility 

that this is the type of horn also 

intended at Copplestone. Such 

a horn can be seen carved on a 

stone at Dunkeld in Scotland (figure 5.29) which has previously been identified as a musical 

instrument, but when examined it can be seen that the large, rather than small end is held to the 

figure’s mouth making a drinking horn more likely.91 However, while these various sources do not 

prove the presence of a hunting horn at Copplestone, they do show that it is not unrealistic to 

imagine that such instruments were known in the area at the time, and so this could well be a 

reasonable interpretation. At Copplestone it is not entirely clear which end of either potential horn 

is bigger, making it possible that a drinking horn is intended; however, it is easier to interpret both as 

being bigger at the end further from the figure, which suggests a musical instrument as the more 

likely interpretation. 

 The horseman himself is very similar to several on the Pictish stones of Scotland which 

predate this monument (compare for example the position of the spear in figure 5.28 to that on the 

Dunkeld stone in figure 5.29). Because of this, it is worth noting that hunting scenes – like that at 

Aberlemno (figure 5.30) that was described earlier in the chapter and includes the use of horns – 

were common in this type of art across Scotland and Ireland. In these cases religious connotations 

 
90 R. D. Penhallurick, Tin in Antiquary (London: The Institute of Metals, 1986), 181, 874. These are now held by 
the British Museum, museum number 1880,0410.11. 
91 Allen and Anderson, Monuments of Scotland: 2, 284-285. 

Figure 5.29: A horseman with a spear and a drinking horn on a stone at Dunkeld, 
Scotland. 
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can often be seen as a factor alongside the secular importance of hunting, with the stag especially 

being used as a Christian symbol.92  

With this in mind, two particular Scottish crosses can be considered, the first at Aberlemno 

and the other at Meigle (figure 5.31) – in both cases a hunting scene has been depicted on the back 

of the cross with hunters on horseback proceeding from right to left across the stone with dogs 

alongside, and in both cases a lone figure stands without a horse on the far left of the scene. At 

Aberlemno they face the hunters, while at Meigle they look straight out towards the viewer, arms 

raised above their head.93 The story of the saint halting a hunt has already been shown to have been 

widespread during the Middle Ages, and so it is possible that it was also popular several hundred 

 
92 Nancy Edwards, ‘An Early Group of Crosses from the Kingdom of Ossory’, The Journal of the Royal Society of 
Antiquaries of Ireland, 113 (1983), pp. 5-46, at 29. 
93 Allen and Anderson, Monuments of Scotland: 2, figs. 228b, 311b. 

Figure 5.30: The back of a late eighth-century stone cross at 
Aberlemno, Scotland which includes a hunting scene. Note the 
two figures with straight horns at the top right and the one 
turned to face the horsemen at the left of the scene. 

Figure 5.31: The back of the Meigle (no. 2) cross slab, 
Scotland with a hunting scene at the top. Note the figure with 
raised arms at the top left of the scene. 
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years before it began to be included in the written saints’ Lives. While there is no solid evidence to 

prove it, these stones could be interpreted as representing this legend. 

If this is the case, it could also be possible to interpret the Copplestone figure in this light. 

Seen this way, such a story would already have been current in the South West in the tenth century, 

possibly already relating to Saint Petroc given that it appears in his Life a short time later in the mid-

eleventh century – although it could equally have concerned another, long-forgotten figure. This 

story would have been well enough known that it was clear from the figure alone what was intended 

(as was the case with the rood screen paintings in later centuries), possibly aided by its appearance 

in the religious context of a cross. However, this can only be seen as speculation, and Cramp’s 

suggestion that the figure ‘could well be the image of a secular ruler, such as are found on northern 

crosses of the Viking Age’, is perhaps a far easier explanation to believe.94 Either way, the possible 

inclusion of the horn on this cross shaft must surely have been for its symbolic importance, either as 

an identifier of an important local figure, or as a reminder of a familiar religious story. 

 

5.6 – Conclusions 

The hunting horn appears a number of times in the artwork of Devon and Cornwall, mostly in 

churches but also in other locations, and this chapter has shown that in the majority of these cases, 

if not all of them, some kind of symbolic function was intended with their use. The instrument’s 

symbolism is most immediately obvious in a secular context, as exemplified by the region’s heraldry 

where it was used as a deliberate representation of families and individuals. It has also been 

suggested that the image of the hunter and their horn could have taken on extra meaning due to 

their importance as a representation of local aristocratic power when used in locations near to deer 

parks. This is especially true at Lostwithiel and may also be the case at Launcells and St Germans, 

although these two may simply be illustrations of common local employment and the latter does not 

 
94 Cramp, Corpus VII: South-West England, 83. 
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include a hunting horn. Even when included as part of a more complete hunting scene, such as at St 

Michael’s Mount, the horn is still part of the wider aristocratic symbolism of hunting. 

 While less immediately obvious, the religious significance of the horn was based upon its 

inclusion in the Lives of several local and internationally popular saints, and the cults that grew up 

around their veneration. Hunting was a popular pastime for the rich and powerful and so it is easy to 

see why the idea of a king or other important official being converted during a hunt would be such a 

popular story. This was probably encouraged by the presence of a hunting horn as a relic in one of 

the region’s religious houses, and is confirmed by its inclusion in shields at Rialton and Little 

Petherick that appear to be telling the story of St Petroc, as well as in the St Neot glass where the 

local saint is depicted being handed a hunting horn by the newly converted hunter. 

 Most of the hunting horns found in the region’s art range in date from the middle of the 

fifteenth through to the middle of the seventeenth centuries, with the exception of the fourteenth-

century carving on the font in Lostwithiel church. This places the Copplestone cross shaft at a 

significant temporal distance from these sources. However, it has been possible to show that while it 

is not certain that this shows a hunting horn, it is a reasonable possibility. In addition, two 

possibilities have been suggested for its presence; either that it is a representation of local secular 

power, or that it carries the same kind of religious significance as some of the horns seen in later 

artwork. Both of these relate directly to the rest of the chapter and show clear symbolic significance 

in its inclusion. 

All of this indicates that the hunting horn occupied a range of symbolic functions, both in art 

and outside of it, and that while there may have been special circumstances in Cornwall and Devon 

which encouraged this (the appearance of hunting in the Cornish saints’ Lives), this ultimately 

occurred as part of the wider culture of Britain and Europe. Although there may be other elements 

to consider, the reason for the instrument’s inclusion in the region’s art was because hunting itself 

occupied an important place in society for the duration of the period considered here. This led to it 

becoming a symbol of aristocratic power, and also one of saintly veneration. 
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Chapter Six 

‘Odd Voices’: Animal and Monstrous Music-Making 

6.1 – The Role of the Monster 

6.1.1 – Introduction 

When considering medieval and Renaissance artwork it can be tempting, especially for musicians, to 

question the realism of the depiction and therefore what can be learnt about any musical 

instrument or other details it shows. However, this chapter will consider a type of artwork that, at 

least in its basic concept, could be considered inherently unrealistic: that which includes animal and 

monstrous musicians. The other chapters of this thesis have already demonstrated the range of 

symbolic functions which can be played by musical imagery, but the appearance of inherently 

fantastical musicians – in the form of mermaids, monkeys, and others – provides another direction in 

which this can be explored. 

Broadly speaking, images of animals engaged in music and other noise-making in the region 

can be divided into three types: believable depictions of animals; anthropomorphic artwork in which 

Figure 6.1: A list of all of the instances of animal and monster musicians in Devon and Cornwall, along with which of the 
three categories they fit into (1, believable animal music making; 2, anthropomorphic musicians; and 3, mythological 
musicians). Although it has been included in this list, Hawkchurch was formerly part of Somerset. 

Location County Creature Instrument Context Medium Category

Abbots Bickington Devon Pig Bell St Antony Stained glass 1

Bigbury Devon Dog Bells Funerary Brass 1

Dog Bells Funerary Brass 1

Braddock Cornwall Pig Bagpipes Rood screen 2

Camborne Cornwall Mermaid Harp Bench-end 3

Hawkchurch Devon Sheep Fiddle/Rebec Capital 2

Goat Triple pipe Capital 2

Holne Devon Pig Bell St Antony Rood screen 1

Kingskerswell Devon Pig Bell St Antony Stained glass 1

Sheviock Cornwall Dog Bell Funerary Monument 1

St Columb Cornwall Monkey Shawm? With one dancer Bench-end 2

St Ewe Cornwall Monkey Bagpipes Rood screen 2

Monkey Bagpipes Rood screen 2

St Mawgan Cornwall Monkey Shawm? With two dancers Rood screen 2

Sutcombe Devon Dragon? Bell Bench-end 3

Tiverton Devon Cow Bell Carved porch 1

Cow Bell Carved porch 1

Wembworthy Devon Mermaid Trumpet? Roof boss 3



194 
 

conceivably familiar animals play musical instruments as if they were human; and entirely fantastic 

scenes showing mythological creatures indulging in musical activity (figure 6.1). With this last 

category, it should be noted that these creatures may still have been believed in by the artist or their 

contemporaries and so the line between these last two groups is – at least to an extent – 

anachronistic. However, unlike even the most exotic living animal, there is no way they could have 

had significant first-hand experience with purely mythological creatures, whereas evidence can be 

provided for the presence of certain exotic animals within the region. 

 The first class is made up entirely of animals with bells attached to their collars or otherwise 

around their necks, other than one case where a small bell hangs from an ear. Three different types 

of animal are found in this context: two cows, both of which are carved in the same location; three 

dogs, two on a single brass memorial and one on a stone monument in another church, all shown by 

their owner’s feet; and three pigs in different locations. Even in these believable situations their use 

is not free from symbolic meaning – the loyal dog at the feet of their mistress or master is still a 

Figure 6.2: A map showing all of the instances of animal and monster music making in Devon and Cornwall: A, Abbots 
Bickington; B, Bigbury; C, Braddock; D, Camborne; E, Hawkchurch; F, Holne; G, Kingskerswell; H, Sheviock; I, St Columb; J, St 
Ewe; K, St Mawgan; L, Sutcombe; M, Tiverton; N, Wembworthy. Black lines represent coastline, yellow lines represent 
county borders (with Cornwall on the left and Devon on the right), and grey lines represent key modern roads. 
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familiar image today, while the pigs and their bells have been used specifically to identify the figure 

with whom they are shown as St Antony. However; the focus of this chapter is on the other two 

categories, which move more thoroughly into the realms of the fantastic. In particular, it will look at 

monkey musicians and dancers, who make up the majority of the second class (the rest of it being 

filled by a sheep and goat in one location and a pig in another), and mermaids, who represent two 

out of the three examples from the final group.1 

 This chapter will use these two creatures to explore the different ways in which music has 

been used within this type of artwork, and will specifically address the following questions: how 

would contemporary craftspeople and audiences have understood the depicted creatures? How do 

the images fit within the wider traditions associated with these creatures? What role did music play 

 
1 Another possible example of musical merpeople is found on a misericord in Exeter Cathedral (see appendix 
A), but as it is not clear if the two figures are holding a drum or something else, this example has not been 
included in this discussion. 

Figure 6.3: A map showing a number of other locations referred to in the chapter: A, Breage; B, Brent Knoll; C, Exeter; D, 
Kilkhampton; E, Ladock; F, Lansallos; G, North Tamerton; H, Torbryan; I, Zennor. 



196 
 

within these traditions, and how does this apply to the images? In the case of one image (a mermaid 

harpist in Camborne church) further discussion will be made concerning a likely source used by the 

artist, and how this affects our understanding of the image. First of all, the background of the topic 

will be established through a discussion of the history of how the monster has been understood, and 

of the key encyclopaedic works that have influenced this. 

 

6.1.2 – Monsters in Literature from Pliny to the Bestiary 

Before starting to look at these more specific case studies, it is important to understand the place of 

the animal – real and mythological – in the medieval and Renaissance mind. A particularly useful 

piece of scholarship in this field is The Epistemology of the Monstrous in the Middle Ages by Lisa 

Verner, in which the reader is reminded of the importance of an open mind: 

The appeal of the monster seems obvious, much like the modern freak show: the 
grotesque simultaneously repels and fascinates. Scandalized, even horrified, the 
observer (or reader) still cannot look away. However, as with any obvious answer, 
one should be suspicious, for the analogy I have made here is clearly temporally 
biased. It assumes medieval people would have had the same visceral and 
intellectual responses to a monster as a “modern” (or even a “post-modern”) would. 
Such an assumption not only misrepresents the thought of the Middle Ages but also 
prevents one from ascertaining anything true or useful about the medieval mindset 
and the changes it underwent over the course of a millennium.2 

While relevant to all the chapters in this thesis, this is perhaps especially pertinent here given how 

increased travel and familiarity with animals from around the world has so totally changed our 

perception of them. Likewise, the mythology surrounding what we now know to be imaginary 

creatures has often continued to grow in the intervening centuries, becoming part of more modern 

literature, folk tales, and culture in new and inventive ways. Even our understanding of reality has 

evolved through greater familiarity with the wider world. After all, many now-familiar animals would 

scarcely appear any more believable than a dragon or sciopode if all appeared in the same sources 

and were ascribed to a far-off land with the same degree of authority. 

 
2 Lisa Verner, The Epistemology of the Monstrous in the Middle Ages (New York: Routledge, 2005), 1. 



197 
 

 An important part of considering the monster and animal lore of the Middle Ages and later 

periods is understanding the range of sources from which this came, along with their history, 

evolution, and relationship to each other. This forms the backbone of much of the work in this area – 

both overtly and in less noticeable ways.3 Very broadly speaking, it is most useful to start with Pliny’s 

Natural History, an encyclopaedic work of the first century A.D. which includes descriptions of both 

real and mythological animals. This important work was often drawn upon by later writers when 

‘The magic words, “As Plinie saith”, were sufficient to secure belief for almost any statement, 

however startling, made by a medieval writer’, something which continued through the sixteenth 

and seventeenth centuries.4 However, this form of encyclopaedia should not be considered along 

modern lines, in that its goal was primarily to record the information presented by others, including 

that which Pliny was able to dismiss as fabrication, rather than just that which he knew to be true.5 

 The next important source is the Physiologus, which was originally written in Greek, 

probably in Egypt in the first half of the third century before becoming popular in Latin by at least 

the sixth century.6 While taking material from a number of classical sources, this work brought the 

discussion into a firmly Christian light by interpreting the real and fantastical creatures it discusses in 

a new way. The phoenix, described as setting itself on fire before being fully resurrected three days 

later, is a clear example of this: 

If this species of bird has the power to kill himself in such a manner as to raise 
himself up, how foolish are those men who grow angry at the words of the Savior, “I 
have the power to lay down my life, and I have the power to take it again”. The 
phoenix represents the person of the Savior since, descending from the heavens, he 
left his two wings full of good odors (that is, his best words) so that we, holding forth 

 
3 For examples of this see: Willene B. Clark and Meradith T. McMunn (eds.), Beasts and Birds of the Middle 
Ages: the Bestiary and Its Legacy (Philadelphia: University of Pennsylvania Press, 1989); Linda Phyllis Austern 
and Inna Naroditskaya (eds.), Music of the Sirens (Bloomington, IN: Indiana University Press, 2006); and Gwen 
Benwell and Arthur Waugh, Sea Enchantress: The Tale of the Mermaid and her Kin (London: Hutchinson & Co., 
1961), amongst others. 
4 Benwell and Waugh, Sea Enchantress, 94. 
5 Verner, The Epistemology of the Monstrous, 11-12, 18. 
6 Alan Scott, ‘The Date of the Physiologus’ Vigiliae Christianae, 52/4 (1998), pp. 430-441; and Verner, The 
Epistemology of the Monstrous, 21. 
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the labors of our hands, might return the pleasant spiritual odor to him in good 
works. Physiologus, therefore, speaks well of the phoenix.7 

This combination of the traditional description of the bird (now with added symbolism such as the 

resurrection on the third day), scriptural quotations, and a Christian interpretation shows how the 

concept of the work differed from that of the Natural History. While Pliny’s work focused on 

organising information, Physiologus used animals in support of a religious message. 

Several hundred years later came the Etymologies of Isidore of Seville (c. 560-636), another 

encyclopaedic work which was ‘arguably the most influential book, after the Bible, in the learned 

Latin West for nearly a thousand years’.8 Like those classical works that had gone before it, the 

Etymologies focused on the evidence of other scholars, rather than first-hand experience, a trait that 

has led to some unflattering comments: 

The literary and philological flavor, the stress on word history and derivation, the 
pseudo-science based on authority, the conspicuous tendency to confusion and 
feebleness of thought, the habit of heedlessly copying that we find in an aggravated 
form in the Etymologies, all these are inherited characteristics that betray the origin 
of the work.9 

However, in writing this Ernest Brehaut has been accused of misunderstanding the function of the 

work, and indeed the reliance on written evidence in the Etymologies should also not be considered 

a fault: 

To criticize a discourse for relying on the authority of books makes sense only if the 
relevant knowledge could and should be attained some other way, through direct 
observation, for example. However, if one’s “metanarrative” is, as Amsler puts it, a 
“verbal ontology,” one is thus compelled to look to books, for books contain words; 
the material world contains only the physical manifestation of words, a 
phenomenon which is clearly secondary if true significance is to be found in words 
and not in things.10 

 
7 Michael J. Curley (trans.), Physiologus (Chicago: The University of Chicago Press, 2009), 14. 
8 Stephen A. Barney, W. J. Lewis, J. A. Beach and Oliver Berghof, The Etymologies of Isidore of Seville 
(Cambridge: Cambridge University Press, 2006), 3, 7. 
9 Ernest Brehaut, An Encyclopedist of the Dark Ages: Isidore of Seville (New York: Columbia University, 1912), 
42-3. 
10 Verner, The Epistemology of the Monstrous, 29-30; citing Mark Amsler, Etymology and Grammatical 
Discourse in Late Antiquity and the Early Middle Ages (Philadelphia: John Betjamins Publishing Company, 
1989), 134. 
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Therefore, while none of these sources 

can be considered as purely factual 

accounts of their subject matter, it is also 

clear that this is not a function that they 

were ever intended to fulfil. 

From the twelfth century onwards 

the bestiary rose to prominence as a 

highly popular genre of works found 

primarily in Latin, but also in several 

vernacular languages. Based on the Physiologus, it appears to have found a number of uses in the 

Middle Ages: in teaching; as a source for sermon writing; and for information for the writers of other 

books.11 Although very similar to the Physiologus in a number of ways, the bestiaries diverge from 

both this and the Etymologies in its focus. While the spiritual still played a role within this, the 

bestiaries expanded more generally into secular morality.12 

Ultimately, for a study such as this one it is 

not crucial to know exactly what use the descriptions 

given in these sources were intended to serve, but it is 

very important to understand that the truth of the 

information on the beast or monster, and even the 

creature’s very existence, is always secondary to their 

ability to act as a sign for something else. Indeed, 

creatures – and especially those on the bounds of 

believability – can rarely be seen to exist on their own 

in these contexts as there is almost always some 

 
11 Verner, The Epistemology of the Monstrous, 93-4. 
12 Clark and McMunn, Beasts and Birds of the Middle Ages, 3; and Verner, The Epistemology of the Monstrous, 
94. 

Figure 6.4: One of two similar bagpiping monkeys on the rood 
screen of St Ewe church, Cornwall. 

Figure 6.5: The second of two similar bagpiping 
monkeys on the rood screen of St Ewe church, it plays 
a fantastical triple chanter instrument. 
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symbolic significance to their use, whether it be in literature, art, or as part of culture more 

generally. This may be found as a subtle hint in the background, or it could outweigh the creature 

itself as the reason for its appearance; leaving the siren, phoenix, or whatever else merely incidental 

to what can be achieved through it. 

Having been well established by earlier writers, the use of animals and monsters purely for 

their symbolic value remained popular. An example of this can be found in the eighteenth of Richard 

Allestree’s Forty sermons of 1684, where the comparison of a sinner who appears righteous to a 

mermaid must have been almost too perfect to resist: 

So for vice, if the same confessing man acknowledg sadly former loosnesses, or out 

of a good meaning tell some story to aggravate the vileness of such fault, and doing 

this before a female auditor makes her pleas’d with the expression of it, and as she 

begins to like the person for the story, so the contagion spreads, and the relator 

from such a liking (as it quickly will) contracts a mutual kindness, and refreshes 

decaied desires; here the good meaning is sunk and drown’d in sin; desinit in piscem, 

‘tis but a Mermaid intention, the fair upper part, however beauteous, ends in 

monster, the Saint declines into a feind.13 

This demonstrates the way in which the use of animals and monsters as analogies of human faults 

and virtues remained long after the influence of the bestiaries and the other prominent literature on 

the subject had begun to wane. 

 

6.2 – Monkey Musicians and Dancers 

While art depicting animals and monsters can sometimes be understood in light of the specific 

symbolic associations of the bestiaries and the other works described above, there are also other 

sources from which such imagery can derive. This can include other contemporary literature and 

narratives, standard imagery found elsewhere, and also real-life experience. Alongside some of the 

region’s other animal artwork, four images of monkey or ape musicians – two bagpipers and two 

(probable) shawm players – can be considered in order to explore these (figures 6.4-6.7). 

 
13 Richard Allestree, Forty sermons (Oxford: R. Scott, G. Well, et al, 1684), 252. 
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The monkey or ape 

makes up the majority of the 

anthropomorphic music making 

in the church art of Devon and 

Cornwall (see figure 6.1), and it 

is an animal that many 

inhabitants of England could 

well have seen first-hand, but 

which may also have seemed 

as fantastic as the centaur or sphinx. Many non-native 

animals such as this are found in English art; the lion, 

for example appears as part of the royal arms of both 

England and Scotland (which were combined in 1603 

into the form seen in multiple locations in appendix 

A), and alongside an eagle, bull and man as symbols of 

the evangelists (figure 6.8).14 Given the distance 

between the medieval artist and these animals’ 

natural habitat, it is important to consider how they 

would have been familiar enough to depict, and this is 

something discussed by Janetta Benton in The 

Medieval Menagerie: 

For those animals that were fantastic, and for 

those that were merely foreign to his locale, 

the artist had access to illuminated bestiaries, 

zoological texts, and artists’ model books. 

Eastern animals may also have been known in 

the West via imagery on imported items. […] 

 
14 The heraldic lion is occasionally described as a leopard, but is in fact a lion, see: Arthur Charles Fox-Davies, 
The Art of Heraldry (London: Bloomsbury Books, 1904, repr. 1986), 121-122. 

Figure 6.6: A monkey playing what appears to be a shawm on the rood screen 
cornice of St Mawgan church, Cornwall while another two monkeys dance. 

Figure 6.7: A monkey plays a shawm or other wind 
instrument on a bench-end in St Columb church, 
Cornwall while another dances. 
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Alternatively, a bestiary illuminator might 

actually have seen certain exotic animals. 

The practice of publicly displaying rare 

animals imported from distant lands dates 

back to antiquity, when it was not 

uncommon for emperors, kings, and even 

wealthy private citizens to keep 

menageries.15 

In order to understand the different results 

that could be achieved by artists depending on their 

sources and the level of their own knowledge, the 

elephant and the camel can be considered. Both of 

these animals have their origins a long way from 

England, both would still prove a surprising sight in 

the English countryside today, and yet both appear 

at least twice in the church art of South-West 

England. In each instances, one illustration is quite believable (figures 6.9 and 6.11) while another 

appears to depict a horse whose features have been mutated, in the elephant’s case with the 

addition of a long face (for a 

trunk), tusks, and an unusual 

structure on its back which may 

well represent a howdah as seen 

in the traditional image of the 

‘elephant and castle’ (figure 

6.10), while the camel has had 

two humps added to its back 

 
15 Janetta Rebold Benton, The Medieval Menagerie: Animals in the Art of the Middle Ages (New York: Abbeville 
Press, 1992), 94-5. 

Figure 6.8: Two evangelists on the rood screen of 
Torbryan church, Devon. The figure on the left is 
shown with a lion representing St Mark, while the 
other has an eagle, representing St John. 

Figure 6.9: A carving of an elephant on a thirteenth-century misericord in Exeter 
Cathedral. 



203 
 

(figure 6.11).16 Despite their exotic nature, both 

animals could have been found in the country at 

around the time of at least one of their carvings.17 

This demonstrates that the relationship between 

English artists and exotic animals was far from 

simple, with some able to depict them accurately – 

either from first-hand experience or other 

illustrations – while others appear to have been 

working from descriptions and their knowledge of 

more familiar animals. 

 Monkeys and apes were also known in 

medieval and early modern England. The remains 

of a monkey and a Barbary ape were found 

(alongside other animals such as cats and dogs) in 

a cesspit associated with a thirteenth-century house in Southampton, while a monkey can be seen at 

a later date in the c. 1663 painting The Paston Treasure, showing its use as a symbol of the owner’s 

wealth and status.18 More locally, the Cornwall volume of the Records of Early English Drama records 

several examples of animal entertainment from bear-keepers and others, and relates that: 

The 1582-3 payment in the West Looe Mayors’ Accounts to ‘Colakote’ in order ‘to 
goe to the showes’ may also refer to an animal display. An antiquarian comment on 
a copy of this record refers to ‘a merry tale’ about a man in the time of Elizabeth 
(1558-1603) who had a licence to show an ape and who tricked the government 
officials of Looe into paying to see it as the ‘queen’s ape’; the antiquarian’s 

 
16 For other examples of medieval depictions of elephants with castles and towers on their back see Francis 
Klingender, Animals in Art and Thought to the End of the Middle Ages (London: Routledge & Kegan Paul, 1971), 
396-8. 
17 An Elephant was kept in the Tower of London in the mid-thirteenth century, while a camel and camel driver 
were recorded in the borough accounts of Launceston, Cornwall in the sixteenth. Bridget Cherry and Nikolaus 
Pevsner, The Buildings of England, Devon (London: Yale University Press, 1991), 378; and Richard Peter and 
Otho Peter, The Histories of Launceston and Dunheved (Plymouth: W. Brendon and Son, 1885), 176-177. 
18 C. Platt and R. Coleman-Smith, Excavations in Medieval Southampton, 1953-1969 (Leicester: 1975), 293; and 
Andrew Moore, Nathan Flis and Francesca Vanke (eds.), The Paston Treasure, Microcosm of the Known World 
(New Haven, CT: Yale University Press, 2018), 156. 

Figure 6.10: A carving that is likely to represent an elephant 
on a bench-end in North Tamerton church, Cornwall. 
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comment suggests that the ‘showes’ that ‘Colakote’ was given money to see in 
1582-3 were a similar animal exhibit. 19 

Images of monkeys on chains or ropes 

which occasionally appear may represent their 

realistic role as pets and entertainers, such as one 

at Ladock church (figure 6.13).20 While these 

various pieces of evidence demonstrate that artists 

– and the churchgoers who would have known 

their work across the Middle Ages and beyond – 

could have seen these animals in person, the 

contrast between the different depictions of the 

elephant and camel should be kept in mind. On the 

one hand some artists were familiar enough with 

exotic animals to create convincing likenesses and 

so could conceivably have had first-hand 

experiences with them, or at least had access to 

reliable depictions of them. On the other, some 

knew of such animals enough to want to (or to 

 
19 Rosalind Hays, C.E. McGee, Sally Joyce and Evelyn Newlyn (eds.), Records of Early English Drama: Dorset and 
Cornwall (Toronto: University of Toronto Press, 1999), 414. 
20 Kenneth Varty, Reynard the Fox: A Study of the Fox in Medieval English Art (Leicester: Leicester University 
Press, 1967), 60. 

Figure 6.12: A bench-end in Brent Knoll church, Somerset. 
At the bottom is a probable camel while above it a winged 
ox represents St Luke the Evangelist. 

Figure 6.11: A camel on a bench-end in St Columb church, 
Cornwall. 
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have been asked to) depict them, but lacked reasonable source material for this and so have instead 

created horse-like creatures with certain characteristics of their intended subjects. Although the 

results of this can be amusing to a modern viewer, it is useful in showing the range of experiences 

that a medieval person could have had with exotic animals. Even more importantly, it shows that the 

animals must have possessed specific symbolic meanings within contemporary artwork that made 

their depiction desirable, whether or not they were known locally. 

Because of this, it is important to know what other information was available, in order to 

understand why these animals might have been depicted as musicians. Benton writes that: 

Monkeys – like elephants, crocodiles, lions, tigers, and apes – are certainly real 
animals even though they were not native to the geographic area in which the 
bestiaries were produced. Perhaps for this reason the information offered is hardly 
less fantastic than that provided for the fantastic animals examined earlier.21 

Because of this, it is worth considering the information that the bestiaries give on this subject, as it 

may show how monkeys were perceived. The text of one of these is given below: 

They are called MONKEYS (Simia) in the latin language because people notice a great 

similitude to human reason in them. Wise in the lore of the elements, these 

creatures grow merry at the time of the new moon. At the half and full moon they 

are depressed. Such is the nature of a monkey that, when she gives birth to twins, 

she esteems one of them highly but scorns the other. Hence, if it ever happens that 

she gets chased by a sportsman she clasps the one she likes in her arms in front of 

her, and carries the one she detests with its arms round her neck, pickaback. But for 

this very reason, when she is exhausted by running on her hind legs, she has to 

throw away the one she loves, and carries the one she hates, willy-nilly. 

A monkey has no tail (cauda). The Devil resembles these beasts; for he has a head, 

but no scripture (caudex). 

Admitting that the whole of a monkey is disgraceful, yet their bottoms really are 

excessively disgraceful and horrible. In the same way, the Devil had a sound 

foundation when he was among the angels of heaven, but he was hypocritical and 

cunning inside himself, and so he lost his cauda-caudex as a sign that all of him 

would perish in the end. As the Apostle says: ‘Whom the Lord Jesus Christ will kill 

with the breath of his mouth’.22 

From this, images such as that of the pursued monkey with her two children sometimes appear in 

medieval art. Elsewhere, their apparent fondness for imitating humans means they are shown trying 

 
21 Benton, The Medieval Menagerie, 90-1. 
22 T.H. White (ed.), The Book of Beasts: Being a Translation from a Latin Bestiary of the Twelfth Century 
(London: Jonathan Cape, 1954), 34-5. 
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on a hunter’s boots – a trap which allows them to be caught; they also gained a more dubious 

reputation, especially as they are often depicted robbing a sleeping pedlar.23  

 Anthropomorphic animals are a common 

feature of medieval culture and are found in both 

literature and the visual arts, with a similar 

juxtaposition of such creatures with more religious 

matter found in the margins of manuscripts as well 

as in the churches themselves.24 The ‘Nun’s Priest’s 

Tale’ from Chaucer’s Canterbury Tales – a story in 

which animals are able to flatter, trick, be tricked 

and suffer from prophetic dreams and excessive 

pride – is a good literary example of this, while the 

numerous tales surrounding Reynard the Fox (to 

which Chaucer’s story is related) were popular in 

many European languages, and can be found as far 

back as the middle of the twelfth century.25 Apes 

and monkeys were popular choices for this treatment and, while not an entirely regular fixture in 

Reynard’s story, often appear in various guises as an ally or enemy to the fox; sometimes as his 

relation, commonly an aunt; and sometimes as a physician tending to him. This is attested to both in 

literature and art, and Kenneth Varty writes that ‘One is struck by the frequency with which a fox-

carving has for its neighbour an ape-carving.’26 This is seen in the West Country at Brent Knoll church 

in Somerset, where several bench-ends depict Reynard. On one, the majority of the carving shows 

 
23 Benton, The Medieval Menagerie, 89; Klingender, Animals in Art and Thought, 417; and Bonnie Young, ‘The 
Monkeys & the Peddler’, The Metropolitan Museum of Art Bulletin, New Series, 26/10 (1968), pp. 441-454. 
24 Michael Camille, Images on the Edge: The Margins of Medieval Art (London: Reaktion Books, 1992), 11 
25 Geoffrey Chaucer, The Canterbury Tales, Jill Mann (ed.) (London: Penguin books, 2005), 599-620, 1040-1042; 
and Varty, Reynard the Fox, 21. 
26 Varty, Reynard the Fox, 67. 

Figure 6.13: A monkey with a rope or chain around its 
neck sits on the weight that is being used to restrict its 
movement, carved on a bench-end in Ladock church, 
Cornwall. A similar figure is seen in figure 6.14. 
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the fox preaching to the birds (a typical scene), 

while above this a monkey with a chain sits, 

watched over by two birds. Below Reynard, two 

more monkeys roast a pig over a fire (figure 

6.14). Much of their treatment within this 

tradition supports the monkey’s role as a 

trickster and trouble maker, while they have 

also been used in other artworks (with and 

without a fox) as a ‘symbol of mock piety’, by 

acting out religious ceremonies and so further 

confirming this reputation.27 

As already discussed, when animals are 

used in the Physiologus, Isidore’s Etymologies 

and the bestiaries, amongst others, the real 

focus is on their symbolic functions. This is 

clearly still the case in the bestiary entry given earlier where the monkey’s association with the 

diabolic goes hand in hand with their reputation for trouble making as seen in more secular sources. 

While none of the four musical examples in the region are part of the typical images of monkeys 

described (a mother carrying her children, trying on a hunter’s boots, stealing from a pedlar, or as a 

physician for example), and they do not appear to be shown in a directly negative light, it may be 

that they fit into this general reputation. This is supported by their choice of loud, outdoor 

instruments – bagpipes in two cases and wind instruments which are likely to be shawms in the 

others – and association with dancing monkeys in the case of the two shawm players, which could 

itself indicate undesirable associations:  

There is sometimes more than satire in these representations of musical animals, 
especially those which dance or incite people to dance, for the medieval Church 

 
27 Ibid., 66. 

Figure 6.14: Reynard the Fox preaches to the birds on a 
bench-end in Brent Knoll church, Somerset. Monkeys can be 
seen above and below the main scene. 
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considered dancing to be sinful. When we see the portrayal of a fox, as we do at 
Branston, Lincolnshire, watching two women dance to the bagpipes played by a pig, 
we can be fairly sure that this fox is the equivalent of the pointing finger of scorn 
and condemnation.28 

Both monkeys and apes are depicted as musicians – another activity which could be 

regarded with suspicion – sometimes alongside dancers, in various other locations as well as in 

manuscripts throughout the country, but one striking aspect of the four musicians found in Cornwall 

is how easily they fall into two distinct groups. The two bagpipers can easily be explained as they are 

both found in the same location – a rood screen in St Ewe church. Both hold their instruments in the 

same pose and appear generally similar; however, they are in different places on the screen, with 

one in the elaborate cornice alongside various other real and imaginary animals, and the other in the 

coving below. Unlike the first, this latter animal plays a set of bagpipes almost as fantastical as the 

musician who holds it, with three chanters rather than one and finger holes in the single drone. This 

could possibly suggest that different artists were responsible for the two images, but it is clear that 

one has – at the least – been inspired by or copied from the other. 

The two shawm players are not as closely linked; one is in the cornice of the rood screen in 

St Mawgan church while the other is on a bench-end at St Columb Major. However, both monkeys 

are playing for dancing and although only one dancer is found at the second location compared to 

two at the first, the lone dancer’s pose is not dissimilar to that of either of the pair at St Mawgan, 

while the general appearance of the monkeys is also broadly comparable. Crucially, the two 

churches are at the centre of neighbouring parishes and the distance between them can easily be 

walked in a little over an hour. Given this, it is not unreasonable to suppose that one took its 

inspiration from – or was even carved by the same artist as – the other. 

 This sorting of these sources into two groups helps to condense the way in which they can 

be understood, as it suggests that the two bagpipers would have been perceived in similar ways by 

their audience, and the two shawm players likewise. In addition to this, the similarity in subject 

 
28 Ibid., 79. See Varty, Reynard the Fox, fig. 122 for an image of this. 
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matter between the two groups and the similarity in position between the St Mawgan and one of 

the St Ewe examples (on a rood screen’s decorative cornice) suggest that the two groups would also 

have been understood in a similar way to each other. In all four images the artists have not chosen 

to illustrate any of the scenes that are typically described in the bestiaries and other similar 

literature, but have instead shown them in the anthropomorphic act of playing music and dancing. 

Because of this, these carvings appear to owe more to the narrative traditions of Reynard and his 

companions than to the symbolic uses put to animals by the encyclopaedic writers, although this is 

always likely to have had some impact upon the understanding of them. However, the use of loud, 

outdoors instruments such as the bagpipes – commonly associated with raucousness and the lower 

social orders – in one group and the appearance of dancers in the other can easily be interpreted in 

light of the diabolic notion of the monkey as seen in the bestiary.29 This combination of different 

symbols shows how both animals and musical instruments could be used together in art to create a 

broader notion – in this case a negative one. 

 

6.3 – Mermaids 

6.3.1 – Introduction 

The symbolic use of musical creatures can be further explored through the mermaid – and 

specifically through a harp playing example on a bench-end in Camborne church (Cornwall) and a 

trumpeter on a roof boss in Wembworthy church (Devon). An example of the comparison of this 

fish-tailed monster to a sinner who appears righteous has already been given, but this is only one 

aspect of the mermaid’s symbolic potential. Another such example can be seen in William 

Shakespeare’s Comedy of Errors: 

O, train me not, sweet mermaid, with thy note,  
To drown me in thy sister's flood of tears:  
Sing, siren, for thyself and I will dote:  
Spread o'er the silver waves thy golden hairs,  
And as a bed I'll take them and there lie,  

 
29 Richard Leppert, The Sight of Sounds: Music, Representation, and the History of the Body (Berkeley, CA: 
University of California Press, 1993), 37-38. 
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And in that glorious supposition think  
He gains by death that hath such means to die:  
Let Love, being light, be drowned if she sink!30 

The use of the mermaid in this way as an analogy for the dangers of lust and of women more 

generally is unsurprising given its long history in 

this role, along with its close relation, the siren; 

and this is an association with which music 

could also often be linked. This view is 

something which can be seen to an extent in 

Isidore’s treatment of the siren in the 

Etymologies, which will be looked at later on, 

but is especially strong in Richard de Fournival’s 

Bestiary d’Amore, a thirteenth-century 

reworking of the traditional bestiary: 

Their melody is so pleasing that, 
however far away, no man hears them 
without being forced to approach. 
When he is near, he falls asleep, and 
when the siren finds him asleep, she 
kills him. And it seems to me that the 
siren has much guilt for her treacherous 
killing of him, but the man also has 
much guilt for trusting himself to her.31 

 

6.3.2 – A Cornish Legend: The Mermaid of Zennor 

The presence of such a creature is especially noticeable in the mythology of Cornwall, where Gwen 

Benwell and Arthur Waugh have shown that the majority of England’s mermaid folklore can be 

found.32 Of these, the most famous is that of the Mermaid of Zennor, a story that has remained 

 
30 William Shakespeare, A Comedy of Errors, act III scene II, in Jonathan Bate and Eric Rasmussen (eds.), 
William Shakespeare: Complete Works (Basingstoke: Macmillan, 2007), 234. 
31 Jeanette Beer, Beasts of Love: Richard de Fournival’s Bestiaire d’amour and a Woman’s Response (Toronto: 
University of Toronto Press, 2003), 3; and Verner, The Epistemology of the Monstrous, 119. 
32 Benwell and Waugh, Sea Enchantress, 141. 

Figure 6.15: ‘The Mermaid of Zennor’ – a mermaid carved 
onto a bench-end in Zennor church, Cornwall. She holds a 
mirror in one hand and a comb in the other. 
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popular since it was first recorded in 1873 in William Bottrell’s Traditions and Hearthside Stories of 

West Cornwall: 

Hundreds of years ago a very beautiful and richly attired lady attended service in 
Zennor Church occasionally […] 
Yet whenever she came the people were enchanted with her good looks and sweet 
singing. Although Zennor folks were remarkable for their fine psalmody, she excelled 
them all; and they wondered how, after the scores of years that they had seen her, 
she continued to look so young and fair. No one knew whence she came nor whither 
she went; yet many watched her as far as they could see from Tregarthen Hill. 
She took some notice of a fine young man, called Mathey Trewella, who was the 
best singer in the parish. He once followed her, but he never returned; after that she 
was never more seen in Zennor Church.33 

Later on, a ship dropped its anchor nearby and was surprised when a mermaid came to the surface 

to ask the sailors to raise the anchor, as it was blocking the door of her home and so stopping her 

from reaching her children. On hearing this the locals put two and two together, and the legend 

ends by relating that ‘To commemorate these somewhat unusual events they had the figure she 

bore—when in her ocean-home—carved in holy-oak, which may still be seen.’34 

 The ‘holy-oak’ in question is one of two late medieval bench-ends which have been 

preserved in the church (figure 6.15), alongside which a slightly different version of the legend has 

been hung on the wall. This version places Matthew (Mathey) as the son of the churchwarden, and a 

beautiful singer: 

Then one day a Mermaid, sitting on the rocks below Zennor in Pendour Cove heard 
his voice drifting down from the Church above. She was mesmerised by the sound 
and every Sunday she would come to the same rock in the Cove to listen to him sing. 
She was very beautiful and loved to sing herself. Her voice was hauntingly serene. 
Then one day she decided to venture up into the village and into the church. 
She fell in love with the boy and he with her. She enticed him to come away with her 
and they were last seen swimming out to sea, down at Pendour Cove. They were 
never seen again.35 

In other tellings the mermaid gains the name Morveren – and yet another version that I can loosely 

remember from my own childhood names Matthew as the carpenter responsible for constructing 

 
33 William Bottrell, Traditions and Hearthside Stories of West Cornwall (Penzance: Beare and Son, 1873), 288-9. 
34 Ibid., 288-9. It is interesting to note that, despite this being one of the best known stories from this 
collection, it is actually quite brief compared to most others, and is only included under ‘Notes, Illustrative 
Anecdotes, &c.’ as the last story in the book. 
35 The Mermaid Legend, (information board in Zennor church, visited 03 July 2017). 
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the church’s benches. In this account the mermaid comes to him disguised as a human, but in 

carving her image he sees through this camouflage and depicts her in her true form.36 

 

6.3.3 – The Mermaid and her Music 

Although there is no obviously musical content in the carving, music holds an important place in the 

legend of the Mermaid of Zennor as the bond that draws Matthew and Morveren together, and in 

some versions it is Matthew’s singing which first brings the mermaid out of the sea. This theme – if 

somewhat reversed in this instance – is common in such stories and hints at an earlier stage of its 

development. In fact, there is probably no creature more strongly linked to music in the medieval 

and early modern mind than the mermaid, as is witnessed in Chaucer’s Canterbury Tales, in which 

the main character from the tale mentioned earlier – a cockerel – is complimented on his vocal 

ability: 

[…] and Chauntecleer so free 
Song mirier than the mermaide in the see 
(For Phisiologus seyth sikerly 
How that they singen wel and mirily).37 

Creatures with fish-like tails appear in myths and legends around the world and throughout 

history.38 However, In order to understand the link between the later mermaid and music it is 

necessary to look to another creature – the siren – and her origin in ancient Greece. The first 

reference to this comes from Homer’s Odyssey: 

First you will come to the Sirens, who beguile all mortals, any who comes their way, 
whoso draws near in ignorance and hears the sound of the Sirens, him wife and 
innocent children shall not meet on his returning home, nor shall they have joy of 
him, but the Sirens beguile him with clear-voiced song, sitting in their meadows; but 
all about is a great heap of the bones of rotting men, and their hides waste away 
around them.39  

 
36 I do not know the origin of this version of the story, and I was too young to remember where I might have 
heard it, but it is presumably not a tradition of any great age. 
37 Chaucer, The Canterbury Tales, 614. 
38 Benwell and Waugh, Sea Enchantress, 13, 36. 
39 Austern and Naroditskaya, Music of the Sirens, 16. 
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Famously, Odysseus was tied to the mast of his ship, while his sailors stopped their ears with wax, 

allowing him to hear the deadly singing while passing safely by. It is relevant to note that no 

description was given, other than to say that there were only two sirens – presumably as it was only 

their voices which were important to the story. Today, the temptation is to imagine these sirens as 

mermaid-like creatures with human form from the waist up and fish tails below; however, this is not 

how the Greeks appear to have thought of them. Although they were indeed women from the waist 

up, depictions of sirens in art instead show that they possessed the lower halves of birds.40 

 Despite this, the link to music is clear, and as the number of sirens increased they were 

sometimes also given musical instruments, often with one depicted playing a lyre, one a flute, and a 

third as a singer.41 Eventually this bird-woman began to be transformed into the mermaid we know 

today. Benwell and Waugh give several suggestions on why this might have been; for example, 

artists may have shown them this way because they were associated with water, or because it was 

easier to show the siren as a ‘beautiful, alluring woman’ with a fish tail than with the extremities of a 

bird, but ultimately they warn that: 

Conjecture is scarcely rewarding: all we know with certainty is that the conception 
of the siren as a mermaid began near the Christian Era and gained ground steadily in 
the Middle Ages, although many of the early natural histories produced, as it were, a 
compromise, and referred to the ‘Syren’ as half bird or half fish.42 

Because of this, the two creatures – the siren and the mermaid – were inextricably linked in the 

medieval mind, and this is further confirmed by the presence of ‘transitional’ sirens in medieval art, 

which have aspects of both bird and fish.43 

 

6.3.4 – The role of the Mermaid 

But what would these (mostly) fish-tailed people have meant to the medieval man or woman? It is 

clear that to many they were things of fact, rather than myth, especially given their inclusion by Pliny 

 
40 Ibid., 16-17. 
41 Benwell and Waugh, Sea Enchantress, 45. 
42 Ibid., 48. 
43 Ibid., 47. As an example of this, Benwell mentions a misericord in Carlisle Cathedral. 
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in his Natural History, a work which was often referred to in later centuries. Contemporary authors 

also expressed their support, with Gervase of Tilbury describing how considerable numbers of 

merpeople lived in the seas around Britain in the early thirteenth century.44 Benwell and Waugh sum 

up the level of belief which the mermaid is likely to have enjoyed when they write that: 

If the Church did not denounce such marvels, and permitted their representation in 

cathedral and church, the ordinary man of the Middle Ages could hardly resist the 

‘confirmation’ which sailors and travellers overseas brought, particularly as so little 

was known about so much of the earth that the strangest tales would find credence. 

A traveller from distant lands found himself in the delightful situation of having few, 

if any, able to challenge even the most outrageous of his stories, especially if these 

were in line with those of classical writers.45 

 However, the church did more than just fail to ‘denounce such marvels’; instead, the 

mermaid – along with her monstrous and extraordinary comrades – proved to be a useful tool to the 

religious establishment. As has already been shown, the writers on such topics from the Physiologus 

through to the bestiaries had little concern for the existence or otherwise of the monsters they were 

describing, but were instead interested in the symbolic use to which they were able to put them. 

This is as true with the mermaid and siren as it is with any creature, as can be seen in the 

Physiologus: 

[Sirens] are deadly animals living in the sea which cry out with odd voices, for the 
half of them down to the navel bears the figure of a man, while the other half is that 
of a bird. [...] By the great sweetness of their extended song they charm the ears of 
the senses of the sailors and put them to sleep. When they see the men lulled by 
most heavy sleep, they attack them and tear them to pieces. Thus, they deceive men 
unacquainted with the persuasion of their voices and kill them. Just so are those 
men deceived who delight in the charms of the world, in games and the pleasures of 

 
44 Ibid., 51, 76. Surviving eye-witness accounts can also be added to this, such as that concerning a merman 
captured in the twelfth century, the story of which was retold in the sixteenth: 

In this first yeare of king Johns raigne, at Oreford in Suffolke, as Fabian hath (although I thinke he be 
deceived in the time) a fish was taken by fishers in their nettes as they were at sea resembling in 
shape a wilde or savage man, who[m] they presented unto Sir Bartholmew de Glanville knight, that 
had then the keeping of the Castell of Oreford in Suffolk. Naked he was, and in all his limes and 
members resembling the right proportion of man. He had heares also in the usual parts of his body, 
albeit that on þe crown of his head he was balde: his beard was [long] and rugged, and his breast was 
verie hearie. […] Hee woulde not, or could not utter any speeche, although to trye him they hung hym 
uppe by the heeles, and miserably tormented him. He woulde get him to his Couche at the setting of 
the Sunne, and ryse agayne when it rose. 

Raphaell Holinshed, The Firste volume of the Chronicles of England, Scotland, and Irelande (London: John 
Hunne, 1577), 559; and Benwell and Waugh, Sea Enchantress, 74. 
45 Benwell and Waugh, Sea Enchantress, 77. 
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the theater. Dissipated by tragedies and various melodies and lulled to sleep, these 
men become the prey of their enemies.46 

While some other creatures offer the possibility for religious inspiration, a direct warning can be 

taken from the siren, and Verner writes that: 

In this case Physiologus does not access the divine through nature, but rather the 
diabolical; however, the principal remains the same, and the spiritual message (that 
the Christian soul must maintain diligence and not be seduced by devils disguised as 
pleasure), not the monstrous creature itself, becomes the focus of Physiolugus’ and 
the reader’s attention.47 

Similarly, Isidore of Seville also takes a similar approach to the siren: 

People imagine three Sirens who were part maidens, part birds, having wings and 
talons; one of them would make music with her voice, the second with a flute, and 
the third with a lyre. They would draw sailors, enticed by the song, into shipwreck. In 
truth, however, they were harlots, who, because they would seduce passers-by into 
destitution, were imagined as bringing shipwreck upon them. They were said to 
have had wings and talons because sexual desire both flies and wounds. They were 
said to have lived among the waves because the waves gave birth to Venus.48 

This description, which also returns to the classical image of the three musical sirens, contains the 

same basic message as the Physiologus, though with a heavier dose of real world morality. 

 So far, the actual existence of the siren has proven to be largely unimportant to the 

literature that reported on them. However, the inclusion of such creatures in these influential 

sources – and then in the bestiaries that came after them – must have formed the backbone of their 

popularity. The purpose of the bestiaries is not fully known, but their use in providing material for 

sermons in ‘an attempt to instruct the laity in the Christian life by impressing relevant images on the 

memory’ would have allowed their contents to reach a far wider audience than the written text 

alone could have done.49 

 

 

 
46 Curley, Physiologus, 23. 
47 Verner, The Epistemology of the Monstrous, 23. 
48 Barney et al., The Etymologies of Isidore of Seville, 245. 
49 Clark and McMunn, Beasts and Birds of the Middle Ages, 16; and Verner, The Epistemology of the 
Monstrous, 93. 
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6.3.5 – The Mermaid in Devon and Cornwall 

It is unsurprising that the siren, both in bird and fish form, gained a prominent enough hold on the 

medieval imagination to find itself incorporated into the artistic language of the church. Returning to 

Zennor, the image of a mermaid on a bench-end in the parish church held an important place in the 

legend described earlier on, although it is probably safe to assume that it was the carving that 

inspired the story and not the other way around as some versions of the tale relate. While stories of 

merpeople are common, their appearance in church art is also not an unusual occurrence elsewhere 

in the region, with Benwell and Waugh listing around ten examples across Devon and Cornwall – a 

number which I could expand if such a systematic study was within the scope of this chapter.50 

 Across the images that have been identified, there are a wide variety of styles used and a 

number of different types of location in which they can be found within the church. On one end of 

the spectrum, a mermaid is shown alongside a 

sailing ship and a smaller boat on the peripheries 

of a wall painting of St Christopher in Breage 

church (figure 6.16), while at the other are the 

highly stylised Renaissance carvings found on 

bench-ends in several churches. In some cases, the 

latter are scarcely identifiable as animal rather 

than purely decorative motifs, and it may in fact 

be that any other interpretation is simply reading 

too far into the artist’s intentions. However, some 

of these carvings, such as several in Altarnun 

church, can clearly be identified as mermen, with 

fish bodies joining straight onto human heads 

 
50 Benwell and Waugh, Sea Enchantress, 137-139. For example, Benwell and Waugh do not include the 
Camborne mermaid in their list. 

Figure 6.16: A mermaid holding a mirror as part of a wall 
painting of St Christopher in Breage church, Cornwall. 
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(figures 6.17 and 6.18). This may well suggest aquatic origins in other examples even when this is not 

as clear. 

 Between these two extremes are the remaining images, these are clearly merpeople but do 

not generally possess the aquatic context of the Breage painting, and are instead depicted on their 

own in locations (such as roof bosses and bench-ends) that do not generally have the space for more 

complex compositions. The Zennor mermaid fits into this category, as do the musical mermaids of 

Wembworthy and Camborne. In addition to musical instruments, some are shown with the 

mermaid’s traditional attributes – a mirror and a comb (as is the case at Zennor) – while some are in 

other poses, such as holding a fish or their own tails. The dates of these are similarly varied, with the 

earliest found in Exeter Cathedral and dating from the thirteenth century, and the latest quite 

Figure 6.17: Two mermen on a bench-end in Altarnun 
church, Cornwall. 

Figure 6.18: Two abstract merpeople-like figures as 
part of Renaissance decoration on a bench-end in 
Lansallos church, Cornwall. 
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possibly being the seventeenth-century harpist in Camborne church.51 

 Across these four hundred or so years, the function of the mermaid is unlikely to have 

remained stable, especially in its religious use, given the changes brought about in the sixteenth 

century. Despite this, it clearly retained a strong enough position as a culturally understood symbol 

for it to continue to be represented within the church. Given the fact that the use to which 

mermaids were put was often largely symbolic, at times it is perhaps irrelevant whether or not 

people continued to believe in their existence; and yet it is clear that even as belief began to wane 

during the exploration and discovery of the sixteenth century, to many people mermaids were still 

very much real.52  

 Given this, it is no surprise that images of such creatures were popular in a region so closely 

bound to the sea, with Robert Hunt writing in his late nineteenth-century Popular Romances of the 

West of England that ‘nearly all the churches on the coast of Cornwall were built by and for 

fishermen, to whom the superstitions of mermen and mermaidens had the familiarity of a creed.’53 

This is all very well for these churches, and certainly applies to one like Zennor which lies in such 

close proximity to the sea, but does not make as much sense when considering any church further 

inland whose parishioners would not have had the same experiences. In these cases, Benwell and 

Waugh suggest that the depicted mermaids would have been derived from the bestiaries, and so be 

 
51 Cherry and Pevsner, Devon, 377-8. 
52 People’s belief in mermaids can be seen in their continued appearance to mariners, including this 

description from Henry Hudson’s journal of on an attempt to find the North-East passage in 1608, which was 
preserved in Samuel Purchas’s Purchas His Pilgrimes: 

This morning, one of our companie looking over boord saw a Mermaid, and calling up some 
of the companie to see her, one more came up, and by that time shee was come close to the 
ships side, looking earnestly on the men: a little after, a Sea came and overturned her: from 
the Navill upward, her backe and breasts were like a womans, (as they say that saw her) her 
body as big as one of us; her skin very white; and long haire hanging downe behind, of colour 
blacke; in her going downe they saw her tayle, which was like the tayle of a Porposse, and 
speckled like a Macrell. Their names that saw her, were Thomas Hilles and Robert Rayner. 

Samuel Purchas, Hakluytus Posthumus or Purchas His Pilgrimes, Volume XIII (Glasgow: James MacLehose and 
Sons, 1906), 316. 
Similarly, in 1723 a Danish Royal Commission was set up to determine the existence of such creatures, and 
were lucky enough to find direct evidence when they themselves saw a merman near the Faroe Islands: 
Benwell and Waugh, Sea Enchantress, 86, 104-5. 
53 Robert Hunt, Popular Romances of the West of England (London: Chatto & Windus, 1881), 149. 
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inspired by the use of such creatures as symbols of the ‘deceitful lures of the flesh’.54 However, the 

mermaid is not always seen as a warning or a force of evil, as was believed by the Reverend Hawker, 

who is quoted in Blight’s 1861 Week at the Land’s End: 

The fishermen who were the ancestors of the Church, came from the Galilæn waters 
to haul for men. We, born to God at the font, are children of the water. Therefore, 
all the early symbolism of the Church was of and from the sea. The carvure of the 
early arches was taken from the sea and its creatures. Fish, dolphins, mermen, and 
mermaids redound in the early types transferred to wood and stone.55 

 This rather fanciful interpretation aside, there is far stronger evidence for the positive use of 

the mermaid within the religious culture of Cornwall. The trilogy of plays that make up the Ordinalia 

form the largest surviving piece of medieval Cornish writing, and likely date from the late fourteenth 

century.56 The second of these, Passio Domini (the Passion), tells the story of the events leading to 

the crucifixion of Jesus, ending with his death. Two lines from this play are relevant here, both of 

which form part of arguments between two doctors of law on the possibility of Jesus’s divinity, 

among other things, the first in front of Herod: 

ef a alse bos yn ta 

hanter den ha hanter dev 

den yv hanter morvoron 

benen a’n pen the’m colon 

yn della yw an ihesu 

He might be well 

Half man and Half God. 

Human is half the mermaid, 

Woman from the head to the heart; 

So is the Jesus.57 

And later in front of Pilate: 

myreugh worth an vorvoran 
hanter pysk ha hanter den 
y vos dev ha den yn wlan 
the’n keth tra-na crygyans ren 

Look at the mermaid, 

 
54 Benwell and Waugh, Sea Enchantress, 128. 
55 J. T. Blight, A Week at the Land’s End (London: Longman, Green, Longman, and Roberts, 1861), 218. 
56 Jane A. Bakere, The Cornish Ordinalia: a Critical Study (Cardiff: University of Wales Press, 1980), 1-2. 
57 Edwin Norris (trans.), the Ancient Cornish Drama, Volume I (Oxford: The University Press, 1859), 360-1. 
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Half fish and half man; 
To be God and man clearly, 
To that same thing belief we give.58 

These lines, both spoken by the First Doctor, make reference to the mermaid, or ‘morvoron’ and 

‘vorvoran’, which comes from ‘Mor’ (sea) and presumably ‘moroin’ (girl) or ‘benen’ (woman).59 

 In both instances the dual nature of the mermaid as both fish and human is used as a direct 

comparison to the dual nature of Christ as half God and half man. In response to this, Henry Jenner 

states that ‘it is probably not for nothing that a mermaid is found carved on bench-ends and over 

doors of Cornish churches’, while Gillisann Haroian made use of it as the basis for an article exploring 

the androgynous nature of Christ in the Ordinalia.60 In this she expands upon the significance of the 

First Doctor’s words: 

The Christian Art Index at Princeton University confirms the singularity of this use of 
the mermaid as symbol of Christ. While there are many listings for mermaids in art, 
those references are scattered, with no concentration such as that evident in 
Cornwall, and by far the majority are associated with the diabolic.61 

She goes on to observe that: 

If the mermaid is inextricably woven into the fabric of Cornish life, it is no 
coincidence that she would be woven into the fabric of the Ordinalia, even if 
elsewhere the mermaid had negative associations in the prevailing Christian 
symbology. The Cornish playwright obviously culled his symbol from local lore and 
made a daring inversion of his Church’s bias towards the mermaid. He wove her 
symbolism into his play, in the process revealing much about the dualistic nature of 
his Christ.62 

While this does not necessarily mean that the mermaid did not have the same negative associations 

as it did elsewhere, it shows that the Cornish may have been able to see such creatures in a more 

positive light, at least on occasion. Whether or not earlier belief can be extrapolated from them, the 

same combination can sometimes be seen in the later legends, such as that of the Mermaid of 

 
58 Ibid., 414-5. 
59 In the case of ‘vorvoran’ the first letter has mutated in the way in which such consonants can in Celtic 
languages, see: Edwin Norris (trans.), the Ancient Cornish Drama, Volume II (Oxford: The University Press, 
1859), 225-6, 326, 405-6. It is also worth noting that a form of this word has been used more recently as the 
name of the Mermaid of Zennor, mentioned earlier. 
60 Henry Jenner, ‘The Cornish Drama II (Continued)’, The Celtic Review, 4/13 (1907), pp. 41-68, at 49; and 
Haroian, ‘The Cornish Mermaid’. 
61 Haroian, ‘The Cornish Mermaid’, 2. 
62 Ibid., 2. 
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Zennor, who is shown as a church goer and caring mother, but also potentially as an evil portent to 

the sailors unlucky enough to drop their anchor on her front door, and who left as soon as possible 

because they regarded her appearance as ‘a token that bad luck was near at hand’.63  

 

6.3.6 – The Potential Origins of the Camborne Harpist 

So what has this got to do with music? It is certainly 

quite far removed from one of the two mermaid 

carvings in the region which include musical 

instruments, as its location on a late-medieval roof 

boss in Wembworthy church in Devon puts it far out 

of the reach of the Cornish language Ordinalia. 

Similarly, it would be hard to interpret the carving 

itself as sympathetic to the mermaid as a suitable 

analogy for the divine, instead its slightly grotesque 

head and prominent teeth (it almost appears to be 

gnawing on its trumpet instead of playing it) give an 

impression far nearer to a vicious siren (figure 6.19). 

The Camborne harpist (figure 6.21), on the 

other hand, is geographically closer to the Ordinalia 

and the culture that created it than the Wembworthy 

musician, and its links are reinforced by the evidence 

in the Camborne churchwardens’ accounts for the 

performance of plays and the close connection of 

another surviving play, Beunans Meriasek, to the 

 
63 Bottrell, Hearthside Stories, 288-9. 

Figure 6.20: A more typical mermaid holding a mirror 
and a comb on another roof boss in Wembworthy 
church. 

Figure 6.19: A mermaid playing a trumpet on a roof 
boss in Wembworthy church, Devon. 
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parish.64 There is no direct way in which the two 

can be connected, especially as there is no 

mention of music in relation to the dual nature of 

the mermaid in the Ordinalia, and Mattingly uses 

the later date of the carving in relation to the 

play cycle as evidence that ‘the mermaid 

retained its popularity long after any possible 

religious connotations had been removed’.65 

Despite this, the way the mermaid is used in the 

Ordinalia does allow for the possibility of 

interpreting such a figure in a more positive light, 

especially in an unusual carving such as this, and 

so this is worth bearing in mind to a greater 

extent than it would be in another area that 

lacked this local context. 

However, it may be possible to go a step 

further with this particular early seventeenth-century 

image and provide a conceivable source for its 

creation.66 John Bossewell’s Workes of Armorie of 

1572 is dedicated to ‘the Science and Skill of Armory’ 

or heraldry, and is one of a number of such books 

published in the sixteenth and seventeenth centuries. 

It contains a detailed section on ‘Syrenes, or 

 
64 Bakere, The Cornish Ordinalia, 21; and Hays et al, REED: Dorset and Cornwall, 543-4. 
65 Joanna Mattingly, ‘The Dating of Bench-ends in Cornish Churches’, Journal of the Royal Institute of Cornwall 
(1991) pp. 58-72, at 64. 
66 For more on the dating of the Camborne bench-ends see Mattingly, ‘Bench-ends’, at 62. 

Figure 6.21: A harp playing mermaid carved on an early 
seventeenth-century bench-end in Camborne church, 
Cornwall. 

Figure 6.22: An illustration of a harp playing mermaid 
in John Bossewell’s Workes of Armorie: John 
Bossewell, Workes of Armorie (London: Richardi 
Totelli, 1572), f. 46r (author’s drawing). 
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Mermaidens’, alongside other real and mythical creatures such as the sphinx and the elephant, and 

includes an image which – while not identical to the one carved on the Camborne bench-end – is 

similar enough to be worthy of discussion (figure 6.22).67 The first similarity is simply in the choice of 

subject matter; this may seem obvious, but while these two images are not the only ones of their 

kind, not many artists have chosen to depict a mermaid with a harp; Benwell and Waugh, for 

example, do not give any examples of this in their list of mermaids in church art.68  

Allowing for the vastly different mediums, and most noticeably the tall and narrow shape of 

the bench-end which has not given much room for 

the harp or for the mermaid’s tail, the general 

composition of each image is quite alike. Most 

obviously: both are viewed from the same side, 

with the harp on the left of the image and the tail 

going to the right; both have similar length hair; 

and the tails of both twist around themselves in 

almost exactly the same manner. Moving into the 

details, they share similar fins, both on the sides 

and the end of their tails; and their bellies have 

both been shaped in a similar way with ‘u’ shaped 

navels in each rather than full circles. Both harps 

are of a similar design with a curled scroll between 

the string arm and the pillar, again allowing for the 

squishing that seems to have been needed to fit 

the Camborne example within its frame (notice the 

sharp bend in the pillar which appears to have 

 
67 John Bossewell, Workes of Armorie (1572), f. 46r. 
68 Benwell and Waugh, Sea Enchantress, 137-139. 

Figure 6.23: A boar towards the bottom of a bench-end in 
Camborne church. This can be compared to figures 6.24-
6.26. The boar who shares a bench-end with St Mawgan 
in Pydar 6-8 in appendix A.2 can also be observed as a 
demonstration of a boar that is less similar to these 
heraldic examples. 
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resulted from this). Significantly, both artists have 

committed the same error by putting the strings of 

the instrument between soundboard and pillar, rather 

than the soundboard and string arm. 

By way of comparison, other images of 

mermaid harpists can be looked at. Illustration was an 

important part of the medieval bestiary tradition: The 

Medieval Bestiary, an online resource dedicated to 

animals of the Middle Ages and especially those in 

bestiaries, lists 28 images of sirens in manuscript and 

carving and eleven of mermaids, although there is some crossover between the two. Of these, three 

include harpists: two are bird-legged sirens included in the traditional trio of singer, wind player and 

string player, while the other appears to be a more typical mermaid.69 However, beyond the fact 

 
69 David Badke, The Medieval Bestiary: Mermaid, <http://bestiary.ca/beasts/beast283.htm>, accessed 27 
September 2018; and David Badke, The Medieval Bestiary: Siren, <http://bestiary.ca/beasts/beast283.htm>, 
accessed 27 September 2018. The images in question are listed as: Bodleian Library, MS. Douce 88, Folio 138v; 
Bodleian Library, MS. Bodley 602, Folio 10r; and Bibliothèque Nationale de France, fr. 1444b, Folio 245v. 

Figure 6.24: A boar in Bossewell’s Works of Armorie: 
John Bossewell, Workes of Armorie (London: Richardi 
Totelli, 1572), f. 91r (author’s drawing). 

Figure 6.26: A boar in Guillim’s Display of Heraldry: 
John Guillim, A Display of Heraldrie (London: William 
Hall, 1610), 263 (author’s drawing). 

Figure 6.25: A boar in Legh’s Accedens of Armory: 
Gerard Legh, The Accedens of Armory (London: 
Richard Tottill, 1562), f. 91v (author’s drawing). 
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that all of these show a mermaid or siren 

playing a harp and facing to her right, none are 

very similar to the Camborne carving in 

appearance; instead, the next closest image I 

have been able to find is an illustration in Jost 

Amman’s 1578 Das Kunst und Lehrbüchlein. This 

is similar in basic composition (other than being 

reversed when compared with the others), but 

differs in many details.70 For example, this 

mermaid has two tails rather than one and 

these do not have the same characteristic twist; 

her hair is quite different; she wears jewellery; 

an d while her harp does have a scroll between 

the pillar and string arm it also has other 

ornamentation which the others do not share. 

Although the strings here are also organologically 

inaccurate, they are quite different as they run 

from the pillar to the string arm (or occasionally 

back to the pillar again), which makes them 

parallel to the soundboard rather than at a 90 or 

45 degree angle to it as in the other examples. 

These differences help to highlight the subtle 

similarities between the Camborne and Bossewell 

images. 

 
70 Jost Amman, Das Kunst und Lehrbüchlein (Frankfurt: Sigmund Feyerabend, 1578), sig. h2r. 

Figure 6.27: A sphinx on a bench-end in Camborne church. 

Figure 6.28: A sphinx in Bossewell’s Workes. John 
Bossewell, Workes of Armorie (London: Richardi Totelli, 
1572), f. 46v (author’s drawing). 
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As well as the one containing the mermaid, 

Camborne church has managed to preserve 

another fifteen bench-ends – now mostly in use as 

panelling in the chancel – and ten of these have at 

least one creature of some kind carved onto them. 

Of these, several could also potentially have their 

origins in the Workes of Armorie. The most 

immediately similar is a boar, which appears twice 

in the Workes and in a strikingly similar form at the 

bottom of one Camborne bench-end, where it is 

even depicted within a shield (figures 6.23 and 

6.24). It should be noted, however, that this is a 

relatively common heraldic device which is also 

seen in Gerard Legh’s Accedens of Armory and 

John Guillim’s Display of Heraldry, though 

Bossewell’s version is perhaps the closest to the 

Camborne example (figures 6.25 and 6.26).71 

Alongside this, a sphinx and a winged horse can 

both be looked at (figures 6.27-6.30), although 

neither example from the Workes is identical to 

their likeness on the Camborne bench-ends, 

many similarities can be seen once the change 

in medium is taken into account. For the sphinx 

 
71 Bossewell, Workes of Armorie, f. 91r; Gerard Legh, The Accedens of Armory (London: Richard Tottill, 1562), f. 
91v; and John Guillim, A Display of Heraldrie (London: William Hall, 1610), 263. 

Figure 6.30: One of a pair of winged horses used as heraldic 
supporters in Bossewell’s Workes: John Bossewell, Workes of 
Armorie (London: Richardi Totelli, 1572), f. 109v (author’s 
drawing). 

Figure 6.29: A winged horse on a bench-end in Camborne 
church. 
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this includes the style of the hair and the way the tail passes through the legs before ending in a 

similar barbed tip, while the horse’s pose is noticeable similar to heraldic supporter found in the 

Workes.  

None of these images are identical with their suggested sources; they are noticeably cruder, 

for instance, and often seem to be forced into slightly unnatural poses, but the artist has also added 

some fascinating touches, such as the bray pins on the harp, suggesting some kind of knowledge of 

the instrument. All of this, however, makes sense if the carvings have not been traced directly from 

the book, and even more so if they have been mediated through a separate pattern book. For an 

example of this it is possible to look at the Abbott Pattern Book, copied by a Devonian plasterer in 

the 1650s or 60s from a number of earlier sources. In this, images that have been copied from 

elsewhere have often retained their basic composition and many specific details, but have been 

altered in the copying process (such as by losing their backgrounds), and been drawn in a far quicker 

and rougher style. It is easy to imagine how these images would change still further in being fitted 

into a new space and replicated in a new medium (be it plaster or wood) to fulfil a completely 

different function, but could still retain certain elements of their original design. 72 

Benwell and Waugh give several instances of the mermaid appearing in heraldry as it 

appears to in the Workes, and indeed one can be seen in Cornwall where three mermaids appear 

holding combs and mirrors on a shield on a bench-end in Kilkhampton church (figure 6.31).73 In this 

form such a figure also appears in Guillim’s Display of Heraldry (figure 6.32) alongside a brief 

description: 

He beareth, Argent, a Mermaid, Gules, Crined, Or, holding a Mirrour in her right 

hand, and a Combe in her left, by the name of Ellis.74 

 
72 Michael Bath, ‘The Sources of John Abbott's Pattern Book’, Architectural History, 41 (1998), pp. 49-66, at 50, 
61; For examples of images that have been copied in this way, see Bath, ‘John Abbott's Pattern Book’, figs. 1-6. 
73 Gwen Benwell and Arthur Waugh, Sea Enchantress: The Tale of the Mermaid and her Kin (London: 
Hutchinson & Co., 1961), 214-220. 
74 Guillim, Heraldrie (1610), 183. 
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Later in the century, both Mathew Carter and Richard Blome chose simply to copy Guillim’s text and 

image in their own works.75 This cursory coverage by these seventeenth-century writers makes 

Bossewell’s far more detailed earlier account even more interesting, especially given the unusual 

choice of a harp-playing mermaid, and it is worth repeating it in full (a modernised version of the 

text follows): 

The field is Gules, a Mer- | maid, or Syren proper, playing | on a Harpe, d’Or. The 

Mer- | maide is a ſea beast, woonder- | fully shapen. Isodore ſaith, Li. II. | ca.3. 

where he treateth De Por- | tentis, , that there be three Sy- | renes, ſomedeale 

Maidens, and | ſomedeale ſoules, with wings | & clees. One of them ſingeth | with 

voice, an other wt ſham- | ble, and the third with Harpe. | Thei pleaſe ſhipmen ſo 

great- | ly with their ſonge, that they drawe them to peril, and to | ſhipwracke. The 

cause why they haue winges & clees, | Quia Amor & volat, & vulnerat. Secundum 

veritatem autem | meretrice ſuerūt, qua tranſeuntes, quoniā ad ægeſtatē deduce- | 

bant. bis ſictæ ſunt inſerred nauſragia. In Fluctibus commoraſſe | dicuntur, quia 

fluctus Venerem creauerunt, 

Phiſiologus ſpeaketh of Syrena, & ſaith, it is a beaſte of the | ſea, in ſhape wonderfull, 

as a maide from the Nauell up- | ward, and a fiſh from þe nauel downewarde. This 

beaſte | is glad, & mery in tempeſt, & heauy & ſad in faire weather. | Shee causeth 

ſhipmen to ſleape with the ſweteneſſe of her | ſonge : and when ſhe perciueth them 

to be on ſleape, ſhee | entreth the ſhippe, and ſo vſeth one of them, whom ſhee | 

beſt liketh, as here is not to be ſpoken, or beleued.76 

 

The background is red, a mermaid, or siren proper, playing on a gold coloured harp. 

The mermaid is a sea beast, wonderfully shaped. Isidore says, (Book 2, chapter 3) 

where he treats De Portentis [‘Portents’], that there be three sirens, part maidens, 

and part fowl, with wings and claws. One of them sings with voice, another with 

shawm, and the third with harp. They please shipmen so greatly with their song, 

that they draw them to peril, and to shipwreck. The cause why they have wings and 

claws: 

Quia Amor & volat, & vulnerat. Secundum veritatem autem meretrice fuerūt, 

qua transeuntes, quoniā ad ægestatē deducebant. his fictæ sunt inſerred 

naufragia. In Fluctibus commorasse dicuntur, quia fluctus Venerem 

creaverunt, 

[In truth, however, they were whores, because they draw those who see 

them into desire, who by their falsehoods are brought to shipwreck. Also, 

they have wings and talons because lust flies and wounds. From this source 

it is said they linger in the ocean waves, because Venus was created in the 

waters.]  

 
75 Matthew Carter, Honor Rediviuus (London: Henry Herringman, 1660), 154-5; and Richard Blome, The Art of 
Heraldry (London: Hannah Sawbridge, 1685), 201. 
76 Bossewell, Workes of Armorie, f. 46r-46v. 
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Physiologus speaks of sirens, and says, it is a beast of the sea, in shape wonderful, as 

a maid from the navel up, and a fish from the navel down. This beast is glad and 

merry in tempest, and heavy and sad in fair weather. She causes shipmen to sleep 

with the sweetness of her song: and when she perceives them to be asleep, she 

enters the ship, and so uses one of them, whom she best likes, as here is not to be 

spoken, or believed.77  

This text bears a striking resemblance to the treatment given to the siren in Bartholomaeus 

Anglicus’s De Proprietatibus Rerum, a thirteenth-century compendium that was available in print in 

both Latin and English from the late fifteenth century.  The text in both follows the same order; 

however, Bartholomaeus’s version is more extensive, with three sections not included by 

Bossewell.78 On the other hand, there is only one short section given solely by Bossewell: his second 

and third Latin sentences. The two sources quoted by Bossewell (Isidore’s Etymologies and the 

Physiologus) have already been looked at earlier on in this chapter, and one significant similarity 

 
77 Modernisation by the author, translation of the Latin by Lisa Verner in: Verner, The Epistemology of the 
Monstrous, 34. 
78 In the following, the sections included in Bossewell are given in bold: 

De Sirena. 

The Mermayden hyght Sirena and. hec. Siren. Sirenis. and is a see beest wonderly shape: & 

drawyth shypmen to peryll by swetnesse of songe / And soo this nowne Sirena comyth of 

Siren. that is to understonde draughte or drawynge / As hugucōn sayth the Glose layth. 

sup[er] Ysa. xiii. / G That Sirene ben serpentes wyth crests And some men say that thei are 

fysshes of the see in liknesse of wӯmen Papias sayth that Sirene ben grete dragons fleying 

wyth crestys as some men trowe And Isyder sayth. libro xx. / there he treatith of wondres 

in this wyse / Some men saye that there are thre Sirene: some maydens: and somedeal 

foule wyth clawes & wynges / And one of them syngeth wyth voyce : and a nother wyth a 

pype and the thyrde with an harpe: and pleasyth soo shypmen wyth lyknesse of songe that 

they drawe theim to peryll &to Shipbreche/ But þe soth is þt they wer stronge horys þt 

drewe men þt passyd by them to poverte & to myscheyf. And it is feyned þt they brougt 

them to shypbreche And Isid. li. xii. sayth: þt in Arabia ben serpent wyth wӯges that ben 

callyd Sirene: and renne more than horse & swyfter doon flee/ And also it is sayd þt they fle 

wt wynges/ & theyr venym is so strōge that deth is felte sooner than ache or sore And 

Phisiologus spekyth of Sirena & sayth It is a beest of the see wonderli shape as a mayde 

from the navell upwarde. & a fysshe from the navel do�̅� warde: And this wondfull beest is 

glad & mery in tempeste: and sadde & heuy in fayr weder/ Wyth swetnes of songe this 

beest makyth shypmen to slepe: & whan she seeth that they ben a slepe she goth in to the 

shippe & rauysheth whyche she maye take wyth her: and bryngeth hym in to a drye place: 

and makyth hym fyrste lye by her & doo the dede of lechery/ & yf he woll not or maye not: 

thenne she sleeth hym and etyth his flesshe / Of suche wonderfull beestys it is wryten in the 

grete Aliiaundres story. 

Bartholomaeus Anglicus, De proprietatibus rerum, John Trevisa (trans.) (Westminster: Wynkyn de Worde, 

1495), sig. gg1r-v. 
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between Bossewell and both Latin and English editions of Bartholomaeus in comparison with these 

is that while Isidore of Seville is still given as supporting the original half-bird sirens: 

somedeale Maidens, and somedeale foules (Bossewell). 

some maydens: and somedeal foule (Bartholomaeus, 1495). 

ex parte virgines & ex parte volucres (Bartholomaeus, 1482). 79 

Physiologus now appears in defence of her later fish-tailed incarnation: 

Phisiologus speaketh of Syrena, & saith, it is a beaste of the sea, in shape wonderfull, 

as a maide from the Navell upward, and a fish from þe navel downewarde. 

(Bossewell). 

And Phisiologys spekyth of Sirena & sayth It is a beest of the see wonderli shape as a 

mayde from the navell upwarde. & a fysshe from the navel don̅ warde: 

(Bartholomaeus, 1495). 

De sirena aut[em] dicit phisologus. sirena e[st] monstru[m] marinum ab unbilico 

sursu[m] habe[n]s forma[m] virginis inferi[us] figura[m] piscis. (Bartholomaeus, 

1482).80 

This, along with the basic order of both texts and the common use of certain words such as 

‘somedeal’, suggests that this may well have been the source for Bossewell’s information on the 

mermaid and siren, but that he has either paraphrased and reworked this, or used a slightly different 

version of Bartholomaeus’s text. 

 The importance of this is that, if the Camborne artist did indeed use the Workes of Armorie 

as a source for some of their bench-end carvings, possibly mediated through a pattern book, then 

they would have had access to and so may well have been familiar with Bossewell’s interpretation of 

the mermaid. By extension, they would therefore also have experienced Bartholomaeus’s, Isidore’s, 

and Phisiologus’s understanding of this as mediated through one or more later authors’ works. 

While there is no guarantee of this, and indeed the artist almost certainly had their own 

preconceived notions about the mermaid, it gives a rare insight into how an artist from this time 

 
79 Bossewell, Workes of Armorie, f. 46r-46v; Anglicus, De Proprietatibus Rerum (1495), sig. gg1r-v; and 
Bartholomaeus Anglicus, De Proprietatibus Rerum (Petrus Ungarus, 1482), sig. D1r. 
80 Bossewell, Workes of Armorie, f. 46r-46v; Anglicus, De Proprietatibus Rerum (1495), sig. gg1r-v; and Anglicus, 
De Proprietatibus Rerum (1482), sig. D1r. 
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period understood the subject of their own work. An important feature of this is that there is no 

clear distinction between the fish-tailed mermaid and bird-legged siren, and so the Camborne 

mermaid can easily be understood in the negative light of the siren. Given that Bossewell included 

an illustration of a mermaid with a harp alongside Isidore’s description of the three musical sirens, 

one of which is described as ‘with Harpe’ it is not unreasonable to see the image as a representation 

of this text, and so it is possible to go 

even further and see the Camborne 

example as an extension of this. Of 

course, this does not guarantee that this 

is how she was intended to be, or 

indeed was, interpreted in seventeenth-

century Cornwall, especially given the 

more positive view of the mermaid 

which can be inferred from the 

Ordinalia, but it provides a link from this 

carving right back to the early Christian 

writers, and then beyond them to their 

classical sources. Given the uses to 

which the mermaid and siren were put 

in many of the sources that the 

Camborne mermaid can therefore count 

among her ancestors, this helps to 

suggest the kind of symbolic functions 

that may have been intended by the carving. 

 

 

Figure 6.31: A heraldic shield with three mermaids on a bench-end in 
Kilkhampton church. Note also the decorative figure below, which is 
similar to those used in figures 6.17 and 6.18 
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6.4 – Conclusions 

By now it should be clear that in much of the literature from around the time of the Cornish and 

Devonian visual sources studied here and earlier, the reason for discussing animals and monsters 

was almost entirely that they provided an object to which symbolic significance could be ascribed. In 

earlier works such as the Physiologus and Isidore of Seville’s Etymologies this was more strongly 

religious in nature, while the bestiaries opened out to include what Verner calls ‘secular morality’; 

but the basic function of this as a way to educate 

the audience on their own behaviour, rather than 

that of the various creatures covered, remained.81 

This was true to the extent that the issue of 

whether or not certain creatures existed was 

unimportant within this framework, and so a 

discussion of whether or not an artist of one 

period or another would actually have believed in 

the subject of their art may not always be helpful; 

indeed, Verner writes that she ‘would venture to 

say that the medieval monster could not exist 

without its symbolic significance, and this remains 

true for every period of the Middle Ages.’82 

 But what does this mean for animal music-making? Starting with anthropomorphic 

musicians, and more specifically monkeys, it is clear that this symbolic significance only goes so far 

to explaining their appearance. While the images which have survived in the region can certainly still 

be interpreted in the light of their diabolic associations, the general place of animals acting like 

humans within medieval narratives, and most specifically the Reynard tradition would appear to 

 
81 Verner, The Epistemology of the Monstrous, 100. 
82 Ibid., 156. 

Figure 6.32: A mermaid holding a comb and mirror in 
Guillim’s Display of Heraldry: John Guillim, A Display of 
Heraldrie (London: William Hall, 1610), 262 (author’s 
drawing). 
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have had a more direct influence on this type of artwork. This is especially noticeable when 

considering the use of musical instruments within these as music is not associated with monkeys in 

earlier writing such as the Etymologies but – while they do not commonly appear in this role within 

the Reynard narrative – foxes and monkeys are shown together as musicians in other medieval 

artwork.83 

 Conversely, singing has always been an important part of the mermaid’s identity, something 

which originates in her classical origins as a siren, can be seen through the Physiologius, Etymologies 

and the bestiaries, and is still found in the legends recorded in Cornwall in the nineteenth century 

that are still popular today. Because of this, it is unsurprising that musical instruments are 

sometimes associated with both the siren and the mermaid. Although the medieval mermaid is 

more commonly seen holding a comb and a mirror – traditionally interpreted as representing vanity 

– than a musical instrument, the symbolic significance of the mermaid as a warning to men of the 

supposed dangers of women remains strong in either type of depiction. Where both forms are seen 

on separate roof bosses in Wembworthy church, for example, this traditional negative symbolism is 

easy to imagine given the trumpet player’s vicious and grotesque appearance. 

 At first glance, the harp playing mermaid of Camborne may be a little harder to reconcile 

with this interpretation, especially given the possibility that mermaids may have been seen in a more 

positive light in Cornish culture than they were elsewhere, as demonstrated in the Ordinalia. 

However, if this carving is indeed based upon the image published in Bossewell’s Workes of Armorie 

then it becomes part of a tradition which stretches back through the Etymologies, the Physiologius, 

and to the earlier classical sources as one of the three siren musicians, and so can probably be 

interpreted in the more traditional way. 

 The artists’ intentions in depicting animals and monsters as musicians can also be explored. 

Firstly and most prominently, this exploration shows that a deeper religious or secular symbolism 

 
83 Barney et al., The Etymologies of Isidore of Seville, 253. For examples of monkeys and foxes playing music 
together or for one another to dance to see: Varty, Reynard the Fox, figs. 118, 120, 121, 122, 123. 
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should always be considered in these cases, as this is likely to have played a part in the way that the 

artist understood their own creation. However, it is also worth considering what place these images 

would have had in the culture of the time more generally. While certain animals may have had 

traditional symbolic significance, they might also have been known through their appearance in the 

popular narratives of the period. It is unlikely that these two possible directions are ever going to be 

entirely separate, as both have helped to shape and form the role of certain beasts and monsters 

within medieval, early-modern, and in fact modern society. However, by studying the various 

possible ways in which animals could be used in art and literature it begins to be possible to 

interpret how artists and their audiences would have understood these animal and monstrous 

musicians within church art, and the symbolic functions that they might have been able to fulfil. 
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Chapter Seven 

Conclusion 

7.1 – The Purpose of Musical Imagery 

The primary goal of this thesis was to explore the purpose and function of musical imagery within 

the context of the pre-1700 artwork of the churches of Cornwall and Devon, and to ascertain to 

what extent it can be considered symbolic and to what extent purely decorative. Each case study has 

explored a different aspect of this imagery, and each one has uncovered a series of different layers 

of symbolic meaning. In some instances, it is clear that this symbolism has been the only reason for 

the decision to include such imagery, as with the saints depicted with bells and hunting horns 

discussed in chapters three and five, where these objects are solely used as attributes of a specific 

figure. In the case of funerary monuments, the appearance of trumpets and drums shows a desire to 

represent martial credentials, and bells symbolise mortality; while other instruments show the 

education of the individual who has been memorialised, alongside the brevity of mortal life. With 

regards to musical animals and mythological figures, such a clear use of symbolic language cannot 

always be linked to specific musical instruments, but instead these images can be tied in with the 

artistic and literary traditions associated with such creatures more generally, demonstrating a deep 

and longstanding history of symbolism in which music is simply one aspect. Similarly, the appearance 

of musical instruments in the hands of angels does not generally rely on the specific symbolic 

meaning of the instrument, but instead uses them to strengthen the status of their players, and 

often to show how they in turn support more important parts of the composition.  

 Of course, this imagery can be decorative as well as symbolic, and both functions are 

evidently present in the profusion of small musical images found on many funerary monuments, for 

example – including the bells, trumpets, and drums mentioned above. Elsewhere, the appearance of 

musical instruments would have been a natural part of certain types of image, such as the use of 

hunting horns in St Michael’s Mount’s hunting frieze. However, it has become increasingly clear that 
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almost every image studied here had some form of deeper meaning within the culture that created 

it, even if the passage of time has obscured this meaning beyond recognition. While this symbolism 

is sometimes a musical instrument’s deliberate primary function, in other instances it is a result of 

the wider role of music within the period, and so provides an insight into this contemporary 

understanding and the way the imagery would have been regarded by its first audiences. 

 

7.2 – Broad Observations 

While it has been possible to consider the symbolic function of musical art, the identification and 

collection of this from across a whole region has also created other opportunities. The importance of 

some of Devon and Cornwall’s better-known musical images is well established among 

organologists, musicologists and historians, although only a handful of sources can truly be 

considered to have received extensive study. In addition to this, some of the corpus has previously 

been identified in varied musicological, historical, and other kinds of scholarship, despite not 

generally being so well known. By creating this thesis, it has been possible to increase the number of 

known sources significantly, and to bring all of them together in a single place for the first time. 

Especially important in this has been the identification of a rich array of overtly symbolic musical 

imagery in use in heraldry, as part of funerary monuments, and in other locations. Despite having 

received little attention in the past, these have been shown to constitute a significant proportion of 

the surviving material from the period up to 1700, and so must have represented a large part of 

contemporary parishioners’ experience of music within art. 

 Within the thesis, there has been the opportunity to explore these sources in a number of 

ways. Detailed re-examination of large collections of angel musicians at Buckland Monachorum 

church and on Bishop Branscombe’s tomb in Exeter Cathedral has allowed these to be reassessed in 

comparison with the better-known example of Exeter Cathedral’s ‘Minstrels’ Gallery’, for example. 

This has shown that while the Buckland Monachorum angels have been extensively restored, the 

majority of the musical instruments are still recognisable – and that both sources represent 
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significant contributions to the region’s fifteenth-century musical imagery. On a different scale, 

examination of the previously unknown carving of a hunting horn and bell on a bench-end in Little 

Petherick church has shown that this – and another similar carving nearby – represent the story of 

the early medieval religious figure St Petroc, and were probably intended as a late medieval attempt 

to assign a form of heraldry to this (essentially mythological) man. Similarly, it has been possible to 

provide a potential printed source for a mermaid harpist in Camborne church, and in doing this to 

link the carving in to the wider understanding of such creatures in the seventeenth century and 

earlier. 

 The individual chapters cover such detailed discoveries as these; however, there are several 

broad conclusions that can be drawn from a wider view of the discussion. Most significant among 

these is the division between the two counties of Cornwall and Devon which can be observed in the 

separate chapters. Through no deliberate planning, certain chapters have focused more strongly on 

one or the other, specifically: the majority of the religious imagery (chapter three) and that on 

funerary monuments (chapter four) falls within Devon; while the images of hunting horns (chapter 

five), and animal and monstrous musicians (chapter six) that formed the basis of discussion here 

were primarily found within Cornwall. Some of this represents specific local circumstances – the use 

of the hunting horns in the cults of Saints Petroc and Neot for example – while others demonstrate 

the broader artistic division between the counties. Clearest amongst this is the abundance of musical 

imagery on the funerary monuments in Devon when compared to the dearth in Cornwall – 

something which must relate to the different stylistic traditions of the counties and the local 

workshops which operated in each. 

 Many of the other broad discoveries such as this have already been covered in chapter two, 

such as the high proportion of heraldic imagery, and the fact that the majority of the sources 

discovered are of either carved wood or carved stone. This latter point is perhaps unsurprising to 

anyone familiar with the region’s churches, along with the fact that the vast majority of images were 
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found on the inside rather than the outside of buildings. Further to this, it can be pointed out that 

out of around 442 separate sites visited in Devon and Cornwall, 143 (or 32%) of these had some kind 

of musical imagery (figure 7.1).1 Compared to this, of the 543 sites originally identified through the 

Pevsner Architectural Guides as worth visiting, 26% proved fruitful. This is partially a testament to a 

successful system of prioritisation when planning the fieldwork, but also demonstrates that music 

formed a rich and relatively common part of medieval and later church decoration. 

 

 
1 When return visits are counted, the total number of visits made was around 549. 136 of the sites that possess 
musical imagery are churches, and so have been included in the main part of the gazetteer (appendix A.2); 
while those that are not churches but that have comparable imagery have been included in the ‘miscellaneous’ 
section of the gazetteer (appendix A.3). These seven are: Bideford, 8a the Quay; Bordington Hall; Buckland 
Abbey; Colyton Merchant’s House; Lanhydrock House; Rialton; and St Michael’s Mount. If all of the 
‘miscellaneous’ sites are included, the total number of sites rises to 163. 

Figure 7.1: A map showing all sites now known to contain musical imagery (marked in red), and all sites either visited or 
identified through the Pevsner Architectural Guides (in green). Over a quarter of the surveyed sites produced some kind of 
musical imagery. Black lines represent coastline, yellow lines represent county borders (with Cornwall on the left and Devon 
on the right), and grey lines represent key modern roads. 
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7.3 – The Potential for Further Study 

Additional work could, and ideally should, be done in the future. First and foremost amongst this is 

the expansion of this type of project into other regions. As a first attempt at comprehensively 

identifying the musical imagery of a single area, it has been successful in discovering a wide range of 

imagery; but it has also been hampered by the inability to compare all but individual examples to 

that of other regions fully. For instance, it is impossible to judge accurately whether musical imagery 

is more or less common in Devon and Cornwall than anywhere else, although good general survival 

of materials would suggest that it is going to compare favourably to most parts of the country. 

Initially, the logical step would be to expand into other areas which are likely to produce good 

results – a move eastwards into Somerset perhaps, or to East Anglia – and while less likely to be 

hugely fruitful in themselves, areas with less likelihood of high rates of survival would provide an 

important comparison. The broader a map of musical imagery that can be constructed, the higher 

the chance will be of understanding regional artistic practices, and of seeing what forms of imagery 

are common to the country as a whole. Because of this, a national or international corpus of musical 

imagery could greatly expand the potential of the field, so long as this was created in a 

comprehensive and careful manner. 

 Moving back to Devon and Cornwall, the well of potential information that sustained this 

project is a long way from running dry. It is undoubtable that some sources will have remained 

undetected, especially given the ways in which medieval wood and stone carving can suddenly 

appear – whether from a church storeroom, in an auctioneer’s catalogue, or built into a garden wall. 

Beyond this, the nature of this thesis as a series of separate case studies means that many important 

sources have not made it beyond the gazetteer, and so there is still scope for further studies to be 

developed from within its pages. As this thesis has focused on the symbolic role of such imagery, 

expansion could also be made by studying it further in other ways, such as by considering whether 

certain instruments would have been in use locally at the time of their depiction, or whether any 
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clues can be found regarding the construction and playing of contemporary musical instruments. 

Additionally, there are certain sources that undoubtedly deserve a greater level of study than it has 

been possible to give them here. An example of this is the collection of musicians carved onto the 

early sixteenth-century exterior of the east wall of the church of St Mary Magdalene, Launceston, 

and whose apparent association with a contemporary group of performers certainly warrants 

further investigation. Similarly, the presence of palimpsest royal arms at Dittisham and Lanteglos 

suggests that more research could be done in this area; and the discovery of stylistic similarities 

between those at St Germans, Sourton and Buckland Monachorum (as discussed in the Gazetter) 

demonstrates the potential for other individual workshops to be identified through careful study. 

 While there will always be room for expansion, this thesis has been successful in providing 

both an iconographical study – in the form of the gazetteer that makes up the rest of this work 

(appendix A) – and the iconological one which forms the individual case studies of the thesis. 

Together, this provides the first comprehensive study of a region’s musical imagery, and 

demonstrates the varied functions which such artworks fulfilled. 
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Appendix A 

A Gazetteer of Musical Imagery in Devon and Cornwall before 1700 

Appendix A.1 – An Introduction to the Gazetteer 

The purpose of this gazetteer is to provide as comprehensive a list of the musical imagery of Devon 

and Cornwall as is currently possible. The entries have been arranged by location, and then by 

source within each location (a set of bench-ends or a single funerary monument is considered to be 

a single source, for example). Each instrument is then given a number within their location in order 

to make easy reference and identification possible. In the case of repeated heraldic instruments 

(which normally come in sets of three), these have been numbered individually, but dancing bells 

have occasionally been numbered as a group, reflecting the fact that it can be difficult to establish 

exactly how many bells are – or were originally intended to be – shown. 

 In order to produce a degree of consistency across the different entries, the same set of 

criteria has been applied to each source and each instrument, including their location and material. 

In the case of location, this is intended to aid with finding the source within each site, as opposed to 

suggesting their original location. However, the types of sources in question vary widely in type, and 

so the ways in which these criteria have been used must also vary to accommodate them; for 

example, a set of bench-ends might be spread out across most of a church, whereas a funerary 

monument will be in one specific location within it. This means that while the location of a musical 

image in the former will need to be identified within the space of the whole church, one on the 

latter can be pinpointed far more accurately as the location of the source itself has already been 

described with greater precision. 

 The name of each instrument has been given with as much accuracy as is possible, while 

making allowance for the fact that it is not always possible to do this with more detail than, for 

example: ‘wind instrument’. In order to aid with this, a suggested number has also been given for 

each according to the Hornbostel-Sachs classification system (‘H-S number’ in the gazetteer); this 
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provides a more technical level of identification for each, but because it is intended for use with 

complete instruments, it is not always practical to do this with precision. For example, it may be 

possible to recognise that a wind instrument has finger holes and a conical bore, but because it is 

not known whether it uses a reed, a brass style mouthpiece, or a fipple, it is not practical to record 

these details. 

 Finally, a description is given of each source and each instrument, and also a date suggested 

for their creation. The date given is as accurate as possible, but in many cases this is a complicated 

issue; for example, while a monument may well record when the person represented there died, this 

might not reflect when the monument itself was erected (see chapter four for further discussion of 

this). In the absence of other evidence being presented, this should therefore be considered 

approximate. When a date has been given based on stylistic evidence alone square brackets have 

been used to indicate this, but given the wide range of disparate sources studied here, I cannot claim 

the same level of accuracy in this as a specialist in each separate genre could, and so this can only be 

treated as a guide. 

 In some cases, it has been possible to provide further information about a source beyond a 

simple description, such as its historical context and potential meaning. Evidence from the 

nineteenth and early twentieth centuries – such as photographs and postcards – has also been used 

where possible, as this can shed light on the more recent history of a work of art and provide 

indications of its earlier history that might otherwise have been lost. The availability of this type of 

evidence is inconsistent, however, and given the scale of the project it is not the function of the 

gazetteer to consider every source in this level of detail. Instead, a description of the artwork and of 

the instrument it depicts has been given in each case. This has been kept concise wherever possible, 

and while sometimes inevitable, technical language has been kept to a minimum. Where 

transcriptions of the text of funerary monuments has been included, this is my own unless otherwise 

credited, and has been kept as close to the original as possible. 
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The scope of the gazetteer has been discussed in the introduction to the thesis (chapter 

one); but simply put, the aim has been to include anything that could be considered to represent 

musical activity or a musical instrument. This includes less clear examples such as dancing bells, 

animal bells, and the heraldic ‘clarions’ of the Grenville family; singers and books of music have also 

been listed where possible. Despite this, there are a number of sources that cannot be incorporated 

into the gazetteer but which still deserve mention, and for these a separate ‘miscellaneous’ section 

has been created at the end (appendix A.3). The types of source found in this section are various, 

and include: artworks that could date from before 1700 but are more likely to be later; artworks 

produced outside of the region; artworks currently found in domestic rather than ecclesiastical 

settings (and which are not likely to have originated in a church); and artworks where the presence 

of musical content is uncertain.  

The intention has been to exclude as little from the main gazetteer as possible, and so any 

royal arms that has been updated in later centuries has been kept when a definite seventeen-

century date can be given to its original creation, but have been moved to the ‘miscellaneous’ 

section when this is not possible. Similarly, some types of musical imagery are especially difficult to 

recognise; and so when singers can cautiously be identified by being found in context with other 

musicians they are in appendix A.2, but those without such a setting are difficult to justify and so 

have been placed in appendix A.3. In addition to this, some sources of musical imagery can be shown 

to have existed in the past – often through photographs, engravings, or descriptions – but have since 

been lost. These have also been included as ‘miscellaneous’. The reason for excluding domestic 

material is not because this represents an insignificant contribution to the region’s musical artwork, 

but it is simply a recognition of the fact that the process of collecting it has not been as thorough as 

that of church art; as such, appendix A.3 contains many artworks of equal importance to those found 

in appendix A.2.  

 Although of great interest and deserving of a catalogue in their own right, existing musical 

instruments that date from the period and can be associated with the region have not been included 
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in either the gazetteer or the supplementary section of the gazetteer. These include several 

seventeenth-century organs and organ cases (at Exeter Cathedral, Holsworthy, and Tiverton for 

example), the sixteenth-century ‘Drakes Drum’, two virginals by Charles Rewallin, and a large 

number of medieval and later church bells. While these all provide valuable information on the 

musical life of Devon and Cornwall, they are beyond the scope of this thesis. 

 A map has been provided for each site, giving its location within Devon and Cornwall. In this, 

black lines are used to represent coastline, yellow lines county borders, and grey lines key modern 

roads. 
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Appendix A.2 – The Gazetteer 

 

1 – Abbots Bickington 

 

Figure A.1: The Location of Abbots Bickington. 

County:  Devon  

Type of source:  Stained glass 

Location:  East window 

Description: The small east window is made from 

fragments of fourteenth to fifteenth 

century stained glass showing Christ 

being crucified as well as several 

saints.1 St Anthony takes a prominent 

position on the left side of the 

window. 

Date:  Fourteenth or fifteenth century 

 

1 Instrument: Bell 

H-S number:  111.242.122 

Location: Upper left panel 

Material: Stained glass 

 
1 Bridget Cherry and Nikolaus Pevsner, The Buildings of England, Devon (London: Yale University Press, 1991), 
123. 

Figure A.2: Abbots Bickington, east window. 
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Description:  A yellow bell hangs from the handle of St Anthony’s staff, it is of a similar 

size to his fist and is of typical bell shape with two bands drawn around it 

and the clapper clearly visible. 

 

Figure A.3: Abbots Bickington 1. 

2 Instrument: Bell 

H-S number:  111.242.122 

Location: Upper left panel 

Material: Stained glass 

Description: Next to the saint is a pig, around whose neck hangs a bell of a similar size 

and colour to the first. Both pigs and bells were strongly associated with St 

Anthony, due to the tradition of such animals that belonged to the Order of 

Hospitallers of Saint Anthony wearing bells that were formerly used by the 

hospitallers to attract alms.2 The bell appears to be of a similar, though more 

angular shape than the other, with at least two bands drawn around it. 

Unfortunately, the lower part has been lost making it hard to tell anything 

further. 

 

 
2 David Farmer, The Oxford Dictionary of Saints: Fifth Edition Revised (Oxford, Oxford University Press, 2011), 
23-24. 
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Figure A.4: Abbots Bickington 2. 
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2 – Altarnun 

 

Figure A.5: The location of Altarnun. 

County:  Cornwall 

Type of source:  Bench-ends 

Location:  Throughout the nave of the church 

Description: A set of 79 bench-ends fills the nave of the church, one of which includes the text: 

RObART : DAyE 
MAKER : OF ThIS  
WORKE : & : WILLyAM  
bOKyMGhAM : CVR[ATE]  
IOHN : hODGE : CLA[RK]  
[?] M : D : [?] 

Although the date is incomplete, Joanna Mattingly has narrowed this down to 

between 1523 and 1554 due to the presence of a coat of arms on another bench 

which only came into existence at this point and the record of William Buckingham 

as vicar of Antony by 1554. She has further suggested that somewhere around the 

middle of the 1530s is likely based upon the style of the carvings.3 Five of the bench-

ends in the south aisle feature music. 

Date:  1423-1554, probably mid 1530s 

1 Instrument:  Bells 

H-S number:  111.24 

Location: South side of south aisle 

 
3 Joanna Mattingly, ‘The Dating of Bench-ends in Cornish Churches’, Journal of the Royal Institute of Cornwall 
(1991), pp. 58-72, at 60; and Daniel Rose-Jones, ‘The Altarnun Fiddler: A Sixteenth-Century Musician in 
Cornwall’, Journal of the Royal Institution of Cornwall (2016), pp. 69-82, at 69. 
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Material: Wood carving 

Description: The bench-end is entirely taken up with a figure in elaborate clothing 

decorated with slashes. This figure holds a sword above his head and has 

bells of the type used today by morris dancers tied around his legs just 

below the knee; there appears to be five bells on his right leg and four on his 

left but this is not clear. This appears to be a dancer (see next entry). 

 

Figure A.6: Altarnun 1. 

2 Instrument:  Bells 

H-S number:  111.24 

Location: South side of south aisle 

Material: Wood carving 

Description: An almost identical bench-end to that described in the previous entry, the 

main difference being that the figure is shown dropping his sword. There are 

five bells on his left leg and either four or five on his right with later damage 

making it hard to be certain. Both figures appear to be dancers, and Merv 
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Davy has compared them to the dance ‘Le Bouffons’ or ‘Le Mattachins’ in 

Theodor Arbeau’s Orchestraphia.4 

 

Figure A.7: Altarnun 2. 

3  Instrument:  Bagpipes 

H-S number: 422-62 

Location: South side of south aisle 

Material: Wood carving 

Description: The bagpiper is shown in simpler clothes than those of the sword dancers 

(Altarnun 1 and 2) and has a small dog at his feet. The bagpipes themselves 

have two chanters of slightly different lengths and while the player’s hands 

(which appear to be too small for the instrument) cover part of the pipes, 

two finger holes are visible on the shorter pipe and three on the longer. His 

right arm holds the bag of the instrument and behind his right shoulder is 

 
4 Merv Davey, Alison Davy and Jowdy Davey, Scoot Dances, Troyls, Furrys and Tea Treats: The Cornish Dance 
Tradition (London: Francis Boutle Publishers, 2009), 24-25; and Thoinot Arbeau, Orchésographie (Langres: 
Lehan des Preyz, 1596), f. 97r-104r. 
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something which has variously been argued to be an erroneously depicted 

drone pipe or a case for carrying the bagpipes.5 

 

Figure A.8: Altarnun 3. 

4 Instrument:  Bells 

H-S number:  111.24 

Location: North side of south aisle 

Material: Wood carving 

Description: A jester or fool has been carved on another bench-end with bells around his 

legs in the same manner as the sword dancers (Altarnun 1 and 2) – there are 

four on his left leg but the right leg is too damaged to count. He also has 

four larger bells, two hanging from his elbows and two from his shoulders. 

The bell which hangs from his right elbow is well preserved and shows 

greater detail than the others. 

 
5 Harry Woodhouse, Cornish Bagpipes: Fact or Fiction? (Trewirgie: Dyllansow Truran, 1994), 53; and Julian 
Goodacre, Cornish Doublepipes, <https://goodbagpipes.com/index.php/my-bagpipes/english-
bagpipes/cornish-doublepipe>, accessed 25 February 2019. 
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Figure A.9: Altarnun 4. 

5  Instrument:  Fiddle 

H-S number:  321.322-71 

Location: North side of the south aisle 

Material: Wood carving 

Description: The fiddle player’s clothing is similar to that of the piper (Altarnun 3) but a 

little more elaborate. The instrument has a rectangular body with a sound 

hole on either side of the strings and a clear bridge. There is a round head 

with three tuning pegs and although the bow is broken it can still be seen on 

the body of the instrument and in the performer’s hand.6 

 
6 For further discussion of this image, see: Rose-Jones, ‘The Altarnun Fiddler’. 
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Figure A.10: Altarnun 5. 
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3 – Antony 

 

Figure A.11: The location of Antony. 

County:  Cornwall 

Type of source:  Stained glass 

Location:  The westernmost window of the north wall of the north aisle 

Description: The window contains a small amount of armorial glass, including the arms of the 

priory of St Germans, seals of which survive from the fifteenth century.7 See also: 

Landulph 1-3; and Launceston, St Mary Magdalene 9-17. 

Date:  [Late medieval] 

1-3 Instrument:  Bells 

H-S number:  111.242.122 

Material: Painted glass 

Description: Three bells are shown on one shield with two above and one below. As the 

church was locked when I visited, the photograph is taken from the outside 

of the window making the details unclear, but it appears that they are 

shaped as church bells, and that the lower bell has a visible clapper and is 

designed to have a headstock fitted. 

 
7 Nicholas Orme, Cornwall and the Cross: Christianity, 500-1560 (Chichester: Phillimore & Co., 2007), 191. 
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Figure A.12: Antony 1-3. 
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4 – Ashwater 

 

Figure A.13: The Location of Ashwater. 

County:  Devon  

Type of source:  Royal arms 

Location:  South wall of the south aisle 

Description: Of painted plasterwork, it bears the cypher ‘C R’ and the date of 1638. 

Date:  1638 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted plasterwork 

Description: The harp is of a noticeably gothic style, with eight clear tuning pegs, eleven 

strings, and a distinct sound chest 
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Figure A.14: Ashwater 1. 

 

 

Figure A.15: Ashwater 1, detail. 
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5 – Atherington 

 

Figure A.16: The location of Atherington. 

County:  Devon  

Type of source:  Stained glass 

Location:  North window of the north chapel 

(north side of the chancel) 

Description: Reconstructed from a number of 

fifteenth century fragments.8 In its 

current form the window is made up 

of two rows of figures, and appears to 

be an approximation of the 

Coronation of the Virgin. The bottom 

row contains (from right to left) the 

Virgin Mary, Jesus, and God, while the 

upper row is made up of the Holy 

Ghost flanked by two outward facing 

musical angels. It is hard to be certain 

what is original and what has been 

reconstructed – but both musicians, 

along with at least a part of each lower 

 
8 Cherry and Pevsner, Devon, 139. 

Figure A.17: Stained glass in Atherington church 
containing Atherington 1 and 2. 
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figure and some of the surrounding canopy work, seems to be medieval. The Holy 

Ghost may be entirely reconstructed. 

Date:  Fifteenth century 

1 Instrument: Lute 

H-S number:  321.321 

Location: Left side of the window 

Material: Stained glass 

Description: The angel on the left plays a lute. It has ten tuning pegs and eight strings; 

there is a diamond pattern in the sound hole, rather than a more typical 

style of rosette, and there is no sign of any frets. The left hand plucks the 

strings with a plectrum. 

 

Figure A.18: Atherington 1. 

2 Instrument: Harp 

H-S number:  322.2 

Location: Right side of the window 

Material: Stained glass 
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Description: On the right, the second angel plays a harp; it is of the gothic style with 

eleven strings and at least twelve tuning pegs, though damage to the glass 

makes it hard to be sure. There are bray pins at the bottom of the strings 

and the left hand plays the lower strings while the right plays the upper 

ones. 

 

Figure A.19: Atherington 2. 

Type of source:  Monument 

Location:  Between the chancel and north chapel 

Description: One of several tombs separating the chancel and north chapel. It is a stone altar 

tomb, with brasses inserted into the top including armorial devices and three figures 

(two female and one male). An information sheet in the church identifies it as the 

tomb of Sir John Bassett (d. 1529) and his two wives – Ann Denys and Honor 

Grenville (d. 1566). Each coat of arms on the monument appears to show either only 

Sir John, or Sir John on the dexter (left when viewed from the front) side, and one of 

his wives on the sinister (right from the front). Given that clarions are the arms of 

the Grenville family, it is clear that these relate to Honor Grenville in both cases. 

Date:  Sixteenth century 
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Figure A.20: Monument to of Sir John Bassett, Ann Denys, and Honor Grenville. 

3-5 Instrument: Clarions 

H-S number:  - 

Location: On the top of the monument 

Material: Brass 

Description: Two of the three clarions are shown with five pipes and one with six. The 

pipes are clearly shown with hollow ends and fipples. 

 

Figure A.21: Atherington 3-5. 
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6-8 Instrument: Clarions 

H-S number:  - 

Location: North side of the monument 

Material: Carved stone 

Description: These clarions are less distinct than Atherington 3-5, with no clear hollow 

ends or fipples to the pipes, but some tapering is seen towards their 

bottoms. One has nine pipes and the others have seven. 

 

Figure A.22: Atherington 6-8. 
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6 – Awliscombe 

 

Figure A.23: The location of Awliscombe. 

County:  Devon  

Type of source:  Royal arms 

Location:  Above the south door 

Description: The arms have been painted directly onto the wall and are very worn and faded, 

suggesting that they may have been painted over and later uncovered. Although 

there is no date or royal cypher its style dates it to 1603-1649, 1660-1689 or 1702-

1709. 

Date:  1603-1649, 1660-1689 or 1702-1709. 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Wall painting 

Description: The harp appears to have a curved shoulder and a pillar in the shape of a 

figure, but it is difficult to be certain on any detail. There are no strings and 

although there are tuning pegs it is impossible to tell how many. 
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Figure A.24: Awliscombe 1. 

 

 

Figure A.25: Awliscombe 1, detail. 
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7 – Berry Pomeroy 

 

Figure A.26: The location of Berry Pomeroy. 

County:  Devon  

Type of source:  Royal arms 

Location:  West wall of north aisle 

Description: The arms are brightly painted on wooden boards. They bear the cypher ‘W R’ 

denoting they were made in the reign of William III, and presumably after the death 

of his co-ruler Mary II. At the bottom are the words ‘Fear God | Honour þe King’ 

Date:  1694-1702 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted wooden boards 

Description: The pillar of the harp is in the shape of a winged human figure, with their 

wing forming the string arm. There are ten strings, and on the closer side of 

the sound chest there are three small sound holes. 
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Figure A.27: Berry Pomeroy 1. 

 

Figure A.28: Berry Pomeroy 1, detail.  
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For Bideford, 8a The Quay, see appendix A.3 

8 – Bideford 

 

Figure A.29: The location of Bideford. 

County:  Devon  

Type of source:  Monument 

Location:  Between the chancel and south chancel chapel 

Description: A monument in the form of a canopy tomb or chapel screen, and including the effigy 

of Sit Thomas Grenville (d. 1513).9 It is one of the most conspicuous examples of the 

pride of the Grenvilles as exhibited through their heraldry, with 49 separate clarions 

across nineteen shields. 

Date:  1513 

1-49 Instrument: Clarions 

H-S number:  - 

Location: Throughout the monument 

Material: Carved stone 

Description: Both sides of the monument have a roughly matching collection of clarions, 

consisting of: thirteen shields with three clarions; four shields with just one 

clarion each; and two where the standard three clarions have been impaled 

with another coats of arms. All have five pipes, and on the whole they are 

detailed, with the pipes having clear fipples, tapered bottoms and hollowed 

tops. They have been numbered from top to bottom, left to right on each 

 
9 Cherry and Pevsner, Devon, 174, 176. 
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side of the monument, with Bideford 1-26 on the south and 27-49 on the 

north. 

 

Figure A.30: The Grenville monument viewed from the north. 

 

Figure A.31: Bideford 1. 

 

Figure A.32: Bideford 2-4. 
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Figure A.33: Bideford 5. 

 

 

 

 

 

 

Figure A.34: Bideford 6-8. Figure A.35: Bideford 9-11. 
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Figure A.36: Bideford 12-14. 

 

Figure A.37: Bideford 15-27. 
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Figure A.40: Bideford 24-26. 

Figure A.38: Bideford 18-20. Figure A.39: Bideford 21-23. 
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Figure A.41: Bideford 27. 

 

Figure A.42: Bideford 28-30. 

 

Figure A.43: Bideford 31. 



  

273 
 

 

Figure A.46: Bideford 38-40. 

Figure A.44: Bideford 32-34. Figure A.45: Bideford 35-37. 
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Figure A.49: Bideford 47-49. 

Figure A.47: Bideford 41-43. Figure A.48: Bideford 44-46. 
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Type of source:  Tower screen 

Location:  Between tower and nave 

Description: The screen is constructed from sixteenth-century woodwork taken from the 

Grenville Chapel.10 The side facing the interior of the church is largely decorated 

with figures and heads in profile, but it also includes three Grenville coats of arms. 

Date:  Sixteenth century 

50-58 Instrument: Clarions 

H-S number:  - 

Location: On the east side of the screen 

Material: Carved wood 

Description: Clarions are found in groups of three on three shields: two at the bottom of 

the top third of each of the two doors (Bideford 50-52 and 53-55), and one 

lower down on the right side of the screen (Bideford 56-58). Most have 

pronounced fipples and hollowing to the top of the pipes, as well as some 

tapering to the bottom. All have five pipes. 

 

 

Figure A.50: Bideford tower screen. 

 

 

 

 

 
10 Cherry and Pevsner, Devon, 174. 
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Figure A.53: Bideford 56-58. 

Figure A.51: Bideford 50-52. Figure A.52: Bideford 53-55. 
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9 – Bigbury 

 

Figure A.54: The location of Bigbury. 

County:  Devon  

Type of source:  Memorial brass 

Location:  South transept 

Description: One of two brasses, both incomplete. Pevsner records them as belonging to two 

sisters, and dates them to the early fifteenth century. 11  

Date:  Early fifteenth century 

 

Figure A.55: Memorial brass containing Bigbury 1-7. 

1-7 Instrument: Bells 

H-S number:  111.24 

 
11 Cherry and Pevsner, Devon, 180. 
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Location: Southernmost brass 

Material: Brass 

Description: One of the brasses includes space for two effigies, of which one remains. At 

the feet on this female figure are two dogs, and around the necks of these 

are collars with round bells on them, of the style used by dancers. The left-

hand dog has four bells while the right hand has three. 

 

Figure A.56: Bigbury 1-7. 
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10 – Blackawton 

 

Figure A.57: The location of Blackawton. 

County:  Devon  

Type of source:  Rood screen 

Location:  Between nave and chancel across both aisles 

Description: The wainscoting is filled with Renaissance style painting. It is made up of two 

repeated panels, but within these there are various symbols of the Passion and the 

cyphers of Henry VIII and Kathrine of Aragon, dating the painting to the early 

sixteenth century. 

Date:  Early sixteenth century 

1-23 Instrument: Trumpets 

H-S number:  423.121 

Location: Across the wainscoting of the screen 

Material: Painted wood 

Description: Every alternate panel is painted with a design that includes two trumpet 

playing figures. The trumpets are bent into a loop in their middle and one 

has finger holes (Bigbury 20), though the rest are plain; while they begin in 

the players’ mouths, they are not held in their hands, and instead are 

unsupported. Overall, there are twenty-three trumpets remaining, though 

some are only partly preserved including one where only the bell has 

survived (Bigbury 16). It is likely that there would have been more originally, 

given that part of the screen is missing and that some panels have been 

replaced in blank wood in the sections that survive. The heads of some of 
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the figures have been obscured by the arches which frame each panel, and 

an odd horizontal line can be seen towards the top of some panels where 

the colour of the background changes slightly, and so it is possible that the 

panels have been moved. The entries are numbered from left (north) to 

right (south).        

  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

         

 

 

 

 

 

 

 

 

 

 

 

 

Figure A.59: Blackawton 2-3. Figure A.58: Blackawton 1. 

Figure A.61: Blackawton 6-7. Figure A.60: Blackawton 4-5. 
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Figure A.62: Blackawton 8-9. Figure A.63: Blackawton 10-11. 

Figure A.64: Blackawton 12-13. Figure A.65 Blackawton 14-15. 
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Figure A.66: Blackawton 16-17. Figure A.67: Blackawton 18-19. 

Figure A.68: Blackawton 20-21. Figure A.69: Blackawton 22-23. 
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Figure A.70: Blackawton 20, detail. 

 

 

Type of source:  Royal arms 

Location:  West wall of the south aisle 

Description: Of painted wooden boards with a wooden frame, at the top is the cypher ‘C R’ and 

the date 1680. 

Date:  1680 

24 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted wooden boards 

Description: The harp has a large sound chest, four strings, no tuning pegs, a curved 

shoulder, and a fierce looking animal head taking up most of the pillar. 



284 
 

 

Figure A.71: Blackawton 25. 

 

 

 

Figure A.72: Blackawton 24, detail.  
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11 – Blisland 

 

Figure A.73: The location of Blisland. 

County:  Cornwall 

Type of source:   Royal arms 

Location:  Hanging over the south door of the church 

Description: It is made of painted wooden boards, is dated 1604, and bears the cypher ‘I R’.  

Date:  1604 

1 Instrument:  Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms. 

Material: Paint on wooden boards 

Description: The harp is of an unusually simple design with an angular shoulder and four 

strings. There are no tuning pegs or other signs of functionality, and two of 

the strings end on the pillar rather than the string arm. 
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Figure A.74: Blisland 1. 

 

 

 

Figure A.75: Blisland 1, detail. 
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12 – Boconnoc 

 

Figure A.76: The location of Boconnoc. 

County:  Cornwall 

Type of source:  Pulpit 

Location:  Against the south wall of the south aisle in between the nave and chancel 

Description: The pulpit is hexagonal with figures on the four visible corners and panels of carved 

foliage between them. Pevsner gives a date of 1629 and while it is not clear what 

the evidence for this is, the style of the pulpit is in keeping with this date.12 The 

figures have the appearance of putti, although two of them (the singer and the 

tambourine player) appear to have very long legs with elaborate carving between 

their bodies and lower legs.  

Date:  Seventeenth century, possibly 1629 

1 Instrument:  Tambourine 

H-S number:  211.311+112.122 

Location: On the easternmost corner of the pulpit 

Material: Wood carving 

Description: The figure holds a tambourine in their left hand and seem to be tapping it 

with the extended first finger of their right. There is not much detail in the 

carving of the instrument. 

 
12 Peter Beachham and Nikolaus Pevsner, The Buildings of England, Cornwall (London: Yale University Press, 
2014), 105. 
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Figure A.77: Boconnoc 1. 

2 Instrument:  Tenor Cornett 

H-S number:  423.21 

Location: One corner anticlockwise from the previous entry 

Material: Wood carving 

Description: The figure plays a wind instrument which appears to be a tenor cornett due 

to its distinctive double bend; it also widens towards the bottom as would 

be expected for this instrument and flares out at the top to form a 

mouthpiece. Two finger holes are visible but others may be obscured by the 

figure’s hands, which are not in a realistic playing position. Although the 

shape of the instrument suggests a tenor cornett, this carving is quite 

stylised and so it is possible that this shape has been used for artistic 

reasons or in order to fit it into the available material. 
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Figure A.78: Boconnoc 2. 

3 Instrument:  Wind instrument 

H-S number:  42 

Location: One corner anticlockwise from the previous entry 

Material: Wood carving 

Description: The figure holds a wind instrument with three visible finger holes, although 

they may be hiding others with their hands. The top of the instrument is 

broken making it hard to identify, but it may be a recorder, a straight 

cornett, a shawm (although the lack of a flared bell argues against this), or 

another similar instrument. 

4 Instrument:  Voice 

H-S number:  - 

Location: One corner anticlockwise from the previous entry (westernmost corner) 

Material: Wood carving 

Description: A figure stands holding a small book open in their arms. Singers are more 

difficult to identify than other musicians because of the lack of any easily 

identifiable musical instrument, but in this case the presence of other 

musicians within the design of the pulpit suggest this. 
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Figure A.79: Boconnoc 3. 

 

Figure A.80: Boconnoc 4. 
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Type of source:   Royal arms 

Location:  North wall of the middle aisle 

Description: The arms are of painted plasterwork and include the cypher ‘C R’, meaning that they 

relate to Charles I or Charles II, and date from either 1625-1649 or 1660-1685. 

Pevsner states that they are ‘reputedly dated 1639 though this is not visible’.13 

Date:  1625-1649 or 1660-1685, possibly 1639. 

5 Instrument:  Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted plasterwork 

Description: The harp has a curved pillar, pointed shoulder and an animal head between 

the pillar and string arm. There are eleven strings ending in approximately 

eight tuning pins and the curved soundboard has two ‘S’ shaped sound 

holes. 

 

 

 

 

Figure A.81: Boconnoc 5. 

 

 

 
13 Beachham and Pevsner, Cornwall, 105. 
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Figure A.82: Boconnoc 5, detail. 
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13 – Bodmin 

 

Figure A.83: The location of Bodmin. 

County:  Cornwall 

Type of source:  Chair 

Location:  Moveable 

Description: A carved wooden chair with foliage decorating parts and an image of Adam, Eve and 

the serpent on the centre of the back. At the top is a straight trumpet wrapped 

loosely with foliage, it extends across the full width of the back and so is quite 

prominent within the decorative scheme of the chair. A similar panel is found at the 

bottom on the back but with a sword in place of the trumpet, and so the 

combination might suggest some kind of military symbolism, although the 

implication could also be religious. Stylistically, a seventeenth- or later sixteenth-

date seems likely, but it is possible that the chair is a composite put together at a 

later date. 

Date:  [Second half of the sixteenth century or seventeenth century] 
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Figure A.84: Chair containing Bodmin 1. 

1 Instrument:  Trumpet 

H-S number:  423.121.1 

Location: At the top of the back of the chair 

Material: Wood carving 

Description: The trumpet is straight with a flared bell and a smaller flare for the 

mouthpiece. It is also slightly conical with the end at the mouthpiece being 

narrower than that at the bell. 
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Figure A.85: Bodmin 1. 

Type of source: Roof angels 

Location:  South aisle, east end 

Description: A number of medieval roof angels have been retained in one part of the roof, 

including one musician. A black and white photograph of unknown date shows nine 

roof angels – some of which are no longer present – resting against a wall at ground 

level alongside three bench-ends (see also Bodmin 3 in appendix A.3).14 However, 

images from the late nineteenth and early twentieth centuries appear to show them 

in their current locations (figure A.86), meaning that they were probably returned to 

the roof in the mid to late nineteenth century. 

Date:  [fifteenth century] 

 
14 This photograph is probably in the Courtney Library, Royal Institute of Cornwall, Truro, but I have been 
unable to confirm this. 
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Figure A.86: A ‘Frith’s Series’ postcard of Bodmin church dating from between 1902 and 1918, one roof angel can just be 
seen below the bottom of the roof to the right of the furthest right pillar. Bodmin Church, Frith’s Series (c. 1902-1918), 

postcard, author’s collection. 

2 Instrument:  Rebec 

H-S number:  321.321-71 

Location: At the top of the north wall of the south aisle, at the east end of the church 

Material: Wood carving 

Description:  The angel is damaged, most noticeably missing its wings but also suffering 

the general damage that would be expected given that it is known to have 

been removed and reset in the past. Despite this the rebec is still fairly clear 

and has a rounded body, long neck and the remains of a bow. There is a 

scroll at the end of the neck which curves in the opposite direction to that of 

a modern violin and the instrument is held very low down across the body. 

Although there are no signs of strings, bridge, sound holes or any other 

details the angel appears to have been whitewashed and so if these had 

been painted on originally then they could have been removed along with 

this. 
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Figure A.87: Bodmin 2. 

 

 

 

 

 

 

 

 

 

 

 

For Bodmin 3, see appendix A.3 
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For Bordington Hall, see appendix A.3 

14 – Bovey Tracey 

 

Figure A.88: The location of Bovey Tracey. 

County:  Devon  

Type of source:  Monument 

Location:  North side of the chancel 

Description: A large monument bearing the 

inscription ‘1620 . I D’; there is no 

other writing on the monument but it 

is not impossible that paint has 

deteriorated or been removed. 

According to Faunch it is dedicated to 

Nicholas Everleigh (d. 1617), 

commissioned by his wife Alice, and 

built by John Deymond (as denoted by 

the initials above, see also Broadclyst 

1-22 and Dunsford 1-5) in 1620.15 

There are many musical instruments 

included in stylised groupings in the 

decoration of the monument. 

Date:  1620 

 
15 Christine Faunch, Church Monuments and Commemoration in Devon c.1530-c.1640, PhD thesis, University of 
Exeter, Exeter, 1998, 246-7. 

Figure A.89: John Deymond's 1620 monument to 
Nicholas Everleigh. 
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1 Instrument: Drum 

H-S number:  211.212 

Location: Upper part of the monument, west (left) end 

Material: Carved stone 

Description: One of four drums, it is rope tensioned with loops tied around the ropes for 

that purpose. 

 

Figure A.90: Bovey Tracey 1. 

2 Instrument: Drum 

H-S number:  211.212 

Location: Upper part of the south (front) face of the monument, far left 

Material: Carved stone 

Description: One of four drums, it is rope tensioned with loops tied around the ropes for 

that purpose but is partially hidden behind a column. 

3 Instrument: Drum 

H-S number:  211.212 

Location: Upper part of the south (front) face of the monument, far right 
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Material: Carved stone 

Description: One of four drums, it is rope tensioned with loops tied around the ropes for 

that purpose but is partially hidden behind a column. 

 

Figure A.91: Bovey Tracey 2. 

 

Figure A.92: Bovey Tracey 3. 
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4 Instrument: Cornett 

H-S number:  423.21 

Location: Left side of base of the arch (inward facing) 

Material: Carved stone 

Description: Part of the same decorative figure as Bovey Tracey 5. The instrument’s 

diamond pattern can be seen along with the curve and mouthpiece but it is 

otherwise obscured by the head of the monument’s effigy. See also Bovey 

Tracey 6 as the two are almost identical. 

5 Instrument: Shawm 

H-S number:  422.112 

Location: Left side of base of the arch (inward facing) 

Material: Carved stone 

Description: Part of the same decorative figure as Bovey Tracey 4. A flared bell is visible 

but the instrument is otherwise obscured by the head of the monument’s 

effigy. See also Bovey Tracey 7. 

 

Figure A.93: Bovey Tracey 4-5 (directly behind the effigy’s head). 
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6 Instrument: Cornett 

H-S number:  423.21 

Location: Right side of base of the arch (inward facing) 

Material: Carved stone 

Description: Part of the same decorative figure as Bovey Tracey 7, which is made up of 

two wind instruments behind two books. The cornett is curved and 

octagonal, with a slight taper, a mouthpiece at the top, and typical diamond 

pattern towards the top.  

7 Instrument: Shawm 

H-S number:  422.112 

Location: Right side of base of the arch (inward facing) 

Material: Carved stone 

Description: Part of the same decorative figure as Bovey Tracey 6. The shawm has a 

flared bell and a protrusion at the top representing the reed. 

 

Figure A.94: Bovey Tracey 6-7. 

8-9 Instrument: Trumpets 

H-S number:  423.121.1 

Location: Just above the effigy in the middle of the front of the monument 

Material: Carved stone 

Description: Two straight trumpets are played by angels who flank a heraldic shield, 

facing outwards. Both trumpets are quite short, with a very wide flared bell, 
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and appear to go right into the angels’ mouths rather than stopping at a 

mouthpiece. 

 

Figure A.95: Bovey Tracey 8-9. 

10 Instrument: Cornett 

H-S number:  423.21 

Location: Lower part of the monument, west end 

Material: Carved stone 

Description: Part of the same decorative element as Bovey Tracey 11. It consists of a 

stylised face with a bow and arrow, a quiver of arrows, a shawm, and a 

cornett behind it. The Cornett is of the same design as Bovey Tracey 6, with 

the addition of two lines added near the bottom.  

11 Instrument: Shawm 

H-S number:  422.112 

Location: Lower part of the monument, west end 

Material: Carved stone 

Description: Part of the same decorative element as Bovey Tracey 10. The shawm is of 

the same design as Bovey Tracey 7 
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Figure A.96: Bovey Tracey 10-11. 

12 Instrument: Lute 

H-S number:  321.321 

Location: Lower part of the monument, left side of the front 

Material: Carved stone 

Description: Bovey Tracey 12-16 are part of the same decorative element, which consists 

entirely of a group of musical instruments. The topmost instrument is a lute 

with a rounded and ribbed back, an elaborate rosette in the sound hole, a 

double band of purfling around the soundboard and around six strings which 

stop at the bridge. 

13-14 Instrument: Viola da gambas 

H-S number:  321.322-71 

Location: Lower part of the monument, left side of the front 

Material: Carved stone 

Description: Bovey Tracey 12-16 are part of the same decorative element. Behind the 

lute two viols are shown, one on top of the other. They each have deep 

waists with sharp corners, large ‘C’ shaped sound holes, bridges, and 
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tailpieces. One has seven strings and the other five, with the former also 

having a visible head which ends in a scroll (this is hidden behind the lute on 

the other), and the latter an end pin at the bottom of the body. A bow is 

also included in the composition, though higher up than the viols. It has a 

clear difference between the rounded frog and pointed tip, and so appears 

to be musical unlike the bows seen with arrows as part of other decorative 

elements on the monument. 

15-16 Instrument: Shawms 

H-S number:  422.112 

Location: Lower part of the monument, left side of the front 

Material: Carved stone 

Description: Bovey Tracey 12-16 are part of the same decorative element. The two 

shawms are of the same design as elsewhere on the monument (Bovey 

Tracey 7, for example). 

 

Figure A.97: Bovey Tracey 12-16. 
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17 Instrument: Cornett 

H-S number:  423.21 

Location: Lower part of the monument, left side of the front, inward facing 

Material: Carved stone 

Description: Part of the same decorative element as Bovey Tracey 18, which is of the 

same design as Bovey Tracey 10-11. The Cornett is of the same design as 

elsewhere on the monument, and includes the lines found on Bovey Tracey 

10. 

18 Instrument: Shawm 

H-S number:  422.112 

Location: Lower part of the monument, left side of the front, inward facing 

Material: Carved stone 

Description: Part of the same decorative element as Bovey Tracey 17. The shawm is of 

the same design as elsewhere on the monument (Bovey Tracey 7, for 

example). 

 

Figure A.98: Bovey Tracey 17-18. 
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19 Instrument: Drum 

H-S number:  211.212 

Location: Lower part of the monument, middle of front 

Material: Carved stone 

Description: One of four drums, it is rope tensioned with loops tied around the ropes for 

that purpose but is heavily worn compared to the rest of the monument. 

 

Figure A.99: Bovey Tracey 19. 

20 Instrument: Cornett 

H-S number:  423.21 

Location: Lower part of the monument, right side of the front, inward facing 

Material: Carved stone 

Description: Part of the same decorative element as Bovey Tracey 21, which is of the 

same design as Bovey Tracey 10-11 and 17-18. The Cornett is of the same 

design as elsewhere on the monument, and includes the lines found on 

Bovey Tracey 10. 

21 Instrument: Shawm 

H-S number:  422.112 
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Location: Lower part of the monument, right side of the front, inward facing 

Material: Carved stone 

Description: Part of the same decorative element as Bovey Tracey 20. The shawm is of 

the same design as elsewhere on the monument (Bovey Tracey 7, for 

example). 

 

Figure A.100: Bovey Tracey 20-21. 

22-23 Instrument: Viola da gamba 

H-S number:  321.322-71 

Location: Lower part of the monument, left side of the front 

Material: Carved stone 

Description: Bovey Tracey 22-26 are part of the same decorative element. It is of a similar 

design to Bovey Tracey 12-16 but in this case the viols are at the top of the 

composition and there is no bow. The viols are of roughly the same design 

as Bovey Tracey 13-14 but are generally a little more elaborate; with the 

front instrument having a decorative tailpiece, visible finger board, and six 

strings (the other has at least this many but it is not entirely clear). Both 

have heads with scrolls or other decoration, and while the sound holes are 
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‘C’ shaped, they have more decorative shaping within this based shape. 

Neither have visible bridges. 

24 Instrument: Lute 

H-S number:  321.321 

Location: Lower part of the monument, left side of the front 

Material: Carved stone 

Description: Bovey Tracey 22-26 are part of the same decorative element. The lute has a 

rosette, purfling, and seven visible strings which end on the bridge. This 

bridge is angled – though this may be intended to represent perspective – 

and has floral decoration at each end. At the top of the neck the head has 

been crudely angled backwards. 

 

Figure A.101: Bovey Tracey 22-26. 

25 Instrument: Cornett 

H-S number:  423.21 

Location: Lower part of the monument, left side of the front 

Material: Carved stone 
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Description: Bovey Tracey 22-26 are part of the same decorative element. The Cornett is 

of the same design as elsewhere, for example Bovey Tracey 6. 

26 Instrument: Shawm 

H-S number:  422.112 

Location: Lower part of the monument, left side of the front 

Material: Carved stone 

Description: Bovey Tracey 22-26 are part of the same decorative element. The shawm is 

of the same design as elsewhere, for example Bovey Tracey 7. 

Type of source:  Royal arms 

Location:  Tower screen 

Description: Made of wooden planks that have been carved into a three-dimensional design and 

painted. It is of the form which was in use between 1603 and 1649, 1660 and 1689, 

and between 1702 and 1709. A watercolour drawing on display in the church, based 

on a sketch of 1857 shows the arms on top of the rood screen, in what is likely to 

have been its original position. 

Date:  1603-1649, 1660-1689, or 1702-1709. 

27 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Carved and painted wood 

Description: The harp has a small rounded shoulder and ten strings, although no tuning 

pins are shown. There is an animal head at the top of the pillar. 

 

Figure A.102: Bovey Tracey 27. 
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Figure A.103: Bovey Tracey 27, detail. 
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15 – Braddock 

 

Figure A.104: The location of Braddock. 

County:  Cornwall 

Type of source:  Rood screen 

Location:  Between nave and chancel in north aisle  

Description: Two sections of the base of the rood screen survive in the north aisle. They consist 

of narrow panels between carved pillars with four panels on the left (north) section 

and six on the right (south), the panels are predominantly carved with floral designs 

but there are also some figural and animal elements. 

Date:  [Fifteenth or early sixteenth century] 

1 Instrument:  Bagpipes 

H-S number:  422-62 

Location: At the top of the fourth carved panel from the left, on the right-hand section 

of screen 

Material: Wood carving 

Description: This carving is of a set of bagpipes being played by a pig wearing a hood. The 

bagpipes have a single visible chanter which is slightly conical and has a 

slight flare at the bottom. There is a single drone with a large flared bell. A 

windpipe goes into the pig’s mouth and appears to attach very far forward 

on the instrument, being roughly in line with the chanter. 
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Figure A.105: Braddock 1. 

Type of source: Carved panel 

Location:  Against the west wall of south aisle 

Description: A panel made up of three main sections divided by upright posts, the two outer 

section has three main scenes carved on it while the inner one has four. The carving 

is quite simple, consisting of incised lines and depicting a range of scenes of figures, 

including one holding a cross and two with serpents. Its purpose and origin are 

unknown, and while the style of clothing worn by the figures might suggest a late 

seventeenth century date, a later date is equally possible.  

Date:  [Late seventeenth century or later] 

2 Instrument: Horn 

H-S number:   423.1 

Location: Bottom scene of left panel 

Material: Wood carving 

Description: A figure stands holding a horn to their mouth with their left hand. It is 

curved with a complete loop in the middle and it has a conical bore. 
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Figure A.106: Braddock 2 (lower left panel). 
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16 – Bradninch 

 

Figure A.107: The location of Bradninch. 

County:  Devon  

Type of source:  Rood screen 

Location:  Between nave and chancel across all three aisles 

Description: In the early sixteenth century (possibly 1528, as this date is painted on the back), the 

wainscoting was painted with saints and other religious figures.16 Although a 

restoration of 1853 involved some recolouring of the screen, and the addition of 

several new figures, the remaining figures still appear to be original. 

Date:  Early sixteenth century 

1 Instrument: Horn 

H-S number:  423.1 

Location: North side of the central aisle 

Material: Painted wood 

Description: All four of the figures in the bay are female and, from left to right hold: a 

spear; pliers or pincers and three nails; a horn; and a cross with a banner 

attached. The horn is curved and tapers slightly, with two sets of lines 

around it near the bottom, a wide opening at the bottom end, and a slight 

lip at the mouthpiece end; it is longer and thinner than the hunting horns 

seen elsewhere in the region’s artwork. Several lines have been scored 

through the figure’s face, the hand holding the horn, and the upper part of 

 
16 Michael Aufrere Williams, Medieval English Roodscreens, with special reference to Devon, PhD thesis, Exeter 
University, Exeter, 2008, 273. 
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the horn itself suggesting an attempt to erase it with the minimum possible 

damage. It seems likely that these four figures represent saints, but another 

possibility is that they are sibyls, with Wilks identifying the horn carrying 

figure as Delphica.17  

 

 

Figure A.108: Bradninch 1. 

Type of source:  Parclose screen 

Location:  Between south chapel and chancel 

Description: The parclose screen’s wainscoting includes twelve figures facing into the south 

chapel, they are taller than those on the rood screen and are also of higher quality. 

Williams records that this screen dates to the mid fifteenth century, and that it was 

 
17 Diane Wilks, Showing the Path to Heaven: A Celebration of Painted Panels in Devon Churches (Exeter: Azure 
Publications, 2014), 17. 
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moved to the tower arch in 1884 and then returned to its original location at a later 

date.18 

Date:  Mid fifteenth century 

2 Instrument: Trumpet 

H-S number:  423.121.1 

Location: Fourth figure from the right 

Material: Painted wood 

Description: An angel holds a long straight trumpet in both hands while blowing into a 

slightly flared mouthpiece. At the bottom is a wide, flared bell, but the rest 

of the tubing is fairly narrow with no tapering. The word ‘Gabrielus’ names 

the figure as the archangel Gabriel at the bottom of the panel, a system 

which is also applied to two other figures elsewhere on the parclose screen, 

but not to any others.19 It is possible that this dates to the 1853 restoration, 

or is an addition of another later date; but if the text is original then this 

painting is the oldest known representation of Gabriel as a trumpet player in 

England, and contemporary with the earliest known appearance of this 

more generally.20 

 
18 Williams, Roodscreens, 273. 
19 Although unusual, the provision of text naming the saints depicted on a screen is also found at Wolborough 
church. For images of this see: Wilks, Showing the Path to Heaven, 82, 84. 
20 For a discussion of the emergence of Gabriel as a trumpet player (not including this example) see: S. Vernon 
McCasland, 'Gabriel's Trumpet', Journal of Bible and Religion, 9/3 (1941), pp. 159-161, at 161. 
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Figure A.109: Bradninch 2. 
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For Braunton, see appendix A.3 

17 – Breage 

 

Figure A.110: The location of Breage. 

County:  Cornwall 

Type of source: Wall painting 

Location:  On the north wall of the north aisle, to the east of the door. 

Description: One of a number of fifteenth century wall paintings around the walls of the church, 

which together make up one of the richest survivals of this medium in Cornwall. The 

painting is of the Sunday Christ, or the warning to Sabbath breakers and as is typical 

for this scene it shows the figure of Jesus with blood flowing from his wounds and 

the tools of various trades and activities surrounding him including a cart, saws, 

playing cards, and musical instruments. Pevsner describes this as the best preserved 

of the three examples surviving in Cornwall and ‘one of the very best in England and 

Wales’.21 In Cornwall the other two which have survived are at St Just in Penwith 

and Poundstock, while another was discovered and then destroyed in the 1860s at 

Lanivet, remaining only in nineteenth century drawings. None of these contain any 

musical instruments. 

Date:  Fifteenth century 

1 Instrument: Lute 

H-S number:  321.321 

Location: Between Jesus’s ankles 

 
21 Beachham and Pevsner, Cornwall, 125. 
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Material: Wall painting 

Description: Although the condition of the painting makes it hard to determine the 

details of this instrument, the basic shape and design can still be seen. It has 

a rounded body with a clear distinction between the body and the neck, 

there are three strings, and the head goes back at a sharp angle from the 

neck. No tuning pegs are visible, although this may be down to the poor 

state of the painting. Likewise, there is no clear sound hole or rosette and 

while the head is viewed from the side to show its angle, the soundboard is 

shown from the top meaning that the back of the instrument is not visible.  

 

 

Figure A.111: Breage 1. 

2 Instrument: Harp 

H-S number: 322.2 

Location: Between Jesus’s body and left arm 

Material: Wall painting 

Description: The harp has around seven strings, although this is unclear due to the 

deterioration of the painting, and appears confused with the strings running 

from the string arm to the curved pillar, rather than the straighter sound 

chest. A red stripe across the instrument gives the impression of some kind 

of strap; however, it is clear from the context that this is blood from one of 

Christ’s wounds. 
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Figure A.112: Breage 2. 

3 Instrument: Bell 

H-S number:  111.242.122 

Location: Next to Jesus’s left arm 

Material: Wall painting 

Description: Although not quite of the typical shape, this looks similar to a church bell 

and it appears to have loops at the top to attach a headstock. It has a 

clapper protruding from the bottom and several bands of decoration around 

it. While the other two instruments must be intended as a warning against 

playing music on Sundays, this is less clear in this instance given the religious 

connotations of the bell. Next to this is a lantern, an object which is 

sometimes found as an Instrument of the Passion in Cornish church art; 

given this, it is possible that the lantern and the bell together have a 

religious significance that is no longer clear. 
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Figure A.113: Breage 3. 
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18 – Bridford 

 

Figure A.114: The location of Bridford. 

County:  Devon  

Type of source:  Royal arms 

Location:  Above the south door 

Description: Of painted wooden boards. It is dated 1661 and bears the cypher ‘C II R’, 

representing Charles II. 

Date:  1661 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted wooden boards 

Description: The harp is quite elaborate, with an animal head at the top of the pillar and 

a curved shoulder. The strings are too faint to easily make out (although the 

paint is in good condition elsewhere), but there appear to have been around 

nine strings; on the string arm there are twelve dots representing tuning 

pins. 
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Figure A.115: Bridford 1. 

 

 

Figure A.116: Bridford 1, detail. 
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19 – Broadclyst 

 

Figure A.117: The location of Broadclyst. 

County:  Devon  

Type of source:  Monument 

Location:  East end of the north aisle, against the north wall 

Description: A large monument, described by Faunch as being of ‘enormous proportions’, and as 

‘a grander version of the Everleigh tomb [at Bovey Tracey] and one of the most 

profusely decorated in Devon’. It is dedicated to Sir John Acland, who died in 

1619/20.22 Almost every available surface is covered in carved decoration, including 

some areas which are almost impossible to access, and some which include musical 

instruments in similar groupings to those found at Bovey Tracey, though no string 

instruments are found in this case.  

Above a coat of arms at the top of the monument is the date 1614, while 

lower down and separated across either side of the monument is ‘Ao DNī 1613’. 

Faunch gives the former as the date of the monument’s erection by Deymond (see 

also Bovey Tracey 1-26 and Dunsford 1-5), but does not provide an explanation for 

the latter.23 There is very little text on the monument, but the one side of the central 

arch are the words ‘Caro mea requieſcet in ſpe :’ (My flesh will rest in hope, Psalms 

15:9 and Acts 2:26), while on the other are found the further text ‘post tenebras 

ſpero lucem :’ (After darkness I hope for light, Job 17:12). The left side also includes 

 
22 Faunch, Church Monuments and Commemoration, 268. 
23 Ibid., 270. 
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the text ‘Mors Ianua vitæ’ (Death is the gate to life), and the right ‘Mors mihi 

Lucrum’ (Death is my reward). 

 

Figure A.118: John Deymond's monument to Sir John Acland. 

Date:  1614 

1 Instrument: Trumpet 

H-S number:  423.121 

Location: Upper part of the monument, west (left) end 

Material: Carved stone 

Description: The trumpet is mostly obscured by other decoration, and the mouthpiece 

end appears slightly damaged making its shape less clear. However, the 

instrument has two bends, forming it into an ‘S’ shape, while the last section 

tapers outwards towards a flared bell. 

2 Instrument: Drum 

H-S number:  211.212 

Location: Upper part of the monument, west (left) end 

Material: Carved stone 
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Description: The drum has tensioning ropes with ties towards one end to aid with this. 

One head is visible, with no sign of a snare or any other detail. 

 

3 Instrument: Drum 

H-S number:  211.212 

Location: Upper part of the monument, left side of south (front) face, behind the 

columns 

Material: Carved stone 

Description: Of the same design as elsewhere on the monument (Broadclyst 2, for 

example).  

4 Instrument: Drum 

H-S number:  211.212 

Location: Upper part of the monument, right side of south (front) face, behind the 

columns 

Material: Carved stone 

Description: Of the same design as elsewhere on the monument (Broadclyst 2, for 

example). The panel is the same as Broadclyst 3, but reversed. 

Figure A.119: Broadclyst 1. Figure A.120: Broadclyst 2. 
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5-6 Instrument: Shawms 

H-S number:  422.112 

Location: Lower part of the monument, west end 

Material: Carved stone 

Description: The centre of each instrument is obscured by other parts of the decoration, 

making their overall shape and any potential finger holes impossible to see; 

but they appear to have a conical profile with a slight flare at the narrow 

end. Although it is possible that they represent another kind of wind 

instrument – such as a short trumpet – the presence of similar instruments 

with reeds elsewhere on the monument suggests that these are shawms. 

7 Instrument: Drum 

H-S number:  211.212 

Location: Lower part of monument, in enclosed area on left side of front (south facing) 

Material: Carved stone 

Description: Of the same design as elsewhere on the monument (Broadclyst 2, for 

example), but without additional tensioning ties. 

Figure A.121: Broadclyst 3. Figure A.122: Broadclyst 4. 
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8-9 Instrument: Shawms 

H-S number:  422.112 

Location: Lower part of monument, on outside of enclosed area on left side of front 

(south facing) 

Material: Carved stone 

Description: Similar to elsewhere on the monument (Broadclyst 5-6, for example). 

Although one has no reed, the other appears to have both a reed and a 

pirouette beneath this, which in turn protrudes from the top of the 

instrument. This is also more elaborate than on the instrument; it is rounded 

at the top and has several decorative bands cut into it. This may support the 

idea that the reed-less instrument is another kind of wind instrument, but 

given that both possess identical flared bottom ends, this is far from certain. 

10-11 Instrument: Cornetts 

H-S number:  423.21 

Location: Lower part of monument, in enclosed area on left side of front (east facing) 

Material: Carved stone 

Figure A.123: Broadclyst 5-6. Figure A.124: Broadclyst 7. 
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Description: Two identical instruments of clear octagonal cross-sections, with the 

cornett’s characteristic diamond decoration towards the top. They have no 

mouthpieces or finger holes (the latter could be hidden by other 

decoration), have a slightly conical profile, and are curved into an ‘S’ shape 

which may suggest that they are tenor cornetts, but is probably simply more 

compositionally convenient. 

 

12 Instrument: Drum 

H-S number:  211.212 

Location: Lower part of monument, in enclosed area on left side of front (south facing) 

Material: Carved stone 

Description: Of the same design as elsewhere on the monument (Broadclyst 2, for 

example), but without additional tensioning ties and with several faint lines 

visible across the head which may suggest snares, although the way in which 

they cross each other may argue against this. Other than this, the panel is 

the same as Broadclyst 7, but reversed. 

13-14 Instrument: Shawms 

Figure A.125: Broadclyst 8-9. Figure A.126: Broadclyst 10-11. 
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H-S number:  422.112 

Location: Lower part of monument, on outside of enclosed area on left side of front 

(east facing) 

Material: Carved stone 

Description: Of the same design as Broadclyst 5-6, but with the image reversed. 

 

15 Instrument: Drum 

H-S number:  211.212 

Location: Lower part of monument, centre of the front 

Material: Carved stone 

Description: Of the same design as elsewhere on the monument (Broadclyst 2, for 

example), but without additional tensioning ties. The composition of the 

image is similar to Broadclyst 7, although not identical. 

16 Instrument: Drum 

H-S number:  211.212 

Location: Lower part of monument, on outside of enclosed area on right side of front 

(west facing) 

Figure A.127: Broadclyst 12. Figure A.128: Broadclyst 13-14. 
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Material: Carved stone 

Description: Of the same design as elsewhere on the monument (Broadclyst 2, for 

example), but without additional tensioning ties. The composition of the 

panel is the same as Broadclyst 7, and the reverse of Broadclyst 12. 

 

17-18 Instrument: Shawms 

H-S number:  422.112 

Location: Lower part of monument, in enclosed area on right side of front (south 

facing) 

Material: Carved stone 

Description: Similar to elsewhere on the monument (Broadclyst 5-6, for example). 

19-20 Instrument: Cornetts 

H-S number:  423.21 

Location: Lower part of monument, in enclosed area on right side of front (west 

facing) 

Material: Carved stone 

Figure A.129: Broadclyst 15. Figure A.130: Broadclyst 16. 
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Description: Of the same design as Broadclyst 10-11. The panel is severely cracked, but 

no parts are missing. 

 

21-22 Instrument: Shawms 

H-S number:  422.112 

Location: Lower part of the monument, on outside of enclosed area on right side of 

the front (south facing) 

Material: Carved stone 

Description: Of the same design as Broadclyst 8-9: one instrument has a reed and one 

does not. It is likely that the instrument with the reed would also have had a 

pirouette and a similarly designed top end, but both have been damaged. 

Figure A.131: Broadclyst 17-18. Figure A.132: Broadclyst 19-20. 
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Figure A.133: Broadclyst 21-22. 
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20 – Broadhembury 

 

Figure A.134: The location of Broadhembury. 

County:  Devon  

Type of source:  Monument 

Location:  North wall of the chancel 

Description: An elaborate but fairly small wall 

monument. All available space has 

decorative carving and although there 

is no surviving text, Faunch records it 

as dedicated to Adrian Moore (d. 

1617).24 

Date:  1617 

1-2 Instrument: Bells 

H-S number:  111.242.122 

Location: At the bottom of each side of 

the monument, hidden from 

the front by columns. 

Material: Carved and painted stone 

Description: Both bells are almost 

identical, as well as being in mirrored positions on either side of the 

monument. They are of typical bell shape with several decorative bands 

 
24 Faunch, Church Monuments and Commemoration, 274. 

Figure A.135: Wall monument to Adrian Moore. 
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around each and visible clappers. One appears to have been uniformly 

painted, perhaps to match the natural colour of the stone used for the 

other. 

 

 

Figure A.136: Broadhembury 1. 

 

 

 

Figure A.137: Broadhembury 2. 
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For Buckland Abbey, see appendix A.3 

21 – Buckland Monachorum 

 

Figure A.138: The location of Buckland Monachorum. 

County:  Devon  

Type of source:  Roof angels 

Location:  Throughout the middle aisle of the nave 

Description: One of the few hammerbeam roofs in the region, although it has the appearance of 

a more standard wagon roof. It is decorated with sixteen large angels, eight on 

either side of the nave and each mirroring the design of its counterpart on the other 

side. All play musical instruments; however, three angels are modern replacements 

and almost all others have received some degree of repair. In some cases, this has 

caused little change to the original design – and the fact that each is seen twice 

means that the details lost from one can often be imagined from the survival in the 

other – however, one pair have been altered beyond recognition.  

  The first reference to restoration work within the church comes from a 

report made by the architect J.P. St Aubyn in 1858, who mentions that the roof 

requires work but does not discuss the carvings specifically – likewise a plan of the 

structure of the roof prepared by him only includes a generic image of two angels 

holding shields.25 Ultimately, this work was not carried out and so the next evidence 

is from a decade later when another architect, Henry Elliot, eventually carried out 

the work. His estimate includes the need to ‘clean & repair wherever decayed all the 

 
25 Buckland Monachorum Parish, Church Report, Plymouth and West Devon Record Office 600/62, (1858), 1, 3; 
and Buckland Monachorum Church, Plan, Nave Roof, Plymouth and West Devon Record Office 856/1, (1858). 
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roof timbers, wall plates &c. throughout’.26 However, the Specification of Works 

goes into greater detail: 

The carved figures on roof timbers of nave (now painted) are to be very 
carefully cleaned so as to remove all traces of the paint, by coating them 
with a solution of potash (“Liquor Potassae”) which is to remain on the 
figures for three or four hours and then be carefully wiped off. this process 
to be repeated until the figures are perfectly clean. All other paint or color 
[sic.] that may be upon the timbers, wall plates, bosses or any other portion 
of the roof is to be removed by the application of a solution of Potash or 
Soda as the case may require. When all the wood work of roofs has been 
made perfectly clean and sound, the whole of the timbering, bosses, figures 
&c. are to be well coated and saturated with strong turpentine and camphor 
dissolved in the same, in the proportions of one quarter of a pound of 
camphor to one gallon of Turpentine – for the purpose of destroying insects. 
After which all the woodwork of roofs visible from the interior of the Church 
is to be stained a dark color or of such tint as may be approved by the 
Committee or Architect, and twice varnished with best “Church” varnish. […] 
All small holes, shakes or other defects are to be properly plugged or 
stopped with oak before the staining is done.27 

 This description – which makes for somewhat difficult reading today – demonstrates 

that work was undertaken on the carvings at this time, and elsewhere it is stated 

that ‘All the old roofs throughout […] are to have the timbers carefully repaired with 

good, clean and sound “ship oak” of English growth’, and that the workmen should 

‘Examine the present fixings of the Carved angels and bosses of roofs and make 

secure where required.’28 

  In 1936, another architect’s report makes reference to the carvings: 

[The roof] of the nave is of unusual form and enriched by large carved angels 
holding musical instruments projecting from the main purlins in the position 
usually taken by hammer beams which do not form part of this roof.29 

  And then again as a post-script to their report: 

While the roof is being treated the fastenings of the large carved angels 
should be examined, since if steel spikes were used to secure them they may 
have become unsafe.30 

However, when discussing the roof more generally they also comment that ‘very 

little renewal of timber appears to be necessary’, suggesting that the quantity of 

work which can now be seen in the carvings was probably not required at this 

 
26 Specifications and estimate of cost of restoration work, Plymouth and West Devon Record Office, 600/65 
(1868), 2. 
27 Specification of Work, Plymouth and West Devon Record Office, 600/67 (1868), 2-3. 
28 Ibid., 1, 13. 
29 Buckland Monachorum Parish, Roof timbers, Architect's Report, Plymouth and West Devon Record Office, 
600/70 (1936), 1. 
30 Ibid., 3. 
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point.31 Like the 1858 report, this did not seem to lead to any work, and the next 

evidence comes from a Faculty of 1959, at which point it was necessary to ‘repair 

the roof timbers to make good the ravages of the death watch beetle and dry rot, to 

restore the barrel ceilings’.32 

 A further reference to this work comes from the current church guide, in 

which it is recorded that: 

Centrally placed is a boss depicting two special figures thought to be our 
Lord and His Mother, Mary, or perhaps a King and Queen. This curious 
carving was taken down for cleaning in 1959 and put on display during a 
period of extensive repairs and eradication of beetle attach to the roof 
timbers.33 

This makes it possible that the work was carried out at this date; however, other 

evidence can be used to counter this. Photographs by Francis Frith and Co. (1890), 

John Stabb (published 1911), and A. P. Steer (published in the church guide of c. 

1927 and also in c. 1930) all show the easternmost pair of angels against the east 

wall of the nave, with no obvious signs of change between the earliest and latest 

images.34 Although it is impossible to be certain, these appear to be the same as the 

two modern angels which occupy this position; in addition to this, Alice Bere’s 

Buckland Monachorum reveals that in 1930 there were ‘sixteen curious corbels 

angels, playing various musical instruments, at the end of the hammer beams’.35 This 

is the same number as are currently present, and so suggests that the three new 

angels had already been created (and the other restorations taken place) by this 

point. 

 Assuming that the restoration of the angels had taken place by 1890, when 

the first photograph was taken, it is also possible that it happened before the first 

suggestion of a wider restoration of the church in 1858. In the 1868 Specification, it 

was implied that the paint observed on the angels was not original, and so any new 

carving may have taken place at the same time as this painting. However, given that 

this kind of work is far more indicative of the nineteenth century than earlier – and 

 
31 Ibid., 2. 
32 Buckland Monachorum: Restoration of barrel ceiling, roof repairs, etc. Major Faculty, Plymouth and West 
Devon Record Office, 600/78 (1959). 
33 R. B. Isherwood, A Guide to St Andrew’s Church, Buckland Monachorum (n.d.). 
34 Buckland Monachorum, The Church Interior: 1890, <https://www.francisfrith.com/buckland-
monachorum/buckland-monachorum-the-church-interior-1890_22568>, accessed 09 April 2019; John Stabb, 
Some Old Devon Churches, Volume II (London: Simpkin et al, 1911), plate 33; The Parish Church of St. Andrew, 
Buckland Monachorum: A Short History, 1490-1927 [1927]; and Alice J. Bere, Buckland Monachorum [1930]. 
35 Bere, Buckland Monachorum, 21. 
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that the church was in a poor state of repair by the middle of that century 

suggesting that it had not received much attention immediately prior to this – it is 

probably more likely that it took place as part of the 1868 restoration. It is surprising 

that this was not included in the Specification, considering its high level of detail in 

other areas, but it is also possible that the state of the carvings only became 

apparent during the work. If this is the case, it is worth considering that the paint 

scheme removed at this point may have been original, and that even if it was not, it 

could still have concealed original material. 

  These carvings, alongside their historical context, are discussed further in 

chapter three. In this, each angel has been identified according to its position on the 

north or south side of the nave, and then numbered separately from west to east, 

and so these numbers are included under ‘location’ below. The angels in the 

position of ‘north 1’, ‘north 8’, and ‘south 8’ are all modern and so have not been 

included below; however, all three are copies of ‘south 1’ (Buckland Monachorum 7 

below). In chapter three, a drawing of each carving is included alongside each 

photograph with replacement material highlighted (figures 3.24-3.52), and so these 

should be considered alongside the descriptions given below.  

Date:  [Fifteenth century] 

 

Figure A.139: The roof of Buckland Monachorum church, looking north east. 

1 Instrument: Wind instrument 

H-S number:  42 

Location: North side of the nave ceiling (north 2) 

Material: Carved wood 
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Description: Although a shawm seems likely (especially when viewing this instrument’s 

counterpart, Buckland Monachorum 8 below), it is difficult to be certain, and 

the replaced material of the bottom of the instrument further confuses the 

interpretation. It is complete from its top down to the bottom of the 

player’s hands, the right hand being above the left on the straight pipe. At 

the top it splays outwards, potentially forming a mouthpiece. 

2 Instrument: Nackers 

H-S number:  211.1 

Location: North side of the nave ceiling (north 3) 

Material: Carved wood 

Description: The angel plays two drums, both of which have circular heads and rounded 

backs. One is bigger than the other and they are being beaten with two 

modern sticks of an unusual shape. See Buckland Monachorum 9. 

 

3 Instrument: Psaltery 

H-S number:  316 

Location: North side of the nave ceiling (north 4) 

Figure A.140: Buckland Monachorum 1. Figure A.141: Buckland Monachorum 2. 
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Material: Carved wood 

Description: Of the ‘pigsnout’ shape, with nine to twelve strings depending on whether 

those on the outside are strings or the edges of the instrument.  The player’s 

right hand rests on the higher strings and their left on the lower. See 

Buckland Monachorum 10. 

4 Instrument: Unknown 

H-S number:  - 

Location: North side of the nave ceiling (north 5) 

Material: Carved wood 

Description: Although the instrument now seen is a bowed string instrument held in the 

position of a viola da gamba, both it and the bow are modern additions, with 

the instrument shaped roughly like a modern violin. It is impossible to know 

if this design is based upon the original, but it seems likely that a musical 

instrument was originally present based upon the other carvings. The 

player’s left hand is also new, but the right is original. See Buckland 

Monachorum 11. 

 

Figure A.142: Buckland Monachorum 3. Figure A.143: Buckland Monachorum 4. 
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5 Instrument: Harp 

H-S number:  322.2 

Location: North side of the nave ceiling (north 6) 

Material: Carved wood 

Description: Only the sound chest is original, but the rest can be compared to Buckland 

Monachorum 12 to see that this is a reasonably accurate copy of what must 

have once been present. 

6 Instrument: Lute 

H-S number:  321.321 

Location: North side of the nave ceiling (north 7) 

Material: Carved wood 

Description: Completely original, but without any details such as strings or a sound hole. 

The fingers of the player’s right hand are pinched which could suggest that 

they are holding a plectrum, and at the end of the instrument’s long neck 

the head goes back at a sharp angle. See Buckland Monachorum 13. 

 

7 Instrument: Trumpet 

Figure A.144: Buckland Monachorum 5. Figure A.145: Buckland Monachorum 6. 
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H-S number:  423.121 

Location: North side of the nave ceiling (south 1) 

Material: Carved wood 

Description: Only the middle part of the instrument is original, with the bell at the 

bottom and the part at the top that is held by the player’s left hand having 

been replaced. The remaining part shows a pipe that has been bent twice, 

forming a loop that is being held by the angel’s other hand. This carving has 

formed the basis of the three modern angels (not listed here, see chapter 

three, figures 3.24, 3.37 and 3.52. 

8 Instrument: Wind instrument 

H-S number:  42 

Location: North side of the nave ceiling (south 2) 

Material: Carved wood 

Description: Unlike Buckland Monachorum 1, this instrument is entirely original and has 

an unusually shaped bell, possibly indicating that it is either a lower pitched 

shawm or a hornpipe.  

 

Figure A.146: Buckland Monachorum 7. Figure A.147: A.Buckland Monachorum 8. 
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9 Instrument: Nackers 

H-S number:  211.1 

Location: North side of the nave ceiling (south 3) 

Material: Carved wood 

Description: Almost identical to Buckland Monachorum 2, with two drums of different 

sizes and modern beaters. 

10 Instrument: Psaltery 

H-S number:  316 

Location: North side of the nave ceiling (south 4) 

Material: Carved wood 

Description: Of the ‘pigsnout’ shape with seven to nine strings. See Buckland 

Monachorum 3. 

 

11 Instrument: Unknown 

H-S number:  - 

Location: North side of the nave ceiling (south 5) 

Material: Carved wood 

Figure A.148: Buckland Monachorum 9. Figure A.149: Buckland Monachorum 10. 
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Description: As with Buckland Monachorum 4 the instrument is entirely modern and has 

the appearance of a modern violin. In this case, the left hand has survived 

rather than the right, and so by putting both carvings together it is possible 

to speculate on the original hand positions of both of the figures. 

Unfortunately, this does not provide any clear indication on the type of 

instrument that they may originally have held. 

12 Instrument: Harp 

H-S number:  322.2 

Location: North side of the nave ceiling (south 6) 

Material: Carved wood 

Description: The more complete of the two harps. It has a shallow sound chest which is 

wider towards the bottom, and a narrower pillar and string arm, both of 

which are chamfered. It is loosely gothic in shape, and its two strings are 

modern replacements. See Buckland Monachorum 5. 

 

13 Instrument: Lute 

H-S number:  321.321 

Figure A.150: A.Buckland Monachorum 11. Figure A.151: Buckland Monachorum 12. 
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Location: North side of the nave ceiling (south 7) 

Material: Carved wood 

Description: The design appears to be the same as Buckland Monachorum 6, with the 

addition of three faintly scratched lines – one running down the centre of 

the neck and onto the sound board, and the other two continuing the line of 

the edges of the neck onto the sound board. However, the majority of the 

neck and the bottom end of the body and sound board have been replaced.  

 

Figure A.152: Buckland Monachorum 13. 

Type of source:  Royal arms 

Location:  On the east wall of the north aisle (behind the organ) 

Description: Of painted wooden boards and bearing the date 1660 and the cypher ‘C R’. The 

design is almost identical to the St Germans royal arms, and very similar to that at 

Sourton – compare the lion’s tongue and the slanted tuning pins on the harp, for 

example, as well as the use of the same blue paint at Sourton – and so one artist is 

probably responsible for all three. 

Date:  1660 

14 Instrument: Harp 
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H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted and gilded wooden boards 

Description: The harp is elaborately shaped and decorated, with four sound holes and a 

small animal head at the top of the pillar. It has around 23 strings which are 

thicker towards the lower end, and around 21 tuning pins. 

 

 

 

  

Figure A.153: Buckland Monachorum 14. Figure A.154: Buckland Monachorum 14, detail. 



349 
 

22 – Burlescombe 

 

Figure A.155: The location of Burlescombe. 

County:  Devon  

Type of source:  Monument 

Location:  North wall of the north aisle 

Description: The monument is well decorated, it 

has two kneeling figures in the middle 

and pillars on either side. At the 

bottom are two slates, one is blank 

and the other reads: 

TO THE MEMORY OF 
ELIZABETH AYSHFORD WIFE 
OF ARTHVR | AYSHFORD 
ELDEST SONNE OF HENRY 
AYSHFORD ESSQUIR | ONLY 
DAVGHTER TO THE RIGHT 
HONOVRABLE CHARLES | 
LORD WILMOT VISCOVNT OF 
ATLLONE LATE GENERALL OF 
| HIS MAIESTIES FORCES IN 
THE KINGDOME OF IRELAND 
NOW A PRIVY | COVNCELLER 
BOTH OF ENGLAND AND 
IRELAND SHE DYED THE | 23th 
YEARE OF HER AGE ANNO DNI 
1635 IVNE 13O 

Date:  1635 

 

Figure A.156: Monument to Elizabeth Ayshford. 
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1-2 Instrument: Drum 

H-S number:  211.212 

Location: Behind the pillar on either side of the monument 

Material: Carved stone 

Description: Both drums are rope tensioned and have ties around the ropes to tighten 

them. 

 

Figure A.157: Burlescombe 1. 

 

 

Figure A.158: Burlescombe 2. 
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23 – Cadeleigh 

 

Figure A.159: The location of Cadeleigh. 

County:  Devon  

Type of source:  Monument 

Location:  North wall of the chancel 

Description: An unusually large and elaborate monument, especially given the size of the church. 

It completely surrounds a window on the north wall of the chancel and includes 

several inscriptions. On the left an upper one reads: 

GVALTERVS LEACH MILES | FILIVS ET HӔRES SYMONIS | LEACH MILITIS 
MEDIVS | OCCVBVIT FATO || SISTAS CHARE PATER CITIVS | MEA CVRRIT 
ARENA | VT POSSIM VOTI NVNTIVS ESSE TVI 

Followed by more text lower down: 

SIMON LEACH | GVAETERI MILITIS | FILIVS ET HӔRES | REGIS CAROLI SECVN 
| DI EXVLIS ASSERTOR | STRENVVS OBIJT | DESIDERATISSIMVS | JVNIJ 25 
AN̄O DÕM | 1660 | ӔTATIS SVӔ 28 || TERTIVS EN SEQVITVR | NVLLI TAMEN 
ILLE | SECVNDVS | JVDICIO RARVS | RARVS ET JNGENIO || THIS MONVMENT 
WAS RESTORED BY PVBLIC SVBSCIPTION | 1903 | W. FRENCH, RECTOR. 

 On the other side the lower slate is blank, but after an illegible first line, which 

might record a year the upper one reads ‘SR SIMON LEACH | KT OF THE BATH | SON 

OF SIMON | LEACH ESQR. | BURIED 30TH JUNE | J708’. The final slate is in a more 

prominent place in the middle:  

HEERE LYE THE | BODYS OF SR SYMON | LEACH KNIGHT SON OF SYMON | 
LEACH OF CREDITON BLACKE SMITH | AND OF þE LADY KATHERIN LEACH | 
HIS WIFE, DAVGHTER OF NICHOLAS | TVRBERVILL OF CREDITON ESQVIRE | 
WHOSE TRVE AFFECTION IN RELI | GIOVS WEDLOCKE, CAVSED THERE 
DESIRE TO MAKE THERE BED TO | GETHER IN THE DVST || CONIVGIS A FATO 
CEDO INCVRVATVS AD VRNAM | QUI VITӔ CONSORS FVNERIS IBO COMES. 
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The monument was erected before 1637, when Sir Symon Leach’s will 

records the provision of five pounds a year ‘for and towards the continuall repayring 

of a monument wch I have erected and sett upp in the north east side of the Church 

of Cadleigh aforesaid.’36 Faunch attributes the monument to the Wellar workshop, 

which was active from around 1625 till after 1640 and was probably based in Exeter 

or Barnstaple.37 

Date:  Before 1637 

 

Figure A.160: Sir Simon Leach's monument. 

1-2 Instrument: Drums 

H-S number:  211.212 

Location: Behind the two pillars on the right side of the monument, one is further 

obscured by the kneeling figure 

Material: Carved and painted stone 

Description: Both drums are rope tensioned with ties around the rope to tighten them. 

 
36 Faunch, Church Monuments and Commemoration, 286. 
37 Ibid., 68, 71 
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Figure A.161: Cadeleigh 1. 

 

Figure A.162: Cadeleigh 2.  
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24 – Camborne 

 

Figure A.163: The location of Camborne. 

County:  Cornwall 

Type of source:  Bench-end 

Location:  Chancel walls 

Description: A small number of bench-ends carved with (mostly mythological) animals and floral 

patterns have survived as a dado on the side walls of the chancel and as part of 

other church furnishings. Joanna Mattingly has compared these to the 

churchwardens’ accounts to suggest a date for their construction.38 

Date:  1617-1621 

1 Instrument: Harp 

H-S number:  322.2 

Location: On a bench-end on the south wall of the chancel 

Material: Wood carving 

Description: This bench-end is mostly filled with a carving of a mermaid holding a harp. 

The instrument is of a strange shape, and has presumably been distorted in 

order for it to fit between the mermaid and the side of the bench-end; the 

eight strings go from the sound chest to the curved pillar rather than the 

short string arm, and the join between the string arm and the pillar is 

decorated with a large scroll. However, of special interest are the bray pins, 

 
38 Mattingly, ‘Bench-ends’, at 62. 
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which sit at the bottom of each string. See chapter six for a discussion of this 

image and a suggestion of the source on which it could be based. 

 

 

Figure A.164: Camborne 1. 
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25 – Cardinham 

 

Figure A.165: The location of Cardinham. 

County:  Cornwall 

Type of source:  Royal arms 

Location:  On the north wall of the north aisle 

Description: A plasterwork royal arms heavily overpainted in white, there is some suggestion of 

colour remaining in the mouths of the lion and unicorn which hints that an earlier 

colour scheme has been covered up. The date 1661 and the cypher ‘C R’ are 

included at the top. 

Date:  1661 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Plasterwork 

Description: The harp has nine strings, although a gap in the middle suggests that an 

additional one might be missing. It is of a gothic style with a curved pillar, 

clear sound chest, and a point on the shoulder. Any details such as sound 

holes and tuning pegs that may once have been present have been lost to 

overpainting. 
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Figure A.166: Cardinham 1. 

 

Figure A.167: Cardinham 1, detail.  
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26 – Cheriton Fitzpaine 

 

Figure A.168: The location of Cheriton Fitzpaine. 

County:  Devon  

Type of source:  Royal arms 

Location:  Above the south door 

Description: Of painted wooden boards. Unusually, the background has not been painted; 

however, the colours used elsewhere and the general style of the arms suggest 

significant modern repainting. It is dated 1665 and ‘C THE R 2D’ is painted at the top. 

Date:  1665 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted wooden boards 

Description: The harp is fairly elaborate, with an animal head at the top of the pillar and 

ten strings. It seems crudely painted when compared to others, which may 

be the result of modern repainting. 
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Figure A.169: Cheriton Fitzpaine 1. 

 

Figure A.170: Cheriton Fitzpaine 1, detail.  
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27 – Chittlehampton 

 

Figure A.171: The location of Chittlehampton. 

County:  Devon  

Type of source:  Monument 

Location:  Against the north wall of the north transept 

Description: The monument is fairly large, with several recumbent and kneeling figures, and 

profile heads. A slate in the middle of the monument reads: 

HIC JACET | JOANNES GIFFARD | ARMIGER VIR PIETATE | PIBITATE 
PRVDENTIÂ | PRONDEVITIA INSIGNIS: QVI EX HONORA VXORE E FAMILIA 
EARLIENST | PROLEM SVSCEPIT FӔCVNDISSIMAM PRMOGENITO AVTEM 
EJVS ARTHVRO | DEFVNCTO, PATRE ADHVC SVPERSTITE JOHANNEM 
ARTHVRI FILIVM | HӔREDEM SIBI SVBSTITVIT. FAMILIA ITAQ SVÂ SPLENDIDE 
ET FŒLICITER | COMPOSITA NATIS NATORVMQ NATIS SVFFICIENTER 
DOTATIS ATQ HAEREDE SVO | JOHANNE CONIVGI SELECTISSIMӔ JOANNAE 
EX ILLVSTRI WYNDAMIORVM PROSAPIA| SOMERSET SOCIATO.  IAM 
SEPTVAGENARIVS È VIVIS EXCESSIT. CVJVS CONTACTA | VRNÂ E MORTVIS 2 
REG. XIII. QVASI RESVRREXISSE VIDENTVR NOMINA ILLA | PRӔCLARA OLIM 
DEFVNCTA. ROGERVS GIFFARD MILES E FAMILIĀ HALISBVRIEN. | ORIVNDVS 
QVI VXOREM HABVIT MARGARETAM FILIAM ET HӔREDEM JOHANNIS | 
COBLEIGH DE BRIGHTLY. JOHANNES GIFFARD ARMIGER CVI VXOR FVIT 
MARIA | FILIA RICHARDI GREENFIELD MILITIS, ET SVMMӔ SPEI ARTHVRVS 
GIFFARD | QVI VXOREM SIBI ASCIVIT AGNETEM FILIAM THOMӔ LEIGH 
ARMIGERI. | HOC MONVMENTVM PIISSIMӔ OBSERVANTIӔ SYMBOLVM 
POSVIT | JOHANNES GIFFARD NEPOS MӔSTISSMVS’.39 

 
39 Due to the poor condition of the text my own transcription has occasionally been supplemented by one 
given by Faunch, which was in turn partially based on the work of earlier transcribers. However, the intention 
has been to retain all original spelling wherever possible. Faunch, Church Monuments and Commemoration, 
304. 



361 
 

Earlier historians also recorded a date of 1625 with this inscription, although there is 

no sign of this now and Faunch suggests that without this evidence a date of 1630-

35 would have seemed more likely. Like the Leach monument at Cadeleigh (above) 

and the Short monument at Newton St Cyres (below), this monument has been 

attributed to the Wellar workshop.40 

 

Figure A.172: The Giffard monument. 

Date:  1625 

1-3 Instrument: Clarions 

H-S number:  - 

Location: On the right side of the monument, near the top of the back 

Material: Carved and painted stone 

Description: The three clarions are of a simple design with no evidence of musical 

intention. They are on the sinister of the shield and are quartered with the 

Giffard arms, representing the marriage of John Giffard to Mary Grenville 

(given as Greenfield in the inscription). Although they are painted, this is 

overly bright and so may be from a more recent repainting. 

 
40 Faunch, Church Monuments and Commemoration, 71, 303-4. 



362 
 

 

Figure A.173: Chittlehampton 1-3. 
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28 – Christow 

 

Figure A.174: The location of Christow. 

County:  Devon  

Type of source:  Royal arms 

Location:  North wall 

Description: Of painted plasterwork. 1682 is written at the top along with the cypher ‘C R II’. 

Date:  1682 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted plasterwork 

Description: The harp is of a delicate design, with an incurved shoulder. There are eight 

tuning pegs, around thirteen strings, and at the bottom of the strings there 

is a row of small lumps. 
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Figure A.175: Christow 1. 

 

Figure A.176: Christow 1, detail. 
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29 – Clawton 

 

Figure A.177: The location of Clawton. 

County:  Devon  

Type of source:  Royal arms 

Location:  North wall of the tower 

Description: Of white painted plaster and bearing the cypher ‘C R’ showing that it was created 

within the reigns of Charles I or Charles II. 

Date:  1625-1649 or 1660-1685 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Plasterwork 

Description: The pillar of the harp is bent so that the harp is almost square, and the 

shoulder has an exaggerated bend. There are six strings and although some 

lumps on the string arm suggest that there may once have been tuning pins, 

these have been hidden by extensive overpainting. 
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Figure A.178: Clawton 1. 

 

Figure A.179: Clawton 1, detail. 
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30 – Clayhanger 

 

Figure A.180: The location of Clayhanger. 

County:  Devon  

Type of source:  Memorial floor slate 

Location:  On the floor of the nave aisle, just to the west of the south door. 

Description: The slate floor slab has sustained some damage and wear, but most of the text is still 

legible: 

here lyeth the body of | 
RICHARD SOVTHELE | of th[is] 
parrish GEÑT: Who was 
bvried | Ivne [slate damaged] 
[An]no Dom̃: 1661 Ӕtatis Svæ 
40 | And alſoe [the] Body of 
MARY his wife | who 
Depar[ted] this Life Iuly þe 
2nd | Anno Dom̃: 1710 Ӕtatis 
Svæ 86 || In faith and charity 
they liu’d and [die]d. | and 
Christian h[o]pes of being 
Glorify’d | With those blest 
saints þt hence haue gone 
before |to Raigne with Christ 
in bliss forevermore. || Here 
also Lyeth the body | of ms 
IOAN [S]OVTHELE the | 
Daughter of mR RICHARD and 
| ms MARY SOVTHELE of this 
Parrish Who Depa[rte]d this 
Life Februa | ry the 27th 
An[no] [Do]m̃: 1773 Aged | 
[…] 

Figure A.181: Richard Southele's floor slate. 
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At the top is a coat of arms with an angel playing a trumpet on each side, and the 

text is flanked by two columns. Although most of it is well preserved, there are 

several large cracks and the church font is placed over the bottom of the writing. 

Date:  1661 

1-2 Instrument: Trumpets 

H-S number:  423.121 

Location: At the top of the slate 

Material: Carved slate 

Description: Both of the angels at the top of the slate carry trumpets, with clear and 

realistic bent sections in the middle and mouthpieces at the end. The one of 

the left rests their trumpet on their shoulder, while the other is playing their 

trumpet. 

 

Type of source:  Royal arms 

Location:  South wall 

Description: Of painted wooden boards, with the cypher ‘C R 2D’ at the top and the text ‘Feare 

God. honour the King. 1682.’ at the bottom. 

Figure A.182: Clayhanger 1. Figure A.183: Clayhanger 2. 
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Date:  1682 

3 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted wooden boards 

Description: The harp has an exaggerated, angular shoulder which takes up most of the 

string arm, a head at the top of the pillar, and eight strings. 

 

 

  

Figure A.184: Clayhanger 3. Figure A.185: Clayhanger 3, detail. 
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31 – Clovelly 

 

Figure A.186: The location of Clovelly. 

County:  Devon  

Type of source:  Monument 

Location:  North wall of the chancel 

Description: The monument is dated 1680 and dedicated to George Cary; the text reads: 

  GEORGIVS CARY S.T.P. 
  DECANVS BTI PETRI EXON 

 VIR OMNIBVS DIGNITATIBVS MAIOR QVEM IPSA LATEBRA | LICET ET SOLVIN 
IN DELICIIS NON POTVIT ABSCONDERE | NEMO MAGIS IN VITVS CEPIT NEMO 
MAGIS ADORNAVIT | CATHEDRAM VT LVX E TENEBRIS SIC Il LVSTRAVIT 
ECCLESIAM | IN OMNIBVS CONCIONIBVS HOSPITIIS CONCOLIIS ANTECELLVIT 
| PECTORE LINGVA CALAMO PRÆPOTENS INIVSTA CAVSA | NEMINI CEDENE 
IN INIVISTA ARHORRENS LITES | FRATRIBVS IN ECCLESIÆ NEGOTIIS 
NVNQVAM SESE OPPOSVIT | NISI RATIONIBVS ET IN HIS SEMPER VICTOR | 
ERGA REGEM INIQVISSIMIS TEMPORIBVS IN FRACTÆ | FIDELITATIS POST 
REDITVM ERAT EIA SACRIS | CÆLESTEM VERO NON AVLICAM PETIIT 
GRATIAM QVÆTAME | NOLENTEM SEQVEBATVR NAM BIS VOCANTE 
CAROLO | SECVNDO BIS HVMILLIME RESPONDIT 

 NOLO EPISCOPARI 
 OBIIT DIE PVRIFICATIONIS B VIRGINIS 
 AO ÆT 72 AO DOM. 
 1680 

Date:  1680 

1 Instrument: Trumpet 

H-S number:  423.121.1 

Location: On top of the monument 

Material: Carved and painted stone (and wood?) 
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Description: On top of the monument a baby-like angel or putto plays a straight trumpet, 

it is fairly short with a wide flared bell. 

 

 

Figure A.187: Wall monument to George Cary. 

 

Figure A.188: Clovelly 1.  
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32 – Clyst St Lawrence 

 

Figure A.189: The location of Clyst St Lawrence. 

County:  Devon  

Type of source:  Royal arms 

Location:  Tower, south wall 

Description: Of painted boards, and including two cyphers. The first is ‘C II R’, suggesting the 

original date of construction, while the second is ‘W R’, indicating that it was 

updated during the reign of William III but after the death of his co-ruler, Mary II. As 

well as the added cypher, the shield itself has also been updated to indicate William 

III, although it is unlikely that the harp was altered at this point. 

Date:  1694-1702 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted wooden boards 

Description: The harp has 17 strings and is well painted. It has a decorated pillar, a wide 

sound chest with two ‘S’ shaped sound holes, and a narrow string arm with 

small dots representing tuning pins. 
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Figure A.190: Clyst St Lawrence 1. 

 

Figure A.191: Clyst St Lawrence 1, detail. 
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For Colyton Merchant’s House, see appendix A.3 

33 – Colyton 

 

Figure A.192: The location of Colyton. 

County:  Devon  

Type of source:  Monument 

Location:  East end of the south aisle, between 

the aisle and the chancel 

Description: A large monument that includes much 

decoration and a plaque that reads: 

SIR | IOHN POLE | DYED AT 
BROMELY ST LENORDIS | IN 
THE COVNTY OF MIDELLSEXE 
| THE XVITH DAY OF APRILL 
AND | WAS BVRIED AT 
COLYTON IN THE | COVNTY 
OF DEVON | THE XIIITH DAY | 
OF IVLY | 1658. 

Date:  1658 

1 Instrument: Drum 

H-S number:  211.212 

Location: East side of the monument 

(facing west) 

Material: Carved and painted stone 

Description: The drum is rope tensioned with ties to tighten it. 

Figure A.193: Monument to Sir John Pole. 
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Figure A.194: Colyton 1. 
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For Copplestone, Cornworthy, Cotehele, and Crediton, see appendix A.3 

34 – Dartmouth, St Petrox 

 

Figure A.195: The location of Dartmouth, St Petrox. 

County:  Devon  

Type of source:  Royal arms 

Location:  South wall 

Description: Of painted wooden boards. It bears the cypher ‘C R’, indicating either Charles I or 

Charles II, and there is writing under the motto at the bottom which states ‘Give the 

King they Judgements | O God & thy Righteousnesse | unto the Kings Son. Psal þe 72 

v þe I.’ 

Date:  1625-1649 or 1660-1685 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted wooden boards 

Description: The harp has a wide sound chest with sound holes only on the nearest side. 

At the top of the pillar is a lively animal head, and there are seven strings. 
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Figure A.196: Dartmouth, St Petrox 1. 

 

Figure A.197: Dartmouth, St Petrox 1, detail. 
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35 – Dartmouth, St Saviour’s 

 

Figure A.198: The location of Dartmouth, St Saviour's. 

County:  Devon  

Type of source: Pulpit 

Location:  East end of the middle aisle of the 

nave 

Description: A late medieval carved stone pulpit, 

the original occupants of six niches 

(presumably figures of saints or 

similar) were replaced in the 

seventeenth century with royal 

symbols, namely a lion, a Tudor rose, 

a thistle, a fleur de lis, and a harp all 

surmounted by crowns. Although the 

whole pulpit is painted, it is clear from 

a close examination that the later 

additions are wood rather than stone. 

Writing in 1909, Stabb suggests that 

this could have been done when 

Charles II visited the town in 1671, 

while one of the niches holds ‘the letters C.R. within a chaplet’ narrowing the date 

Figure A.199: The pulpit of St Saviour's church, 
Dartmouth. 
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down to within the reigns of Charles I or Charles II.41 See also East Allington 1 for a 

similar pulpit. 

Date:  1625-1649 or 1660-1685 

1 Instrument: Harp 

H-S number:  322.2 

Location: Within one of the pulpit’s niches 

Material: Carved and painted wood 

Description: The harp has nine strings with a small tuning pin for each and two sound 

holes visible on the closer side of the sound chest. There is a small animal 

head between the string arm and pillar. 

 

Figure A.200: Dartmouth, St Saviour's 1. 

Type of source:  Gallery 

Location:  West end of the church 

Description: The gallery stretches across all three aisles and takes up most of the furthest 

western bay of the arcade. It is dated 1633 and includes a number of coats of arms 

on its front, one of which includes musical instruments. Stabb relates that: 

The north and south galleries have been removed, and the arms of the old 
merchants of the town, which formerly adorned their fronts, have been 
placed on the front of the west gallery.42 

Several nineteenth century illustrations, as well as a number of late nineteenth and 

early twentieth century photographs and postcards show the original configuration 

 
41 John Stabb, Devon Church Antiquities (London: Simpkin et al, 1909), 46-7. 
42 Ibid., 47. 
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of the galleries and reveal that in addition to the west end of the nave, they filled 

the north and south aisles up the transepts, with separate galleries in both 

transepts. This raises the question of where in this scheme the shields were 

originally located, and if and others may have been lost in its reordering. 

 

Figure A.201: The current configuration of the galleries in St Saviour's church, including Dartmouth, St Saviour's 5 in the 
middle, and Dartmouth, St Saviour’s 2-4 in the middle of the right-hand portion of the gallery front. 

 

Figure A.202: ‘Interior of Dartmouth Church’ looking west. This image shows the original configuration of the galleries; the 
location of Dartmouth, St Saviour’s 5 can be seen directly under the clock in the middle of the image, while Dartmouth, St 
Saviour’s 2-4 is on the far right. V. Butteris (publisher) and Newman & Co. (engravers), Interior of Dartmouth Church (mid 

nineteenth century), author’s collection. 

 With the exception of one mid-nineteenth-century engraving published by 

V. Butteris which shows some clear shields on the east fronts and corners of the 

aisle galleries, along with other indistinct shields on the north side of the south aisle 
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gallery (figure A.202), these can rarely be seen on any early images. This includes 

photographs, with shields not seen on the north and south fronts of the aisle 

galleries (figure A.203). The heraldry of the church was described thoroughly in 

Butteris’s Guide to the Dart, Dartmouth, and the Neighbourhood in the middle of the 

nineteenth century, and this reveals that only three shields have been lost since its 

publication.43 One of these – the arms of the town which were formerly on the front 

of the south transept gallery – is discussed further under Dartmouth, St Saviour’s 5; 

while the other two can be seen on the corners of the aisle galleries in the Butteris 

engraving (figure A.202). This combination of evidence makes it clear that (with the 

exception of the single shield on the south transept gallery), shields were only ever 

present on the east fronts of the galleries, which were moved back to become the 

north and south aisle portions of the west gallery in the new configuration. Further 

to this, Butteris’s Guide reveals that the order of the shields has not been changed.44 

Date:  Seventeenth century, possibly 1633 

 

Figure A.203: 'The Screen, Dartmouth Church', a postcard dating from 1902 to 1918 with no painted shields visible on the 
north and south fronts of the galleries. The Screen, Dartmouth Church (c. 1902-1918), postcard, author’s collection. 

2-4 Instrument: Horns 

H-S number:  423.1 

Location: On the front of the west gallery in the north aisle 

Material: Painted wooden board 

 
43 W. Sloane Sloane-Evens, ‘The Heraldry (Memorial and Inscriptive) of St. Saviour’s Church, Dartmouth’ in 
Butteris’s Guide to the Dart, Dartmouth, and the Neighbourhood (Dartmouth: V. Butteris, n.d.), pp. 53-57. 
44 Ibid. 



382 
 

Description: One of the shields shows three hunting horns and an arrow on a white 

background. The horns are black with red baldrics and are of the typical 

curved hunting horn shape, with the largest showing some sign of a 

mouthpiece and of a faint line around its middle. Butteris’s Guide gives the 

following account of the shield: 

HAWLEY. Argent, a barbed arrow in pale, point downwards, sable, 
feathered or, between 3 bugle horns of the 2nd, stringed gules. 

This agrees with current form of the arms, and names the family to which it 

refers; while information in the church equates this with John Hawley II (d. 

1436), an early fifteenth century mayor of the town.45  

 

Figure A.204: Dartmouth, St Saviour's 2-4. 

Type of source:  Royal arms 

Location:  Middle of the front of the gallery (middle aisle) 

Description: In the middle of the gallery, the carved royal arms take the place of the simpler 

painted shields seen on either side of it. It is of carved and painted woods with the 

 
45 Hawley, John II, <http://www.historyofparliamentonline.org/volume/1386-1421/member/hawley-john-ii-
1436>, accessed 21 September 2019. 
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letters ‘C’ and ‘R’ above, indicating either Charles I or Charles II; however, it is not 

clear if it is in its original location, especially as the letters above are attached to a 

separate wooden board behind the baluster of the gallery, and appear to have been 

cut out from elsewhere. 

 

Figure A.205: ‘Dartmouth Church, Devonshire’ by Thomas Allom, looking south and showing the pulpit and galleries. A coat 
of arms can be seen in the centre of the south transept gallery front. John Britton, Devon & Cornwall Illustrated (London: 

Fisher & Son, 1832). Author’s collection. 

  Some evidence for this can be obtained from nineteenth-century sources. 

Firstly, an illustration of the church from 1832 shows a coat of arms on the front of 

the south transept gallery which is of a similar size and design, possibly indicating 

that it was originally in this position (figure A.205).46 In the mid-nineteenth-century 

engraving published by V. Butteris mentioned above, the current location of the 

arms is obscured by a chandelier, but a large clock is attached to the gallery front 

immediately above where the arms would be (figure A.202). As with Dartmouth St 

Saviour’s 2-4, the description of the church’s heraldry in Butteris’s Guide provides 

the most comprehensive evidence by listing ‘The Royal Arms, (“STUART.”)’ in its 

current location. On the south gallery the only heraldry listed is ‘The Arms of 

Dartmouth’; however, no indication is given that these arms are more elaborate 

than any others, and unlike the royal arms, the supporters are not mentioned. 

Instead, for a description the reader is referred back to the entry for a shield on the 

 
46 John Britton, Devonshire & Cornwall Illustrated, (London: Fisher & Son, 1832). 
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south aisle gallery which can clearly be seen in Butteris’s engraving to be of the 

same simple design as the others on the gallery front.47 

  This leave two possibilities: either the royal arms was in the south transept 

in 1832 but was moved to its current position before the Guide was written at some 

point in the middle of the century; or the arms seen in the south transept are those 

of the town, and the royal arms are likely still to be in their original location. In 

either case, the clock would have been very close to the top of the arms and to the 

cypher, and so it may be that the cypher’s original setting was removed when this 

was installed, along with the lion which once stood on the crown at the top of the 

arms but now only survives as two front paws.48 The board to which the letters are 

now fixed must relate to this clock – the oddly shaped hole in this allowing access 

from the gallery for winding and maintenance – and so it is possible that their 

original position would have interfered with this. This suggests that they were 

originally next to each other directly above the damaged crest, rather than spread 

further apart as they are now. 

Date:  1625-1649 or 1660-1685 

5 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: carved and painted wood 

Description: The harp is of quite a decorative shape, with a curved pillar and pointed 

shoulder. It has six strings which radiate out from the sound chest, rather 

than staying parallel; each one ends in a tuning pin. 

 
47 Sloane-Evens, ‘Heraldry’, 54-56. 
48 The Guide describes the ‘(Crest.) on a Royal Crown proper, a lion passant gardant or, imperially crowned 
proper’, but it is possible that the writer simply missed the fact that this had been removed. Sloane-Evens, 
‘Heraldry’, 54. 
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Figure A.206: Dartmouth, St Saviour's 5. 

 

Figure A.207: Dartmouth, St Saviour's 5, detail. 

Type of source:  Stained glass 

Location:  South aisle window 

Description: A royal shield with no supporters is found in stained glass at the centre top of one 

window in the south aisle. In Butteris’s Guide to the Dart, Dartmouth, and the 

Neighbourhood, it is described as a ‘ROYAL ARMS (STUART), debruised by a Baton, 

and surmounted of a Ducal circlet’ confirming that they date from before the middle 

of the nineteenth century.49 These appear to be the arms of the Dukes of Grafton, 

 
49 Sloane-Evens, ‘Heraldry’, 55. 
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and while it is possible that they are seventeenth century, and date from after 1675, 

they may well be later. 

Date:  After 1675 

6 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Stained glass 

Description: The harp has an elaborately shaped outline, but contains no details other 

than the strings, of which there are eight. 

 

Figure A.208: Dartmouth, St Saviour's 6. 
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36 – Davidstow 

 

Figure A.209: The location of Davidstow. 

County:  Cornwall 

Type of source:  Bench-end 

Location:  Scattered throughout the east end of the church 

Description: A small number of old bench-ends have survived, primarily in the chancel but three 

are fixed to the front of later bench-ends at the east end of the nave. They are 

mostly of quite simple designs when compared to other churches (for example they 

lack the elaborate edge decoration of Altarnun and others) and are decorated with a 

mix of tracery and other patterns. The wood used is not oak, the standard wood for 

bench-ends, instead it is lighter, less warped, and has a more prominent grain. 

Alongside the simpler style, this brings the date of these into question; however, 

one is decorated with two scenes which could be interpreted as being Biblical, and 

so an early sixteenth-century date may be reasonable. 

Date:  [Early sixteenth century] 

1 Instrument: Bagpipes 

H-S number:  422-62 

Location: North side of the middle aisle 

Material: Wood carving 

Description: A figure playing the bagpipes take up the upper two thirds of the bench-end; 

they wear a long gown which covers their feet and they have the bag of the 

instrument under their right arm. The instrument itself appears confused in 

places, with the drone passing under part of the bag before going over the 
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piper’s right shoulder, the drone is slightly conical and has a flared bell at the 

end. There are two chanters, which are of equal length and may be slightly 

conical; the piper has their left hand higher than their right and has the 

instrument’s blowpipe in their mouth. 

 

Figure A.210: Davidstow 1. 
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37 – Dittisham 

 

Figure A.211: The location of Dittisham. 

County:  Devon  

Type of source:  Royal arms 

Location:  Above the south door 

Description: Of painted wooden boards with the cypher ‘C R’. The church guide claims that the 

arms were ‘granted at the time of the Restoration in gratitude to John Strode, 

Rector, and to the parishioners of Dittisham for their loyalty to the Royalist cause.’50 

However, there are signs that an earlier royal arms has been painted over, and the 

letter ‘C’ can be faintly seen in the upper left corner suggesting that this earlier 

version also bore the cypher ‘C R’. This is something that is also seen in Lanteglos 1-

2, and is discussed further in chapter two; however, in this case the harp is less 

clearly visible. It is likely that the earlier arms date to the reign of Charles I, and that 

these were discarded or painted over during the Interregnum before being 

repainted after the Restoration. 

Date:  1625-1649 (Dittisham 1) and 1660-1685 (Dittisham 2) 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted wooden boards 

 
50 H. M. Woodman, and R. C. Hickman [eds.], A short guide to St. George’s Church, Gittisham (Gittisham: np., 
2015).  
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Description: Only faint traces of the harp’s outline have survived, which reveal very little 

about it. 

2 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted wooden boards 

Description: The harp is elaborately shaped with seventeen strings. Although there are 

some signs of tuning pins, they are indistinct and only around four are clear. 

 

 

Figure A.212: Dittisham 1 and 2. 
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Figure A.213: Dittisham 1. Figure A.214: Dittisham 2. Visible remains are drawn over 
in black, while blue has been used to reconstruct the 
earlier harp. Compare to figure A.212. 
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38 – Dunsford 

 

Figure A.215: The location of Dunsford. 

County:  Devon  

Type of source:  Monument 

Location:  North east corner of the north aisle 

Description: The monument includes two large recumbent effigies, with a canopy above them 

supported by three columns at the front. Between these columns are two pieces of 

text, the one on the left reads: 

HEARE LYETHE SIR THOMAS FULFORDE | WHO DIED LAST DAY of JULY, ANO 
DŌ 1610. | ALSO HIS WIFE, URSULA, WHO DIED, 1639. | DAUGHTER of RICHD  
BAMPFIELD of POLTIMRE ESQR 

While the one on the right reads:  

Their Children || 1st SIR FRANCIS, WHO MARRIED, ANN HEIR of BERNARD | 
SAMWAYS ESQR of TOLLER, DORSET. | 2ND WILLIAM. 3RD THOMAS. 4TH 
BRIDGET. MARRIED | to ARTHUR CHAMPERNOWN ESQR of DARTINGTON. | 
5TH ELIZABETH. MARRIED to JOHN BERRIMAN ESQR | 6TH ANN. MARRIED to 
JOHN SYDENHAM of SOMERSET. 

However, this text is a replacement of the original, which is recorded as having read: 

 Here lyethe Thomas Fulford Miles, 
who died the last day of July, anno dom. 1610. 
This monument doth represent 
Him that was worthy by discent. 
O grant, Lord: his may live and dye, 
Myrrors of like true pietye. 
And when their days shall ende as his, 
Send them that glory, where he is, 
Faithful to King he was, and true 
Unto all kind but Popish Crewe. 



393 
 

Lovinge his Mate in all his life, 
For being true and virtuous wife, 
On Christ alone his ancre cast, 
Requiring helpe of him at last. 
Death was the door through which he went, 
Into that happiest Firmament. 
Then if we think to gain hereby, 
So lett us learn to live and dye.51 

  The monument is the work of John Deymond, and the similarity to his work 

at Bovey Tracey (1-26) and Broadclyst (1-22) is clear in the images shown here.52 

Specifically, the compositions seen in Dunsford 2-3 and 4-5 below are almost 

identical to those seen at Bovey Tracey (for example, Bovey Tracey 10-11). 

Date:  1610 

 

Figure A.216: John Deymond's monument to Sir Thomas Fulforde. 

1 Instrument: Drum 

H-S number:  211.212 

Location: Upper part of the monument, west (left) end  

Material: Carved and painted stone 

Description: The drum is rope tensioned with ties to tighten it. 

 
51 Faunch, Church Monuments and Commemoration, 372. 
52 Ibid., 369-373. 
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Figure A.217: Dunsford 1. 

2 Instrument: Cornett 

H-S number:  423.21 

Location: lower part of the monument, left side of the front (south facing) 

Material: Carved and painted stone 

Description: Part of the same composition as Dunsford 3, which is a mirror image of 

Dunsford 4-5. The cornett is curved, with the typical octagonal shape and 

diamond pattern near the top. There are two lines carved around the 

instrument near the bottom end and a mouthpiece protrudes from the top. 

Other decoration covers the middle and so no finger holes are visible. 

3 Instrument: Shawm 

H-S number:  422.112 

Location: lower part of the monument, left side of the front (south facing) 

Material: Carved and painted stone 

Description: Part of the same composition as Dunsford 2, which is a mirror image of 

Dunsford 4-5. The shawm has a tapered profile ending in a flared bell. At the 
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upper end, the instrument tapers out slightly and a reed extends beyond 

this. As with the cornett, no finger holes are visible. 

 

Figure A.218: Dunsford 2-3. 

4 Instrument: Cornett 

H-S number:  423.21 

Location: lower part of the monument, right side of the front (south facing) 

Material: Carved and painted stone 

Description: Part of the same composition as Dunsford 5, which is a mirror image of 

Dunsford 2-3. The cornett is identical to Dunsford 2. 

5 Instrument: Shawm 

H-S number:  422.112 

Location: lower part of the monument, right side of the front (south facing) 

Material: Carved and painted stone 

Description: Part of the same composition as Dunsford 4, which is a mirror image of 

Dunsford 2-3. The shawm is identical to Dunsford 3. 
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Figure A.219: Dunsford 4-5. 
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39 – East Allington 

 

Figure A.220: The location of East Allington. 

County:  Devon  

Type of source:  Pulpit 

Location:  East end of the central aisle of the 

nave 

Description: The pulpit is very similar to the one in 

St Saviour’s church, Dartmouth (see 

Dartmouth, St Saviour’s 1), with royal 

symbols in niches on the outside. 

Although it is of a late medieval style, 

and so possible that the symbols were 

also added later as at Dartmouth, 

Pevsner places the whole work in the 

seventeenth century, but in a 

fifteenth century style. The symbols, 

all of which are surmounted by 

crowns, are: a lion; a unicorn; a fleur 

de lis; a thistle; a Tudor rose; a 

portcullis; and a harp. Given the close 

proximity of the two churches (around seven miles as the crow flies), and the fact 

that these are the only two pulpits in the region which incorporate royal symbols in 

this way, it seems more than likely that one copied or was inspired by the other. 

Figure A.221: The East Allington pulpit. 
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Date:  Seventeenth century 

1 Instrument: Harp 

H-S number:  322.2 

Location: In one of the niches on the door of the pulpit 

Material: Carved wood 

Description: The harp is also very similar to the one on the Dartmouth pulpit, with an 

angular shoulder and almost identical shape. It has eight strings, one fewer 

than Dartmouth, but like at Dartmouth it has a tuning pin corresponding to 

each string. 

 

 

Figure A.222: East Allington 1. 
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40 – East Budleigh 

 

Figure A.223: The location of East Budleigh. 

County:  Devon  

Type of source:  Bench-end 

Location:  Throughout the nave 

Description: The church has a collection of 63 bench-ends, one of which includes the date 1527. 

Date:  1527 

1-3 Instrument: Clarions 

H-S number:  - 

Location: North side of the middle aisle 

Material: Carved wood 

Description: While the lower part is decorated with leaves, at the top there is a shield 

that includes three clarions. Two of these have four pipes and the other five, 

but none include any details suggesting that they are musical instruments. 
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Figure A.224: East Budleigh 1-3. 
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41 – East Portlemouth 

 

Figure A.225: The location of East Portlemouth. 

County:  Devon  

Type of source:  Rood screen 

Location:  Between the nave and chancel 

Description: The screen stretches across the central aisle and both of the narrower outer aisles; it 

includes well-preserved paintings of saints in its wainscoting.   

Date:  [Fifteenth or early sixteenth century] 

1 Instrument: Horn 

H-S number:  423.1 

Location: North aisle 

Material: Painted wooden panels 

Description: A figure dressed as a bishop holds a hunting horn in one hand while the 

other is raised in benediction. It is of a standard curved and tapered shape 

and flares out slightly at the narrow end to form a mouthpiece; other than 

this, it is otherwise indistinct and has no baldric or strap. Wilkes identifies 

the holder as St Hubert, but there are other possibilities as discussed in 

chapter five.53 

2 Instrument: Horn 

H-S number:  423.1 

Location: North aisle 

 
53 Wilks, Showing the Path to Heaven, 35. 
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Material: Painted wooden panels 

Description: A figure dressed as a pope holds a hunting horn in one hand and a three-

barred papal cross in the other. While the basic shape of the instrument is 

very similar to East Portlemouth 1, this image is generally more detailed and 

the horn is no exception; with yellow lines running around and along the 

horn. The figure has been identified by both Wilkes and the Oxford 

Dictionary of Saints as St Cornellius; but again, there are likely to be other 

possibilities.54 The figure’s face has been lightly crossed out with scratches, 

and a sketch of a boat has also been scratched into the panel near their 

head. 

 

 

 

For East Portlemouth 3-5, see appendix A.3 

  

 
54 Ibid., 35; and Farmer, The Oxford Dictionary of Saints, 103. 

Figure A.226: East Portlemouth 1. Figure A.227: East Portlemouth 2. 
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42 – Eggesford 

 

Figure A.228: The location of Eggesford. 

County:  Devon  

Type of source:  Monument 

Location:  South wall of the south aisle 

Description: The monument is built into an arch in the south wall of the nave; it is large, reaching 

from the floor to the ceiling, and its most prominent feature are three life- or near 

life-sized figures, one standing and two reclining. Above the figures there are two 

columns of text at the top of the arch, the first reads: 

M.S. | HERE LIES INTER’D | þE BODY OF DORCAS DAVGHTR | TO IOHN HILL 
OF HVNNELY | IN THE COVNTY OF WARWICK ESQ | AND FIRST WIFE OF þE 
RIGHT HONORABLE | ARTHVR LORD VISCOVNT CHICHESTER | EARLE OF 
DONNEGAIL &c SHE LEFT ISSVE ONE |DAVGHTR VID: THE LADY MARY NOW 
LIVING: AND | DEPARTED THIS LIFE: APRILL XTH. MDCXXX. AGES XXIII.  

While the second reads: 

M.S. | HERE LIES INTER’D þE LADE MARY ELDEST DAVGHRT. | TO þE RIGHT 
HONBLE: IOHN EARLE | OF DONNEGAIL &c. BY WHOM HE HAD | ISSVE VI 
SONNES VID: I ARTHVR. 2 ARTHR: 3 EDWARD | 4 DIGBY. 5 IOHN. 6 IAMES. & 
TWO DAVGHTRS. BEATRIX. | & þE OTHER BORNE DEAD & INTER’D WTH þE 
MOTHER; WHO ALSO DEPARTED THIS LIFE NOVEMBR. VTH. MDCXLVIII. AGED 
XXXVI. 

 Under both of these is more text, including two poems, but as the figures are 

partially in front of this it is harder to read. Esdaile attributes this monument to 

William Wright of Charing Cross and Pevsner identifies it as commemorating Edward 

Viscount Chichester (d. 1674) and having been erected in the north chapel in 1650 
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before being moved to its present location at a later date.55 On the inside of the arch 

there are a series of militarily symbols which appear to be made of marble on a 

black background, these are mostly armour or weapons but two near the top of the 

arch are musical. 

Date:  1650 

1 Instrument: Drum 

H-S number:  211.212 

Location: On the inside of the arch 

Material: Carved and partially painted stone 

Description: The drum is rope tensioned with loops to tighten the ropes; however, there 

are two sets of loops, one near each head of the drum, when just one would 

be more usual. Protruding from behind the drum is a flag or banner on a 

pole, and what are likely to be the ends of two drumsticks. 

 

Figure A.229: Eggesford 1. 

2 Instrument: Trumpet 

H-S number:  423.121 

Location: On the inside of the arch 

Material: Carved and partially painted stone 

Description: The trumpet is on the next panel to the drum; it is bent in a tight ‘S’ shape, 

with a flared bell at one end and a mouthpiece at the other. Behind it is an 

axe and two other objects with tassels. 

 
55 Katharine A. Esdaile, English Church Monuments 1510-1840 (London: B. T. Batsford, 1946), 90, 122; and 
Cherry and Pevsner, Devon, 352. 
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Figure A.230: Eggesford 2. 
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43 – Exeter Cathedral 

 

Figure A.231: The location of Exeter Cathedral. 

County:  Devon  

Type of source:  Misericord 

Location:  Choir 

Description: The earliest complete set of misericords in the country, with a wide variety of 

carvings.56 

Date:  C. 1240-1270 

1 Instrument: Pipe and tabor 

H-S number:  421.221.12 and 211.311 

Location: South side of the choir 

Material: Carved wood 

Description: The misericord is carved with a kneeling figure playing a pipe and tabor. The 

pipe is in their left hand, held roughly half way down its length, and the wide 

drum rests against their knee and is held by a strap around their neck. They 

beat it with a stick held in their right hand. 

 
56 Alex Woodcock, Of Sirens and Centaurs: Medieval Sculpture at Exeter Cathedral (Exeter: Impress Books Ltd, 
2013), 4-5. 
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Figure A.232: Exeter Cathedral 1. 

2 Instrument: Drum 

H-S number:  211.311 

Location: North side of the choir 

Material: Carved wood 

Description: Although described as ‘a merman and a mermaid with stiff-leaf style tails 

hold[ing] a drum above a mask-like beast head’, it is not entirely clear if a 

drum is intended.57 The possible instrument is round and has a wide head, 

upon which the two merpeople have each placed a hand. 

 

Figure A.233: Exeter Cathedral 2. 

 
57 Ibid., 49. 
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Type of source:  Bosses and corbels 

Location:  Throughout the cathedral 

Description: The cathedral contains a substantial collection of carved and painted bosses and 

corbels, created between approximately 1300 and 1340 as part of the cathedral’s 

rebuilding.58 

Date:  1300-1340 

3 Instrument: Fiddle 

H-S number:  321.322-71 

Location: Roof boss, choir ceiling 

Material: Carved and painted stone 

Description: The most immediately noticeable feature of the fiddle is the long length of 

the bow, which appears to have been damaged at the tip and so would have 

originally been even longer. It is made up of two bars, one of which was 

presumably the hair, although this is less clear due to the missing tip and the 

player’s hand covering the other end. The fiddle itself has a straight sided 

body with rounded ends. The neck is short, and while the head is not 

immediately apparent it is presumably represented by the blank space 

above the player’s hand. There are five strings and the tailpiece appears to 

be attached to the end of the instrument by a tail gut; there is also a 

possible bride next to the tailpiece. On either side of the tailpiece is a ‘C’ 

shaped sound hole. 

4 Instrument: Harp 

H-S number:  322.2 

Location: Roof boss, presbytery ceiling (near Exeter Cathedral 3) 

Material: Carved and painted stone 

Description: The harp has a curved pillar and five strings; the player has their right hand 

placed against the strings and sound chest while their other hand is behind 

the instrument tuning it with a tuning hammer. 

 
58 Ibid., 5; and Nicholas Orme, Exeter Cathedral: The First Thousand Years, 400-1550 (Exeter: Impress Books, 
2009), 46-7. 
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5 Instrument: Fiddle 

H-S number:  321.322-71 

Location: Corbel, nave, north arcade 

Material: Carved and painted stone 

Description: A fiddler stands with a dog below them and a tumbler standing on their 

hands above, so that their heads are almost touching. The instrument has 

four strings, a round head from which four tuning pegs protrude, and a tail 

piece. The body has rounded corners and no sign of sound holes or a bridge, 

although these may be hidden by the bow. This has a very long handle and 

separate strands of the hair are clearly visible, although the hair rather than 

the wood curves in an unrealistic fashion. 

6 Instrument: Fiddle 

H-S number:  321.322-71 

Location: Corbel, between the nave and choir on the north side 

Material: Carved and painted stone 

Figure A.234: Exeter Cathedral 3. Figure A.235: Exeter Cathedral 4. 
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Description: There are noticeable similarities between this fiddle and Exeter Cathedral 5, 

such as the bow which has a long handle and visible strands of hair 

(although in this case the bow bends rather than the hair, in a far more 

convincing manner), the lack of a visible bridge, and the round head with 

four pegs. However, there are also differences, such as the presence of two 

‘C’ shaped sound holes, the lack of a tailpiece, and the sharp angles of the 

corners, giving a far clearer rectangular shape to the body. The neck joins 

smoothly with the body, making the distinction between the two less clear; 

but the division is also shown by a clear finger board, which is short and so 

would probably not allow playing above first position. Despite the four 

tuning pegs, it is not entirely clear if there are four or three strings.  

 

Type of source:  West screen (exterior) 

Location:  West front of the cathedral 

Description: The grand image screen on the west face of the cathedral includes a collection of 

figures including a number of angels in the lowest tier, two of which play musical 

instruments. These figures were originally painted, but are now worn enough for the 

Figure A.236: Exeter Cathedral 5. Figure A.237: Exeter Cathedral 6. 
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presence of musicians to be entirely missed by some writers.59 The lower parts of 

the screen, which include the two figures described below, is thought to have been 

carved in the 1340s before the Black Death stopped the construction of the screen.60  

Date:  1340s 

7 Instrument: Fiddle or rebec 

H-S number:  321.32-71 

Location: North buttress, bottom tier 

Material: Carved stone 

Description: The angel holds the instrument in their left hand with the bottom end of its 

body against their cheek, while the position of the other hand suggests that 

it could originally have held a bow. A large part of the body has survived, but 

the lack of any details makes it impossible to know any further, such as the 

instrument’s original shape. 

 

Figure A.238: Exeter Cathedral 7. 

 
59 Cherry and Pevsner, Devon, 374; and Woodcock, Of Sirens and Centaurs, 99. 
60 Woodcock, Of Sirens and Centaurs, 8-9; Cherry and Pevsner, Devon, 373-4; and Gabriel Byng, ‘The Function 
and Iconography of the Minstrels’ Gallery at Exeter Cathedral’, Journal of the British Archaeological 
Association, 167/1 (2014), pp. 133-153, at 145. 
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8 Instrument: Lute or gittern 

H-S number:  321.321 

Location: North buttress, bottom tier 

Material: Carved stone 

Description: A teardrop shape on the angel’s chest suggests that they originally held a 

lute or gittern, but all details have been lost including the full outline of the 

instrument. 

 

Figure A.239: Exeter Cathedral 8. 

Type of source:  ‘Minstrels’ gallery’ 

Location:  North wall of the nave 

Description: Despite its name, the gallery is unlikely to have been intended for instrumentalists. 

Its exact date is uncertain, but Gabriel Byng has argued for it having been 

constructed between 1354 and 1369 as a temporary substitute for the west screen – 

the construction of which had been halted by the Black Death – for part of the choir 

to sing from at certain occasions.61 Along the front of the gallery – which is at the 

level of the triforium of the north arcade – are a series of twelve niches, each of 

 
61 Byng, ‘The Minstrels’ Gallery’, 145. 
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which contains an angel playing a musical instrument, while there is another angel 

without an instrument on either end. It is likely that some of the instruments 

depicted are not original, and this is discussed further both in the list below and in 

chapter three. 

Date:  1354-1369 

9 Instrument: Gittern62 

H-S number:  321.321 

Location: Furthest left niche 

Material: Carved and painted stone 

Description: The gittern has around seven strings; these pass over a bridge before ending 

at the bottom of the soundboard where there is a slight protrusion. A single 

sound hole is visible on one side of the strings suggesting that there should 

be another on the other, but as the existing hole appears to be painted it 

could be of a later date. The neck of the instrument curves smoothly into 

the body rather than the two joining at an angle, and a plectrum can be seen 

between the first and second fingers of the angel’s right hand. 

10 Instrument: Bagpipes 

H-S number:  422-62 

Location: Second niche from left 

Material: Carved and painted stone 

Description: The bagpipes have a blowpipe (the top end of which is in the angel’s 

mouth), a single drone, a single chanter, and the bag is under the left arm. 

At the top of the drone is a faint rectangular protrusion that may be part of 

a broken ferrule, and the chanter is short and wide, with the player’s right 

hand above their left. 

 
62 The names of the gittern and citole are often reversed, for clarification of these terms see: Laurence Wright, 
‘The Medieval Gittern and Citole: A Case of Mistaken Identity’, The Galpin Society Journal, 30 (1977), pp. 8-42. 
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11 Instrument: Wind instrument 

H-S number:  42 

Location: Third niche from left 

Material: Carved and painted stone 

Description: Although this instrument has been described as a recorder, a shawm is also 

possible. It is straight, with a slightly conical profile and a slight flare towards 

the bottom. There are three finger holes, but the player’s hands are far 

lower down the instrument; they have their left hand above their right. It is 

likely that the instrument is a replacement added between 1836 and c. 

1865.63 

12 Instrument: Fiddle 

H-S number:  321.322-71 

Location: Fourth niche from left 

Material: Carved and painted stone 

 
63 Byng, ‘The Minstrels’ Gallery’, 136 

Figure A.240: Exeter Cathedral 9. Figure A.241: Exeter Cathedral 10. 
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Description: The fiddle has an almost rectangular body, with curved corners and incurved 

ribs, it is placed against the player’s cheek on the front of their shoulder. Its 

six strings (the number is not always clear) pass over a flat bridge and end 

on a tailpiece, which appears to be tied around the end of the instrument. 

The bow is a simple straight stick, and the sound holes and scroll are 

thought to be later additions.64 

 

13 Instrument: Harp 

H-S number:  322.2 

Location: Fifth niche from left 

Material: Carved and painted stone 

Description: Byng states that ‘The harp may have been added between 1797 and 1836, 

replacing a long horn.’65 In its current form it has a wide sound chest, seven 

tuning pins on one side and eleven on the other. The angel’s right hand is 

 
64 Ibid., 134-5. 
65 Ibid., 136. 

Figure A.242: Exeter Cathedral 11. Figure A.243: Exeter Cathedral 12. 
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playing the higher strings and their left the lower strings. A strap passes over 

their shoulder, presumably supporting the harp. 

14 Instrument: Trumpet 

H-S number:  423.121 

Location: Sixth niche from left 

Material: Carved and painted stone 

Description: Entirely unclear; Byng describes it as a ‘trump (or trumpet: previously 

thought to be a Jew’s harp)’, and only the hands and mouthpiece survive, 

which reveal very little.66 

 

15 Instrument: Trumpet 

H-S number:  423.121.1 

Location: Sixth niche from right 

Material: Carved and painted stone 

Description: A fairly short, straight trumpet which ends in a wide, flared bell. It is held by 

the angel’s left hand while the other rests lower down on their body. The 

 
66 Ibid., 134. 

Figure A.244: Exeter Cathedral 13. Figure A.245: Exeter Cathedral 14. 
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instrument is likely to be a replacement, possibly for ‘a wind instrument 

similar to a recorder or pipe’.67 

16 Instrument: Portative organ 

H-S number:  421.222.11-8 

Location: Fifth niche from right 

Material: Carved and painted stone 

Description: Probably refinished in the nineteenth century, as it is described as ‘a keyed 

instrument, probably an organ’ in 1836, despite there being no doubt 

today.68 It has nine rows of pipes, with the first six having three pipes each 

(with the middle pipe slightly shorter) and the three biggest rows having just 

two each. The bellows on the back of the instrument are operated by the 

left hand while the right rests on the keyboard. 

 

17 Instrument: Citole 

H-S number:  321.322-6 

 
67 Ibid., 136. 
68 Ibid., 139. 

Figure A.246: Exeter Cathedral 15. Figure A.247: Exeter Cathedral 16. 
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Location: Fourth niche from right 

Material: Carved and painted stone 

Description: The citole has an angular body and five strings which pass over a bridge and 

end at the bottom of the instrument where there is a decorative protrusion. 

It has the typical neck and head configuration of a citole, although from the 

ground it is difficult to see if the back of the head passes right back to the 

body, and there are at least four tuning pegs. The painted sound holes are 

the work of a later restorer.69 

18 Instrument: Shawm 

H-S number:  42 

Location: Third niche from right 

Material: Carved and painted stone 

Description: The traditional description of this as a shawm is supported by the flared top, 

above which a small protrusion is presumably intended to be the reed. 

However, both are obscured by the angel’s right hand, the first finger of 

which rests on the ‘reed’ while the others are further down on the other 

side of the splayed top of the instrument; and the instrument is damaged 

immediately below the lower hand, leaving only a short straight pipe with 

four finger holes. Because of this, it is difficult to be certain about the 

instrument’s identity.  

 
69 Ibid., 134-5. 
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19 Instrument: Tambourine or timbrel 

H-S number:  211.311+112.122 

Location: Second niche from right 

Material: Carved and painted stone 

Description: A wide, shallow drum with pairs of jingles set around the edge. Both faces 

are flat, but this may simply represent ease of carving rather than an 

organological detail. 

20 Instrument: Cymbals 

H-S number:  111.142 

Location: Furthest right niche 

Material: Carved and painted stone 

Description: A pair of small flat cymbals held horizontally, with the right hand holding the 

upper cymbal and the left the lower. According to Byng, these were added 

between 1836 and c. 1865 in place of a plucked string instrument.70 

 

 
70 Ibid., 136. 

Figure A.248: Exeter Cathedral 17. Figure A.249: Exeter Cathedral 18. 
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Type of source:  Carving 

Location:  West wall of Lady Chapel  

Description: A carved scene of the annunciation to the shepherds. At the bottom are three sheep 

on the ground, with shepherds above them and an angel appearing at the top of the 

scene. The origin of this carving is not clear, Pevsner describes it as: 

A small group of Shepherds, one piping angel above, from an early C15 
Nativity scene. Possibly from work discarded in the early C19; impressive 
even though fragmentary.71 

Date:  Fifteenth century 

21 Instrument: Recorder 

H-S number:  421.221.12 

Location: Middle of the group of shepherds 

Material: Carved wood 

Description: Contrary to Pevsner’s description, it is one of the shepherds who is providing 

the music. They play a long, straight wind instrument with no sign of a 

 
71 Cherry and Pevsner, Devon, 378. 

Figure A.250: Exeter Cathedral 19. Figure A.251: Exeter Cathedral 20. 
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conical bore, at least six finger holes (some are obscured by fingers), and a 

clear fipple at the top. The player’s right hand is higher on the instrument 

and their left lower. 

 

Figure A.252: Exeter Cathedral 21. 

Type of source:  Monument canopy 

Location:  Between Lady Chapel and south chapel (chapel of St Gabriel) 

Description: An earlier effigy of Bishop Branscombe (d. 1280) was augmented in around 1442, 

including the addition of a canopy.72 This canopy includes a number of angels, eight 

of whom play musical instruments in a decorative frieze, with four on the north side 

and four on the south side of the canopy.  

Illustrations of the south side of the monument exist from 1818, 1826, and 

1884, along with a stereo photograph of c. 1859.73 In the earliest of these, the 

instruments are generally clear, but the positioning of the angels and some of the 

 
72 Ibid., 379-380. 
73 John Kendall, An Elucidation of the Principles of English Architecture, Usually Denominated Gothic (London: 
Murray et al, 1818); John Britton, The History and Antiquaries of the Cathedral Church of Exeter (London: 
Longman et al, 1826); James Akerman (photo-lithographer and printer), ‘View of the Tomb of Bishop 
Bronescombe Looking into the Lady Chapel, Exeter Cathedral’, in The Building News (1884); and Stereoview of 
Exeter Cathedral (c. 1859), author’s collection (date given by Ray Norman, Personal Communications). 
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details of the instruments are different from today (figure A.253 and chapter three 

figure 3.19). In the middle illustration the general positioning is closer, but no details 

(including musical instruments) can be seen (chapter three, figure 3.20). The 

stereoview only shows two of the musical angels, which appear similar to their 

current form; but the focus is not crisp enough to provide much certainty (chapter 

three figure 3.22). The 1884 lithograph is very detailed and clear, showing each 

instrument to be very close to their current form, although there are still some 

discrepancies (figure A.254 and chapter three figure 3.21). It also shows the 

monument from two angles, providing a slightly different set of information. Due to 

the small size of the musical angels, it is difficult to judge how much these changes 

can be explained by the whim of the artists, and the discrepancies of the 1818 

illustration may well be due to this. The implications of these illustrations are 

primarily discussed in chapter three; however, as the monument has suffered from 

heavy overpainting in the twentieth century these provide some insight into how 

the carvings appeared prior to this, including some details that would otherwise be 

unknown.74 

 

Figure A.253: Detail of ‘Plate XVIII’ in John Kendall, An Elucidation of the Principles of English Architecture, Usually 
Denominated Gothic (London: Murray et al, 1818), author’s collection. 

 
Figure A.254: Detail of James Akerman (photo-lithographer and printer), ‘View of the Tomb of Bishop Bronescombe Looking 

into the Lady Chapel, Exeter Cathedral’, in The Building News (1884), author’s collection. 

Date:  C. 1442 

 
74 Cherry and Pevsner, Devon, 380. 
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22 Instrument: Psaltery 

H-S number:  316 

Location: North side of the monument 

Material: Carved and painted stone 

Description: The instrument has one straight side and one which starts straight before 

curving inwards and narrowing the instrument. Both the upper and lower 

sides appear to be identical, with tuning pegs on each side (seven visible on 

the top), and both hands are held in roughly the same location on either 

side of the instrument. The edges, which are generally chamfered, are set 

slightly above the string area. 

 

Figure A.255: Exeter Cathedral 22. 

23 Instrument: Psaltery 

H-S number:  316 

Location: North side of the monument  

Material: Carved and painted stone 

Description: A ‘pigsnout’ shaped psaltery with no details (such as strings or tuning pegs), 

the angel’s hand rests on the instrument but does not show any clear sign of 

playing. When compared with the other carvings on the monument, this 

may suggest either heavy reconstruction or that all the former details have 

been covered in the overpainting. 
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Figure A.256: Exeter Cathedral 23. 

24 Instrument: Lute 

H-S number:  321.321 

Location: North side of the monument 

Material: Carved and painted stone 

Description: The lute has a round body with a curved back, and an unusually long neck. 

Three tuning pegs are visible on one side of the head and there is a plectrum 

between the first finger, second finger, and thumb of the angel’s right hand; 

it has been painted the same colour as the hand. While the long neck could 

suggest later reworking, the inclusion of the plectrum strongly suggests the 

presence of original material. 

 

Figure A.257: Exeter Cathedral 24. 
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25 Instrument: Harp 

H-S number:  322.2 

Location: North side of the monument 

Material: Carved and painted stone 

Description: A gothic harp with nine tunings pegs; the angel’s left hand plays the lower 

strings and the right the higher strings. There is a possible hint of strings 

running (unusually) from the pillar to the string arm, but this may be the 

result of the overpainting which also obscures a strap that passes through 

the shoulder of the instrument and around the player’s neck. 

 

Figure A.258: Exeter Cathedral 25. 

26 Instrument: Shawm 

H-S number:  422.112 

Location: South side of the monument 

Material: Carved and painted stone 

Description: A straight pipe with a flared bell tapering out at the end and a short wider 

section at the top from which the reed protrudes, the three sections are 

divided by decorative bands. The angel’s left hand is above their right and 

there appears to have been several finger holes, now largely obscured by 

the overpainting. In the 1818 illustration the hands are reversed and the 

instrument is narrower than its current form, while the instrument is also 

narrower in 1884 but is otherwise identical to today.75 

 
75 Kendall, An Elucidation; and Akerman, ‘The Tomb of Bishop Bronescombe’. 
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Figure A.259: Exeter Cathedral 26. 

27 Instrument: Portative organ 

H-S number:  421.222.11-8 

Location: South side of the monument 

Material: Carved and painted stone 

Description: The organ has six rows of pipes, the first four of which have three pipes 

each. The longest two rows contain two pipes and one pipe respectively 

(although this is not entirely clear), all of which are the same length – 

suggesting that the three pipes represent one set. There appears to be two 

rows of protruding keys, which the angel plays with their left hand, while 

their right operates the bellows. The instrument is unclear in the earliest 

illustration, and could easily be misinterpreted in this. However, this may be 

due to the angle at which it is seen and the small size of the instrument, and 

the later artists clearly also had difficulty with the organ, for while it appears 

in a box like form in one of the 1884 views, some of the pipes are visible in 

the other.76 

 
76 Kendall, An Elucidation; and Akerman, ‘The Tomb of Bishop Bronescombe’. 



427 
 

 

Figure A.260: Exeter Cathedral 27. 

28 Instrument: Rebec 

H-S number:  321.32-71 

Location: South side of the monument 

Material: Carved and painted stone 

Description: The instrument tapers with no clear join between the neck and body, 

making it long and thin. At the top is a head with four tuning pegs, and it is 

being played with a straight stick-like bow held in the left hand. It rests on 

the angel’s right shoulder with the end of the body near their ear. In the 

earliest illustration it is wider and is held parallel to the angel’s body further 

down on their chest or belly, with their left hand on the neck and the other 

tucked under the instrument. There are strings present which stop just 

before the end of the body.77 Although the shape of the angel’s body 

appears closer to its present form in 1826, this is not clear. However, in 1884 

it is shown almost exactly as it is now; the main exception being the 

presence of a circular sound hole which must presumably have been hidden 

in the later overpainting.78 There is little reason to doubt the sound hole in 

the 1884 image, which is otherwise very similar to the present day, but 

some care must be taken before assuming the noticeably different 

instrument of 1818 to be accurate. 

 
77 Kendall, An Elucidation. 
78 Britton, Cathedral Church of Exeter; and Akerman, ‘The Tomb of Bishop Bronescombe’. 
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Figure A.261: Exeter Cathedral 28. 

29 Instrument: Bagpipes 

H-S number:  422-62 

Location: South side of the monument 

Material: Carved and painted stone 

Description: The bagpipes have a blow pipe, a single chanter, and a single drone. Finger 

holes are visible on the chanter, which has a slight flare at the end, and the 

drone is conical in profile with two joints or decorative bands and a similar 

slight flare to the chanter. Decoration can be seen around the middle of the 

bag and also where the three pipes join. The instrument is similar in both 

the 1818 and 1884 illustrations, but in the earlier image the chanter has 

been omitted and the angel’s left arm disappears behind the instrument’s 

bag rather than joining their right arm in the area where the chanter should 

have been.79 

 
79 Kendall, An Elucidation; and Akerman, ‘The Tomb of Bishop Bronescombe’. 
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Figure A.262: Exeter Cathedral 29. 

Type of source:  Monument 

Location:  North wall of the north aisle 

Description: A memorial tablet depicting a kneeling figure surrounded by books, an organ, and a 

pile of other musical instruments. In the upper right-hand quarter of the monument 

is a small coat of arms, under which an oval plaque reads: 

MATTHEI GODWIN | ADOLESCENTIS PII MITIS | INGENIOSI MVICӔ 
BACCHALAVRII | DIGNISSIMI SCIENTISSIMI ECCLESIARVM | CATED CANTVAR 
ET EXON ARCHIMVSICI | ATERNӔ MEMORIӔ POSVIT. G. M. ER | VIXIT. 
ANNOS XVII: MENSES. V | HINC AD CŒLOS MIGRAVIT | XII IANVARII 1586. 

Which translates as: 

To the eternal memory of Matthew Godwin 
Young, devout, gentle and gifted Bachelor of Music 
Most deserving and skilled leader of the music 
in the Cathedral Churches of Canterbury and Exeter 
G.M, E.R. had this tablet erected 
He lived for 17 years and 5 months and departed 
hence to heaven on 12 January 1586.80 

Faunch records that the tablet was originally on the south-eastern pillar in St John 

the Evangelist’s chapel, and that it was re-coloured and restored in the 1956; as well 

as this, she attributes it to Devon’s tester workshop (see also Tiverton 4).81 This 

monument is discussed at greater length in chapter four, and also in Faunch’s 

gazetteer (entry 66).82 

 
80 Translated by Vivian Hope, quoted in: Faunch, Church Monuments and Commemoration, 397. 
81 Faunch, Church Monuments and Commemoration, 53-56, 393. 
82 Ibid., 393-396. 
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Date:  1586 

 

Figure A.263: The Godwin monument. 

30 Instrument: Organ 

H-S number:  421.222.11-8 

Location: Left side of the scene 

Material: Carved and painted stone 

Description: In front of the figure is the biggest instrument in the scene, an organ. It is 

sitting on top of a table with an open book in front of the keyboard. The 

keyboard itself is slanted toward the figure at approximately a 45-degree 

angle, and contains only one octave worth of keys starting on a c, the 

naturals are black and the sharps and flats are white. The pipes and case rise 

up from the table top, with an elaborate top to the case that hides the full 

length of the pipes; there are seven pipes visible, each of which taper at the 

bottom and have a clear fipple. 

31-32 Instrument: Lutes 

H-S number:  321.321 

Location: Right side of the scene 

Material: Carved and painted stone 

Description: Behind the figure on the right of the scene is a pile of four more 

instruments; on top are two lutes with long necks, highly angled heads and 

some sign of strings. They contain no more detail, with both being painted a 

uniform gold colour. 
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Figure A.264: Exeter Cathedral 30 and 35. 

33 Instrument: Cornett 

H-S number:  423.21 

Location: Right side of the scene 

Material: Carved and painted stone 

Description: Behind the lutes is a single curved cornet; it is black and has a protruding 

mouthpiece and flat sides. 

34 Instrument: Trumpet 

H-S number:  423.121 

Location: Right side of the scene 

Material: Carved and painted stone 

Description: The final instrument at the bottom of the pile is a trumpet, with a flared bell 

and a clear mouthpiece. It has a tight ‘S’ shaped bend, a white cloth hangs 

over part of it, and it is painted the same gold colour as the lutes.  

35 Instrument: Book of music 

 H-S number: - 

Location: Left side of scene 
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Material: Carved and painted stone 

Description: An open book sits on the table in front of the organ. It is damaged, but the 

remains of carved stave lines and painted notation can be seen on the upper 

part of the right-hand page. The three or four books on the floor may well 

also be music, but these have been left blank. 

 

Figure A.265: Exeter Cathedral 31-34. 

Type of source:  Royal arms 

Location:  South wall of the south transept 

Description: Of carved and painted wood. It bears no cypher or date, but is of the style used 

through much of the seventeenth century. 

Date:  1603-1649, 1660-1689 or 1702-1709. 

36 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Carved and painted wood 

Description: the harp has a curved pillar, angular shoulder, a head between the pillar and 

string arm, and there are eight strings. 
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Figure A.266: Exeter Cathedral 36. 

 

Figure A.267: Exeter Cathedral 36, detail. 

Type of source:  Monument 

Location:  South quire aisle, against the south wall 

Description: A large monument including an effigy, heraldry, and a panel which begins: 

  MEMORIÆ 
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  REVERENDI PATRIS, DIGNISSIMI PRÆSVLIS, 
  DOMINI GVLIELMI COTTONI 
  OLIM EXONIENSIS EPISCOPI 
  SACRVM. 

Which translates as: 

Sacred to the memory of the Reverend Father, the most worthy Prelate Lord 
William Cotton Once Bishop of Exeter.83 

Date:  162184 

 

Figure A.268: Bishop Cotton's monument. 

37-38 Instrument: Bells 

H-S number:  111.242.122 

Location: Behind the column on the right and left sides of the monument 

Material: Carved and painted stone 

Description: Both bells are of the same ‘bell’ shaped design, with a visible clapper. One 

includes a ring at the top, from which it is suspended, while this is hidden by 

decoration on the other. 

 
83 Translated by Vivian Hope, quoted in: Faunch, Church Monuments and Commemoration, 422. 
84 Faunch, Church Monuments and Commemoration, 419. 
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Figure A.269: Exeter Cathedral 37. 

 

Figure A.270: Exeter Cathedral 38. 

For Exeter Cathedral 39-41, see appendix A.3  
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44 – Exeter, St Martin 

 

Figure A.271: The location of Exeter, St Martin. 

County:  Devon  

Type of source:  Royal arms 

Location:  South wall 

Description: Of painted wooden boards, it is dated 1635 and bears the cypher ‘C R’. 

Date:  1635 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted wooden boards 

Description: The harp has a figure forming the upper part of the pillar, seven strings, and 

a curved shoulder. 
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Figure A.272: Exeter, St Martin 1. 

 

 

 

 

For Exeter, St Martin 2-3, see appendix A.3  

Figure A.273: Exeter, St Martin 1, detail. 
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45 – Exeter, St Mary Arches 

 

Figure A.274: The location of Exeter, St Mary Arches. 

County:  Devon  

Type of source:  Royal arms 

Location:  Above the south door (exterior) 

Description: Of white painted plasterwork and, unusually, on the outside of the church. It has no 

year or cypher but its form dates it to 1603-1649, 1660-1689 or 1702-1709. 

Date:  1603-1649, 1660-1689 or 1702-1709. 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Plasterwork 

Description: The harp is indistinct, presumably due to multiple layers of overpainting 

obscuring the details, but it has a head on the top of the pillar, an angular 

shoulder, and at least four strings. 
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Figure A.275: Exeter, St Mary Arches 1. 

 

 

Figure A.276: Exeter, St Mary Arches 1, detail. 
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46 – Exeter, St Olave 

 

Figure A.277: The location of Exeter, St Olave. 

County:  Devon  

Type of source:  Royal arms 

Location:  West wall 

Description: Of painted wooden boards with the date 1699 and the cypher ‘WIII R’, representing 

William III (1689-1702). At the top is another coat of arms, perhaps those of the 

arms’ patron. 

Date:  1699 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted wooden boards 

Description: The harp is a little indistinct, but appears to have around ten strings, a pillar 

in the shape of a figure, and an almost square shape caused by the 

elongated shoulder. 
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Figure A.278: Exeter, St Olave 1. 

 

Figure A.279: Exeter, St Olave 1, detail.  
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47 – Exeter, St Stephen 

 

Figure A.280: The location of Exeter, St Stephen. 

County:  Devon  

Type of source:  Royal arms 

Location:  West wall 

Description: The arms are of carved and painted wood. They are dated 1640 and include the 

cypher ‘C R’ above. 

Date:  1640 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Carved and painted wood 

Description: The harp includes a few decorative curls and two sound holes, it has five 

strings. 
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Figure A.281: Exeter, St Stephen 1. 

 

 

Figure A.282: Exeter, St Stephen 1, detail. 
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48 – Exeter, St Thomas 

 

Figure A.283: The location of Exeter, St Thomas. 

County:  Devon  

Type of source:  Royal arms 

Location:  On the tower screen at the west of the nave 

Description: Of carved and painted wood. Although it is dated 1682 at the bottom, the shield 

itself has been updated to the form used from 1837 to the present. 

Date:  1682, altered after 1837 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted wood 

Description: Although there would originally have been a harp in the same location, the 

current instrument appears to be of the same date as the rest of the 

updated shield. It is of slender construction, with seven strings. 
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Figure A.284: Exeter, St Thomas 1. 

Figure A.285: Exeter, St Thomas 1, detail. 
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49 – Falmouth 

 

Figure A.286: The location of Falmouth. 

County:  Cornwall 

Type of source:  Monument 

Location:  North wall 

Description: The wall tablet is dedicated to Thomas Corker, who died in 1700. Underneath it are 

several military symbols, including two drums. 

Date:  1700 

 

Figure A.287: Wall monument to Thomas Corker. 
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1-2 Instrument: Drums 

H-S number:  211.212 

Location: Beneath the main part of the monument 

Material: Carved stone 

Description: The two drums are in mirrored positions on either side of the composition. 

They have tensioning ropes on the side, but no other details are shown 

3 Instrument: Trumpet 

H-S number:  423.121 

Location: Beneath the main part of the monument 

Material: Carved stone 

Description: It is not clear if a musical instrument is intended; however, with the military 

theme around it, it is likely. There are several pipes protruding from behind 

the right-hand drum, one of which is conical, ending in a wide bell. 

 

 

Figure A.288: Falmouth 1. 
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Figure A.289: Falmouth 2-3. 
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50 – Feock 

 

Figure A.290: The location of Feock. 

County:  Cornwall 

Type of source:  Royal arms 

Location:  Above the south door 

Description: Of painted wooden boards with a carved wooden frame, some details appear to be 

gilded. It includes the date 1638 and the cypher ‘C R’. 

Date:  1638 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Paint and possibly gilding on wooden boards 

Description: A fairly elaborate harp with a prominent soundboard, four sound holes, 

eleven strings, and eight tuning pegs. 
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Figure A.291: Feock 1. 

 

 

Figure A.292: Feock 1, detail. 
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51 – Frithelstock 

 

Figure A.293: The location of Frithelstock. 

County:  Devon  

Type of source:  Royal arms 

Location:  North wall 

Description: Of white painted plasterwork with the date 1677 and the cypher ‘C R’. It is the work 

of John Abbott, and the arms are similar – although not identical to – those found in 

the Abbott pattern book.85 See chapter two for further discussion, and Milton 

Damerel 1 for an example of Abbott’s work that accords more closely to the pattern 

book. 

Date:  1677 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Plasterwork 

Description: The harp is of quite an elegant design, with a rounded shoulder, highly 

curved string arm, and ten strings. Due to thick overpainting, it is hard to tell 

if there are any tuning pins. 

 
85 The Abbott Pattern Book, Devon Heritage Centre, MS 404 M/BI; and Michael Bath, ‘The Sources of John 
Abbott's Pattern Book’, Architectural History, 41 (1998), pp. 49-66, at 58 
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Figure A.294: Frithelstock 1. 

 

 

Figure A.295: Frithelstock 1, detail. 

  



453 
 

52 – Gittisham 

 

Figure A.296: The location of Gittisham. 

County:  Devon  

Type of source:  Royal arms 

Location:  Above the north door 

Description: Of painted wooden boards, it has no date but does include the cypher ‘C II R’ dating 

it to the reign of Charles II. 

Date:  1660-1685 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted wooden boards 

Description: The harp has an angular shoulder and an animal head at the top of the pillar, 

which faces backwards with the string arm coming out of its mouth. There 

are fourteen strings, although some are obscured by the decorated pillar. 
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Figure A.297: Gittisham 1. 

 

Figure A.298: Gittisham 1, detail. 
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53 – Hartland 

 

Figure A.299: The location of Hartland. 

County:  Devon  

Type of source:  Monument 

Location:  North wall of the north aisle 

Description: The wall monument has a slate in the 

middle with text, and two putti or 

angels on top, one on each side. Sir 

Robert Cary, mentioned in the text, is 

the older brother of the George Cary 

whose monument in Clovelly church 

is discussed above (Clovelly 1), and 

the two monuments are also similar 

in style. The inscription reads:  

In memory of | Iohn Velty of 
Hartland Gentleman, | who 
faithfully served that Glorious 
| prince Charles the martyr, 
and his son, | Dureing the late 
civill wars of England, | As a 
Captain Leiuetenant to Soir: 
Robr: Cary, | And haveing 
Surviv’d these Calamitys, | Liv’d to the Enioyment of peace, | prosperity. 
and a good old age, | Dying in his 77th. yeare, | Dec: 7th An: Dō: J694. || As 
also | of Iohn Velly his Eldest son | who dyed August the 9th: | An: Ӕt. 4J An: 
DŌ: | J688. || Also Charles his 2d son buried Iany. | 25th J723 Aged 70. 

Date:  1694 

Figure A.300: Monument to John Velty. 
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1 Instrument: Trumpet 

H-S number:  423.121.1 

Location: On the top of the monument 

Material: Carved and painted stone (and wood?) 

Description: While one of the two putti holds an hourglass, the other (on the left) holds a 

straight trumpet. It is relatively short, and has a flared bell at one end; 

however, there is no obvious mouthpiece at the other end, which is a little 

way away from the player’s mouth. 

 

 

Figure A.301: Hartland 1. 
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54 – Hawkchurch 

 

Figure A.302: The location of Hawchurch. 

County:  Devon86 

Type of source:  Capital 

Location:  Part of the arcade between the south and middle aisles of the nave 

Description: The south arcade, which Pevsner dates to c. 1200, is low – meaning that the capital 

is at around head height and so clearly visible. There is some discrepancy in what 

instruments are present, as Pevsner identifies ‘musical animals’ and ‘a man with 

bagpipes’ and Montagu ‘oval fiddle and triple pipe […] and bagpipe’; however, I have 

been unable to locate the bagpipes on two separate occasions and so it is likely that 

they represent a perpetuated misunderstanding based upon the triple pipes. 87 A 

slightly earlier capital in the crypt of Canterbury Cathedral includes a similar scene, 

although there are noticeable differences such as that the figure on the left has 

wings, while the one on the right sits on a dragon-like creature rather than a chair 

and a plays a wind instrument with only one pipe.88 This might suggest that either: 

the Hawkchurch artist was familiar with the Canterbury carvings; both artists had 

access to the same source material; or these represent two examples of a well-

known scene or story. 

Date:  C. 1200 

 
86 Although now in Devon, the parish of Hawkchurch was part of Dorset until the nineteenth century. 
87 Cherry and Pevsner, Devon, 476; and Jeremy Montagu and Gwen Montagu, Minstrels & Angels: Carving of 
Musicians in Medieval English Churches (Berkeley, CA: Fallen Leaf Press, 1998), 106. 
88 Montagu and Montagu, Minstrels & Angels, 101. 
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1 Instrument: Fiddle or rebec 

H-S number:  321.32-71 

Location: South side of the capital 

Material: Carved stone 

Description: Two musicians are shown facing each other, on the left is a sheep with 

curled horns, who is playing a bowed string instrument.  The basic shape of 

the instrument’s body is obscured by the performers head and body (it rests 

somewhere around the upper shoulder or neck), and by the bow; however, 

some details are still visible, such as that there is no sharp angle between 

the neck and body, no sign of a waist, and that there is a sound hole on 

either side of the strings. The neck is short, with a round head that seems to 

have five tuning pegs; contrary to this, there only appear to be four strings, 

although this is not fully clear. At the other end of the instrument there is a 

clear tailpiece, and less clear separate bridge. The bow is marginally longer 

than the fiddle. 

2 Instrument: Triple pipe 

H-S number:  42 

Location: South side of the capital 

Material: Carved stone 

Description: To the right of the first musician is a goat with straight horns, who sits on a 

chair and plays a wind instrument. This instrument consists of three pipes; 

they are of slightly varying sizes, with the largest at the bottom and smallest 

at the top, all of which go straight into the player’s mouth. The pipes are 

held in both hooves, with the left further down the instrument and the right 

higher up. At its lower end, a short section of the long pipe is slightly wider 

than elsewhere, with a clear join between this and the rest of the pipe; and 

both this pipe and the middle pipe have been slightly scooped out at the 

bottom end to represent their hollow nature (because of its small size it is 

difficult to see if this is the case on the smallest). A final feature worth 

noting is that there is a line running from the instrument to the floor, it is 

possible that this could be a stand on which it is resting, something dangling 

from the instrument, or simply something added by the craftsman to 

increase the strength of the carving; however, this latter suggestion seems 
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unlikely as there are many more delicate parts that have not been 

supported. 

 

 

Figure A.303: Hawkchurch 1-2. 
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For Hennock, see appendix A.3 

55 – High Bickington 

 

Figure A.304: The location of High Bickington. 

County:  Devon  

Type of source:  Bench-ends 

Location:  Throughout the nave 

Description: More than fifty bench-ends have survived in the church, decorated with a range of 

figures, initials, and other motifs. 

Date:  [First half of the sixteenth century] 

1 Instrument: Wind instrument 

H-S number:  42 

Location: South side of north aisle 

Material: Carved wood 

Description: One of the bench-ends in the north aisle has been split into two arches, with 

a naked or almost naked putti-like figure standing on a pedestal in each. The 

figure on the left is playing a long, narrow wind instrument which curves to 

their right with a flared bell at the bottom. It may be a horn but this is not 

clear. The figure on the right holds an object of a very similar shape, but 

ending in a curved scroll rather than a flared bell, making it harder to know if 

it is intended to be musical or not. In the other aisle, another bench end has 

an almost identical design, only in this case the ‘instrument’ starts in the 

mouths of the figures before curving around the back of each like a sash. It 

may be that all four were copied from the same original source which was of 
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a musical nature; but it is also possible that no musical content was ever 

intended. See also High Bickington 2-4 in appendix A.3 for the other three 

figures described above. 

 

 

Figure A.305: High Bickington 1. 

 

 

 

 

 

 

 

 

 

 

For High Bickington 2-6, see appendix A.3 
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For Higher Lank, see appendix A.3 

56 – Holbeton 

 

Figure A.306: The location of Holbeton. 

County:  Devon  

Type of source:  Monument 

Location:  Against the east wall of the north aisle 

Description: The monument is large, taking up the entire width of the east end of the north 

chapel. It consists of four tiers of figures, one of which is reclining and the others 

kneeling; there are two slates at the bottom intended to hold text, but this has been 

worn away leaving a few indecipherable words and letters on the left tablet and 

scratched ruler lines on both. Pevsner identifies it as the monument of the Hele 

family, and the reclining figure as Sir Thomas Hele, who died in 1670, while Faunch 

dates the monument to c. 1650 and attributes it to the south west Devon 

workshop.89 

Date:  C. 1650 

1 Instrument: Drum 

H-S number:  211.212 

Location: Lower part of the monument, middle 

Material: Carved stone 

Description: Between the two text panels is a decorative panel with a rope tensioned 

drum in its centre. It is tightened with tied loops at both ends of the ropes. 

 
89 Cherry and Pevsner, Devon, 485; and Faunch, Church Monuments and Commemoration, 156. 
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The stone from which it is carved is quite corroded, but it is still possible to 

see an air vent on the side of the drum in the shape of one hole in the 

middle with six more in a circle around it. 

 

Figure A.307: The Hele monument. 

 

Figure A.308: Holbeton 1. 
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57 – Holne 

 

Figure A.309: The location of Holne. 

County:  Devon  

Type of source:  Rood screen 

Location:  Between the nave and chancel 

Description: The screen stretches across all three aisles, and the wainscoting of this is painted 

with figures of saints and other religious figures. 

Date:  [Fifteenth or early sixteenth century] 

1 Instrument: Bell 

H-S number:  111.242.122 

Location: North aisle 

Material: Painted wood panel 

Description: One panel depicts a figure of St Anthony, who is accompanied by his 

common attribute, a pig. The pig’s right ear is pierced and a bell hangs from 

it, it is black, small, and of a flared shape rather than the more typical ‘bell’ 

shape seen elsewhere (for example Abbots Bickington 1 and 2) 
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2 Instrument: Lute 

H-S number:  321.321 

Location: Middle door of the screen, left side 

Material: Painted wood 

Description: On the left side of the central doors, an angel is shown playing a lute; it lacks 

many details, but has a rosette, bridge, and five strings; although there is no 

plectrum, the angel’s right hand is held in a way that could suggest that one 

is being used. 

3 Instrument: Harp 

H-S number:  322.2 

Location: Middle door of the screen, right side 

Material: Painted wood 

Description: As a counterpart to Holne 2, an angel is shown playing a harp that is even 

more indistinct than the lute, with no strings and no details beyond its basic 

shape. It has a curved pillar and sound chest, and the sound chest and string 

arm meet at a sharp angle. The angel’s left hand plays the lower strings 

Figure A.310: St Anthony, including Holne 1. Figure A.311: Holne 1. 
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while their right plays the higher strings. Both figures are part of a deliberate 

scheme in the middle of the screen, which is centred around Jesus and Mary 

as King and Queen of Heaven in the centre of the door, followed by the two 

musical angels on the outer part of the door, and then the four evangelists 

in the next two panels on either side of the screen. 

  This pairing of angel harpist and lutenist is seen elsewhere, and the 

whole scene found on this screen is noticeably similar to that at nearby 

Torbryan. In chapter three the appearance of this grouping – as well as the 

specific similarities between these two screens – Is discussed further, and 

the suggestion is made that the centre panels at Holne could be an 

imprecise copy of those at Torbryan. 

 

Figure A.312: The central doors of the Holne screen. 
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Figure A.313: Holne 2. 

 

Figure A.314: Holne 3.  
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For Holsworthy, see appendix A.3 

58 – Ilsington 

 

Figure A.315: The location of Ilsington. 

County:  Devon  

Type of source:  Roof 

Location:  Throughout the church 

Description: The wagon roofs of the nave, chancel, and transepts meet with large diagonal arches 

in a very unusual arrangement. These arches in turn rest on four wooden supports, 

which have figures in niches carved into their sides. 

Date:  [Fifteenth century] 

 

Figure A.316: The unusual Ilsington roof. 
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1 Instrument: Wind instrument 

H-S number:  42 

Location: South-west support, facing north west 

Material: Carved wood 

Description: One figure plays a straight wind instrument which widens out to a bell at the 

bottom. It is hard to identify due to woodworm and lack of detail, but it may 

well be a trumpet or a shawm. The figure is dressed in a flowing robe tied 

with a belt, and holds the instrument with their right hand towards the top 

and their left hand further down. 

 

Figure A.317: Ilsington 1. 

2 Instrument: Harp 

H-S number:  322.2 

Location: South-east support, facing north east 

Material: Carved wood 

Description: A seated figure is shown playing a harp. They are wearing a similar long robe 

to the wind instrument player, with long sleeves, and a headdress with 

fabric trailing to the neck behind them which appears similar to a short 
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hennin. Despite this generally feminine clothing, the figure appears to have 

a beard, and so the headdress may be something else. The harp has a 

curved pillar, slightly curved sound chest, eleven strings, and although the 

string arm has been damaged it appears that the shoulder is rounded. There 

are some signs of orangey-red paint in places on the carving. 

 

Figure A.318: Ilsington 2. 

3 Instrument: Bagpipes 

H-S number:  422-62 

Location: North-east support, facing south east 

Material: Carved wood 

Description: The final niche contains a standing figure who is dressed in a similar style to 

the harpist, though with a slightly longer headdress. It is possible that this 

figure is also a man, but this is less clear than with the harpist. They are 

playing a set of bagpipes with a single drone, which flares towards its end, 

and a blowpipe into which they are blowing with puffed out cheeks. 

However, it is hard to tell if there are one or two chanters because the 
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instrument is shown from its side. As with the harpist, some traces of paint 

are present. 

 

Figure A.319: Ilsington 3. 

  



472 
 

59 – Kilkhampton 

 

Figure A.320: The location of Kilkhampton. 

County:  Cornwall 

Type of source:  Bench-ends 

Location:  Throughout the nave 

Description: An extensive set of 157 bench-ends, with many of the standard designs including 

symbols of the Passion and heraldry, including many Grenville clarions. As well as 

the benches themselves, the decorative panels at the front and back of each set of 

benches have also been preserved. All of the clarions are of more-or-less the same 

design, generally with between four and six pipes, fipples, and often some material 

removed from the top of each pipe to suggest that they are hollow. Unlike in some 

cases, the pipes are occasionally square in profile rather than rounded. 

Date:  [First half of the sixteenth century] 

1-3 Instrument: Clarions 

H-S number:  - 

Location: South side of the south aisle 

Material: Carved wood 

Description: The upper part of the bench-end is taken up with a shield, it is divided with 

three clarions taking up half and an animal the other. 

4-6 Instrument: Clarions 

H-S number:  - 

Location: South side of the middle aisle 

Material: Carved wood 
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Description: The bench-end is divided into two, with a shield in each half. Three clarions 

are found on the right-hand shield. 

 

7-9 Instrument: Clarions 

H-S number:  - 

Location: North side of the middle aisle 

Material: Carved wood 

Description: The bench-end is divided into two, with a shield in each half. Three clarions 

are found on the left-hand shield. 

10-11 Instrument: Clarions 

H-S number:  - 

Location: North side of the north aisle 

Material: Carved wood 

Description: The bench-end is divided into two, with a single clarion on a shield in either 

side. These two clarions are bigger than usual, with the left one having 

seven pipes and the right one six, but are otherwise of the same standard 

design as the others. 

Figure A.321: Kilkhampton 1-3. Figure A.322: Kilkhampton 4-6. 
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12-13 Instrument: Clarions 

H-S number:  - 

Location: North side of the north aisle 

Material: Carved wood 

Description: As with Kilkhampton 10 and 11, the bench-end is divided into two, with a 

single clarion on a shield in either side. In this instance each clarion has 

seven pipes; however, in both cases the far-left pipe is far narrower than the 

other six, as if the size of the pipes was not planned before carving and the 

artist was left without enough space. 

14 Instrument: Clarion 

H-S number:  - 

Location: North side of the north aisle 

Material: Carved wood 

Description: The bench-end is divided into two, with a single clarion under the left-hand 

arch. It has seven pipes. 

Figure A.323: Kilkhampton 7-9. Figure A.324: Kilkhampton 10-11. 
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15-17 Instrument: Clarions 

H-S number:  - 

Location: Decorative panels at the front of the back set of benches between the north 

and central aisles 

Material: Carved wood 

Description: Three clarions are alone on a shield on one of the panels. 

18 Instrument: Horn 

H-S number:  423.1 

Location: Decorative panels at the front of the back set of benches between the north 

and central aisles 

Material: Carved wood 

Description: One panel (immediately to the right of Kilkhampton 15-17) includes a single 

hunting horn with a baldric on a stylised shield. 

Figure A.325: Kilkhampton 12-13. Figure A.326: Kilkhampton 14. 
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Figure A.327: Kilkhampton 15-17. The shield is obscured by modern furniture, but the lowest of the three clarions in visible. 

 

19-20 Instrument: Clarions 

H-S number:  - 

Figure A.328: Kilkhampton 15-17 viewed from above, the 
upper two clarions can be seen along with the top of the 
third. 

Figure A.329: Kilkhampton 18. 
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Location: Decorative panels at the front of the back set of benches on the north side 

of the north aisle 

Material: Carved wood 

Description: Two clarions are shown on a single shield on one of the panels. Each has six 

pipes. 

21-23 Instrument: Clarions 

H-S number:  - 

Location: Decorative panels at the front of the benches between the south and central 

aisles 

Material: Carved wood 

Description: There are three clarions in the fourth quarter of a coat of arms of one of the 

panels. 

 

24-26 Instrument: Clarions 

H-S number:  - 

Location: Decorative panels at the front of the benches between the south and central 

aisles 

Figure A.330: Kilkhampton 19-20. Figure A.331: Kilkhampton 21-23. 
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Material: Carved wood 

Description: Three clarions alone on a shield on one of the panels. 

27-29 Instrument: Clarions 

H-S number:  - 

Location: Decorative panels at the front of the benches between the north and central 

aisles 

Material: Carved wood 

Description: Three clarions alone on a shield on one of the panels. 

 

30-32 Instrument: Clarions 

H-S number:  - 

Location: Decorative panels at the front of the benches between the north and central 

aisles 

Material: Carved wood 

Description: Three clarions alone on a shield on one of the panels. 

33 Instrument: Bell 

H-S number:  111.242.122 

Figure A.332: Kilkhampton 24-26. Figure A.333: Kilkhampton 27-29. 
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Location: Decorative panels at the front of the benches between the north and central 

aisles 

Material: Carved wood 

Description: The panel includes a head in profile in a circular frame, and below this hangs 

an object which could be a bell, but could also be some other decorative 

object. It is partially obscured, but appears to be of a typical ‘bell’ shape. 

 

Type of source:  Font 

Location:  Under the north arcade between the north and south doors of the nave 

Description: An octagonal granite font, Pevsner states that ‘it is likely that the document[ed] 

‘setting up’ of the font in 1585 refers to this, given by Richard Grenville (of the 

Revenge)’.90 This certainly fits with the heraldry found on the lower faces of the font, 

with clarions taking up four out of eight of these, and one of the remaining four left 

blank. 

Date:  1585 

34-45 Instrument: Clarions 

 
90 Beachham and Pevsner, Cornwall, 260. 

Figure A.334: Kilkhampton 30-32. Figure 335: Kilkhampton 33. 
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H-S number:  - 

Location: Around the lower faces of the font 

Material: Carved granite 

Description: The clarions appear fairly standard, with around four pipes; however, they 

lack much detail, presumably because of the coarseness of the stone.  

 

Figure A.336: Kilkhampton 34-36 (south face of the font). 

 

Figure A.337: Kilkhampton 37-39 (south-west face of the font). 
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Figure A.338: Kilkhampton 40-42 (west face of the font). 

 

Figure A.339: Kilkhampton 43-45 (north face of the font). 

Type of source:  Doorframe 

Location:  South porch exterior door 

Description:  The exterior of the south door includes heraldry in each spandrel. Above, is a stone 

carved with the text ‘PORTA CELI | 1567’.  

Date: 1567 

46-48 Instrument: Clarions 

H-S number:  - 

Location: Left spandrel 

Material: Carved granite 
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Description: The three clarions are indistinct from weathering, but appear to be of a 

fairly standard design. 

 

Figure A.340: Kilkhampton 46-48. 

Type of source:  Lintel of statue niche 

Location:  South wall 

Description: Above the priest’s door is a niche, which has a wide and well carved lintel 

incorporating a small canopy. On the left is a shield with three clarions, and on the 

right is another worn shield containing the remains of three more. 

Date:  [Late medieval] 

49-51 Instrument: Clarions 

H-S number:  - 

Location: Left side of the lintel 

Material: Carved stone 

Description: The clarions are wide, with eight pipes each. All of which end in a slight 

point, but there do not appear to be any fipples. 

52-54 Instrument: Clarions 

H-S number:  - 

Location: Right side of the lintel 

Material: Carved stone 

Description: The clarions are heavily worn, revealing nothing only enough of their basic 

outline to identify them. 
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Figure A.341: Kilkhampton 49-51. 

 

Figure A.342: Kilkhampton 52-54. 

 

 

 

 

 

 

 

For Kilkhampton 55-58, see appendix A.3 
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60 – Kingskerswell 

 

Figure A.343: The location of Kingskerswell. 

County:  Devon  

Type of source:  Stained glass 

Location:  East window of middle aisle 

Description: The window contains a number of fragments of medieval glass. 

Date:  [Late medieval] 

1 Instrument: Bell 

H-S number:  111.242.122 

Location: Middle of the upper part of the window 

Material: Stained glass 

Description: One of the fragments of medieval glass includes St Anthony’s pig, alongside 

part of the saint himself. There is a yellow band around the pig’s neck, from 

which hangs a bell with straight sides and no flare at the bottom. There may 

be a clapper but this is not clear. 
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Figure A.344: Kingskerswell 1. 
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61 – Landulph 

 

Figure A.345: The location of Landulph. 

County:  Cornwall 

Type of source:  Bench-end 

Location:  Throughout the nave 

Description: A set of bench-ends featuring many of the usual designs, including symbols of the 

Passion and initials. 

Date:  [First half of the sixteenth century] 

1-3 Instrument: Bells 

H-S number:  111.242.122 

Location: On the north side of the south aisle 

Material: Wood carving 

Description: The bench-end is split into two arches with the one on the left having a cross 

with a crown of thorns resting on it, and the one on the right three bells. 

These bells all have visible clappers, are of the standard church bell shape, 

and appear to have hoops at the top to attach them to the headstock. These 

form the arms of the priory of St Germans (see Antony 1-3). 
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Figure A.346: Landulph 1. 
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For Langtree, and Lanhydrock (house), see appendix A.3 

62 – Lanhydrock 

 

Figure A.347: The location of Lanhydrock. 

County:  Cornwall 

Type of source:  Royal arms 

Location:  North wall 

Description: A plasterwork royal arms dated 1621 and bearing the cypher ‘I R’. It is painted white 

and is smaller than many other plaster examples such as those are Boconnoc and 

Cardinham. 

Date:  1621 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Plasterwork 

Description: The harp has sixteen strings and eleven holes in the string arm representing 

tuning pegs. It has a curved pillar and clear sound chest. 
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Figure A.348: Lanhydrock 1. 

 

 

Figure A.349: Lanhydrock 1, detail. 
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63 – Lanreath 

 

Figure A.350: The location of Lanreath. 

County:  Cornwall 

Type of source:  Royal arms 

Location:  Hanging above the north door in the nave 

Description: Of painted and gilded wooden boards. The boldness of the colours may suggest later 

repainting in some areas. At the top is the date 1660, along with the cypher ‘C R 2D’ 

denoting Charles II. 

Date:  1660 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted and gilded wooden boards. 

Description: The harp has ten strings, a curved shoulder, wide soundboard and an animal 

head at the junction of the string arm and pillar. There are no tuning pins 

and two on the strings end on the pillar rather than the soundboard. 
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Type of source:  Bench-end 

Location:  Chancel 

Description: One of a small set of bench-ends, two topped with the heads and shoulders of 

bearded figures and decorated with heraldic shields. 

Date:  Sixteenth century.91 

2-4 Instrument: Three horns 

H-S number:  423.1 

Location: The right half of the shield 

Material: Carved wood 

Description: The three hunting horns are separated into two rows (two above and one 

below) and divided by a chevron. They are identical in design, and in their 

positioning and the way they each hang from their baldric they are fairly 

typical of such instruments when found in a heraldic context. However, they 

are a little more stylised than some, having only a slight curve and several 

decorative bands. 

 
91 Beachham and Pevsner, Cornwall, 279. 

Figure A.351: Lanreath 1. Figure A.352: Lanreath 1, detail. 
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Figure A.353: Lanreath 2-4. 
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64 – Lanteglos 

 

Figure A.354: The location of Lanteglos. 

County:  Cornwall 

Type of source:  Royal arms 

Location:  Hanging on the wall of the nave to the east of the north door 

Description: Of painted wooden boards. It bears the date 1668 at the bottom and the cypher ‘C R’ 

at the top. The most interesting feature is the evidence of an earlier gilded royal 

arms – which has partially appeared where the paint has failed to stick properly to 

the gold leaf – revealing that the coat of arms was originally much higher up on the 

board. This may well suggest that the original arms were made during the reign of 

either James I (1603-1625) or Charles I (1625-1649), discarded (and presumably 

painted over) during the Interregnum, and then restored during the reign of Charles 

II. As well as the gold leaf, a bright blue paint is visible in places which appears to 

come from the original paint scheme. This can be contrasted with the (presumably 

cheaper) green paint that has been used for the ‘blue’ sections of the newer paint 

scheme to suggest that the original arms were created at greater expense than the 

1668 repainting.  See chapter two for further discussion, and Dittisham 1-2 for 

another example of this. 

Date:  1602-1649 (Lanteglos 1) and 1668 (Lanteglos 2) 
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Figure A.355: Lanteglos 1 and 2. 

 

 

Figure A.356: The Lanteglos royal arms with the surviving earlier material highlighted and the original arms partially 
reconstructed. 

1 Instrument: Harp 

H-S number:  322.2 

Location: Just above the current shield 

Material: Gold leaf 

Description: The harp is the most prominent survival of the original arms, but even so not 

all of it is visible. There are (what seem to be) multiple small sound holes on 

the wide soundboard and it appears to be of the gothic style, with an 
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angular shoulder and curved pillar. Although there is some evidence for 

strings and tunings pins it is not possible to be certain or to count these. 

 

Figure A.357: Lanteglos 1. The harp can be seen surrounding the 'T' of 'SOIT'. 

2 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Paint on wooden boards 

Description: Compared to the gilded example above, the earthy yellow paint makes this 

harp seem less vibrant, and it also appears to be more fanciful, with no 

tuning pins and two of the eight strings ending on the pillar. It has an 

elaborate shoulder, a decorated scroll between the pillar and string arm, 

and on the soundboard there are two ‘S’ shaped sound holes on either side 

of the strings. 
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Figure A.358: Lanteglos 2. 

Type of source:  Heraldry 

Location:  West end of the south aisle 

Description: Both the west and south walls of the end of the aisle are covered in panelling that 

incorporates heraldic shields along the west and decorative figures along the south 

walls, all under a series of semi-circular arches that may suggest an Elizabethan or 

Jacobean date. There is some confusion about the origins of this woodwork, Pevsner 

states that ‘Sedding re-erected PANELLING with the coats of arms from the former 

family pews at Boconnoc at the W end of the S aisle.’92 In contrast to this a framed 

note by J. M. Perceval accompanies one of two old watercolour paintings of the 

church interior currently displayed within the nave, and relates a slightly different 

story: 

THE LARGE PEW on the right hand side of the picture is that of the ancient 
family of Mohun, (the arms are painted on the side). It was situated in the 
Mohun chapel at the east end of the south aisle, where are also the tombs 
and the effigy of Thomas de Mohun who died in the 15th century. His 
father, John, lies in the same tomb. 
When the church was restored in 1904, these box pews were dismantled, 
and now form the present panelling at the west end of the south aisle. 

Although the woodwork has generally been left bare, the coats of arms are 

painted, with the paint having peeled away and been lost in places. Four of the arms 

include three clarions each, which take up as much as half of one shield but in 

another case are just one of 55 quarterings. 

 
92 Beachham and Pevsner, Cornwall, 283. 
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Date:  [c. 1550-1650] 

3-14 Instrument: Clarions 

H-S number:  - 

Location: On four separate coats of arms 

Material: Painted wood 

Description: The twelve clarions (on four separate shields) found here vary in size but are 

all of the same simplified design. They have none of the details that would 

suggest their musical connections (fipples, for example) and all of the ‘pipes’ 

point downwards rather than up. All are yellow on red backgrounds. 

 

 

  

Figure A.359: Lanteglos 3-5. Figure A.360: Lanteglos 6-8. 
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Figure A.361: Lanteglos 9-11. Figure A.362: Lanteglos 12-14. 
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65 – Launcells 

 

Figure A.363: The location of Launcells. 

County:  Cornwall 

Type of source:  Bench-end 

Location:  Throughout the nave 

Description: A set of over 60 good quality bench-ends in generally good condition. They are 

decorated with the usual scenes, including foliage, heads, and the instruments of the 

passion. 

Date:  [First half of the sixteenth century] 

1 Instrument: Hunting horn 

H-S number:  423.1 

Location: North side of the south aisle 

Material: Wood 

Description: The bench-end is divided into two arches, each with a shield under them: on 

the right shield is a dragon-like creature with scales, wings, and pointed 

teeth; while the left contains a hunting scene. This scene primarily shows a 

man standing and holding a staff, with two dogs are by his feet; one sitting 

and the other sniffing the ground. Three further animals appear to be in 

tunnels beneath their feet, apparently depicting two rabbits being flushed 

from their burrow by a dog. In the man’s other hand he holds a fairly small 

hunting horn against his belt, it appears to be on a baldric but this is not 

clear. It is curved but while the wider end is in good condition, the narrow 

end is missing past the huntsmen’s hand, revealing only its length and 
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shape. Likewise, the head of one of the dogs and the man’s face have 

received damage, so this may be deliberate; however, the carving also has 

some signs of woodworm so it may simply be age related. 

 

Type of source:  Wall painting 

Location:  West wall of the south aisle 

Description: Almost the entire wall is covered by a rare post-Reformation painting of the Sacrifice 

of Isaac. The main scene is depicted at the bottom, while two angels hover above 

holding trumpets alongside the text ‘Abraham Abraham’ in a banner or unfurled 

scroll next to one of them. This directly recalls the biblical text: ‘And the Angel of the 

LORD called unto him out of heaven, and said, Abraham, Abraham. And he said, 

Here am I.’93 The painting is damaged and faint in places and so some details have 

been lost. 

Date:  1680-9094 

 
93 Genesis 22:11, KJV. 
94 Beachham and Pevsner, Cornwall, 284. 

Figure A.364: Launcells 1. Figure A.365: Launcells 1, detail. 
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Figure A.366: Wall painting of the Sacrifice of Isaac. 

2 Instrument: Trumpet 

H-S number:  423.121.1 

Location: Left side of the painting 

Material: Wall painting 

Description: This is the more complete and also more detailed of the two trumpets. It is 

straight and conical throughout, ending in a slightly flared bell which 

appears to be decorated, although this may simply be the result of damage 

to the image. There are at least three bosses along the length of the 

trumpet, with the possibility for another having been hidden by the angel’s 

left hand, which holds the instrument half way along. The player’s mouth is 

open as if taking a breath, with the end of the trumpet to one side. 
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Figure A.367: Launcells 2. 

3 Instrument: Trumpet 

H-S number:  423.121.1 

Location: Right side of the painting 

Material: Wall painting 

Description: The second angel holds their trumpet at arm’s length, well away from their 

mouth; much of it has been lost, including the bell, leaving only a straight 

stick with no evidence of bosses or a conical shape as with the other. 

Although a trumpet is implied by the context of the first angel, there is no 

real evidence of this from the object itself and so it remains possible that it 

is something else. 

 

Figure A.368: Launcells 3. 
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Type of source:  Royal arms 

Location:  North wall of the nave 

Description: A plaster royal arms, now largely white but with clear remnants of a former paint 

scheme surviving. At the top is the cypher ‘C R’ dating it to the reigns of Charles I or 

Charles II. 

Date:  1625-1649 or 1660-1685 

4 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Plasterwork 

Description: The harp has sixteen strings ten tuning pins on a string arm which ends in a 

scroll at one end and an animal head at the other. Both the shoulder and 

pillar bend noticeably outwards and it has a sound chest with two ‘S’ shaped 

sound holes. In contrast to the official colour scheme which requires a 

yellow harp with silver strings on a blue background (see chapter two for 

more information on this) there is some evidence for red paint on almost all 

parts of the harp, and the remains of a bright blue background behind.95 It is 

possible, however, that the red paint could have been a base layer which 

supported further paints or gilding. 

 
95 John Guillim, A Display of Heraldrie (London: William Hall, 1610), 280. 



504 
 

 

Figure A.369: Launcells 4. 

 

Figure A.370: Launcells 4, detail.  
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66 – Launceston, St Mary Magdalene 

 

Figure A.371: The location of Launceston, St Mary Magdalene. 

County:  Cornwall 

Type of source:  Stone carving 

Location:  Exterior walls 

Description: With the exception of the tower, the church of St Mary Magdalene was rebuilt in 

1511-24 in granite, and every exterior surface carved and decorated with ‘barbarous 

profuseness’.96 Although the coarseness of the stone precludes many details, these 

carvings include heraldry, many repetitive patterns, and the whole building is 

encircled – one letter at a time – with the following words: 

AVE MARIA GRACIA DOMINUS TECUM. SPONSUS AMAT SPONSUM. MARIA 
OPTIMAM PARTEM ELIGIT. O QUAM TERRIBILIS ET METUENDUS EST LOCUS 
ISTE. VERE ALIUD NON EST HIC NISI DOMUS DEI ET PORTA CELI 

Hail Mary full of grace. The Lord is with thee. The bridegroom loves the 
bride. Mary chose the best part. O how terrible and fearful is this place. Truly 
this is no other than the house of God and the gate of Heaven.97 

Under the main east window Mary Magdalene reclines in a niche, with 

further figures kneeling in separate smaller alcoves under arches on either side of 

her, all facing in towards the middle. On both sides, the innermost two of these hold 

a baton and wear a chain around their neck, while the next three play musical 

instruments. Another band of figures above are reduced in number to two on either 

side because the window now fills the middle, and again the innermost are found 

 
96 Beachham and Pevsner, Cornwall, 287. 
97 Ibid., 288. 
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with baton and (less distinct) chain while the outer play instruments. Above these a 

further three bands of figures can be seen – with the top row slightly truncated – 

but while these are clearly of the exact same pattern as the upper of the two main 

bands they have been left as outlines only. This means that they are clearly intended 

to represent the same instrumentalists as below, but include no details to show this. 

In total there are 24 figures filling the majority of the middle bay of the east wall; of 

these, the twelve in the lower two bands are fully carved, and eight of these are 

musicians. 

 

A link has been made between these carvings and the musicians associated 

with the church who were recorded in an indulgence of 40 days granted by Bishop 

Lacy in 1440 to anyone contributing to their support. Alongside this the Records of 

Early English Drama demonstrate how the town paid ‘Robyn the synger’ and ‘a 

Figure A.372: The east wall of Launceston, St Mary 
Magdalene (middle aisle). 

Figure A.373: A drawing demonstrating the location of: A, 
musicians (numbered); B, figures with batons and chains; 
C, copies of musicians with no detail; D; copies of figures 
with batons and chains; E, St Mary Magdalene; F 
individual letter of the text quoted above; and G, a Tudor 
royal arms. 
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singing man’ from ‘south Tawton’ in 1573-4.98 In practice it is harder to make sense 

of either the imagery or the real-life musicians. Historically there were close links 

between the church and town – who took responsibility for the maintenance of the 

church and for appointing and paying for its clergy up until the nineteenth century.99 

This supports these as civic rather than ecclesiastic musicians, something which is 

also suggested by the batons and chains of the carved figures, both of which were 

common regalia of town waits.100 However, the combination of loud and quiet 

instruments seen in the hands of the musicians is unusual, and so while it is possible 

that these local musicians – whatever form their organisation may have taken – 

were the inspiration behind the carvings, it is unlikely that the carvings specifically 

recreate any kind of contemporary musical practice. This is also backed up by the 

images themselves, which are sometimes unclear or show unlikely playing positions 

suggesting that the artist was more concerned with composition than realism. 

Date:  1511-24 

1 Instrument:  Symphony (hurdy-gurdy) 

H-S number:  321-72 

Location: Exterior east wall, middle bay, upper row of figures (of the two main rows), 

far left alcove 

Material: Carved granite 

Description: The instrument is rectangular in form, with a keyboard along the full length 

of one side and a clearly bent handle at one end, which the musician is 

turning with their left hand. Their right hand rests on the keys, which are on 

the closer side of the instrument to them in a style which is not uncommon 

in the art of this period.101 However, the symphony itself sits a little away 

from them, a position that may owe more to the composition of the image 

than the practical use of the instrument. 

2 Instrument: Bagpipes 

H-S number:  422-62 

Location: Exterior east wall, middle bay, upper row of figures, far right alcove 

 
98 Rosalind Hays, C.E. McGee, Sally Joyce and Evelyn Newlyn (eds.), Records of Early English Drama: Dorset and 
Cornwall (Toronto: University of Toronto Press, 1999), 410. 
99 Charles Henderson, The Cornish Church Guide (Truro: Bradford Barton, 1925, repr. 1964), 115. 
100 Christopher Marsh, Music and Society in Early Modern England (New York: Cambridge University Press, 
2010), 124. 
101 Mary Remnant, Musical Instruments: An Illustrated History from Antiquity to the Present (London: B. T. 
Batsford, 1989), 77-79. 
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Material: Carved granite 

Description: Because they have been shown side on, it is difficult to be certain about 

some details of this figure; however, they appear to be playing a single 

chanter instrument with the bag under their left arm. It can be said with 

greater certainty that the instrument has no drone, but does possess a 

blowpipe which begins further back into the bag than the chanter (in 

contrast to Braddock 1 or St Ewe 1-2), and a conical chanter which ends in a 

wide bell. A slight lump at the top of the chanter may be intended to 

indicate its attachment into the bag, as is the case with Davidstow 1. 

 

3 Instrument: Rebec or fiddle  

H-S number:  321.32-71 

Location: Exterior east wall, middle bay, lower row of figures, left side 

Material: Carved granite 

Description: While the general shape of the instrument and the smooth transition 

between the body and neck suggests a round backed rebec, this is not 

Figure A.374: Launceston, St Mary Magdalene 1. Figure A.375: Launceston, St Mary Magdalene 2. 
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entirely clear making a flat backed fiddle also possible.102 The musician is 

holding the instrument against their left upper arm or shoulder, their left 

hand is at the instrument’s neck and their right holds a long, straight bow. 

No strings are shown, possibly because of the stone did not allow such 

details to be included. 

 

4 Instrument: Lute or gittern 

H-S number:   321.321 

Location: Exterior east wall, middle bay, lower row of figures, left side 

Material: Carved granite 

Description: As with the previous entry, it is not clear exactly which instrument is being 

suggested.103 However, the pear shape of the body with no obvious join into 

the neck, as well as the lump at the end of the neck that may represent the 

end of a curved head, may well suggest a gittern even if the large size of the 

instrument does not support this. It is held very high up on the body, with 

 
102 See Mary Remnant, ‘Rebec, Fiddle and Crowd in England’, Proceedings of the Royal Musical Association, 
95th Sess. (1968 - 1969), pp. 15-28, for more on this distinction. 
103 For more on the difference between the lute and gittern see Wright, ‘Gittern and Citole’. 

Figure A.376: Launceston, St Mary Magdalene 3. Figure A.377: Launceston, St Mary Magdalene 4. 
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the right hand coming up from above to pluck the strings. The coarse stone 

makes it impossible to know if a plectrum is being used, and no strings are 

shown. 

5 Instrument: Harp 

H-S number:  322.2 

Location: Exterior east wall, middle bay, lower row of figures, left side 

Material: Carved granite 

Description: A gothic style harp with long and indistinguishable sound chest and pillar 

and a curved string arm. The right hand is in the middle of where the strings 

would be, but the left is not visible. 

6 Instrument: Shawm 

H-S number:  422.112 

Location: Exterior east wall, middle bay, lower row of figures, right side 

Material: Carved granite 

Description: The musician holds a wind instrument which appears to be a shawm slightly 

away from their mouth. It is conical with a slightly flared end, the inside of 

which can be seen, and the player has their left hand lower than their right. 

 

Figure A.378: Launceston, St Mary Magdalene 5. Figure A.379: Launceston, St Mary Magdalene 6. 
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7 Instrument: Shawm 

H-S number:  422.112 

Location: Exterior east wall, middle bay, lower row of figures, right side 

Material: Carved granite 

Description: Similar to Launceston, St Mary Magdalene six, but without such a clear 

conical profile and the left hand slightly above the right. 

8 Instrument: Shawm 

H-S number:  422.112 

Location: Exterior east wall, middle bay, lower row of figures, right side 

Material: Carved granite 

Description: Similar to Launceston, St Mary Magdalene six, but with the left hand 

significantly higher than the right. 

 

9-11 Instrument: Bells 

H-S number:  111.242.122 

Location: Exterior east wall, middle bay, directly above Mary Magdalene in the same 

niche 

Figure A.380: Launceston, St Mary Magdalene 7. Figure A.381: Launceston, St Mary Magdalene 8. 
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Material: Carved granite 

Description: A heavily worn coat of arms of the priory of St Germans (see Antony 1-3). 

The three bells have lost almost all of their detail. 

 

Figure A.382: Launceston, St Mary Magdalene 9-11. 

12-14 Instrument: Bells 

H-S number:  111.242.122 

Location: Exterior east wall, south corner (higher) 

Material: Carved granite 

Description: Coat of arms of the priory of St Germans. The three bells are of a fairly 

standard church bell design. 

 

Figure A.383: Launceston, St Mary Magdalene 12-14. 

15-17 Instrument: Bells 
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H-S number:  111.242.122 

Location: Exterior east wall, south corner (lower) 

Material: Carved granite  

Description: Similar to Launceston, St Mary Magdalene 12-14. 

 

Figure A.384: Launceston, St Mary Magdalene 15-17. 

18-20 Instrument: Bells 

H-S number:  111.242.122 

Location: Exterior north wall, above doorway 

Material: Carved granite  

Description: Similar to Launceston, St Mary Magdalene 12-14. 

 

Figure A.385: Launceston, St Mary Magdalene 18-20. 
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67 – Little Petherick 

 

Figure A.386: The location of Little Petherick. 

County:  Cornwall 

Type of source:  Bench-end 

Location:  Nave 

Description: A small number of late-medieval bench-ends have become slightly lost among a set 

of unusually good early-twentieth-century reproductions. 

Date:  [First half of the sixteenth century] 

1 Instrument: Horn 

H-S number:  423.1 

Location: North side of the north aisle 

Material: Carved wood 

Description: The hunting horn is curved, conical, and hangs from a baldric. It is on a 

shield which also holds a sword and a bell, and together these appear to 

represent the story of St Petroc and can be compared to a similar shield at 

Rialton, which also includes a hunting horn. See chapter five for further 

discussion, along with Rialton in appendix A.3. 

2 Instrument: Bell 

H-S number:  111.242.122 

Location: North side of the north aisle (same bench-end as number 1) 

Material: Carved wood 
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Description: The bell has straight sides, tapering slightly towards the top where a handle 

loop is found. A clapper protrudes at the bottom. The straight sides make 

this appear less like a church bell and more like a saint’s hand bell. 

 

 

  

Figure A.387: Little Petherick 1-2. Figure A.388: Little Petherick 1-2, detail. 
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68 – Lostwithiel 

 

Figure A.389: The location of Lostwithiel. 

County:  Cornwall 

Type of source:  Font 

Location:  West end of the south aisle 

Description: A finely carved octagonal font with images on all sides including a bishop, a (more 

crudely carved) crucifixion, and a hunting scene. 

Date:  Fourteenth century 

1 Instrument: Horn 

H-S number:  111.242.122 

Location: North-east face of the font 

Material: Carved stone 

Description: The hunting scene carved onto one face of the font shows a figure on 

horseback with a dog nearby. A sword hangs from their waist, a bird rests on 

their left hand and with their right they hold a hunting horn to their mouth. 

A baldric holds the horn to the hunter, and the horn itself is curved and 

conical, in the style typical of such an instrument. It is worth noting that 

when this font was carved, the church would have been a short distance 

from an important deer park and so some link to this may have been 

intended in this carving. See chapter five for a more detailed discussion of 

this. 
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Figure A.390: Lostwithiel 1. 
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For Loxhore, see appendix A.3 

69 – Malborough 

 

Figure A.391: The location of Malborough. 

County:  Devon  

Type of source:  Altar cloth 

Location:  On display in the south-west corner of the church (as of 31 August 2016) 

Description: The altar cloth is made up of late medieval vestments, with thirteen embroidered 

figures. 

Date:  [Late medieval] 

1 Instrument: Harp 

H-S number:  322.2 

Location: Placed horizontally on the left side of the altar cloth 

Material: Embroidery 

Description: One of the embroidered figures is King David, who holds a sceptre in his 

right hand and in his left supports a harp, which rests on the floor. Only four 

strings are visible, and it has an angular shoulder. 
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Figure A.392: Malborough 1. 
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70 – Manaccan 

 

Figure A.393: The location of Manaccan. 

County:  Cornwall 

Type of source:  Royal arms 

Location:  West end of the north wall of the north aisle 

Description: Of painted wooden boards with the cypher ‘C R’, dating it to the reigns of Charles I 

or Charles II. 

Date:  1625-1649 or 1660-1685 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Paint on wooden boards 

Description: The harp has a curved pillar, and a straight string arm and sound chest – 

which has three sound holes in its side – giving it an almost rectangular 

appearance. There are nine silver coloured strings, no tuning pegs, and 

scrolls at either end of the string arm. 
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Figure A.394: Manaccan 1. 

 

Figure A.395: Manaccan 1, detail.  
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71 – Marhamchurch 

 

Figure A.396: The location of Marhamchurch. 

County:  Cornwall 

Type of source:  Royal arms 

Location:  South wall of the south aisle 

Description: These plasterwork arms still retain much of their original paint, but a lot has been 

lost, especially around the central shield. At the top the cypher ‘C R’, denotes it as 

originating from the reigns of either Charles I or Charles II. Pevsner describes it as 

‘originally of Charles I with Charles II repainting’.104 

Date:  1625-1649 or 1660-1685 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms. 

Material: Plasterwork 

Description: The harp has a curved pillar and shoulder, an animal head at the end of the 

string arm, and around twelve strings. There are a number of decorative 

holes, some of which may represent tuning pegs and sound holes. 

 
104 Beachham and Pevsner, Cornwall, 341. Pevsner records this information as coming from Anna Hulbert. 
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Figure A.397: Marhamchurch 1. 

 

Figure A.398: Marhamchurch 1, detail. 

Type of source:  Memorial floor slate 

Location:  East end of nave 

Description: The top half of the slate is dedicated to text, while the bottom includes a coat of 

arms and an image of a woman above some decorative patterns, all between two 

columns. The slate is heavily worn, leaving the text difficult to read. However, it 

begins ‘HERE LIETH | BVRIED THE BOD […] | MARI BEACHA | MP […]’, and ends with 

‘15[…]1’, presumably the year. However, in the nineteenth century it is recorded as 

commemorating ‘Mari, wife of John Beachamp’, and being dated to 1581.105 

 
105 E. R. Kelly (ed.), Kelly’s Directory of Cornwall (London: Kelly and Co., 1883), 950. 
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Date:  1581 

2-4 Instrument: Clarions 

H-S number:  - 

Location: Part of a shield towards the lower end of the slate 

Material: Carved slate 

Description: The shield has been quartered, with the three clarions taking up one half of 

it. Due to wear, it is impossible to observe much detail, other than to say 

that these appear quite stylised, with the pipes pointing downwards and 

around four pipes on each clarion. 

 

 

  

Figure A.399: Mari Beachamp's floor slate. Figure A.400: Marhamchurch 2-4. 
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72 – Marwood 

 

Figure A.401: The location of Marwood. 

County:  Devon  

Type of source:  Bench-end 

Location:  Throughout the nave 

Description: Around 24 bench-ends have survived; with initials, symbols of the Passion, animals, 

and other designs. 

Date:  [First half of the sixteenth century] 

1 Instrument: Bagpipes 

H-S number:  422-62 

Location: North side of the south aisle 

Material: Carved wood 

Description: The bench-end is narrower than all but one of the others, with which it 

would presumably have formed a pair at the front of the seating. In the 

middle there is an angel, with wings above and a scroll or banner held 

below, while below this is a bagpiper. Together, these form a scene that has 

been interpreted as showing the annunciation to the shepherds.106 The 

piper is holding their instrument as if to play it, although as their left hand is 

raised away from the chanters and the blowpipe is not in their mouth they 

do not appear to be playing. The bagpipes themselves have a single drone 

with a flared end, and two chanters which are of roughly equal length. Both 

 
106 James W. Merryweather, ‘Two-Chanter Bagpipes in England’, The Galpin Society Journal, 54 (2001), pp. 62-
75, at 69-70. 
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chanters are slightly conical, but have no flaring to the ends; it is not 

possible to judge if they have finger holes due to later damage. 

 

 

 

  

Figure A.402: Marwood 1. Figure A.403: Marwood 1, detail. 
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73 – Membury 

 

Figure A.404: The location of Membury. 

County:  Devon  

Type of source:  Grotesque 

Location:  Tower 

Description: The tower includes eight decorative grotesques and one gargoyle; four of the 

grotesques are near the top of the tower itself and another four are near the top of 

the stair turret. 

Date:  [Medieval] 

1 Instrument: Wind instrument 

H-S number:  42 

Location: East side of the stair turret 

Material: Carved stone 

Description: A grotesque human figure plays a wind instrument, which is hard to identify 

as it lacks much detail and appears distorted. It is possible that the bottom 

end is flared, though it may just appear this way because of how the artist 

has carved the hollow end; while the top end splays out slightly immediately 

before the player’s open mouth. 
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Figure A.405: Membury 1. 
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74 – Merton 

 

Figure A.406: The location of Merton. 

County:  Devon  

Type of source:  Stained glass 

Location:  North aisle, east window 

Description: Four large figures of medieval origin have been inserted into the window, with signs 

of extensive restoration. 

Date:  [Late medieval] 

1 Instrument: Bell 

H-S number:  111.242.122 

Location: Right hand panel 

Material: Stained glass 

Description: One of the four figures is that of St Anthony, who holds a staff in his left 

hand with a bell hanging from the handle. The bell is slightly conical with a 

small flare towards the bottom; it has a loop at the top to tie it on to the 

staff and a clapper visible inside. Although it is possible that it is a later 

replacement, it looks aged compared to other parts of the image, such as 

the pig at the saint’s side, and so it is likely to be original. 
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Figure A.407: The figure of St Anthony. 

 

 

Figure A.408: Merton 1. 
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75 – Milton Damerel 

 

Figure A.409: The location of Milton Damerel. 

County:  Devon  

Type of source:  Royal arms 

Location:  North wall of the north aisle 

Description: Of white painted plasterwork. It includes the royal cypher ‘C R’ and the date 1664. It 

is on the north wall opposite the south door and an information sheets in the church 

attribute it to John Abbott. This is backed up by the design of the arms, which are 

very similar to the example in the Abbott pattern book. See chapter two for further 

discussion of this. 

Date:  1664 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Plasterwork 

Description: The harp has seven strings, although the highest one is barely visible; the 

pillar is bent and has an animal head at its top. 
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Figure A.410: Milton Damerel 1. 

 

 

Figure A.411: Milton Damerel 1, detail. 
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76 – Mullion 

 

Figure A.412: The location of Mullion. 

County:  Cornwall 

Type of source:  Royal arms 

Location:  Above the north door in the north aisle 

Description: An elaborate carved royal arms with no date or cypher. The form dates it to the 

reigns of James I, Charles I, Charles II or James II, or the first part of the reign of 

Anne. 

Date:  1603-1649, 1660-1689, 1702-1707 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms. 

Material: Carved and painted wood 

Description: The harp is fairly stylised with a head at the end of the string arm. There are 

two sound holes in the sound chest, six tuning pins, and eight strings which 

appear to be in four double courses. 
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Figure A.413: Mullion 1. 

 

 

Figure A.414: Mullion 1, detail. 
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77 – Mylor 

 

Figure A.415: The location of Mylor. 

County:  Cornwall 

Type of source:  Royal arms 

Location:  Above the south door in the south aisle 

Description: Of painted wooden boards. A dull grey paint has been used in place of blue and the 

cypher ‘C R’ represents either Charles I or Charles II. 

Date:  1625-1649 or 1660-1685 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms.  

Material: Painted wooden boards 

Description: Although the harp has a clear sound chest with five sound holes, the rest is 

highly stylised with a narrow pillar and string arm which twist and curve 

around. Between the two is a semi-human head. Eight strings are shown, 

but they do not quite run parallel with each other. 
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Figure A.416: Mylor 1. 

 

Figure A.417: Mylor 1, detail.  
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78 – Newton Abbot Town Museum (Sandford Orleigh Overmantle) 

 

Figure A.418: The location of Newton Abbot Town Museum. 

County:  Devon  

Type of source:  Sandford Orleigh overmantle – 

all’antica panels 

Location:  Entrance room 

Description: The Sandford Orleigh overmantle is a 

nineteenth century fireplace surround 

made from sixteenth and seventeenth 

century woodwork. Although now in 

the Newton Abbott Town Museum, it 

was in Sandford Orleigh – the house 

near Newton Abbot for which it was 

created – from the 1830s to the 

1990s, before being donated to the 

museum in 2008. It is likely that all or 

part of the woodwork came from St 

Leonard’s church in Newton Abbot, 

with some of it originating in a 

monastic setting before the Reformation.107 Riall dates the panels with all’antica 

 
107 Nicholas Riall, ‘The Heart of Oak Project: The Sandford Orleigh Overmantle’, Newton Abbot Town & GWR 
Museum, Occasional Papers No 1 (2013), 8. This includes a detailed discussion of the various parts of the 
overmantle, their potential origin, and their date.  

Figure A.419: The Sandford Orleigh overmantle. 
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decoration (three of which include putti playing musical instruments) to 1525-35, 

which is backed up by dendrochronological evidence, and attributes them to a local 

workshop.108 

Date:  1525-35 

1 Instrument: Trumpet 

H-S number:  423.121 

Location: Middle of upper tier, left 

Material: Carved wood 

Description: Although slightly curved, the instrument is probably intended to be a 

straight trumpet. It has a mouthpiece, a flared bell, and two bosses joined 

together halfway along its length. SO-6.109 

 

Figure A.420: Newton Abbot Town Museum 1. 

2 Instrument: Drum 

H-S number:  211.212 

 
108 Ibid, 10-11. 
109 The numbers given at the end of each description indicate the catalogue number given by Riall in: Riall, ‘The 
Sandford Orleigh Overmantle’. 
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Location: Middle of upper tier, centre 

Material: Carved wood 

Description: The drum rests on the side of the figure’s body, and although at first glance 

it appears to be attached to them by a strap, this carries on below the drum 

and wraps around their legs. Only the upper head of the drum can be seen, 

which has a single snare, and the figure plays with two drum sticks, the one 

in their left hand in an overhand hold and the one in their right held 

underhand. SO-7. 

3 Instrument: Flute 

H-S number:  421.121.12 

Location: Middle of upper tier, right 

Material: Carved wood 

Description: The flute is held to the player’s left side, with their right hand higher up the 

instrument and on the front side and their left further down and behind. It is 

straight and shows some signs of finger holes, although this may be later 

damage. SO-12. 

 

Figure A.421: Newton Abbot Town Museum 2. Figure A.422: Newton Abbot Town Museum 3. 
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Type of source:  Sandford Orleigh overmantle – posts 

Location:  Entrance room 

Description: See above for more general information. Unlike Newton Abbot Town Museum 1-3, it 

is possible that these pieces were brought in from outside the county in the 

nineteenth century, but there is also a chance that they were originally created as an 

addition to the earlier panels.110 The three on the upper tier are of the same style, 

with each showing the head and torso of a putti engaged in a musical activity, while 

the one in the middle tier is similar but not as closely matched. Riall dates them 

broadly to 1540-1650/75.111 

Date:  1540-1650/75 

4 Instrument: Singer 

H-S number:  - 

Location: Upper tier, left of centre 

Material: Carved wood 

Description: The identity of this figure as a singer is assumed from its association with 

two other musicians (as is also the case with Newton Abbot Town Museum 

4). They are shown with what appears to be an open book pressed against 

their chest, but this is not clear and so it is also possible that the carving 

could represent something entirely different. SO-30. 

5 Instrument: Wind instrument 

H-S number:  42 

Location: upper tier, centre 

Material: Carved wood 

Description: Other than a slight outward flare of the pipe at its bottom, the instrument 

has no recognisable details. The figure’s right hand is above their left, but 

the instrument does not carry on above their upper hand, and there is no 

indication that it ever reached their mouth. SO-31. 

 
110 Riall, ‘The Sandford Orleigh Overmantle’, 35. 
111 Ibid., 30. 
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6 Instrument: Wind instrument 

H-S number:  42 

Location: Upper tier, right of centre 

Material: Carved wood 

Description: More has survived of this instrument than of Newton Abbot Town Museum 

5, but it is still indistinct. The bottom tapers away, suggesting that it has 

been broken, but the upper part continues right to the mouth, where there 

is some indication of a mouthpiece or other similar detail. As with Newton 

Abbot Town Museum 5, the right hand is above the left, but the slight curve 

of the instrument and the possible presence of a mouthpiece could suggest 

that a cornett is intended in this case. SO-32. 

7 Instrument: Tambourine 

H-S number:  211.311+112.122 

Location: Middle tier, centre 

Material: Carved wood 

Figure A.423: Newton Abbot Town Museum 4. Figure A.424: Newton Abbot Town Museum 5. 
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Description: The figure holds the instrument by the frame with their left hand and taps it 

with their right. It has slots in the side of the frame where pairs of jingles are 

visible and the head is slightly indented on one side, suggesting that only the 

side being tapped has skin. Despite these details, the shape of the 

instrument is closer to an oval than a circle. SO-36.  

 

Type of source:  Sandford Orleigh overmantle – panel 

Location:  Entrance room 

Description: Alongside seven other panels, this has been dated to 1550-1700. It is unlikely that 

these had any connection with the pieces described above before the 1830s. 112 

Date:  1550-1700 

8 Instrument: Triangle 

H-S number:  111.211 

Location: Between middle and lower tiers, left 

Material: Carved wood 

 
112 Ibid., 30, 35. 

Figure A.425: Newton Abbot Town Museum 6. Figure A.426: Newton Abbot Town Museum 7. 
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Description: A figure holds a triangle – which appears to be suspended by a cord – in 

their left hand and strikes it with a beater in their right. Six jingles hang from 

the lower bar of the instrument. SO-48. 

 

 

Figure A.427: Newton Abbot Town Museum 8. 
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79 – Newton St Cyres 

 

Figure A.428: The location of Newton St Cyres. 

County:  Devon  

Type of source:  Monument 

Location:  South wall of the chancel 

Description: It is fairly small, with a scene in the 

middle showing a seated figure 

dressed in black with a white ruff and 

collars. He leans his right elbow on a 

skull, which itself rests on a table, and 

his left hand holds a book. Three 

instruments rest at his feet, and 

underneath the scene a slate reads: 

WHEN THIS BRIGHT STARR 
MASKT WTH A FLESHLY 
CLOVDE | BRAKE THROVGH 
þT VALLE WCH DID HIS 
BEAVTIE SHROVDE | 
ALTHOVGH þE CLOVDE TO 
SOONE DISSOLVINGE BRED | 
BOTH WINDS (OUR SIGHES) & 
SHOWERS (þE TEARES WE 
SHED) | YET DOTH THE STARR 
NOW SHINE IN HEAVEN 
MORE BRIGHT | AND TO THE EARTH GIVES HIS EXAMPLE LIGHT | By Iohn 
Short Gent and Alice his wife to the | pious memorie of there ſecund ſonne | 
Sherland Short who died þe 27 day | of May Ao. 1632 ӕtat. ſuӕ 17. is this 
erected. 

Figure A.429: Sherland Short's monument. 
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Faunch has attributed the monument to the Wellar workshop (see also Cadeleigh 

and Chittlehampton), for further discussion see chapter four.113 

Date:  1632 

1 Instrument: Lute 

H-S number:  321.321 

Location: Bottom of scene, left 

Material: Carved and painted stone 

Description: On the left of the scene a lute lies front down on the floor under the table. 

Although the front and one side are hidden it is still possible to see that it 

has a ribbed back, four equally spaced tied frets (with two parallel strings for 

all but one), and five tuning pegs on the visible side of the head. 

2 Instrument: Viola da gamba 

H-S number:  321.322-71 

Location: Bottom of scene, middle 

Material: Carved and painted stone 

Description: In the middle of the scene the figure of Sherland Short rests one slightly 

damaged foot on a viol, presumably a bass judging from its size, although a 

tenor is perhaps also possible. Like the lute it has tied frets represented by 

double lines, which number five in this instance. The back and front 

overhang the sides, three tuning pegs are visible on one side of the head, 

and a bow lies between the neck of the viol and the cittern which sits behind 

it. 

3 Instrument: Cittern 

H-S number:  321.322 

Location: Bottom of scene, right 

Material: Carved and painted stone 

Description: On the right, a cittern is the only instrument with its front visible. A bridge 

and sound hole rosette are both visible where they protrude on either side 

of the strings, of which there are four, and there is a double line of purfling 

around the soundboard. 

 
113 Faunch, Church Monuments and Commemoration, 521. 
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Figure A.430: Newton St Cyres 1-3. 

Type of source:  Royal arms 

Location:  South wall 

Description: Of painted wooden boards with the royal cypher ‘I 2.D R’ at the top and the date 

1685 painted onto the frame above. 

Date:  1685 

4 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted wooden boards 

Description: The harp is quite elaborate, with a large winged female figure in place of the 

pillar, eight strings, and a rounded shoulder. 
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Figure A.431: Newton St Cyres 4. 

 

Figure A.432: Newton St Cyres 4, detail.  
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80 – North Bovey 

 

Figure A.433: The location of North Bovey. 

County:  Devon   

Type of source:  Roof 

Location:  Chancel 

Description: The wall plate of the chancel’s wagon roof includes a series of decorated bosses. 

Date:  [Late medieval] 

1-3 Instrument: Harps 

H-S number:  322.2 

Location: North side of the chancel 

Material: Carved and painted wood 

Description: One of the decorative bosses is carved with three harps inside a shield. The 

top two harps have curved pillars, slightly curved soundboxes, and angular 

shoulders, while the other is smaller and less detailed with straight sides. 

Four strings have been painted onto the upper left harp, and five onto the 

other two. The paint used is bright and clearly modern, and so the original 

carving under this is less clear, especially regarding smaller details such as 

the strings. 
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Figure A.434: North Bovey 1-3. 
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81 – North Hill 

 

Figure A.435: The location of North Hill. 

County:  Cornwall 

Type of source:  Royal arms 

Location:  On the south wall above the south door 

Description: Of painted wooden boards. The aging process has left the painting quite dark and 

indistinct, making it unclear whether the ‘blue’ sections of the image were originally 

blue or always their current grey shade. The cypher ‘C R’ denotes either Charles I or 

Charles II. 

Date:  1625-1649 or 1660-1685 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms.  

Material: Painted wooden boards 

Description: Although indistinct, it is possible to see that the harp has a wide sound chest 

with three circular sound holes on either side of the strings. The pillar and 

string arm are narrow, with a curved shoulder and an animal head at the top 

of the pillar. There are eight strings and no tuning pegs. 
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Figure A.436: North Hill 1. 

 

Figure A.437: North Hill 1, detail.  
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82 – North Molton 

 

Figure A.438: The location of North Molton. 

County:  Devon  

Type of source:  Panelling 

Location:  Chancel walls 

Description: The walls of the chancel are decorated with panels from nearby Court House. In the 

centre of the east wall, directly above the altar this includes a royal shield. This is of 

the style used 1603-1649, 1660-1689 and 1702-1709, while Pevsner identifies the 

panelling as ‘’Jacobean’, though probably as late as the middle of the C 17’.114 

Date:  1603-1649, 1660-1689 or 1702-1709 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Carved wood 

Description: The harp has a curved pillar and a pointed shoulder. There are sixteen 

strings with sixteen corresponding holes in the string arm representing 

tuning pins, although some of the strings start and end on the pillar in an 

unrealistic fashion. 

 
114 Cherry and Pevsner, Devon, 602. 



553 
 

 

Figure A.439: North Molton 1. 

 

 

 

 

 

 

 

 

 

 

 

 

For North Molton 2, see appendix A.3 
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83 – North Tamerton 

 

Figure A.440: The location of North Tamerton. 

County:  Cornwall 

Type of source:  Bench-end 

Location:  Throughout the nave 

Description: A set of late medieval bench-ends has been preserved in the north aisle and at the 

east end of the south aisle. They are in the usual style and are decorated with typical 

imagery including profile heads, symbols of the Passion, and initials. 

Date:  [First half of the sixteenth century] 

1-2 Instrument: Clarions 

H-S number:  - 

Location: East end of the south aisle 

Material: Carved wood 

Description: Two clarions appear on separate shields, and under separate arches on one 

bench-end. They each have six pipes, all of which have neatly cut fipples that 

move steadily nearer to the top of the pipe towards the right-hand side. 

Similarly, the pipes of one also get longer towards the right. There has been 

some removal of material at the top of the pipes to make them appear 

hollow, but they are not tapered at the bottom as is sometimes the case. 
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Figure A.441: North Tamerton 1-2. 
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For Offwell, see appendix A.3 

84 – Ottery St Mary 

 

Figure A.442: The location of Ottery St Mary. 

County:  Devon  

Type of source:  Monument 

Location:  Between chancel and north chancel aisle 

Description: An altar tomb with canopy, adapted from an 

earlier Easter Sepulchre. It includes some 

later inscriptions, but also the date 1587 

and the arms of the Grenville and Haydon 

families, representing the marriage of John 

Haydon (to whom the tomb is dedicated) 

and Johanne Grenville.115 An image of the 

monument in Spreat’s Picturesque Sketches 

of the Churches of Devon shows that little 

has been changed since the 1840s, although 

it does not show the details of the 

heraldry.116 

Date:  1587 

1-3 Instrument: Clarions 

H-S number:  - 

 
115 Faunch, Church Monuments and Commemoration, 537-541. 
116 W. Spreat, Picturesque Sketches of the Churches of Devon (Exeter: W. Spreat, 1842). 

Figure A.443: John Haydon's monument. 
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Location: South side of the monument 

Material: Carved and painted stone 

Description: A red painted shield holds three yellow clarions. They have six short pipes 

each and no details suggesting musical intention. 

 

Figure A.444: Ottery St Mary 1-3. 

4-6 Instrument: Clarions 

H-S number:  - 

Location: North side of the monument 

Material: Carved stone 

Description: The design is basically the same as numbers 1-3, but with no paint and seven 

pipes each. 

 

Figure A.445: Ottery St Mary 4-6. 

For Ottery St Mary 7, see appendix A.3 
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85 – Paignton 

 

Figure A.446: the location of Paignton. 

County:  Devon  

Type of source:  Screen 

Location:  Between the south aisle and Kirkham Chantry (south transept) 

Description: The screen separating the chantry 

chapel from the rest of the church is 

made from stone and has the 

appearance of two canopy tombs 

with a doorway between them. It 

dates from towards the end of the 

fifteenth century and is extensively 

decorated with religious imagery, 

much of which has been damaged. 117 

On the eastern side of the western 

canopy there is a scene of the Family 

of St Anne, above which a figure of 

God is flanked by two angels playing 

musical instruments. 

Date:  Late fifteenth century 

1 Instrument: Harp 

 
117 Cherry and Pevsner, Devon, 838. 

Figure A.447: The Kirkham Chantry screen. 
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H-S number:  322.2 

Location: Eastern side of the western canopy 

Material: Carved stone 

Description:  The angel on the left plays a harp with a curved pillar and sound chest, and a 

pointed shoulder. Although the figure’s head has not been removed like 

many of those lower down on the screen have been, there is still some 

damage to the top of the pillar, and no strings are visible. The angel’s left 

hand is shown playing the lower strings while their right plays the higher, 

and there is possibly a strap passing over one of the angel’s shoulders, 

though this could be part of their robes. 

 

Figure A.448: Paignton 1. 

2 Instrument: Lute or gittern 

H-S number:  321.321 

Location: Eastern side of the western canopy 

Material: Carved stone 

Description: On the right, the angel plays a lute – although a gittern is also possible as the 

neck and neck join are both missing making the distinction unclear. It has 

three strings which pass right to the end of the soundboard, no visible 

bridge, a rounded back, and signs of a central sound hole or rosette. 

Unfortunately, the damage is quite extensive, with both of the angel’s arms 

missing, as well as the upper half of the instrument. 
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Figure A.449: Paignton 2. 
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86 – Plymstock 

 

Figure A.450: The location of Plymstock. 

County:  Devon  

Type of source:  Monument 

Location:  South-east corner of the south aisle 

Description: The monument straddles the south 

and east walls of the aisle in an 

unusual fashion. It includes three 

kneeling figures in the middle, one on 

the east wall and two on the south, 

and there are several panels of the 

type of decoration common on 

monuments from the first half of the 

seventeenth century. The two panels 

at the bottom that look as though 

they were intended for text are blank; 

however, Pevsner identifies the 

monument as belonging to members 

of the Harris family of Radford, and 

dating to the mid seventeenth-

century.118 

 
118 Cherry and Pevsner, Devon, 681. 

Figure A.451: The Harris monument. 
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Date:  Mid-seventeenth century 

1 Instrument: Drum 

H-S number:  211.212 

Location: West side of the south wall part of the monument 

Material: Carved and painted stone 

Description: One decorative panel includes a drum at its centre. The drum is rope 

tensioned with tightening loops, but exhibits a crude and unrealistic use of 

perspective. Behind it there is a gun and several other potentially martial 

items, alongside four possible drumsticks. 

 

 

Figure A.452: Plymstock 1. 
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87 – Poughill 

 

Figure A.453: The location of Poughill. 

County:  Cornwall 

Type of source:  Royal arms 

Location:  North wall of the north aisle 

Description: A painted plasterwork arms dated 1655. This is a confusing source; firstly, the date is 

highly improbable, given that it falls between the Civil War and the Restoration; a 

time when such a strong royalist statement would have been unlikely. Secondly, the 

arms themselves are of the style used between 1801 and 1837 which, along with the 

cypher ‘GR’, date them to within the reigns of George III (r. 1760-1820) or George IV 

(r. 1820-1830), narrowing it down to between 1801 when this form of the arms was 

adopted, and 1830 when William IV came to the throne. It may be possible to 

reduce the latest possible date to 1816 based on the design of the arms, but this is 

less clear. 

The late date of the arms can easily be explained by them having been 

updated in the early nineteenth century, as is also the case with the Poundstock 

arms, which were originally of the seventeenth century but were then updated in 

the eighteenth and nineteenth. Unlike most plasterwork arms, the central shield is 

flat with the arms themselves simply painted on, which would have made updating 

them easy, or (as is probably more likely) this could have been done at a later date 

to aid with the reworking. The cypher also appears to have been updated, with an 

extra line added to the original ‘C’ to turn it into a ‘G’, suggesting an original date 

within the reigns of Charles I (r. 1625-1649) or Charles II (r. 1660-1685). However, 
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none of this explains the unusual date and so the most likely explanation is that it 

represents a mistake made when reworking the arms in the nineteenth century. This 

has also been discussed in chapter two. 

Date:  Originally 1625-1649 or 1660-1685 (dated 1655), updated 1801-1837 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms. 

Material: Painted plaster 

Description: Although the harp is likely to date entirely to the nineteenth century, it is in 

the place originally held by a seventeenth-century original. It is heavily 

stylised, with the pillar and string arm taking the form of a winged human, 

and there are eleven strings.  

 

Figure A.454: Poughill 1. 

 

Figure A.455: Poughill 1, detail. 
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88 – Poundstock 

 

Figure A.456: The location of Poundstock. 

County:  Cornwall 

Type of source:  Royal arms 

Location:  Poundstock Gildhouse 

Description: As with Poughill, these plasterwork arms been updated at a later date; however, in 

this case, they appear to have been altered on at least two occasions. A date of 1638 

– which Pevsner reports as having been revealed during restoration – gives the year 

of its creation.119 Other than this, the earliest clear evidence comes from 1714-1801, 

when the arms were updated to those used by George I, George II, and George III in 

this period, while the cypher was more convincingly changed to ‘GR’ than that at 

Poughill. The arms were further altered in 1801-1816 (the form is more clearly of 

this date than at Poughill where a later date is also possible), but those of the 

previous century are still faintly visible underneath, and the third quarter of the 

shield (the harp) was largely retained from the eighteenth-century design. Like at 

Poughill, the shield itself is flat and so it is possible that it was completely 

remodelled and repainted in the eighteenth century, but it could also be that some 

details – including the harp – date from its earliest period. In the 1980s it was 

removed from the church for conservation due to the dangers of Concorde, before 

being placed on display in the nearby Gildhouse as a new surround had rendered it 

too big to return to the church.120 

 
119 Beachham and Pevsner, Cornwall, 460. 
120 Ibid, 460. 
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Date:  Originally 1638, updated 1714-1801 and 1801-1816 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Paint on plaster 

Description: A human figure forms most of the pillar and the string arm is narrow, with 

no tuning pegs. There are at least 10 strings, but more could be hidden 

under the later alterations. While it is likely to date from the eighteenth 

century, it is in the place of a seventeenth century original. 

 

  

Figure A.457: Poundstock 1. Figure A.458: Poundstock 1, detail. 
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For Probus, see appendix A.3 

89 – Sancreed 

 

Figure A.459: The location of Sancreed. 

County:  Cornwall 

Type of source:  Rood screen 

Location:  Between nave and chancel 

Description: A richly carved and painted screen survives in the north aisle in its lower part, having 

been cut off above. In the south aisle is an unpainted modern replacement in a 

similar style.  

Date:  [Fifteenth or early sixteenth century] 

1 Instrument: Wind instrument 

H-S number:  42 

Location: North side of the north aisle 

Material: Carved and painted wood 

Description: A fool or jester plays a fanciful instrument that curves, snake like, from their 

mouth to the floor, where it opens out into a flared bell. Although the player 

is obscured by decorative foliage from below the waist making it impossible 

to see their feet, this would make the instrument considerably longer than 

them. Their cheeks are puffed out and their right hand is higher than their 

left, while at least three finger holes have been painted onto the instrument 

near their hands. A small notch near the top of the instrument could suggest 

a fipple, but might equally be damage. There is a modern reproduction of 

the whole panel in the south aisle. 
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2-3 Instrument: Bells 

H-S number:  111.24 

Location: North side of the north aisle 

Material: Carved and painted wood 

Description: Two bells hang from ear like protrusions on either side of the fool’s hat. In 

the typical style of dancers’ bells, they are spherical with a hole on the side 

and a slit running away from this towards the other side, and presumably 

terminating in another hole. 

 

Figure A.460: Sancreed 1-3. 
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For Rialton, and Rose Ash, see appendix A.3 

For Sandford Orleigh, see Newton Abbot Town Museum 

90 – Shebbear 

 

Figure A.461: The location of Shebbear. 

County:  Devon  

Type of source:  Pulpit 

Location:  East end of nave 

Description: An octagonal pulpit of carved wood, 

with five bands of decoration, three 

of which are made up of figures in 

arches on the three most visible sides. 

Pevsner identifies it as Elizabethan, 

but a Jacobean date would also seem 

reasonable.121 

Date:  Second half of the sixteenth or first 

half of the seventeenth centuries 

1-2 Instrument: Trumpets 

H-S number:  423.121.1 

Location: South west panel of the upper 

band 

Material: Carved wood 

 
121 Cherry and Pevsner, Devon, 724. 

Figure A.462: The Shebbear pulpit. 
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Description: Under one of the arches an angel holds a trumpet in each hand; the one in 

their right hand is pressed to their lips while the other is held away from 

their body. Both instruments are straight and short, and both are quite 

crude with a slightly flared bell at one end; however, the one held in the left 

hand also has a small flared section at the top indicating a mouthpiece. 

 

Figure A.463: Shebbear 1-2. 

3 Instrument: Lute 

H-S number:  321.321 

Location: West panel of the middle band 

Material: Carved wood 

Description: One arch holds a lutenist. They are seated on a chair and their instrument is 

shown with five strings, at least eight tuning pegs, and purfling and 

decoration around its oval shaped soundboard. The player’s left thumb 

extends around to the front of the neck in a way which may suggest 

unfamiliarity with the instrument, while at the other end the right thumb is 

placed over the strings which could suggest that they are plucking the 

strings with their fingers. 
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Figure A.464: Shebbear 3. 
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91 – Sheviock 

 

Figure A.465: The location of Sheviock. 

County:  Cornwall 

Type of source:  Monument 

Location:  South transept 

Description: Against the south wall of the transept (also known as the Dawney Aisle) is a 

monument holding two recumbent effigies, representing Lady Emmeline Dawney (d. 

1371) and her husband Sir Edward Courtenay (d. 1370); both have some damage. A 

lion lies at the feet of Sir Edward, while a dog rests by those of his wife.122 

Date:  C. 1375 

1 Instrument: Bell 

H-S number:  111.24 

Location: On the dog’s collar at the feet of Lady Emmeline Dawney 

Material: Carved stone 

Description: The dog wears a collar on which hangs a single bell, although signs of 

damage suggest that there were more originally. The bell itself is a spherical 

with a slit across it and a round hole at each end of the slit, in the style used 

by dancers. 

 
122 Beachham and Pevsner, Cornwall, 616. 
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Figure A.466: The Dawney monument. 

 

Figure A.467: Sheviock 1. 
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92 – Sidbury 

 

Figure A.468: The location of Sidbury. 

County:  Devon  

Type of source:  Corbel 

Location:  Chancel (exterior) 

Description: The chancel includes a number of carved Norman corbels at the top of its north and 

south walls, although some on the north side have been moved with the addition of 

a later vestry. A change in the stonework at around the same location as the start of 

the vestry on the south side suggests that some changes have been made to the 

chancel and so it is possible that those corbels to the east of this originally decorated 

an apse. Both this and the corbels themselves can be compared to other 

contemporary examples, such as Kilpeck church in Herefordshire, which also 

includes a musician. 

Date:  [Twelfth century] 

1 Instrument: Viola da gamba 

H-S number:  321.322-71 

Location: North wall 

Material: Carved stone 

Description: An ape like figure plays a bowed string instrument held vertically. There are 

two strings and the instrument appears to have four sound holes – one in 

each corner of the body. The bow and the arm holding it are broken, but it is 

still possible to see that the bow has both hair and wood visible. 
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Figure A.469: Sidbury 1. 

Type of source: Trumpeting angel 

Location:  West gallery 

Description: Of carved and painted wood and incorporated into a west gallery of 1620 (though 

painted with a date of 1754).123 The angel has clearly been placed onto the gallery at 

a later date, and its original position on top of the sounding-board of the pulpit can 

be seen in a nineteenth-century illustration by W. Spreat.124 Similarly, the church 

guide states that ‘The ANGEL with a trumpet originally stood on top of the sounding 

board of a 17C three-decker Jacobean pulpit, situated where the modern lectern 

now stands. This pulpit was dismantled in 1885.’125 Although a seventeenth-century 

date seems most likely based upon this and the appearance of the figure, it is also 

possible that it dates from the eighteenth or later. There are several other similar 

angels in the region which have also been removed from their original context, and 

these can be found in the ‘miscellaneous’ section of the gazetteer due to the 

 
123 Cherry and Pevsner, Devon, 730. 
124 Spreat, Picturesque Sketches. 
125 Peter Garwood, Sidbury Church and its 7th Century Crypt (Sidbury: The Parochial Church Council of St. Giles, 
Sidbury with St. Peter, Sidford, 1998), 16. 
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likelihood that they date to after 1700 (see Braunton 1, appendix A.3 for a discussion 

of this).  

Date:  [Seventeenth century or later] 

2 Instrument: Trumpet 

H-S number:  423.121.1 

Location: Held by angel 

Material: Carved and painted wood 

Description: The angel plays a straight trumpet which has a flared bell, no sign of a 

mouthpiece, and is held in their right hand. 

 

Figure A.470: Sidbury 2. 
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For Sidmouth, The Swan Inn, see appendix A.3 

93 – Sourton 

 

Figure A.471: The location of Sourton. 

County:  Devon  

Type of source:  Royal arms 

Location:  North wall 

Description: of painted wooden boards. At the top the cypher ‘C R’ is included, indicating either 

Charles I or Charles II. Both Pevsner and a plaque in the church identify it as 

belonging to Charles II.126 It is likely that the same artist is responsible for similar 

examples at Buckland Monachorum and St Germans. 

Date:  1660-1685 (1625-1649 also possible) 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted wooden boards 

Description: The harp is fairly elaborate. It has around 17 strings, plenty of decoration 

including a face near the top of the pillar, and a rounded shoulder. 

 
126 Cherry and Pevsner, Devon, 745. 
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Figure A.472: Sourton 1. 

 

Figure A.473: Sourton 1, detail.  
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94 – South Molton 

 

Figure A.474: The location of South Molton. 

County:  Devon  

Type of source:  Capitals 

Location:  Throughout the nave 

Description: Part of the perpendicular style arcades, suggesting a potential date as somewhere 

from the mid-fourteenth century to the early fifteenth. They are carved with an 

assortment or figures, foliage, and other decorative motifs. 

Date:  [Mid-fourteenth to early fifteenth century] 

1 Instrument: Rebec 

H-S number:  321.32-71 

Location: South arcade 

Material: Carved stone 

Description: A figure has a sword hanging from their belt and is leaning at a sharp angle, 

giving the appearance that they are in the process of falling over, although 

as another figure to the right of them is also leaning in a similar manner this 

may simply be a stylistic choice. Between them is a small table, and the 

other figure holds a jug and a cup or bowl. The musician holds their 

instrument across their chest, with the bow at an angle over the body; no 

strings are shown, but there is a clear fingerboard which extends slightly 

over the body, and there are two round sound holes. 
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Figure A.475: South Molton 1. 

2 Instrument: Rebec 

H-S number:  321.32-71 

Location: North arcade 

Material: Carved stone 

Description: The scene is roughly the same as the one on South Molton 1 capital; with 

the rebec player on the left, a table in the centre, and to the right another 

figure holds a jug and a cup or bowl. However, in this case the figure, who is 

now bearded, is further around the corner of the capital and is more 

obviously falling, with their feet above the table and their cloak trailing 

behind them. The instrument is of a similar style to the other, with an 

obvious fingerboard, but this time it has two ‘C’ shaped sound holes and is 

held above the shoulder, though this might be as a result of the fall. There is 

some damage, with one side of the body broken off after the sound hole 

and most of the bow missing. 
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Figure A.476: South Molton 2. 
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95 – South Petherwin 

 

Figure A.477: The location of South Petherwin. 

County:  Cornwall 

Type of source:  Royal arms 

Location:  Above the south door 

Description: Of painted wooden boards. The cypher ‘I2R’ dates it to the reign of James II. 

Date:  1685-1688 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted wooden boards 

Description: The harp is quite elaborate, with a human head above the join between 

pillar and string arm, both of which are heavily decorated with no sign of 

tuning pegs. A sound hole can be seen on the sound chest, and there are 

twelve strings. 
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Figure A.478: South Petherwin 1. 

 

Figure A.479: South Petherwin 1, detail. 
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96 – Southleigh 

 

Figure A.480: The location of Southleigh. 

County:  Devon  

Type of source:  Monument 

Location:  Chancel, north wall 

Description: The monument is recessed into the north wall of the chancel. It contains several 

heraldic shields and the following text 

ARMIGER AVRATVS ROBERTVS NOMINE DRACVS | HIC IACET ILLE PIVS, 
PAVPERIBVSQVE BONVS. | SEPTE GNATOS FRVGI, ET GNATAS QVIQVE 
VENVSTAS | PARTVRIIT CONIVX ELIZABTHA SIBI. 1600 | OBIIT 30 MAR.’ 

Which translates as: 

Here lies Robert Drake, armiger auratus, pious and good to the poor. His wife 
Elizabeth bore him seven thrifty sons and five beautiful daughters. He died 
30th of March 1600.127 

  It has been identified by Faunch as being the work of the East Devon workshop.128 

Date:  1600 

1-3 Instrument: Clarions 

H-S number:  - 

Location: Left side of the monument’s backplate 

Material: Carved stone 

Description: One of the heraldic shields includes three clarions in its sinister portion. 

They show no sign of musical intention with their pipes extending both up 

 
127 Translated by Peter Rose. 
128 Faunch, Church Monuments and Commemoration, 601. 
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and down from the main body of the clarion. The upper two have four pipes 

each and the single lower clarion has five. 

 

Figure A.481: Monument to Robert Drake. 

 

Figure A.482: Southleigh 1-3. 
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97 – St Allen 

 

Figure A.483: The location of St Allen. 

County:  Cornwall 

Type of source:  Royal arms 

Location:  On the west wall of the south aisle 

Description: Of painted wooden boards, and with some damage. It bears the cypher ‘C R’ and the 

date 1660. 

Date:  1660 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted wooden boards 

Description: The harp has a very short sound chest, which is made up for by the long, 

curved shoulder which ends in a Gothic style point. Both the pillar and string 

arm are also curved, but they are also narrow and fairly plain, with no tuning 

pegs. There are ten strings, seven of which end on the pillar rather than the 

sound chest. 



587 
 

 

Figure A.484: St Allen 1. 

 

 

Figure A.485: St Allen 1, detail. 
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98 – St Austell 

 

Figure A.486: The location of St Austell. 

County:  Cornwall 

Type of source:  Exterior stone carvings 

Location:  Near the top of the tower 

Description: The tower of St Austell church was built in the late fifteenth century, and has much 

decorative carving. On the west side are statues of the Trinity and the Annunciation 

in a number of niches, while near the top are grotesque figures and animals.129 

These include a bishop, a dog, a stag and two musicians, with three figures on each 

face of the tower and one on each corner. 

Date:  late fifteenth century 

1 Instrument: Bagpipes 

H-S number:  422-62 

Location: Tower, west face 

Material: Carved stone 

Description: The bagpipes have one drone, two chanters, and a blowpipe; with the piper 

holding the bag between the chanters and their body, and puffing out their 

cheeks. Each equal length chanter is conical and ends in a flared bell that has 

been slanted back to make it more visible from the ground. They both have 

a number of finger holes, including two at the bottom of each in the style 

often seen on wind instruments of the period. One of these would normally 

 
129 Beachham and Pevsner, Cornwall, 496. 
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be stopped with wax, meaning that the holes could be switched depending 

on which hand was held lower on the instrument, and so which little finger 

was being used. It is unclear what the function of this could have been on a 

double-chantered instrument unless the drones themselves were 

interchangeable, and so this may demonstrate that the artist was more 

familiar with other woodwind instruments. The single drone ends in a wide, 

flared bell, and has two (or possibly three) ferrules suggesting that it might 

be made of several parts, and so be easily tuneable. 

 

Figure A.487: St Austell 1. 

2 Instrument: Lute 

H-S number:  321.321 

Location: Tower, north face 

Material: Carved stone 

Description: While the bagpiper in the previous entry is puffing out their cheeks with 

effort, the lutenist appears instead to be sticking their tongue out in 

concentration. The instrument has a large body and short neck, presumably 

due to the constraints of the medium, and the soundboard is almost entirely 

taken up by a large rosette. At the bottom of the soundboard is a bridge 

with at least two small protrusions on its back, possibly suggesting that the 

strings have passed through and been knotted on the far side to keep them 

in place. Between this and the rosette, the player’s right hand is held with 

the thumb and first finger pinched, in a manner that implies the use of a 

plectrum. Meanwhile, their left hand is on the lute’s neck, behind which the 
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instrument’s head goes back at a right angle. The inside of the peg box can 

be seen, with its sides protruding beyond the end of the neck and to either 

side of the head. Inside this, the shafts of four tuning pegs are visible, while 

outside there are only three peg heads – two on one side and one on the 

other. This could indicate damage but may also be original. The position of 

this carving on the shadier north face of the tower makes it less clear from 

the ground, and so seems to have generally led to it being unobserved in the 

past. 

 

 

Figure A.488: St Austell 2. 

 

 

 

 

 

 

 

 

 

 

For St Austell 3, see appendix A.3 
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99 – St Breock 

 

Figure A.489: The location of St Breock. 

County:  Cornwall 

Type of source:  Monument 

Location:  West wall of the south transept 

Description: A large wall monument made up of 

five separate slate slabs and with 

much decorative and heraldic work, 

some details have been painted but 

the colours appear too bright to be 

original. At the top is the date of 

1598, and Cockerham records it as 

being dedicated to William and Jane 

Vyell.130 Twenty-nine coats of arms 

are included, and two include three 

clarions each. 

Date:  1598 

1-3 Instrument: Clarions 

H-S number:  - 

Location: On the second slate from the 

top 

 
130 Paul Cockerham, Continuity and Change: Memorialisation and the Cornish funeral monument industry 1470-
1660 (Oxford: Archaeopress, 2006), 300. 

Figure A.490: The Vyell monument. 
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Material: Carved and painted slate 

Description: The arms are divided into two, with the three clarions taking up half of the 

shield. They are very stylised, with no evidence of the artist associating them 

with music. While it is unclear if the paint is original, they are currently 

golden in colour, with a red background. 

 

Figure A.491: St Breock 1-3. 

4-6 Instrument: Clarions 

H-S number:  - 

Location: On the fourth slate from the top 

Material: Carved and painted slate 

Description:  A row of five shields appears to record the marriages of each of the 

commemorated couple’s daughters. The second of these includes the text 

‘Gorge Granville of | Penheir[?] maried Juliane þe | secound daughter’, and 

half of the shield is taken up by three clarions, representing ‘Gorge 

Granville’. They are of exactly the same design as those in the previous 

entry, but unlike these, they are red on a silver background. 
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Figure A.492: St Breock 4-6. 
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100 – St Breward 

 

Figure A.493: The location of St Breward. 

County:  Cornwall 

Type of source:  Royal arms 

Location:  Above the south door 

Description: On painted wooden boards with the date of 1700 and the cypher ‘WR’ representing 

William III (r. 1689-1702). 

Date:  1700 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted wooden boards 

Description: The harp has eight strings, each ending with a small dot in the sound chest, 

which has five square sound holes. The string arm has no tuning pegs and 

ends in a large animal with extended arms and stuck out tongue, which 

occupies most of the pillar. 
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Figure A.494: St Breward 1. 

 

 

Figure A.495: St Breward 1, detail. 

 

For St Breward 2-6, see appendix A.3 
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101 – St Columb Major 

 

Figure A.496: The location of St Columb Major. 

County:  Cornwall 

Type of source:  Bench-end 

Location:  Throughout the nave 

Description: An incomplete set mostly of the usual designs, including instruments of the Passion 

initials, and animals. They are spread between the three aisles on modern benches. 

Date:  [First half of the sixteenth century] 

1 Instrument: Wind instrument 

H-S number:  42 

Location: South side of the middle aisle 

Material: Carved wood 

Description: The bench-end is split into two by tracery, with a monkey or ape shown 

under each arch. On the left they appear to the dancing, while the on the 

right they are shown as a musician playing a wind instrument. It is not clear 

what instrument is intended, and the curved shape might suggest a cornett; 

however, it is also possible that this curve is simply to allow the image to fit 

within its frame, making a woodwind instrument such as a shawm more 

likely. The instrument has a conical profile, ending with a slight flare at the 

bottom, and the performer has their left hand higher than their right. This 

image can be compared to the one on the roodscreen at nearby St Mawgan 

(St Mawgan 1), a comparison considered in more detail in chapter six. 
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Figure A.497: St Columb Major 1. 
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102 – St Columb Minor 

 

Figure A.498: The location of St Columb Minor. 

County:  Cornwall 

Type of source:  Royal arms 

Location:  North wall of the north aisle 

Description: A painted plaster royal arms with the cypher ‘C R’ denoting the reigns of Charles I or 

Charles II. 

Date:  1625-1649 or 1660-1685 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms. 

Material: Painted plasterwork 

Description: The harp has ten strings, five holes in place of tuning pins, five similar holes 

in the sound chest presumably suggesting sound holes, and a bird-like head 

between the string arm and pillar. Both the pillar and shoulder are similarly 

bent, giving the instrument an almost square shape. 
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Figure A.499: St Columb Minor 1. 

 

Figure A.500: St Columb Minor 1, detail. 
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103 – St Dominick 

 

Figure A.501: The location of St Dominick. 

County:  Cornwall 

Type of source:  Monument 

Location:  East end of the south aisle (behind the organ) 

Description: A chest tomb to Sir Antony Rous (d. 1622) and his son Ambrose (d. 1620).131 It is in 

the corner of the aisle with two sides against the walls and some decorative and 

heraldic carvings attached to the east wall at the feet of the figures, which must 

once have been part of the monument’s missing canopy. Above these, though no 

longer clearly connected to the monument, a slate plaque is also fixed to the wall, 

stating that: 

HERE LYES THE RIGHT WOR: AMBROSE | ROVS. SONNE AND HEYRE OF SR 
ANTHONY |ROVS KNIGHT. WHO. MARYED WITH MAVDLIN | THE DAVGHTAR 
OF THE RIGHT WOR: PETER | OSBORNE ESQ BY WHOME HE HAD FIFTEENE | 
CHILDREN: 

 The two visible sides include carved panels – three on the longer north side and two 

on the west – giving the impression that they are supporting the upper parts of the 

monument. These include images conveying the typical symbolism of monuments of 

this date, and are largely martial in nature, including weaponry and armour. 

Date:  1620 

1 Instrument: Drum 

H-S number:  211.212 

 
131 Beachham and Pevsner, Cornwall, 531. 
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Location: West side of the monument, left panel 

Material: Carved stone 

Description: The panel contains several military objects, including a sword, a spear, and 

in the bottom right hand corner, a drum. It is deep, with tensioning ropes 

faintly visible and a snare on the top consisting of two strands of rope or 

string. 

 

Figure A.502: The Rous monument. 

 

Figure A.503: St Dominick 1.  
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For St Endellion, see appendix A.3 

104 – St Enoder 

 

Figure A.504: The location of St Enoder. 

County:  Cornwall 

Type of source:  Bench-end 

Location:  South aisle and incorporated into later screen 

Description: A set of bench-ends with typical tracery and imagery. 

Date:  [First half of the sixteenth century] 

1-3 Instrument: Clarions 

H-S number:  - 

Location: North side of the south aisle 

Material: Carved wood 

Description: On the right side of the bench-end is a backward letter ‘R’ (it is not 

uncommon for letters to be carved backwards on bench-ends), while under 

a separate arch on the left are three clarions. Each clarion has five pipes 

which each have some evidence of a fipple, although this is not as clear as in 

some other examples, possibly due to thick later varnish. The ends of the 

pipes have been scooped out in order to make them appear hollow. 
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Figure A.505: St Enoder 1-3. 

Type of source:  Royal arms 

Location:  Above the north door 

Description: Of painted wooden boards, it is generally in a poor state of repair with cracks 

between the boards and some wood lost. It includes the cypher ‘CIIR’ and the date of 

1663. 

Date:  1663 

4 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms. 

Material: Painted wooden boards. 

Description: The harp has five strings, a wide sound chest, and narrow string arm and 

pillar. The shoulder is curved, and while there might originally have been a 

decorative head between the pillar and string arm, this has been obscured 

by damage. 
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Figure A.506: St Enoder 4. 

 

Figure A.507: St Enoder 4, detail.  
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105 – St Ewe 

 

Figure A.508: The location of St Ewe. 

County:  Cornwall 

Type of source:  Rood screen 

Location:  North aisle, between the nave and chancel 

Description: One of the best preserved screens in Cornwall, though only surviving in one of the 

two aisles. It has much of its original coving and cornice, although some material has 

been replaced. 

Date:  [Late fifteenth century] 

1 Instrument: Bagpipes 

H-S number:  422-62 

Location: Rood screen cornice 

Material: Carved wood 

Description: A monkey or ape plays a set of bagpipes with a single drone, single chanter, 

and a blowpipe – all of which begin close together at the top of the bag. 

Only the player’s closest (right) hand and arm can been seen holding the bag 

and on the chanter. Finger holes can be seen above and below the piper’s 

hand. 
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Figure A.509: St Ewe 1. 

2 Instrument: Bagpipes 

H-S number:  422-62 

Location: Rood screen cornice 

Material: Carved wood 

Description: This entry is very similar to the previous one, and so may have been inspired 

by it or carved by the same artist. It is of a similar monkey or ape piper, with 

only the piper’s right hand and arm visible as before. Similarly, the drone, 

blowpipe and chanters all begin together at the very top of the bag; but in 

this case there are three chanters rather than one – with the middle one 

slightly longer than the equal-length outer pair. While there are ways in 

which this could form a practical musical instrument, in this case it appears 

to be entirely fanciful, something that is also demonstrated by the 

appearance of finger holes on all three chanters, as well as on the drone. 
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Figure A.510: St Ewe 2. 
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106 – St Germans 

 

Figure A.511: The location of St Germans. 

County:  Cornwall 

Type of source:  Royal arms 

Location:  West wall of the south aisle 

Description: Of painted wooden boards. It bears the cypher ‘C R’ and the date of 1660. The 

similarities between this and the royal arms at Buckland Monachorum and Sourton 

suggest that the same artist created all three. 

Date:  1660 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted wooden boards 

Description: An ornate design with a wide sound chest containing two sound holes on 

either side of the strings and elaborate decoration and shaping on the pillar 

and string arm, including a head at their join. There are 24 strings – an 

unusually high number – which are thicker towards the lower end of the 

scale and thinner towards the upper. At the top of each string a delicate 

tuning pin has been painted in black. 
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Figure A.512: St Germans 1. 

 

 

Figure A.513: St Germans 1, detail. 
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107 – St Ive 

 

Figure A.514: The location of St Ive. 

County:  Cornwall 

Type of source:  Royal arms 

Location:  North wall of the north aisle 

Description: A plasterwork royal arms dated 1660 and bearing the cypher ‘C R’. Much of the 

original paint survives, but it is quite worn in places. 

Date:  1660 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms.  

Material: Painted plasterwork 

Description: The harp has a small head at the end of the string arm, a clear sound chest, 

and a curved pillar and shoulder. It has five widely spaced strings and twelve 

tuning pins. The pillar is decorated with three circles of small holes, with an 

additional hole in the middle of each. 
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Figure A.515: St Ive 1. 

 

 

Figure A.516: St Ive 1, detail. 
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108 – St Kew 

 

Figure A.517: The location of St Kew. 

County:  Cornwall 

Type of source:  Royal arms 

Location:  Above the south door 

Description: The arms are of painted plaster work with the cypher ‘C R’ and the date 1661. It has 

an unusual frame which includes the text ‘GOD SAVE THE KING’ at the bottom 

Date:  1661 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted plasterwork 

Description: The harp has ten strings and around fourteen tuning pins. It has a small head 

at the end of the string arm, and some of the decoration is emphasised in 

red paint, against the typical gold colour of the rest. On the pillar are two 

instances of the same kind of decoration as is found on St Ive 1, which this 

harp is generally similar to in design, but in this case the same pattern of 

small holes is also found on the sound chest in place of sound holes. 
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Figure A.518: St Kew 1. 

 

Figure A.519: St Kew 1, detail.  
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109 – St Levan 

 

Figure A.520: The location of St Levan. 

County:  Cornwall 

Type of source:  Bench-end 

Location:  Nave 

Description: The church contains a small number of bench-ends of the standard type, two of 

which appear to depict fools or jesters. 

Date:  [First half of the sixteenth century] 

1 Instrument: Bell 

H-S number:  111.24 

Location: North side of the south aisle 

Material: Carved wood 

Description: One of two bench-ends depicting fools or jesters includes a bell, of the 

cylindrical type with a slit that is still used by dancers. It is either attached to 

the fool’s baton, or tied to his upper right thigh. 
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Figure A.521: St Levan 1. 

 

 

Figure A.522: St Levan 1, detail. 
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110 – St Mawgan in Pydar 

 

Figure A.523: The location of St Mawgan in Pydar. 

County:  Cornwall 

Type of source:  Rood screen 

Location:  Between nave and chancel in the north aisle 

Description: A small part of the original medieval screen’s cornice – which would presumably 

originally have been on the front of the screen – is now preserved on its back, 

although with some damage. It has similar decoration consisting of foliage with 

intermingled figures to St Ewe (see St Ewe 1). 

Date:  [Fifteenth or early sixteenth century] 

1 Instrument: Shawm 

H-S number:  422.11 

Location: Cornice (back of the screen) 

Material: Carved wood 

Description: The scene is much like that of St Columb Major 1, only in this case there are 

two dancing monkeys in place of one. The monkey or ape on the left plays a 

wind instrument, and while identification is always going to be difficult, a 

shawm appears most likely here due to the straight design and flared bell.  
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Figure A.524: St Mawgan in Pydar 1. 

Type of source:  Slate panel 

Location:  West wall of the north aisle 

Description: A square slate panel with a decorative border and a coat of arms in the centre, also 

with its own decorative surrounding. All of the decoration is carved, but there are 

some remnants of paint or gilding. It is unclear exactly what the purpose of the 

panel is, but it seems likely that it could have originally formed one end of a chest 

tomb. The Historic England website describes the ‘C17 slate shield of arms in the 

nave and the south aisle, with strapwork and ancient colour’ while the benefice 

website, quoting a local guide book states that ‘The slate Coat of arms is of the Vyell 

family’; this gives a likely date and family.132 

Date:  [seventeenth century] 

2-5 Instrument: Horns or cornetts 

H-S number:  423.21 

Location: In the decorative surrounding of the central coat of arms 

Material: Carved stone, with some paint or gilding 

Description: Four curved horns form part of the decoration surrounding the coat of arms, 

two mirroring each other on either side, and two more doing likewise 

beneath the shield. The lower two show a more pronounced curve, but all 

are broadly similar to hunting horns in design, with a conical profile and 

 
132 Church of St Mawgan, <www.historicengland.org.uk/listing/the-list/list-entry/1144128>, accessed 23 
September 2019; and St. Mawgan-in-Pydar Church, < http://www.lannpydar.org.uk/stmawgan/about.html>, 
accessed 23 September 2019. 
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wide bell. However, they all also have finger holes, making them more 

similar to cornetts, but may simply suggest that the artist was not especially 

familiar with either instrument. All four show some signs of yellow paint or 

gilding, which must once have covered them completely. 

 

Figure A.525: St Mawgan in Pydar 2-5. 

 

Figure A.526: St Mawgan in Pydar 2, detail. 
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Figure A.527: St Mawgan in Pydar 3, detail. 

 

Figure A.528: St Mawgan in Pydar 4-5, detail. 

Type of source:  Bench-end 

Location:  Throughout the nave 

Description: A set of forty-two bench-ends have survived on new benches, filling most of the 

nave. They are generally of the usual design, with instruments of the Passion, initials 

and coats of arms. 

Date:  [first half of the sixteenth century] 

6-8 Instrument: Clarions 

H-S number:  - 

Location: North side of the north aisle 
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Material: Carved wood 

Description: The bench-end is split into two, with an animal under one arch and three 

clarions under the other. Each clarion has four pipes, which have some 

hollowing out at the top, are tapered at the very bottom, and have no 

fipples. 

 

Figure A.529: St Mawgan in Pydar 6-8. 

Type of source:  Memorial brass 

Location:  Set into the floor of the east end of the south aisle 

Description: One of several brasses of which parts survive. This example includes some text, a 

verse, four shields (of which the second two are duplicates of the first two) and a 

figure. It is dedicated to Cecily Arundell (d. 1578) and is made of reused fourteenth-

century Flemish brasses. 

Date:  1578 

9-20 Instrument: Clarions 

H-S number:  - 

Location: Across two shields on the same floor slab 

Material: Brass 
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Description: All of the twelve clarions (across two identical shields with two sets of three 

clarions each) are too worn to reveal much detail. They appear to have at 

least five pipes each, but some could have more. 

 

Figure A.530: Memorial brass of Cecily Arundell. 

 

Figure A.531: St Mawgan in Pydar 9-14. 
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Figure A.532: St Mawgan in Pydar 15-20. 

 

 

 

 

 

 

 

 

 

 

 

 

 

For St Mawgan in Pydar 21-24, see appendix A.3 
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111 – St Merryn 

 

Figure A.533: The location of St Merryn. 

County:  Cornwall 

Type of source:  Royal arms 

Location:  North wall of the north aisle 

Description: Of painted plasterwork with the cyper ‘C R’ and no date. Underneath, a modern sign 

reads: 

ROYAL ARMS OF CHARLES II. 
These Arms were restored to commemorate the marriage of His Royal 
Highness the Prince of Wales to Lady Diana Spencer in 1981. The Arms now 
displaying all their original paint were designed and made by John Abbott of 
Barnstable in 1662. for Thomas Peter Esquire, of Harlyn House, Sancte 
Meran. 

Although Pevsner also relates that the arms are the work of Abbott, it is not clear 

where this information originated as neither provide a reference.133 As well as this, it 

is worth noting that the design of the St Merryn arms has very little in common with 

either the known example of his work at Frithelstock (Frithelstock 1), the very likely 

example at Milton Damerel (Milton Damerel 1) or the version in the Abbott pattern 

book (see chapter two for more on these). For example, the arms themselves are 

not placed in a separate shield as they are in the other three instances, and the 

border around the motto at the bottom is of a far more common design. This may 

suggest that it is the work of another craftsperson, and therefore could date more 

 
133 Beachham and Pevsner, Cornwall, 583. Coincidentally, the arms in the Abbott pattern book are also dated 
1662: The Abbott Pattern Book, Devon Heritage Centre, MS 404 M/BI. 
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widely within the century, or could simply mean that Abbott followed more than 

one design when constructing such objects. 

Date:  1625-1649 or 1660-1685, possibly 1662 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted plasterwork 

Description: The harp has a bird-like head at the end of the string arm, and around 

thirteen strings, although it is hard to be certain as the paint and the plaster 

do not entirely match. There is some shaping on the string arm which may 

be intended to suggest tuning pins, but a row of square lumps is also found 

on the sound chest. 

 

 

Figure A.534: St Merryn 1. 
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Figure A.535: St Merryn 1, detail. 
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For St Michael’s Mount, see appendix A.3 

112 – St Minver 

 

Figure A.536: The location of St Minver. 

County:  Cornwall 

Type of source:  Royal arms 

Location:  West wall of the south aisle 

Description: Of painted wooden boards. It bears the cypher ‘C R’ and the date 1660. 

Date:  1660 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted wooden boards 

Description: The harp is fairly crude, with four thick strings. It has a clear sound chest 

with five dots representing sound holes and between the pillar and string 

arm and pillar there is an animal head with its tongue out. The pillar curves 

to almost a right angle in its middle, meaning that the harp is roughly square 

in shape. 
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Figure A.537: St Minver 1. 

 

Figure A.538: St Minver 1, detail. 
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113 – St Neot 

 

Figure A.539: The location of St Neot. 

County:  Cornwall 

Type of source:  Stained glass 

Location:  St Neot window – west end of the north wall 

Description: The church of St Neot contains the second most complete pre-Reformation glazing 

scheme of any parish church in Britain, with musical instruments in two of the 

surviving windows.134 One of these tells the story of the life of the patron saint of 

the church across twelve panels. 

Date:  1480-1530 

1 Instrument: Horn 

H-S number:  423.1 

Location: Top row of panels, second from the right. 

Material: Stained glass 

Description: The panel shows St Neot with a book in his lap and his feet in a pool of water 

being handed a horn by a hunter, a doe sits at the hunter’s feet. Although 

not visible in its entirety, the horn is curved and tapered in the usual 

manner, and the saint is holding it by its baldric, which can also be seen tied 

around the instrument. At the bottom of the panel is the text ‘Hic Sedens in 

fonte Cervam liberam fecit’ (Here sitting in the well he set the deer free).135 

 
134 Joanna Mattingly, ‘Stories in the Glass – Reconstructing the St Neot Pre-Reformation Glazing Scheme’, 
Journal of the Royal Institute of Cornwall (2000), pp. 9-55, at 9. 
135 Ibid., 46; and translation by Peter Rose. 
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The meaning of this image and its context within the stories of Neot and 

other saints is explored further in chapter five. 

 

Figure A.540: St Neot 1. 

Type of source:  Stained glass 

Location:  Creation window – south aisle, east window 

Description: Across fifteen panels, the stories of the Old Testament are told from the Creation to 

God’s commandment to Noah to build an ark.136 Above this at the top of the window 

are the nine orders of angels, including two angels playing musical instruments. 

Date:  1480-1530 

2 Instrument: Trumpet 

H-S number:  423.121.1 

Location: Top row of angels, second from the left 

Material: Stained glass 

Description: Described by Mattingly as an ‘extra Angel blowing trumpet’, this figure 

seems to be separate from the overall scheme of the nine orders of 

 
136 Mattingly, ‘Stories in the Glass’, 28. 
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angels.137 The angel has four wings, feathers on their body, arms, and legs, 

and a cross on their head. In their hands is a long, straight trumpet. At the 

top of this is an abrupt widening, suggesting some kind of mouthpiece, while 

the bottom opens out into a wide bell with two small lines encircling it just 

above the opening. The top half of the trumpet has a cylindrical profile, but 

below the player’s right hand (which sits roughly in the middle of the 

instrument) it becomes conical. 

 

Figure A.541: St Neot 2. 

3 Instrument: Harp 

H-S number:  322.2 

Location: Bottom row of angels, left side 

Material:  Stained glass 

Description: This figure represents the order of Angels, wears a white robe, and has only 

two wings. Above them is the word ‘Angeli'. The harp is quite simple, with 

six strings; it is yellow in colour other than one white dot at the join between 

 
137 Ibid., 28. 
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the pillar and string arm. Only the angel’s right hand is on the strings, with 

the other supporting the pillar instead. 

 

Figure A.542: St Neot 3. 
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114 – St Newlyn (Newlyn East) 

 

Figure A.543: The location of St Newlyn (Newlyn East). 

County:  Cornwall 

Type of source:  Royal arms 

Location:  North wall of the north aisle 

Description: Plasterwork arms bearing the cypher ‘C R’, relating it to either Charles I or Charles II. 

The letter ‘N’ in the motto is backwards, and the whole arms have been heavily 

overpainted in bright colours. 

Date:  1625-1649 or 1660-1685 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Plasterwork, with modern paint 

Description: The harp has around nine strings and four holes representing tuning pins, 

though it is hard to be certain due to the modern paint. There is a bird’s 

head at the join between string arm and pillar, and five small holes on the 

sound chest. Both the shoulder and pillar are curved, giving the harp an 

almost square shape. 
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Figure A.544: St Newlyn 1. 

 

Figure A.545: St Newlyn 1, detail.  
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115 – St Sampson Golant 

 

Figure A.546: The location of St Sampson Golant. 

County:  Cornwall 

Type of source:  Royal arms 

Location:  North wall of the north aisle 

Description: Of painted wooden boards with the cypher ‘I2DR’ – relating to James II (r. 1685-1688) 

– and the date of 1685. 

Date:  1685 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted wooden boards 

Description: The harp is quite stylised, with decoration on the narrow pillar and string 

arm, and a human head between the two. The sound chest is wide, with two 

sound holes on either side of the thirteen strings. 
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Figure A.547: St Sampson Golant 1. 

 

Figure A.548: St Sampson Golant 1, detail. 
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116 – St Veep 

 

Figure A.549: The location of St Veep. 

County:  Cornwall 

Type of source:  Royal arms 

Location:  North wall of the chancel 

Description: Painted canvas, with the cypher ‘C R’ at the top and the date 1661 at the bottom. As 

well as this at the bottom, the letter ‘W’ is seen to the left of the motto and ‘P’ to 

the right. 

Date:  1661 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painting 

Description: The harp appears more delicate than most, with a narrow pillar and string 

arm and an animal head between the two. The sound chest is wide and 

shallow, with three sound holes visible on the closer side (the other is in 

shade) and painted decoration around them. Each of the ten strings has a 

small, dark coloured dot at the top and bottom. 
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Figure A.550: St Veep 1. 

 

 

Figure A.551: St Veep 1, detail. 
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117 – St Winnow 

 

Figure A.552: The location of St Winnow. 

County:  Cornwall 

Type of source:  Stained glass 

Location:  South aisle, east window 

Description: A collection of late fifteenth-century glass, compiled into a single window in a 

restoration of 1867 with the addition of some Victorian material.138 

Date:  Late fifteenth century 

1 Instrument: Horn 

H-S number:  423.1 

Location: Bottom left corner of the window 

Material: Stained glass 

Description: The window includes several shields, and in the centre of one of these is a 

single hunting horn. It is of the standard curved and tapered design, with a 

slight splay at the narrow end suggesting a mouthpiece and several lines 

across it which are either intended as decoration or as part of the strap or 

baldric from which it is hanging. This horn may be medieval, but could also 

date to the Victorian restoration. 

 

 
138 Beachham and Pevsner, Cornwall, 608. 
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Figure A.553: St Winnow 1. 

  



640 
 

118 – Staverton 

 

Figure A.554: The location of Staverton. 

County:  Devon  

Type of source:  Royal arms 

Location:  North wall 

Description: Of painted wooden boards. It is of the form that relates to William III (r. 1689-1702) 

and does not include Mary II, his co-ruler (r. 1689-1694); despite this, the text ‘Anno 

Dom: 1692’ is included at the bottom. The very top of the board missing, and so if 

this originally included a cypher it has been lost.  

Date:  1692 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted wooden boards 

Description: An elaborately decorated harp, the pillar is in the shape of a human figure 

with the pillar appearing to form a wing. There are fourteen strings (some of 

which attach to the pillar rather than sound chest), and there is a sound hole 

on either side of the sound chest. 
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Figure A.555: Staverton 1. 

 

Figure A.556: Staverton 1, detail. 
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119 – Stratton 

 

Figure A.557: The location of Stratton. 

County:  Cornwall 

Type of source: Memorial brass 

Location:  West end of the south aisle 

Description: A large stone slab with brasses depicting Sir John Arundell of Trerice (d. 1561), his 

two wives, and including supporting details such as text and heraldry. Originally the 

top of an altar tomb but now leaning upright against a wall.139 

Date:  1561 

1-3 Instrument: Clarions 

H-S number:  - 

Location: Upper right corner of the stone slab 

Material: Brass 

Description: Half of one of the coats of arms is taken up by three clarions. They have no 

obviously musical features such as fipples on the pipes, of which the upper 

two clarions have six each and the bottom one has seven.  

 
139 Beachham and Pevsner, Cornwall, 624. 
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Figure A.558: Memorial to Sir John Arundell. 

 

Figure A.559: Stratton 1-3. 

 

For Stratton 4, see appendix A.3 
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120 – Sutcombe 

 

Figure A.560: The location of Sutcombe. 

County:  Devon  

Type of source:  Benches 

Location:  Throughout the nave 

Description: A set of around 37 bench-ends has survived in the church, mostly with single or 

double Gothic arches containing various designs including coats of arms, initials, 

mythological creatures and a few religious symbols. There is also a set of five 

backing panels of a similar design behind one on the sections of benches. The style 

suggests a date in the first half of the sixteenth century based on the use of Gothic 

tracery, religious imagery, and some Renaissance motifs. 

Date:  [First half of the sixteenth century] 

1 Instrument: Bell 

H-S number:  111.24 

Location: South side of the north aisle 

Material: Carved wood 

Description: The bench-end is split into two arches. In the right arch there is a grotesque 

face shown in profile and wearing a pointed hat with a dragon like head at 

its tip, while the left arch holds a dragon-like creature. A band around its 

neck holds a spherical bell of the style associated with morris dancing today; 

it has a slit in its side and a loop to hold it onto the creature’s collar. 
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Figure A.561: Sutcombe 1. 

 

Figure A.562: Sutcombe 1, detail. 

2-4 Instrument: Clarions 

H-S number:  - 

Location: North side of the north aisle 

Material: Carved wood 
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Description: The bench-end contains a single shield on which are three clarions. Each has 

five pipes with fipples, and there is some hollowing of the pipes at the top. 

However, they are also quite crude, with different thicknesses of pipe and 

some fipples higher or lower than others. 

 

Figure A.563: Sutcombe 2-4. 

5-7 Instrument: Horns 

H-S number:  423.1 

Location: Backing panels between the north and centre aisles 

Material: Carved wood 

Description: One of the backing panels includes a shield with three hunting horns and a 

chevron. Each horn is curved, tapers to a point with no sign of a mouthpiece, 

and hangs from a strap of twisted rope. 
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Figure A.564: Sutcombe 5-7. 
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For Swimbridge, see appendix A.3 

121 – Talland 

 

Figure A.565: The location of Talland. 

County:  Cornwall 

Type of source:  Bench-ends 

Location:  North transept  

Description: An unusual set of bench-ends fills the north transept, still on their original benches. 

With the exception of the front (southernmost) bench-end on either side, which is of 

the same (more typical) type used in the rest of the church, each one has been 

carved in the same style with an armorial shield in the middle. Each of these shields 

have been divided into two – representing a married couple – and the names of 

those represented painted on a small white background above. Seven bench-ends 

on the east side and two on the west represent members of the Grenville family, 

and so include three clarions on one side of their shield. This leaves five of these 

bench-ends in the transept and another three elsewhere in the church that do not – 

most of which include the arms of the Bevills, a prominent local family.140 When put 

together, the set represents the family of Sir Bernard Grenville and his wife, 

Elizabeth Bevill. It includes their children and also several generations of ancestors 

on either side of the family. 

Of the nine Grenville bench-ends, five at the back of the transept (three on 

the east, two on the west) have been left incomplete, with one side of the shield 

 
140 It is likely that the three extra bench-ends in the same style as this set were originally in the transept but 
have since been moved. 



649 
 

awaiting both carving and painting, and the same side of the written section left 

without either text or background. This presumably suggests that these members of 

the family were not married when the benches were constructed, and so the space 

was left to be filled in at a later date. Only one bench-end (one of the unfinished 

ones on the west), indicates a female member of the Grenville family, signified by 

the clarions being placed on the right hand (sinister) side of the shield, and the text 

likewise above, though unfortunately the name is not clear. On the bench-end next 

to this, the name is impossible to read, but in this case the damage looks more 

deliberate, and so may represent a conscious effort to remove the represented 

person’s legacy. Suggestions are made below for the identity of both of these 

individuals. 

  From south to north, the texts on the bench-ends on the east side of the 

transept read: 

Roger . Grenuile . Thamaſin . d. of  Cole . . . [with clarions 1-3] 

Sr . Richard . Grenuile . Mary . d. of . Sr . John . Sentloger . . . [clarions 4-6] 

Sr . Barnard . Grenuile . Elizabeth . d. & h . of . Phillip Bevill . . . [clarions 7-9] 

. . Bevill . Grenvile . . . [clarions 10-12] 

. Richard . Grenuile . . . [clarions 13-15] 

. Iohn . Grenuile . . . [clarions 15-18] 

 And on the two at the back of the west side, again from south to north: 

. G[…]d Grenuile . . [female, clarions 19-21] 

 [Illegible, male, clarions 22-24] 

  These appear to relate to: 

Roger Grenville – Thomasine Cole. 

Sir Richard Grenville (Son of Roger and Thomasine) – Mary St Leger. 

Sir Bernard Grenville (son of Sir Richard and Mary) – Elizabeth Bevill. 

Bevil Grenville (son of Sir Bernard and Elizabeth). 

Richard Grenville (son of Sir Bernard and Elizabeth). 

John Grenville (son of Sir Bernard and Elizabeth). 

Gertrude Grenville (daughter of Sir Bernard and Elizabeth). 

Roger Grenville (son of Sir Bernard and Elizabeth). 

It therefore appears that the benches must have been carved after the birth of Sir 

Bernard Grenville and Elizabeth Bevill’s children, but before any of them married. 

This places their construction roughly into the period 1603-1620, although it may be 
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possible to narrow this down still more with further research.141 With the wide range 

of living and deceased family members represented, the benches must have acted 

almost like a family tree, and as a way of boasting the family’s illustrious lineage to 

the wider community of the parish. Given that the Bevills had stronger associations 

in the parish than the Grenvilles (see chapter two, figure 2.7), and that the Grenvilles 

were set to inherit the Bevill’s estates through Sir Bernard’s marriage to Elizabeth 

(described as daughter and heir of Phillip Bevill on their bench end), this could have 

been intended as a way of establishing the Grenville’s legitimacy and position within 

the local area. 

 

Figure A.566: Some of the benches on the east side of the transept, where most of the Grenville coats of arms are located. 

Date: 1603-1620 

1-24 Instrument: Clarions 

H-S number:  - 

Location: On eight bench-ends, as described above 

Material: Carved and painted wood. 

Description: The clarions are roughly identical in all cases. Each has four ‘pipes’ which 

point downwards, rather than up as is often the case. Because of this, they 

do not appear like organ pipes, and they are entirely stylised in all other 

details, with no sign of musical intention. 

 
141 This is based upon dates given in: David Carter and Jenny Carter, Grenville Research, 
<http://nimrodresearch.co.uk/grenville/pdf/Grenville%20research.pdf>, accessed 18 April 2019, 9-10. 



651 
 

 

Figure A.567: Talland 1-3. 

 

Figure A.568: Talland 4-6. 
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Figure A.569: Talland 7-9. 

 

Figure A.570: Talland 10-12. 
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Figure A.571: Talland 13-15. 

 

Figure A.572: Talland 16-18. 
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Figure A.573: Talland 19-21. 

 

Figure A.574: Talland 25-27. 
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Type of source:  Heraldic panel 

Location:  South side of the choir stalls 

Description: The choir stalls incorporate material said to have been originally part of Sir Bernard 

Grenville’s pew, including five coats of arms with many divisions, and one that has 

been left blank.142 These have carved and painted decoration surrounding them, 

with the arms themselves painted onto a flat surface. However, only one of these 

arms appears to relate directly to Sir Bernard, as it includes the Grenville clarions in 

the most prominent (dexter chief) position. Two of the others relate to members of 

the family of Sir Bernard’s wife, Elizabeth (Bevill); while the others represent 

members of Elizabeth’s mother’s family (Berry), and Sir Bernard’s mother’s family (St 

Leger). Therefore, like the bench-ends (Talland 1-24), the heraldry here appears to 

represent Sir Bernard and Elizabeth together, but with a stronger emphasis on the 

Bevills. This is unsurprising given the local prominence of the Bevill family, and the 

fact that Elizabeth was heir to their estates (as indicated on one of the bench-

ends).143 

Date:  [Early seventeenth century] 

25-27 Instrument: clarions 

H-S number:  - 

Location: In the first quarter of the coat of arms 

Material: Painted wood 

Description: The clarions make up one of twenty-two quarterings, and are of the same 

stylised design as is found in Talland 1-24. They have no obvious musical 

connotations and there are four ‘pipes’ on the upper two clarions and five 

on the lower one. 

 
142 Beachham and Pevsner, Cornwall, 625. 
143 Cockerham, Continuity and Change, 38. 
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Figure A.575: Talland 25-27. 
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122 – Tavistock 

 

Figure A.576: The location of Tavistock. 

County:  Devon  

Type of source:  Bench-end 

Location:  West wall of the north aisle 

Description: Only two of the church’s bench-ends appear to have survived, both of which are 

now displayed on a back wall of the church but are in fairly poor condition. The 

larger of these is divided into two, with a blank shield at the bottom and a bagpiper 

under an arch at the top. 

Date:  [First half of the sixteenth century] 

1 Instrument: Bagpipes 

H-S number:  422-62 

Location: Upper part of the bench-end 

Material: Carved wood 

Description: The bagpiper is shown wearing a long robe which goes down to just below 

their knees, they hold the bag of the instrument under their right arm and 

have both hands on the chanter pipes, their left hand slightly lower than 

their right. The bagpipes are too worn for many details such as finger holes 

to have survived, but they have one drone with a flared end and a blowpipe 

running to their mouth. There are two chanters, with the one on the right 

slightly longer than that on the left, and both chanters appear to flare 

outwards slightly towards their bottoms. 
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Figure A.577: Tavistock 1. 

 

Figure A.578: Tavistock 1, detail.  
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123 – Tawstock 

 

Figure A.579: The location of Tawstock. 

County:  Devon  

Type of source:  Monument 

Location:  Chancel, north wall 

Description: A large monument, built to commemorate William Bourchier, 3rd Earl of Bath (d. 

1623).144 It has two reclining figures in the middle and more kneeling at the sides, 

behind these the monument rises up with an inscribed slate and several coats of 

arms topped by a small canopy. The text on the slate reads:  

Ӕ.S. || LEGE VIATOR QVӔ MAGNATVM SAXA RARISSIME LOQVVNTVR VIR 
PROBVS ET NOBILIS VTERQ[UE] HIC SITVS | EST GVILIELMVS BOVRGCHIER 
COMES BATHONIENSIS ӔTERNITATEM APVE MORTALES MERITVS | 
SVAVISSIMO CONNVBIO CONJVNXIT NOBILITATEM ET VIRTVTEM 
VTRANQ[UE] DIGNITATEM IN | OMNIBVS CONSTANTER RETINVIT ET 
ORNAVIT, VIXIT IN HAC IPSA DEVONIA CVI DATVS EST | PR ӔFECTVS ET 
PVINCIAM TRIGINTA PLVS MINVS ANNIS INTEGERRIME ADMINISTRAVIT 
DEVM TAM | PRIVATIS QVAM PVBLICIS OFFICIIS RELIGIOSISSIME COLVIT 
MAGNIFICUM EXEMPLVM BENEFICENTIӔ | ET HOSPITALITATIS 
PAVPERVMQ[UE] ET OPPRESSORVM ACERRIMVS PATRONVS DENIQ[UE] 
CVM INOFFENSӔ FŒLICITATIS | CVRSVN AD SENIVM VSQ[UE] PRODVXISSET 
DECESSIT E VIVIS INCENS ET ARTERNVM DEVONIӔ SVӔ DESIDERIVM | 12O 
IVLIL ANNO SALVTIS J623 ӔTATIS VERO SVӔ 60O. || VXOREM DVXIT 
LECTISSIMAM FOEMINAM SOCIAM HVIVS SEPVLCHRI DNĀM ELIZABETHAM 
FRANCISCI COMITIS | BEDFORDIENSIS FILIAM EX QVA GENVIT IOHEM 
ROBERTVM ET EDWARDVM FILIOS ET FRANCISCAM | FILIAM E QVIBVS 
EDWARDVM MODO COMITEM BATHONIENSEM SOLVM RELIQVIT 

 
144 Faunch, Church Monuments and Commemoration, 631. 



660 
 

SVPERSTITEM | IRSVM CLARISSIMӔ FAMILIAE SVIS QVOQ  VIRTVTIBVS ET 
FŒLICISSIMO CONIVGIO FVTVRVM ORNAMENTVM. || HOC FAC ET VIVES. 

  Which translates as: 

Read here, O Traveller what the monuments of the great can very seldom 
say — Here lies William Bourchier, Earl of Bath, a man at once noble and 
good, who was worthy of immortality among men. He added virtue to 
nobility by a most happy marriage, and in everything constantly preserved 
and adorned the dignity of both. He lived in this County of Devon, of which 
he was Lord Lieutenant and for about 30 years managed his Province with 
the greatest integrity. He served God with great Piety as well in private as 
public duties. He was a noble example of goodness and hospitality and a 
faithful defender of the poor under oppression. When he had spun out his life 
in a course of uninterrupted felicity, even to old age, he departed this life to 
the great and lasting sorrow of Devon, on the 12th July, in the year of 
Redemption 1623 and the 65th of his age.145 

Below the reclining figures there is a smaller slate with another text in Latin. 

 Bourchier left up to £500 in 

his will for the monument – a 

significant sum – and Faunch has 

suggested that it could have been the 

built by the Southwark workshop of 

William Cure II. However, she also 

proposes that it may have been the 

work of one of his former masons, a 

group which could have included the 

local carver named ‘Wellar’ who has 

already been mentioned in relation to 

monuments in the churches of 

Cadeleigh, Chittlehampton, and 

Newton St Cyres.146 The two 

decorative figures that include 

musical instruments – both of which 

are in a vertical decorative band on the left side of the monument – are similar in 

concept to those on monuments in Bovey Tracey (1-26), Broadclyst (1-22), and 

Dunsford (1-5) churches. However, while the basic idea is the same, the style is 

noticeably different, and this is discussed further in chapter four.  

 
145 Translation by ‘ABSW’, quoted and updated in: Faunch, Church Monuments and Commemoration, 636. 
146 Faunch, Church Monuments and Commemoration, 634-635. 

Figure A.580: The Bourchier monument. 
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Date:  1623 

1 Instrument: Lute 

H-S number:  321.321 

Location: Left side of the monument 

Material: Carved and painted stone 

Description: Part of the same decorative element as Tawstock 1-4. The lute has around 

ten strings which end in ten pins at the bottom end of the body; there also 

appear to be ten tuning pegs though, like the strings, this is not entirely 

clear. Although there is no sound hole, a bridge has been painted on. 

2 Instrument: Viola da gamba 

H-S number:  321.322-71 

Location: Left side of the monument 

Material: Carved and painted stone 

Description: Part of the same decorative element as Tawstock 1-4. The viol has two ‘S’ 

shaped sound holes, six strings, six holes in the tailpiece, and three tuning 

pegs on one side of the head are visible, though this is less clear elsewhere. 

There is no bridge visible, though this may be hidden by the lute. 

 

Figure A.581: Tawstock 1-4. 
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3-4 Instrument: Wind instruments (probably shawms) 

H-S number:  42 

Location: Left side of the monument 

Material: Carved and painted stone 

Description: Part of the same decorative element as Tawstock 1-4. At the bottom of the 

pile are two wind instruments, although all that is visible is the top and 

bottom of one and the bottom only of the other. Both bottoms have a flared 

bell and one has two finger holes visible, while the only visible top has no 

identifying features such as reeds or mouthpieces. Although it seems likely 

that these are intended to be shawms, it is difficult to be certain. 

5-7 Instrument: Cornetts 

H-S number:  423.21 

Location: Left side of the monument 

Material: Carved and painted stone 

Description: Part of the same decorative figure as Tawstock 8. Three wind instruments 

are shown, and these have clear curves, conical profiles, and in at least one 

instance some indication that the typical octagonal shape of the cornett has 

been attempted. Although these are still indistinct, the presence of these 

details makes it possible to identify them with more certainty than can be 

done with Tawstock 3-4. 

8 Instrument: Book of music 

H-S number:  - 

Location: Left side of the monument 

Material: Carved and painted stone 

Description: Part of the same decorative figure as Tawstock 5-7. Although at first glance 

the open book appears to be blank, closer inspection can reveal three staves 

on the left page. The middle stave appears to have four lines (the others are 

not clear), there is no notation, and their faintness could suggest that they 

have been painted over at a later date, although the fact that they do not 

appear to continue where the paint has peeled may rule this out. 
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Figure A.582: Tawstock 5-7. 

9-11 Instrument: Clarions 

H-S number:  - 

Location: Top of the monument 

Material: Carved and painted stone 

Description: At the top of the monument there is a large painted coat of arms with many 

divisions, one of which contains three clarions. These are too small to 

include more than their basic shape, which appears to be fairly standard. 
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Figure A.583: Tawstock 8-10. 

Type of source:  Monument 

Location:  South chapel 

Description: A large, freestanding marble monument. It is dedicated to Henry Bourchier, the fifth 

Earl of Bath who died in 1659. 

Date:  1659 

 

Figure A.584: Henry Bourchier's monument. 

11-13 Instrument: Clarions 

H-S number:  - 

Location: West end of the monument 

Material: Carved marble 
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Description: On the west end of the monument there is a coat of arms with many 

divisions, including one with three clarions. These are lacking in any detail 

that might suggest musical intention; for example, instead of having pipes 

the section to which they would usually be attached has been divided into 

smaller pipe like sections. 

 

Figure A.585: Tawstock 11-13. 
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124 – Tiverton 

 

Figure A.586: The location of Tiverton. 

County:  Devon  

Type of source:  Fragments of woodwork 

Location:  North transept screen 

Description: Seven pieces of carved wood are attached to a display board on the modern north 

transept screen. A label describes them as: 

FRAGMENTS OF THE MEDIӔVAL CHANCEL SCREEN, which was removed in 
1856. Returned to the church by the Rev. G. W. Rayer in 1954. 

Other than the carved figure of a harp player, all the other pieces are in matching 

pairs. While it is possible that all came from the screen as described in the church, it 

is also plausible that at least some of them come from other sources, and the 

similarity of the harpist to a seventeenth-century plasterwork image of King David in 

Lanhydrock house (Lanhydrock (house) 1) may suggest a date in this century rather 

than earlier. See chapter three for further discussion. 

Date:  [Late medieval to seventeenth century] 

1 Instrument: Harp 

H-S number:  322.2 

Location: Middle of the lower row of fragments 

Material: Carved wood 

Description: The figure appears to be dressed in the style of a Roman soldier, with the 

addition of a band, or possibly crown on his head. Along with the 

deliberately classical dress, this probably suggest him as a representation of 
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King David, something which seems particularly likely when compared with 

the similar image of King David at Lanhydrock House. His harp has been 

damaged, with the pillar and some of the string arm missing. This leaves a 

pointed shoulder, four remaining strings and dots on the string arm 

representing tuning pins. The player’s left hand is held higher up on the 

instrument than their right. 

 

Figure A.587: Tiverton 1. 

Type of source:  Decorative stone carving 

Location:  South porch (interior) 

Description: The porch was built along with the large south chapel in 1517. Both are extensively 

decorated and were paid for by John Greenway, a local merchant.147 

Date:  1517 

2-3 Instrument: Bells 

H-S number:  111.242.122 

Location: Inside cornice 

Material: Carved stone 

 
147 Cherry and Pevsner, Devon, 808-809. 
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Description: The cornice on the inside of the porch is decorated, and included in this are 

two cows, one on each side of the passageway. Both have bells hanging 

from their necks, which are roughly rectangular with a slight taper and a 

rounded top, and one appears to have a large clapper visible at the bottom. 

 

Figure A.588: Tiverton 2. 

 

Figure A.589: Tiverton 3. 

Type of source:  Monument 

Location:  North wall of the chancel 

Description: An elaborate wall tablet attributed to the Devon tester monument (see the Godwin 

monument – Exeter Cathedral 30-34 – for another example).148 

 
148 Faunch, Church Monuments and Commemoration, 653. 
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SACRVM MEMORIÆ MONVMENTVM |GENEROSISSIMO VIRO ROGERO | 
GIFFARDO ARMIGERO 

ARMIGERI, QVONDAM GIFFARDI MEMBRA ROGERI, | HÆC TEGIT, IN 
CINERES, TERRA, SOLVTA, SVOS. | MILES ERAT GENITOR, DOMINVS DE 
BRIGHTLEIGH ROGERVS. | QVINTVS ET IPSIVS FILIVS, ISTE FVIT. | CONSORS 
PRIMA THORI; NATI GENITRIXVE GEORGII | NATA, EQVITIS DE AFTON, 
AVDREA STVCLA FVIT | CORPORIS EXTERNO MVLTVM SPECTABILIS ORE, | 
MENTIS AT INTERNÆ GRATIA MAIOR ERAT. | CVLTOR AMICITIÆ CONSTANS, 
ET CVLTOR AGRORVM | SVMMVS; EGENORVM CVLTOR AMANSQVE FVIT. | 
EX TRIPLICI BINOS GENERAVIT CONIVGE NATOS | NEC VIDIT STIRPIS, 
GERMINA PLVRA, SVÆ. | IN CVNIS VNVS MORITVR; REMANENSQVE 
SECVNDVS, | HOC, PATRI, SACRVM, CONFICIEBAT, OBVS. | SEPTAVAGINTA, 
SENEX, POSTQVAM COMPLEVERAT, ANNOS | ECGE ANIMAM CÆLO, 
REDDIDIT, OSSA SOLO. | OBIIT SEPVLTVS TYVERTONII | OCTOBRIS. 8O. 1603. 

This reveals the Roger Giffard (d. 

1603) memorialised here to have 

been a member of the same family as 

have been seen commemorated at 

Chittlehampton church, and whose 

arms were quartered there with those 

of the Grenvilles (Chittlehampton 1-

3). These arms can also be seen in the 

first quarter of the arms found at the 

top of this monument. 

Date:  1603 

4-6 Instrument: Horns 

H-S number:  423.1 

Location: Fourth quarter of the coat of 

arms 

Material: Carved stone 

Description: The three hunting horns are curved with a conical profile, and each is hung 

from a strap or baldric. There is a band around both ends of each horn, 

which could represent a mouthpiece at the narrower end and a ferrule at 

the other, or ferrules at both. 

Figure A.590: Roger Giffard's monument. 
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Figure A.591: Tiverton 4-6. 

Type of source:  Organ case 

Location:  North aisle 

Description:  Although the organ was rebuilt later, 

the case dates to 1696.149 It includes 

four putti-like figures on the top of 

the case holding trumpets which 

could be part of the original scheme, 

but given the later history of the 

instrument it is also possible that they 

are later additions. 

Date:  1696 [possibly later] 

7-10 Instrument: Trumpets 

H-S number:  423.121.1 

Location: Top of either side of the 

organ case 

Material: Carved and painted wood 

Description: Two pairs of figures stand on 

top of the organ case, with 

one pair on either side holding a bishop’s mitre between them and a 

trumpet in their other hands. The trumpets are long and straight, with a 

 
149 Cherry and Pevsner, Devon, 809. 

Figure A.592: The Tiverton organ case. 
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conical profile and a flared bell; rather than playing them, they hold them 

with the narrow end rested at their feet and the wide end in the air.  

 

Figure A.593: Tiverton 7-8. 

 

Figure A.594: Tiverton 9-10. 
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125 – Torbryan 

 

Figure A.595: The location of Torbryan. 

County:  Devon  

Type of source:  Rood screen 

Location:  Between the nave and chancel 

Description: A recent information panel in the church dates the woodwork as having been 

finished by 1480, and the wainscoting paintings as still being executed during the 

reign of Henry VII (1485-1509).150 These paintings mostly show saints; however, the 

two at the centre of the main door show the Coronation of the Virgin, flanked by 

two musical angels on the next two panels of the door, and then the four evangelists 

on the screen proper. A similar combination is seen on the screen of Holne church, 

and these are discussed further in chapter three. 

Date:  Late fifteenth or early sixteenth century 

1 Instrument: Harp 

H-S number:  322.2 

Location: Middle door of the screen, left side  

Material: Painted wood 

Description: The harp has a straight sound chest and string arm, a curved pillar, and 

although it appears to have eight strings and six tuning pins, neither are 

entirely clear. The angel’s left hand plays the upper strings, and there are 

marks at the bottom of the strings which may represent bray pins. 

 
150 Although this panel is not dated, it is from after 2014 when two of the painted panels were returned and 
restored, following theft the year before. 
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Figure A.596: The painted central door of the Torbryan screen. 

2 Instrument: Lute 

H-S number:  321.321 

Location: Middle door of the screen, right side 

Material: painted wood 

Description: The lute has a rounded body, long neck, and a central sound hole rosette. At 

the top of the neck the head is shown bent to the side at an unrealistic 

angle, and the visible side appears to have four tuning pegs. There is a 

bridge shown near the end of the soundboard, but it is mostly hidden by the 

player’s right hand. Although there appears to be three or four strings, they 

are not all on the neck, and are further confused by later damage. 
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Figure A.597: Torbryan 1. 

 

Figure A.598: Torbryan 2.  
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126 – Totnes 

 

Figure A.599: The location of Totnes. 

County:  Devon  

Type of source:  Royal arms 

Location:  On top of the organ case under the west tower 

Description: Of carved wood and painted wood, it includes the cypher ‘C R’ showing that it was 

constructed during the reign of Charles I or II. Although it is currently on top of the 

organ case, images from the nineteenth century – including figure A.600, a 

stereoview of the screen probably from the 1850s or 1860s – show it above the door 

of the rood screen.151 In 1850 William Cotton described how ‘The corporation stalls 

in front of the screen, with a canopy bearing the national and corporate arms, were 

erected in 1636.’152 These stalls (the fronts of which are now in use elsewhere within 

the church) can partially be seen on either side of the screen door in the nineteenth-

century images, and the royal arms on the canopy has two smaller elements next to 

them which correspond to two shields also on the organ in the present day. 

Therefore, it is clear that it is this canopy is in the form of an extra doorway in front 

of the screen, and that it is this to which the royal arms was attached and not the 

screen itself. As well as this, the following words can just be seen carved onto the 

top of this doorframe: 

  ANNO DOM . DIEV ET MON DROIT . 1636 

 
151 Stereoview of Totnes Church (1850s or 1860s), author’s collection. See also: Spreat, Picturesque Sketches. 
152 William Cotton, A Graphic and Historical Sketch of the Antiquities of Totnes (London: Longman and 
Company, 1850), 42. 
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 As well as providing the motto which completes the royal arms, this confirms the 

date given by Cotton. The screen’s rood loft was removed during a restoration of 

1867-74, and since I have seen no images of the stalls and canopy without the loft 

also being present, it seems likely that they were also removed at this point.153 

Date:  1636 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Carved and painted wood 

Description: The harp has a curved pillar and an angular shoulder. There are eleven 

strings and around six or seven tuning pins.154 

 

Figure A.600: Anonymous stereoview showing the arms in their original position in front of the screen: Stereoview of Totnes 
Church (1850s or 1860s), author’s collection. 

 
153 Cherry and Pevsner, Devon, 869. 
154 It is impossible to be more accurate due to the height at which the arms are kept and the small size of the 
harp. 
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Figure A.601: Detail of the stereoview, showing the royal arms (partially obscured by the chandelier). 

 

 

Figure A.602: Totnes 1. 

 

 

 

 

 

For Totnes 2, see appendix A.3 
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127 – Tregony 

 

Figure A.603: The location of Tregony. 

County:  Cornwall 

Type of source:  Royal arms 

Location:  North wall of the north aisle 

Description: Of painted wooden boards, with the cypher ‘I R’ and the date of 1685. The overall 

quality of the painting is high, with more subtle use of colour and shade than is 

common. 

Date:  1685 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted wooden boards 

Description: The harp has a wide sound chest with some indication of sound holes, and a 

small dot at the bottom of each string, of which there are fifteen. There is 

some indication of tuning pins, but the painting is too dark for these to be 

easily visible. The most prominent feature of the instrument is the pillar, 

which is in the form of a figure whose head protrudes at the top of the 

instrument in the usual manner. 
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Figure A.604: Tregony 1. 

 

Figure A.605: Tregony 1, detail.  
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For Trerice, see appendix A.3 

128 – Uffculm 

 

Figure A.606: The location of Uffculm. 

County:  Devon  

Type of source:  Reredos 

Location:  North chapel 

Description: The reredos is made up of panels and 

other woodwork that appear to be 

from several different sources from 

the sixteenth and potentially 

seventeenth centuries. It has been 

brightly painted (possibly recently, at 

least in places) and due to the 

modern setting the original context is 

not clear, meaning that some or all of 

it may have originated elsewhere. To 

the right and left are figures that are 

part of decorative pillar-like supports 

and must have originally been part of 

a piece (or pieces) of furniture or 

panelling. Each of these plays a 

percussion instrument and the 

similarity between them suggests that they are from the same original source. These 

Figure A.607: The Uffculm reredos. 
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can loosely be compared to the musicians who form part of similar pillars on the 

Sandford Orleigh overmantle (Newton Abbot Town Museum 4-7). 

Date:  [Sixteenth or early seventeenth century] 

1 Instrument: Tambourine 

H-S number:  211.311+112.122 

Location: Left side of the reredos 

Material: Carved and painted wood 

Description: The tambourine played by the figure on the left-hand pillar is not at all clear, 

especially as part of the instrument has been lost; however, the association 

with another percussionist helps to reinforce this interpretation of the 

carving. It is held by its rim in the figure’s left hand, while they appear to be 

tapping it with their right. There are lumps around its edge – presumably 

representing the tambourine’s jingles – and it looks like it would originally 

have been round before the loss of one side.  

2 Instrument: Drum 

H-S number:  211.212 

Location: Right side of the reredos 

Material: Carved and painted wood 

Description: The figure on the right is shown playing a rope tensioned drum which is held 

onto them by a strap. This strap goes over the drummer’s left shoulder and 

under their right arm, although the former section has not been painted 

making it more difficult to see. Although the crude perspective of the 

carving makes it less clear, the bottom of the drum is angled towards the 

drummers left side, and they have their left hand above the drum with the 

drumstick in an underhand hold. Their right hand is lower down and uses an 

overhand hold. 
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Figure A.608: Uffculm 1. 

 

Figure A.609: Uffculm 2. 

For Uffculm 3, see appendix A.3  
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For Ugborough, see appendix A.3 

129 – Uplyme 

 

Figure A.610: The location of Uplyme. 

County:  Devon  

Type of source:  Grotesque 

Location:  Tower (exterior) 

Description: A human or semi-human grotesque on the south-east corner of the tower plays a 

wind instrument; it is of carved stone and is just below the top of the tower. 

Date:  [Medieval] 

1 Instrument: Double pipe 

H-S number:  42 

Location: South-east corner of the tower 

Material: Carved stone 

Description: The grotesque plays a double piped wind instrument; it starts in the figure’s 

mouth and has a clean line between this top section and the start of the two 

equal length pipes, which begin parallel but soon bend away from each 

other and separate onto the south and east sides of the tower. The left hand 

is held higher than the right on its respective pipe, but the medium used and 

its height at the top of the tower hide any further details. 
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Figure A.611: Uplyme 1. 
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For Warkleigh, see appendix A.3 

130 – Warleggan 

 

Figure A.612: The location of Warleggan. 

County:  Cornwall 

Type of source:  Royal arms 

Location:  North wall of the north aisle 

Description: Of plasterwork, painted white. It bears the cypher ‘C R’ and the date of 1664. 

Date:  1664 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Plasterwork 

Description: The harp has no visible strings, and while there are some tuning pins, these 

fade away towards the end of the string arm. These details appear to have 

been hidden by heavy overpainting in white; and other features, such as 

decorative holes on the sound chest (which might represent sound holes) 

and the curved pillar are also indistinct. Likewise, a small lump at the top of 

the pillar may once have been a decorative head. 
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Figure A.613: Warleggan 1. 

 

Figure A.614: Warleggan 1, detail. 
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131 – Washfield 

 

Figure A.615: The location of Washfield. 

County:  Devon  

Type of source:  Chancel screen 

Location:  Between the nave and chancel 

Description: The Jacobean chancel screen stretches across the nave and north aisle. Under the 

arcade in the centre of the cornice a shield bears the inscription ‘1634 | BERNARD | 

SERIDGE | W’, an unusually late date for a screen which is confirmed by its general 

style and decoration. A Georgian royal arms on its top may well have replaced one 

more contemporary with the screen.155 See figure 2.12 for a view of the whole 

screen. 

Date:  1634 

1-4 Instrument: Horns 

H-S number:  423.1 

Location: Cornice 

Material: Carved wood 

Description: Along with other figurative, animal, and foliage-based decoration, the 

cornice includes four winged figures playing horns, with two on either side 

 
155 In 1908 Stabb records that ‘Originally the arms of James the I. were on the screen over the chancel doors, 
for some reason these were removed to the tower, but the present vicar has replaced them in their original 
position.’ However, the current Georgian arms can be seen in the photograph provided by Stabb and so he 
must either have been confused, or of the belief that the arms were earlier and had simply been repainted at a 
later date, which is certainly possible. John Stabb, Some Old Devon Churches, Volume I (London: Simpkin et al, 
1908), 141, and plate 120. 
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of the central shield. They are held to the mouth with one hand, curve 

upwards, and taper outwards towards a flared bell. The two in the north 

aisle feature the unlikely inclusion of fingerholes, and none show any sign of 

mouthpieces. 

 

 

Figure A.616: Washfield 1-2. 

 

 

Figure A.617: Washfield 3-4. 
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132 – Wembury 

 

Figure A.618: Wembury. 

County:  Devon  

Type of source:  Monument 

Location:  North wall of the chancel 

Description: A large monument dedicated to John Hele (d. 1608). It includes several reclining and 

kneeling figures and much decoration. In the middle there is a slate, on which is 

inscribed: 

NON LACHRYMAS MELIT AVT GEMITVS (STA, PERLEGE LECTOR) | DESIIT HIC, 
EX QVO MORTVVS, ESSE MISER. | DE VITA ROGITAS, ET DE VIRTVTE SED ISTA 
INVIDIAM PEPERIT: DVM FVIT ERGO, FVIT | STIRPE SATIS NOTVS; CHARA SAT 
CONIVGE FӔLIX, | MVLTA QVAM CERNIS, PROLE BEATVS OBIT: | PVBLICA 
RES ILLI CORDI CVR ӔQVE, NEC VNQVAM | AVT PATRIӔ, AVT PATRIӔ DEFVIT 
ILLE PATRI: | CALLVIT ATQVE APICES, IVRISQVE SCIENTIOR ALTER | NON 
ERAT, ILLӔSA EST TESTE CLIENTE FIDES: RESQVE DOMI GESSIT PRVDENS, 
MORIENSQVE RELIQVIT, | PERRARO FRATRVM TOT FORA LITE VACANT: | 
HӔC NOVIT PRESENS ET SERIOR AVDIET ӔTAS | SŒCLI FACTA SVI, FAMA 
SEQVENTIS ERIT. 

At the top of the monument a smaller slate reads: 

HIC IACET IOHES HELE | MILES SERVIENS AD | LEGEM STӔ: DNӔ: | ELIZӔ: 
REGӔ: ANG: & IACOBI REGIS MAG: |BRIT: QVI OBIIT | 4O DIE IVNII AN: DNI: 
1608 | ӔTATIS SVӔ: 66. 

This is translated in a framed information sheet nearby in the church as ‘Here lies 

John Hele, Knight, serjeant-at-law, of Her Majesty Elizabeth Queen, and James King 

of Great Britain, who died on the fourth day on June in the year of our Lord, 1608, 
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aged 66’. Faunch suggests that the style of the monument is late for 1608, and so 

was probably erected by John Hele’s son and heir at a later date.156 

Date:  After 1608 

 

Figure A.619: The Hele monument. 

1 Instrument: Bell 

H-S number:  111.242.122 

Location: West side of the monument 

Material: Carved stone 

Description: The bell is large and of a standard church bell shape, but is unusual in its 

detail – including a prominent and detailed clapper and headstock. There is 

a band around the middle of the bell, and also the words ‘OMNES 

PREPARATE’ which translates as a command to ‘all prepare’. See chapter 

four for further discussion of this and of other bells included on funerary 

monuments. 

 
156 Faunch, Church Monuments and Commemoration, 694. 
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Figure A.620: Wembury 1. 

  



692 
 

133 – Wembworthy 

 

Figure A.621: The location of Wembworthy. 

County:  Devon  

Type of source:  Roof bosses 

Location:  Throughout the church 

Description: In both aisles, the late medieval barrel rooves incorporate wooden bosses decorated 

with figures, faces, animals, and foliage. 

Date:  Late medieval157 

1 Instrument: Trumpet 

H-S number:  423.121.1 

Location: North aisle 

Material: Carved wood 

Description: The boss is carved with a grotesque mermaid or siren with no hair and 

prominent, pointed teeth. They are shown blowing a short, straight trumpet 

which is held in their left hand, has a flared bell, and passes straight into the 

mouth rather than ending in a mouth piece. There is another mermaid on a 

nearby boss, this time with the standard comb and mirror and a less 

monstrous appearance. See chapter six for further discussion. 

 
157 Cherry and Pevsner, Devon, 895. 
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Figure A.622: Wembworthy 1. 
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For Wolborough, see appendix A.3 

134 – Woodbury 

 

Figure A.623: The location of Woodbury. 

County:  Devon  

Type of source:  Carved figures 

Location:  North wall of the north aisle (exterior) 

Description: Pevsner stares that the north aisle of the church was finished in the 1530s, and as 

part of this aisle three human and several more animal figures project from just 

below the crenelated top of the north wall.158 Unfortunately, the figures have since 

become damaged, to the extent that one of them who may way have originally been 

a musician is now impossible to identify (see appendix A.3) – this leave one definite 

lutenist, and one highly likely drummer. 

Date:  1530s 

1 Instrument: Lute 

H-S number:  321.321 

Location: West end of north wall 

Material: Carved stone 

Description: The lutenist’s head has been removed and their instrument has suffered 

some damage, but around five strings are visible, as well as a tailpiece, 

rounded back, and possibly a plectrum. 

2 Instrument: Drum 

 
158 Cherry and Pevsner, Devon, 917. 
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H-S number:  211.212 

Location: East end of north wall 

Material: Carved stone 

Description: The carving appears to be of a drummer. Their drum is tall and rests on their 

left leg; sadly, not much more can be seen as the head and both arms of the 

figure are missing, while the drum is also damaged. 

 

 

 

 

 

 

 

 

 

For Woodbury 3-4, see appendix A.3 

  

Figure A.624: Woodbury 1. Figure A.625: Woodbury 2. 
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135 – Woolsery (Woolfardisworthy) 

 

Figure A.626: The location of Woolsery (Woolfardisworthy). 

County:  Devon  

Type of source:  Bench-ends 

Location:  Throughout the nave 

Description: A set of 20 bench-ends are decorated with initials, symbols of the Passion, figures 

(presumably of saints), and other similar designs. 

Date:  [First half of the sixteenth century] 

1-6 Instrument: Clarions 

H-S number:  - 

Location: North side of the north aisle 

Material: Carved wood 

Description: One bench-end is decorated with two shields, both of which contain three 

clarions. They are fairly crude, with one facing in a different direction to the 

others, but all six have five pipes and (where still visible as there is some 

damage) most have fipples and some indentation in the top, suggesting that 

the pipes are hollow. 
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Figure A.627: Woolsery 1-6. 

Type of source:  Monument 

Location:  North wall of the north chapel 

Description: The monument is large, and includes a semi-

reclining figure and a slate whose Latin text 

is too worn for easy transcription. Faunch 

records it as being that of Richard Cole (d. 

1614).159 

Date:  1614 

7 Instrument: Drum 

H-S number:  211.212 

Location: Left side of the front, level with the 

effigy 

Material: Carved and painted stone 

Description: The drum is rope tensioned, but it is 

hard to tell if there are tightening 

 
159 Faunch, Church Monuments and Commemoration, 696-698. 

Figure A.628: Richard Cole's monument. 
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loops due to the slight deterioration of the paint and the stonework 

underneath. It is also obscured by the pillar directly in front of it. 

8 Instrument: Drum 

H-S number:  211.212 

Location: Lower part of the monument, right side of front 

Material: Carved stone 

Description: The second drum is bigger than the other but is of a similar, rope tensioned 

design with tightening loops. 

 

 

 

  

Figure A.629: Woolsery 7. Figure A.630: Woolsery 8. 
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136 – Yarcombe 

 

Figure A.631: The location of Yarcombe. 

County:  Devon  

Type of source:  Carved figures 

Location:  Outside walls of the church 

Description: There are a number of carved stone figures, grotesques and gargoyles on the 

outside of the church, and especially on the north aisle.  

Date:  [Late medieval] 

1 Instrument: Bagpipes 

H-S number:  422-62 

Location: North wall 

Material: Carved stone 

Description: One of the carved figures is a bagpiper. They have the bag under their right 

arm, the blowpipe in their mouth and one hand at roughly the same height 

on each of the two chanters. The chanters themselves flare out slightly 

towards their ends and there is a finger hole visible near the bottom of one 

of them. At the other end of the instrument, the single drone has three 

bands next to each other halfway up its length, after which it tapers 

outwards slightly. Although there is some damage between the bag and 

chanters, this is fairly minor and the carving is otherwise in good condition. 
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Figure A.632: Yarcombe 1. 

 



701 
 

A.3 – The Gazetteer (Miscellaneous) 

1 – Bideford, 8a The Quay (house) 

 

Figure A.633: The location of Bideford, 8a The Quay. 

County:  Devon 

Type of source: Overmantel 

Location:  North wall of front room 

Description: A plaster overmantle featuring a standing figure in the centre and a set of three 

Grenville clarions on either side. Although the Grenvilles owned several houses in 

the immediate vicinity, the building in which the overmantle is situated is 

comparatively modern, while David and Jenny Carter have demonstrated that the 

plasterwork is likely to date from after the Restoration (based on the figure’s 

clothes) after these properties are likely to have left the Grenville’s ownership. For 

this reason, they suggest that it was likely created for the house of Stowe, just over 

the border in Cornwall, which was built in 1679 and demolished in 1739, at which 

point the overmantle was sold and taken to Bideford. They further suggest that the 

work could have been done by John Abbott, based on similarities to a design found 

in the Abbott pattern book, which is discussed elsewhere in the thesis.159 

Date:  C. 1679 

 
159 Carter, Grenville Research, 41-45. 
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Figure A.634: The overmantle. 

1-6 Instrument: Clarions 

H-S number:  - 

Location: In shields on either side of the overmantle 

Material: Plasterwork 

Description: The clarions show no evidence of musical intent, each having four short 

‘pipes’ pointing downwards. 

 

Figure A.635: Bideford 8a The Quay 1-3. 
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Figure A.636: Bideford 8a The Quay 4-6. 
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2 – Bodmin 

 

Figure A.637: The location of Bodmin. 

County:  Cornwall 

Type of source:  Roof angels 

Location:  Unknown 

Description: One of nine angels shown removed from the roof in a nineteenth-century 

photograph. See Bodmin 2. 

Date:  [fifteenth century] 

3 Instrument: Wind instrument 

H-S number:  42 

Location: Unknown 

Material: Wood carving 

Description: Although seen in the nineteenth-century photograph, this angel is not part 

of the current set preserved in the church, and so was presumably lost at 

some point in the mid-late nineteenth century. It holds a straight wind 

instrument with a flared bell but does not appear to be playing it. While 

trumpet and shawm are both likely contenders for the instrument’s identity, 

the nature of both the instrument and the photograph make it impossible to 

know. 160 

  

 
160 This photograph is probably in the Courtney Library, Royal Institute of Cornwall, Truro, but I have been 
unable to confirm this. 
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3 – Bordingdon Hall (house) 

 

Figure A.638: The location of Bordington Hall. 

County:  Devon  

Type of source:  Royal arms 

Location:  Hall 

Description: Build onto the wall above the fireplace; it is of white painted plasterwork, and bears 

the cypher ‘C R’ dating it to the reins of Charles I or Charles II. Pevsner dates the 

whole composition to 1640.161 

Date:  1640 

1 Instrument:  Harp  

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Plasterwork 

Description: The harp has twelve strings, eight tuning pins, and two decorated sound 

holes in the wide sound chest. 

 
161 Cherry and Pevsner, Devon, 190. 
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Figure A.639: Bordington Hall 1. 

 

 

Figure A.640: Bordington Hall 1, detail. 
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4 – Braunton 

 

Figure A.641: The location of Braunton. 

County:  Devon 

Type of source:  Trumpeting angel 

Location:  On former window sill in east wall of nave 

Description: There are a number of trumpeting angels in the region whose earliest possible date 

– based upon appearance alone – may be the seventeenth century, but who are 

likely to be from the eighteenth century or later. While some may have had other 

functions, it is likely that most were originally intended to be placed on top of the 

sounding-board of a pulpit. Very few of these sounding-boards now survive, and 

with their wide-scale removal many of these angels must have been lost, with those 

that remain often being placed onto screens or other odd places. Because of this, 

there is generally no context remaining to suggest the date of the figure, and even 

when a seventeenth-century pulpit survives this is no guarantee that the angel 

originates from the same date, as some angels and sounding-boards are known to 

have been constructed later (see Woodbury 3 (miscellaneous), for example). 

Because the majority of these are likely to have been constructed in the eighteenth 

century (although an earlier date is possible) they have been included in this section 

rather than the main gazetteer, with the exception of Sidbury 2. For an example of 

an angel still in place on a sounding board, see Cornworthy 1 (miscellaneous). 

Date:  [Probably eighteenth century] 

1 Instrument: Trumpet 

H-S number:  423.121.1 
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Location: Held by angel 

Material: Carved wood 

Description: The trumpet – which is long and straight with a flared bell and no 

mouthpiece – is held partially above the angel’s head with their right hand. 

Both the figure and the instrument have been painted a golden colour. 

 

Figure A.642: Braunton 1. 
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5 – Buckland Abbey (house) 

 

Figure A.643: The location of Buckland Abbey. 

County:  Devon  

Type of source:  Woodwork 

Location:  Hall 

Description: The decorative panelling used in the room includes a number of small carvings 

(including two musicians) along its upper band, all of which was installed as part of 

the late sixteenth-century renovations of Richard Grenville or Sir Francis Drake.162 

There is a date of 1576 in the plasterwork above the room’s fireplace, and so the 

panelling might also originate at around this point. 

Date:  Second half of the sixteenth century, possibly 1570s. 

1 Instrument: Viola da gamba 

H-S number:  321.322-71 

Location: West wall 

Material: Carved wood 

Description: The body of the viol has shallow waists similar to a guitar, and the bridge is 

also more reminiscent of that instrument, with the strings stopping there 

rather than continuing to a tailpiece. There are around ten or eleven strings 

and no sound holes. The bow is held with an overhand grip, and both the 

wood and hair of it appear arched. 

 
162 Buckland Abbey, <https://historicengland.org.uk/listing/the-list/list-entry/1163369>, accessed 09 April 
2019. 
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Figure A.644: Buckland Abbey 1. 

2 Instrument: Lute 

H-S number:  321.321 

Location: West wall 

Material: Carved wood 

Description: The lute has nine strings, no visible sound hole or rosette, and a clear bridge 

which the strings do not pass beyond. The thumb and first finger of the 

player’s right hand touch as if they are holding a plectrum, while the little 

finger is separated from the others, which could suggest that it is resting on 

the sound board.  

 

Figure A.645: Buckland Abbey 2. 
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Type of source:  Fireplaces 

Location:  ‘Drake’s Chamber’ and ‘Drake’s Study’ 

Description: The two adjoining rooms each contain a carved granite fireplace. Both of these 

include the arms of the Grenville family, who owned the abbey from 1541 to 1580, 

while Richard Grenville is known to have converted the abbey into a house in the 

1570s.163 This suggests a likely period for the creation of the fireplaces. 

Date:  1570s 

3-6 Instrument: Clarions 

H-S number:  - 

Location: In the two spandrels of each fireplace 

Material: Carved granite 

Description: Each of the four clarions is of the same design, with no indication of musical 

function. They have four pipes, which point downwards and have no fipples 

or other details. 

 

 

Figure A.646: Buckland Abbey 3. 

 
163 Bere, Buckland Monachorum, 18; and Buckland Abbey, <https://historicengland.org.uk/listing/the-list/list-
entry/1163369>, accessed 09 April 2019. 
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Figure A.647: Buckland Abbey 4. 

 

Figure A.648: Buckland Abbey 5. 

 

Figure A.649: Buckland Abbey 6. 
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6 – Colyton Merchant’s House (house) 

 

Figure A.650: The location of Colyton Merchant's House. 

County:  Devon  

Type of source:  Wall painting 

Location:  Above the fireplace in the main downstairs room 

Description: The wall painting is divided into four arches, spanning the top of the fireplace. Each 

one contains a figure facing towards the centre and a small banner containing text. 

From left to right they are: A woman in a red gown and white headdress holding 

what appears to be a plumb line in one hand and a long stick in the other (possibly 

spinning wool), with the word ‘Experientia’; an angel dressed in red and blowing a 

horn, with the words ‘Fama Bono’; an angel dressed in white and blowing a horn, 

both of which are covered in small black dots, with the words ‘Fama Mala’; and a 

naked women with something white coming out of her hand, with the word 

‘Veritas’. 

Date:  Fifteenth or sixteenth century 

1-2 Instrument: Horns 

H-S number:  423.1 

Location: In the two central arches 

Material: Wall painting 

Description: Both horns are the same shape, with a complete curl in the middle. They 

taper outwards towards the wider bottom, but do not flare outwards. There 

is some kind of mouthpiece included with each, and they are both held by 

the hand further away from the viewer. 
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Figure A.651: The Colyton Merchant's House wall painting. 

 

Figure A.652: Colyton Merchant's House 1-2. 
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7 – Copplestone (roadside cross) 

 

Figure A.653: The location of Copplestone. 

County:  Devon 

Type of source:  Cross shaft 

Location:  At the junction of the A377 and the A3072 in Copplestone 

Description: A 3.2m tall Anglo-Saxon cross shaft with decoration on all four faces. 

Date:  Late tenth century 

1 Instrument: Horn 

H-S number:  423.1 

Location: Top of the north-east face 

Material: Carved stone 

Description: At the top of the shaft is an image of a figure riding a horse, which Rosemary 

Cramp has identified as possibly blowing a horn; however, this is not 

clear.164  See chapter five for further discussion and figure 5.28 for a drawing 

showing how this could be interpreted. 

 
164 Rosemary Cramp, Corpus of Anglo-Saxon Stone Sculpture Volume VII: South-West England (Oxford: Oxford 
University Press, 2006), 82-83. 
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Figure A.654: The Copplestone cross shaft. 

 

Figure A.655: Copplestone 1.  
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8 – Cornworthy 

 

Figure A.656: The location of Cornworthy. 

County:  Devon 

Type of source:  Trumpeting angel 

Location:  Top of sounding-board 

Description: By the early twentieth century the sounding-board appears to have been removed 

and stored in the north aisle.165 Fortunately, it has since been restored to its position 

above the pulpit and so provides a rare case of a trumpeting angel still serving its 

original function. The pulpit and sounding-board were constructed in 1757 and so it 

is likely that the angel dates from this year or later.166  

Date:  1757 

1 Instrument: Trumpet 

H-S number:  423.121.1 

Location: Held by angel 

Material: Carved wood 

Description: The trumpet is straight with a flared bell. It is held up to the angel’s mouth 

by their right hand. 

 
165 Stabb, Some Old Devon Churches I, 40. 
166 Cherry and Pevsner, Devon, 290. 
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Figure A.657: The Cornworthy pulpit. 

 

Figure A.658: Cornworthy 1.  
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9 – Cotehele (house) 

 

Figure A.659: The location of Cotehele. 

County:  Cornwall 

Type of source:  Cupboard 

Location:  ‘Victorian breakfast room’ 

Description: A carved cupboard originating in the Welsh Marches. It is known to have been in the 

house by c. 1865, but it is not known whether it came to the house soon before that 

date, or nearer to the date of its construction.167 Dendrochronology has dated it to 

the mid-sixteenth century, although it did not begin life as a single piece.168 

Date:  Mid-sixteenth century 

1 Instrument: Crwth 

H-S number:  321.322-71 

Location: Upper right panel  

Material: Carved wood 

Description: The musician on the left plays a Welsh crwth. Other than a broken bow, it is 

in good condition and detailed. It is five strings, two of which diverge slightly 

from the other three towards the top, suggesting bourdon stringing. One 

foot of the bridge passes into a sound hole, there is a tailpiece, and a strap 

passes around the players shoulder and around the top of the instrument’s 

body inside of the hand hole. The bow only survives in a small part on top of 

 
167 Nicholas Riall, ‘A Tudor Cupboard at Cotehele and Associated Carpentry Work from the Welsh Marches’, 
Regional Furniture, 26, (2012), 25. 
168 Ibid., 31-2. 
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the strings, but immediately next to this is another similar object with no 

obvious purpose which also covers the strings.  

2 Instrument: Harp 

H-S number:  322.2 

Location: Upper right panel 

Material: Carved wood 

Description: A gothic harp, with points at either end of the string arm and decorative 

protrusions on the pillar. There are around fifteen strings and the same 

number of tuning pins, although there is some damage towards the bottom 

of the lower strings. The strings get narrower towards the higher notes, and 

there are four small, round sound holes in the sound chest. 

 

Figure A.660: Cotehele 1-2. 

3-4 Instrument: Horn 

H-S number:  423.1 

Location: Lower half of the right-hand upright. 

Material: Carved wood 

Description: Around the framework of the cupboard are scenes of hunting, including two 

identical figures playing hunting horns, one directly above the over at the 

extreme right side of the design. The horns are large, and are held over the 

hunters’ heads, with the curve of the instrument meaning that they then 

face in the opposite direction to the people blowing them. 
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Figure A.661: Cotehele 3-4. 

Type of source:  Woodwork 

Location:  Beside an upstairs staircase 

Description: A long, narrow panel, clearly formerly part of a larger piece. Four creatures 

consisting just of a tail and head are carved on it, each with a bell hanging from their 

tails, and two roundels each bear the initials ‘SM’. The creatures are similar to the 

mermen seen on bench-ends from the first half of the sixteenth century, for 

example at Altarnun (see chapter six), and so a similar date is likely. 

Date:  [Sixteenth century] 

5-8 Instrument: Bells 

H-S number:  111.242.122 

Location: hanging from each creature’s tail 

Material: Carved wood 

Description: The bells are all of typical ‘bell’ shape, with a band of decoration around 

their middle and a clapper visible at the bottom. 
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Figure A.662: Cotehele 5-8. 

Type of source:  Various 

Location:  Throughout the house 

Description: A large number of pre-1700 objects are known to have been brought into the house 

in the nineteenth century. Among these are several which include musical 

instruments, including tapestries and furniture. 

Date:  Various 

9- Instrument: Harp, wind instruments, etc. 

H-S number:  Various 

Location: Various 

Material: Various 

Description: - 
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10 – Crediton 

 

Figure A.663: The location of Crediton. 

County:  Devon  

Type of source:  Sideboard 

Location:  South aisle (as of 18 July 2016) 

Description: A large piece of furniture which the church guide identifies as being seventeenth 

century and having been given to the church in 1910 by Clara Macirone. 

Date:  Seventeenth century 

 

Figure A.664: The sideboard. 
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1-4 Instrument: Horns 

H-S number:  423.1 

Location: On a band of decoration near the top 

Material: Carved wood 

Description: The band of decoration includes two identical scenes, which each contain 

two figures playing horns. They appear to be exaggerated animal horns, and 

the players’ cheeks are puffed out, presumably from the effort of making a 

sound. 

 

Figure A.665: Crediton 1-2. 

 

Figure A.666: Crediton 3-4. 
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11 – East Portlemouth 

 

Figure A.667: The location of East Portlemouth. 

County:  Devon  

Type of source:  Rood screen 

Location:  Between the nave and chancel 

Description: The screen includes paintings of saints in its wainscoting, such as East Portlemouth 1 

and 2 in the main gazetteer. On the central door of this, the paintings only survive in 

location on the two panels of the left part of the door; the central (right) one of 

these appears to be of the Virgin Mary wearing a crown while the outer (left) is of a 

group of three angels. A likely reconstruction of the original scheme would be Mary 

and Jesus and King and Queen of Heaven, flanked by angels on either side – an 

arrangement which is found on the central door of the rood screen of Holne church 

(Holne 2-3). A panel matching the style of the Mary painting and with the same 

composition as the Holne Jesus is now elsewhere on the screen and so confirms this, 

sadly the theoretical second angel panel is missing. 

Date:  [Fifteenth or early sixteenth century] 

3-5 Instrument: Singers 

H-S number:  - 

Location: Central door 

Material: Painted wood 
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Description: Wilkes has interpreted the three angels in the panel remaining on the door 

as singers.169 The outer two of these cluster behind a central figure who 

holds an object which could be a book. Given that two other central doors 

such as this in Devon make use of flanking angel musicians (those at Holne 

and Torbryan), the identification of these as musicians is reasonable, but not 

definite. 

 

Figure A.668: East Portlemouth 3-5. 

 

  

 
169 Wilks, Showing the Path to Heaven, 33. 
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12 – Exeter Cathedral 

 

Figure A.669: The location of Exeter Cathedral. 

County:  Devon 

Type of source:  Stained glass 

Location:  Speke chantry 

Description: A mid-fourteenth-century image of an angel brought from elsewhere in the 1950s.170 

Date:  Mid-fourteenth century 

39 Instrument: Harp 

H-S number:  322.2 

Location: East wall 

Material: Stained glass 

Description: An angel holds a harp with eight strings, at least fourteen visible bray pins 

(others are obscured), and two visible sound holes on the side of the sound 

chest. The angel’s left hand is spread over the strings while their right holds 

a tuning hammer behind the string arm. 

 
170 Cherry and Pevsner, Devon, 384. 



728 
 

 

Figure A.670: Exeter Cathedral 39. 

Type of source:  Stained glass 

Location:  Lady chapel 

Description: One of a number of sixteenth-century continental panels formerly belonging to the 

Costessey Collection.171 In it, one figure is shown holding a piece of metal on an anvil 

with a pair of pliers while another prepares to strike with a hammer; behind them a 

third figure plays a harp. The scene illustrated is that of Pythagoras’s discovery of 

harmonic ratios. 

Date:  Sixteenth century 

40 Instrument: Harp 

H-S number:  322.2 

Location: South wall 

Material: Stained glass 

Description: The harp has few details other than its basic, gothic shape. There are eleven 

strings, which go between the string arm at the top, and both the sound 

chest and pillar at the bottom. The player’s left is lower down on the 

instrument and their right is higher up, both appear to be in the process of 

plucking the strings. 

 
171 Ibid., 384-5. 
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Figure A.671: Exeter Cathedral 40. 

Type of source:  West screen (exterior) 

Location:  West front of the cathedral 

Description: The carvings along the battlements of the image screen (originally completed in the 

1470s) have been heavily renewed at a later date.172 

Date:  - 

41 Instrument: Harp 

H-S number:  322.2 

Location: North-west corner of the battlements 

Material: Carved stone 

Description: The harpist and their instrument are clearly the work of a recent sculptor, 

but given the setting it is conceivable that they replace a similar original 

which the artist judged to be too worn to retain. 

 
172 Woodcock, Of Sirens and Centaurs, 9. 
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Figure A.672: Exeter Cathedral 41. 
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13 – Exeter, St Martin 

 

Figure A.673: The location of Exeter, St Martin. 

County:  Devon 

Type of source:  West gallery 

Location:  West end of the church 

Description: The front of the gallery includes five paintings, the outer two of which are of 

trumpet playing angels while the middle three are heraldic. Pevsner identifies the 

gallery as c. 1700, and 

one of the coats of arms 

as those of Bishop 

Trelawney (d. 1708), but 

the central royal arms 

dates to 1801-1816, 

suggesting that at least 

some of the paintings 

could be later. 

Date:  C. 1700 or 1801-1816 

2-3 Instrument: Trumpet 

H-S number:  423.121.1 

Location: Outer two paintings of the gallery front 

Material: Painted wood 

Description: Both of the angels are shown similarly dressed in white robes and appear to 

be mid-flight – their wings are faintly visible behind them. They hold straight 

Figure A.674: The west gallery. 
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trumpets with flared bells, but only the angel in the right panel is blowing 

into the trumpet as the one in the left holds it at their side instead. 

 

 

Figure A.675: Exeter, St Martin 2. 

 

Figure A.676: Exeter, St Martin 3. 
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14 – Hennock 

 

Figure A.677: The location of Hennock. 

County:  Devon 

Type of source:  Trumpeting angel 

Location:  On the south end of the screen, south aisle 

Description: Although currently in the blocked rood stair doorway, the angel can be seen on the 

north end of the screen in the middle aisle in an image from the early twentieth 

century, where it is directly above the pulpit.173 It is possibly that it was originally on 

top of the sounding-board of the pulpit, see Braunton 1 (miscellaneous) for further 

discussion. 

Date:  Probably eighteenth century or later 

1 Instrument: Trumpet 

H-S number:  423.121.1 

Location: Held by angel 

Material: Carved wood 

Description: The trumpet is long and straight, with a conical profile and a flared bell, 

which is slightly damaged. It is held in the figure’s right hand and appears to 

have been nailed or pinned to their face in order to secure it to the rest of 

the carving, making it difficult to guess at its original position. 

 
173 Stabb, Some Old Devon Churches I, plate 54. 
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Figure A.678: Hennock 1. 
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15 – High Bickington 

 

Figure A.679: The location of High Bickington. 

County:  Devon 

Type of source:  Bench-ends 

Location:  Throughout the nave 

Description: The church contains a collection of more than fifty bench-ends, including High 

Bickington 1 in the main gazetteer. 

Date:  [First half of the sixteenth century] 

2-4 Instrument: Wind instrument 

H-S number:  42 

Location: South side of north aisle and north side of south aisle 

Material: Carved wood 

Description: Two bench-ends are carved with an almost identical design of two putti-like 

figures. While one of these is playing a wind instrument, the other three 

hold similar objects which wrap around them like sashes but end in their 

mouths. These have been included here as their similarity to the one more 

definite instrument might suggest that they were all copied from a source in 

which the figures were intended to be musicians. See High Bickington 1 in 

the main gazetteer for further discussion. 
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5-6 Instrument: Singers 

H-S number:  - 

Location: North side of the south aisle 

Material: Carved wood 

Description: The two figures seen at the top of this bench-end are included here as an 

example of a type occasionally seen in carvings from this period (see also 

the heads at the top of the bench-end containing High Bickington 1 and 2). 

Both have their mouths open with shapes emanating from them – it is 

possible that this represents singing or speech but as the former cannot be 

confirmed they have not otherwise been included in this gazetteer. 

Figure A.680: High Bickington 1 and 2 (High Bickington 2 
is on the right). 

 

Figure A.681: High Bickington 3-4. 
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Figure A.682: High Bickington 5-6. 
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16 – Higher Lank (house) 

 

Figure A.683: The location of Higher Lank. 

County:  Cornwall 

Type of source: Carved stone 

Location:  Garden 

Description: One of a number of stones at the base of a medieval cross, all of which are likely to 

have been brought to the house relatively recently. In Cornish Bagpipes, Harry 

Woodhouse records how: 

There hangs in a nearby church a photograph taken earlier this century, 
showing all the stone, including its bottom parts. Furthermore the stone 
seems to have been in a much better state then. The typed caption reads 
“Figure of angel with Bagpipes”, so somebody either recognised what it was, 
or had a more vivid imagination than I have.174 

The carving is also mentioned in 1873 by John Maclean, who compares it to two 

similarly unclear carvings at nearby St Breward church; see St Breward 2-3 

(miscellaneous) for a discussion of this.175 

Date:  Unknown 

1 Instrument: Bagpipes 

H-S number:  422-62 

Location: On front of stone 

Material: Carved stone 

 
174 Woodhouse, Cornish Bagpipes, 52. I have visited several local churches in search of this image, and have 
concluded that it has probably been removed from display. 
175 John Maclean, The Parochial and Family History of the Deanery of Trigg Minor in the County of Cornwall 
Volume I (London: Nichols & Sons, 1873), 372. 
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Description: The intention of the artist is unclear, but neither my own visit nor 

Woodhouse’s reproduction of an earlier photograph provides a convincing 

case for an image of a bagpipe player. 

 

 

Figure A.684: Higher Lank 1. 

 

  



740 
 

17 – Holsworthy 

 

Figure A.685: The location of Holsworthy. 

County:  Devon 

Type of source:  Organ case 

Location:  East end of the south aisle 

Description: Although originally built for Chelsea Old Church by Renatus Harris in the late 

seventeenth century, the organ moved to Bideford in the eighteenth century and 

then on to Holsworthy in the nineteenth. It was renovated in 1884.176 

Date:  Possibly late seventeenth century 

1-2 Instrument: Wind instruments 

H-S number:  42 

Location: West face of the organ case 

Material: Carved wood 

Description: One carved panel includes what appears to the bells of two wind 

instruments – probably trumpets – which stick out from behind a pair of 

wings. Nothing else of them is shown, and it is difficult to know if they come 

from the original case or a later restoration. 

 

 
176 Cherry and Pevsner, Devon, 492. 
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Figure A.686: Holsworthy 1-2. 
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18 – Kilkhampton 

 

Figure A.687: The location of Kilkhampton. 

County:  Cornwall 

Type of source:  Coat of arms 

Location:  Above the priest door, south wall (exterior) 

Description: There is a coat of arms containing three clarions above the small priest’s door; it has 

a crown above the shield and mythological animal supporters on either side. It is of a 

finer stone than the granite used elsewhere on the exterior for decorative carving. 

Date: [Unknown] 

55-57 Instrument: Clarions 

H-S number:  - 

Location: In the main shield 

Material: Carved stone 

Description: The clarions are different from the sixteenth-century examples throughout 

the church and so may be of a different date. They have five pipes each, but 

these are more separated than usual, splay slightly, and have no musical 

features. 
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Figure A.688: Kilkhampton 55-57. 

Type of source: Royal arms 

Location:  North wall of the north aisle 

Description: Although bearing the cypher ‘G R’ and the style of shield used between 1801 and 

1816, Pevsner describes the arms as ‘for Charles I, while the style of the plasterwork 

suggests that a seventeenth century origin is possible.177 As in other instances where 

earlier arms have been updated (Poughill 1 and Poundstock 1, for example), the 

shield is painted onto a flat surface, and so if this is a Hanoverian reworking of a 

Stuart coat of arms, the original harp has been lost. 

Date:  1801-1816, possibly originally seventeenth century. 

58 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: painted plaster  

Description: The harp has six strings, and an elaborate winged figure forming the pillar 

and string arm. 

 
177 Beachham and Pevsner, Cornwall, 260. 
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Figure A.689: Kilkhampton 58. 

 

Figure A.690: Kilkhampton 58, detail. 

 

 

In addition to the instruments listed here, Kilkhampton church also contains several trumpeting 

angels on early eighteenth-century monuments. These monuments are dedicated to: John Courtis 

(d. 1705), John Coryndon (d. 1711), and Sir Bevill Grenville (d. 1643, monument erected 1714). There 

are also numerous later clarions throughout the building, including on roof bosses, drain pipes and 

flags. Given their profusion, it is possible that some early examples have been missed. 
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19 – Langtree 

 

Figure A.691: The location of Langtree. 

County:  Devon 

Type of source:  Royal arms 

Location:  North wall of the north aisle 

Description: Although bearing the shield and cypher of George II (r. 1727-1760), the style of the 

plasterwork arms suggests that the arms might be a later repainting of a 

seventeenth-century original. The shield itself is painted onto a flat surface, rather 

than being shaped from plaster – something which is also the case with Poughill 1 

and Poundstock 1, both of which are known to have been updated at a later date. 

Date:  1727-1760, possibly originally seventeenth century 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted plaster 

Description: The string arm and pillar of the harp are in the form of a winged female 

figure. However, it is unlikely that anything of the original design has 

survived in this. 
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Figure A.692: Langtree 1. 
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20 – Lanhydrock (house) 

 

Figure A.693: The location of Lanhydrock (house). 

County:  Cornwall 

Type of source:  Fireplace overmantel 

Location:  South wall of the east end of the long gallery 

Description: The plasterwork is the most prominent feature of Lanhyrock’s long gallery, and has 

led Pevsner to describe it as ‘the most spectacular room of its date in Cornwall’.178 

As well as a complete barrel-vaulted ceiling decorated with scenes from the Old 

Testament, there are also two fireplace overmantels on the south wall dedicated to 

the life of King David.179 The scene on the eastern overmantel is apparently taken 

from 1 Samuel 16:14-23: 

But the Spirit of the Lord departed from Saul, and an evil spirit from 
the Lord troubled him. And Saul's servants said unto him, Behold now, an 
evil spirit from God troubleth thee. Let our lord now command thy servants, 
which are before thee, to seek out a man, who is a cunning player on an 
harp: and it shall come to pass, when the evil spirit from God is upon thee, 
that he shall play with his hand, and thou shalt be well. And Saul said unto 
his servants, Provide me now a man that can play well, and bring him to me. 
Then answered one of the servants, and said, Behold, I have seen a son of 
Jesse the Bethlehemite, that is cunning in playing, and a mighty valiant man, 
and a man of war, and prudent in matters, and a comely person, and 
the Lord is with him. Wherefore Saul sent messengers unto Jesse, and said, 
Send me David thy son, which is with the sheep. And Jesse took an ass laden 
with bread, and a bottle of wine, and a kid, and sent them by David his son 
unto Saul. And David came to Saul, and stood before him: and he loved him 

 
178 Beachham and Pevsner, Cornwall, 272. 
179 Ibid., 272. 
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greatly; and he became his armourbearer. And Saul sent to Jesse, saying, Let 
David, I pray thee, stand before me; for he hath found favour in my sight. 
And it came to pass, when the evil spirit from God was upon Saul, that David 
took an harp, and played with his hand: so Saul was refreshed, and was well, 
and the evil spirit departed from him.180 

In the overmantel, King Saul is shown surrounded by figures, two of whom 

are holding him back as he appears to be possessed by the ‘evil spirit’ and about to 

throw a spear towards David, who stands at the far left of the scene. There is a mix 

of clothing in the scene with Saul in a turban and long skirt and others in styles 

which look more appropriate for the period of the plasterwork. David wears a crown 

and a short skirt and tunic (or possibly armour) of similar appearance to Roman 

military uniform.  

Date:  [First half of the seventeenth century] 

1 Instrument: Harp 

H-S number:  322.2 

Location: Held by King David on the left side of the overmantel 

Material: Plasterwork 

Description: The harp has been made protruding out into the room from the figure 

meaning that both sides are visible, with the player’s right hand on the 

lower strings and his left on the higher strings. It has a wide sound chest 

with two ‘S’ shaped sound holes on each side of the strings, the pillar is 

curved and joins the string arm with a small animal head, and the string arm 

and sound chest join with an unusual protruding scroll, which rests on 

David’s right shoulder. There are eight strings, and on the right side (when 

viewed from the front) there are around eleven tuning pins while on the 

other side only seven or eight are visible; this discrepancy appears to be 

caused by thick overpainting.  

 
180 1 Samuel 16:14-23, KJV. 
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Figure A.694: Lanhydrock (house) 1. 

Type of source:  Pair of painted wooden figures 

Location:  On either side of the door at the west end of the long gallery. 

Description: The National Trust describes these as ‘a pair of similar 17th Century Italian (?) carved 

wood and polychrome figures of female musicians, on square columns decorated 

with strapwork.’ They both play the lute but show no sign that the artist intended a 

high level of organological accuracy. As they are of uncertain provenance it is 

impossible to know when they first came to Cornwall.181 

Date:  Seventeenth century 

2 Instrument: Lute 

H-S number:  321.321 

Location: The leftmost of the two figures 

Material: Wood 

 
181 Wood Carving, <http://www.nationaltrustcollections.org.uk/object/882814.2>, accessed 18 April 2019. 
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Description: The neck, upper part of the body, and head have been broken off, leaving a 

yellow-painted body with purfling around the edge and strings raised up 

slightly above the soundboard. National Trust number NT 882814.1.182 

3 Instrument: Lute 

H-S number:  321.321 

Location: The rightmost of the two figures 

Material: Wood 

Description: The more complete of the two instruments, roughly identical with the 

remains of the first although the paint is worn leaving very little of the 

purfling. The neck is long and there is a slight indent in the top which might 

represent the head, like the other this lute has no visible sound hole. 

National Trust number NT 882814.2.183 

 

Type of source:  Embroidered book cover 

Location:  - 

 
182 Wood Carving, <http://www.nationaltrustcollections.org.uk/object/882814.1>, accessed 18 April 2019. 
183 Wood Carving <http://www.nationaltrustcollections.org.uk/object/882814.2>, accessed 18 April 2019. 

Figure A.695: Lanhydrock (house) 2. Figure A.696: Lanhydrock (house) 3. 
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Description: A 1635 copy of Booke of Common Prayer that has had both covers decorated with 

embroidery. The back cover has an image of King David surrounded by an elaborate 

border, but unlike the plasterwork David, this figure is alone with no surrounding 

scene. Due to its portable nature, it is difficult to know the book’s origin. 

Date: [Seventeenth century] 

4 Instrument: Harp 

H-S number:  322.2 

Location: the top is held by David’s left hand while the bottom rests on the floor. 

Material: Embroidery 

Description: The harp is fanciful in shape and lacks any detail. Around seventeen strings 

are visible. 

 

Figure A.697: Lanhydrock (house) 4. 

Type of source:  Painting 

Location:  Currently hung in the main stairwell 

Description: A painting by an unknown artist of the English School showing ‘The Hon. Francis 

Robartes, MP (1650-1718) as a Boy’, although it was painted when the subject was 

around fifty. He is shown surrounded by objects of learning: a globe; drawing 

equipment; a book of music; a lute; etc. Despite showing a member of the family 
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who owned the house, the painting comes from Adlington Hall, Cheshire. National 

Trust number NT 884945.184 

Date: C. 1700 

5 Instrument: Archlute 

H-S number:  321.321 

Location: At the bottom right of the painting, leaning on the globe. 

Material: Oil on canvas 

Description: Only part of the lute is seen due to the framing of the paining, and much of 

it is too dark to discern many details. However, the instrument has a ribbed 

back, at least five unevenly spaced tied frets, and a number of strings. The 

nut is visible at the top of the neck, and above it is the long head of an 

archlute. Although it is for a different type of instrument (eleven course 

French lute) it is worth mentioning the Robarts Lute Book which survives in 

the house having originally been copied c. 1654-68, as other evidence for 

the family’s musical activity in the second half of the seventeenth century.185 

 

Figure A.698: Lanhydrock (house) 5.  

 
184 Called the Hon. Francis Robartes, MP (1650 - 1718) as a Boy, 
<http://www.nationaltrustcollections.org.uk/object/884945>, accessed 18 April 2019. 
185 Robert Spencer (ed.), The Robarts Lute Book c. 1654-68 (Kilkenny: Boethius Press, 1978).  
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21 – Loxhore 

 

Figure A.699: The location of Loxhore. 

County:  Devon 

Type of source:  Royal arms 

Location:  West wall of the north aisle 

Description: Although of the design used between 1603-1649, 1660-1689 and 1702-1709, the 

arms bear the cypher ‘G R’ and the date 1714 (the year of the coronation of George 

I). It is possible that an earlier arms was updated with a new cypher and date, but it 

would be odd to leave the shield in its original form, and so it is perhaps more likely 

that the whole work dates to 1714. Given this, the artist may have been working 

from an out of date model, or they may have been unsure about what form the new 

monarch’s arms would take. The latter could also explain several unusual arms 

elsewhere, such as at Southleigh where an otherwise standard arms of the same 

style as this has an added escutcheon of the white horse of Hanover. 

Date:  Probably 1714 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Painted wooden boards 

Description: The harp has eight strings and a head between the string arm and pillar. 
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Figure A.700: Loxhore 1. 

 

Figure A.701: Loxhore 1, detail.  
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22 – North Molton 

 

Figure A.702: The location of North Molton. 

County:  Devon 

Type of source:  Trumpeting angel 

Location:  On top of pulpit sounding-board 

Description: Pevsner identifies the sounding-board as dating to c. 1700; however, the position of 

the angel towards one edge of the board suggests that it is likely to be a later 

addition rather than part of the original composition.186 See Braunton 1 

(miscellaneous) for further discussion of sounding-board angels. 

Date:  [Eighteenth century or later] 

2 Instrument: Trumpet 

H-S number:  423.121.1 

Location: Held by angel 

Material: Carved wood 

Description: Both the trumpet and the angel are painted a golden colour. The trumpet is 

long and straight, with a conical profile and a flared bell; it is held near to 

the angel’s mouth in their right hand, while their left holds a sword. 

 
186 Cherry and Pevsner, Devon, 206. 
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Figure A.703: North Molton 2. 
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23 – Offwell 

 

Figure A.704: The location of Offwell. 

County:  Devon 

Type of source:  Trumpeting angel 

Location:  Above pulpit 

Description: The angel currently stands on top of a back-plate behind the pulpit, which is likely to 

have originally helped support the sounding-board on which the angel might have 

been placed. As the pulpit dates from 1724 it is likely that the angel post-dates this. 

See Braunton 1 (miscellaneous) for further discussion of sounding-board angels. 

Date:  [Eighteenth century or later] 

1 Instrument: Trumpet 

H-S number:  423.121.1 

Location: Held by angel 

Material: Carved wood 

Description: The angel holds the trumpet in their right hand. It is straight, with a flared 

bell and no clear sign of a conical profile. Although it currently finishes just 

past the figure’s hand, it is possibly that this is the result of later damage 

and that it originally reached nearer to their face. 
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Figure A.705: Offwell 1. 
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24 – Ottery St Mary 

 

Figure A.706: The location of Ottery St Mary. 

County:  Devon 

Type of source:  Trumpeting angel 

Location:  On top of clock face (south transept) 

Description: The angel is currently on top of the church’s medieval clock, and appears to have 

been in its current location at least since the clock’s restoration in 1907.187 However, 

a mid-nineteenth-century illustration shows a trumpeting angel on top of the 

sounding-board above the pulpit.188 Presumably, this figure was removed along with 

the sounding-board later in that century, before finding a new home on the clock 

early in the next. See Braunton 1 (miscellaneous) for further discussion of sounding-

board angels. 

Date:  [Probably eighteenth century or later 

7 Instrument: Trumpet 

H-S number:  423.121.1 

Location: Held by angel 

Material: Carved wood 

Description: The trumpet is straight, with a conical profile and flared bell, and it is held in 

the angel’s right hand. 

 
187 Stabb, Some Old Devon Churches II, 134; and Ottery St Mary, Clock in the Church: 1907, 
<https://www.francisfrith.com/ottery-st-mary/ottery-st-mary-clock-in-the-church-1907_58184>, accessed 16 
April 2019. 
188 Spreat, Picturesque Sketches. 
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Figure A.707: Ottery St Mary 7. 
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25 – Probus 

 

Figure A.708: The location of Probus. 

County:  Cornwall 

Type of source:  Rood screen 

Location:  Between nave and chancel 

Description: A sparse and largely modern screen includes some late-medieval fragments. A date 

of 1591 is carved into one panel, but this appears to have originally been a bench-

end rather than part of the screen. 

Date:  [Fifteenth or early sixteenth century] 

1 Instrument: Horn 

H-S number:  423.1 

Location: Part of the centre aisle door frame 

Material: Carved wood 

Description: A carved figure holds a curved object to their mouth with their right hand. It 

is possible that this is a hunting horn; however, damage has made 

interpretation difficult and it is just as likely that it is decorative foliage 

forming part of the wider pattern of the object. 
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Figure A.709: Probus 1. 
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26 – Rialton (house) 

 

Figure A.710: The location of Rialton. 

County:  Cornwall 

Type of source:  Carved shield 

Location:  Ground floor fireplace 

Description: Formerly belonging to Bodmin Priory, in the early sixteenth century Rialton was a 

country retreat for the priors, most notably Prior Thomas Vyvyan, who was 

responsible for much rebuilding.189 An arch containing two shields has been 

incorporated into a later fireplace, but may originally have been part of a gateway 

leading to the house through its outer courtyards. This is something that may be 

illustrated by Gilbert in the early nineteenth century, although there is not enough 

detail to be sure, and the setting described when he writes that: 

The principal entrance passes under three arches, into three courts, the 
walls of which are enriched with figures, carved in stone, proudly embattled, 
and chiefly over-run with ivy. The principal arch exhibits the arms of 
England, quartering those of France, and the priory. The shields are 
supported by angels, and at the door-way, there is a fine perspective of the 
interior buildings.190 

In between the two shields is the text ‘EDGARUS S:PETROC’, referring to two figures 

who were important to the priory – King Edgar and St Petroc. The shields are then 

used to represent these two figures, with the one on the right containing elements 

from the story of St Petroc: a sword; a crown; a dog; a stag; and a hunting horn. This 

 
189 Beachham and Pevsner, Cornwall, 479. 
190 Mattingly, pers. comms.; and C.S. Gilbert, An historical survey of the county of Cornwall (Plymouth: J. 
Congdon, 1817), 673. 
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can be compared to the shield seen at Little Petherick church, and both are 

discussed in chapter five. 

 

Figure A.711: The Rialton fireplace arch. 

Date:  Early sixteenth century 

1 Instrument: Horn 

H-S number:  423.1 

Location: On a shield on the right side of the fireplace 

Material: Carved stone 

Description: The horn is badly damaged, but it is still possible to see the curved shape 

typical of hunting horns. At the wide end it appears that the horn was once 

partially hollowed out, but this has been broken leaving only low raised 

sections on either side. There is no baldric, but a carved line just before the 

missing hollow section shows that there may once have been either a small 

amount of decoration or the suggestion of some kind of strap. 
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Figure A.712: Rialton 1. 

  



766 
 

27 – Rose Ash 

 

Figure A.713: The location of Rose Ash. 

County:  Devon 

Type of source:  Trumpeting angel 

Location:  On the nave (south aisle) screen 

Description: An image in Stabb’s Some Old Devon Churches shows that in the early twentieth 

century the angel was on the north side of the screen, directly above the pulpit.191 

As the screen has since been augmented with the addition of a new cornice and 

coving, it seems likely that the angel was moved above the screen’s central door at 

the time of this restoration. However, the octagonal base to which the angel is fixed 

is likely to be a remnant of a sounding-board which would originally have been 

suspended above the pulpit. For further discussion of sounding-board angels, see 

Braunton 1 (miscellaneous). 

Date:  [Probably eighteenth century or later] 

1 Instrument: Trumpet 

H-S number:  423.121.1 

Location: Held by angel 

Material: Carved wood 

Description: The angel holds what appears to be a quill pen in their left hand and the 

trumpet in their right. It is straight, with a conical profile and a small, flared 

bell. 

 
191 Stabb, Some Old Devon Churches II, plate 131. 
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Figure A.714: Rose Ash 1. 
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28 – Sidmouth, The Swan Inn (house) 

 

Figure A.715: The location of Sidmouth, The Swan Inn. 

County:  Devon  

Location:  Front bar 

Description: Above the fireplace, several pieces of 

carved wood have been reused as an 

overmantle. They appear to date from 

the seventeenth or second half of the 

sixteenth century, but may not 

originally have come from the same 

source, and some may be of a later 

date. Incorporated in this are two 

carved musicians; they have been 

screwed on to existing woodwork, but 

have apparently only been put on 

display recently, having previously 

been stored elsewhere in the pub for 

at least the past fifteen years. Their 

origin and how they came to be in the 

pub is unknown, but a seventeenth-

century date seems stylistically plausible and it is clear that both come from the 

same source. 

Date:  [seventeenth century] 

Figure A.716: The Swan Inn overmantle. 
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1 Instrument: Wind instrument (probably shawm) 

H-S number:  42 

Location: Above the fireplace (left side) 

Material: Carved wood 

Description: The first figure plays a long, conical wind instrument, which splays slightly at 

the end. It has finger holes and the player’s left hand is above their right. A 

shawm or something similar seems most likely, but it is difficult to be 

certain. 

2 Instrument: Bagpipes 

H-S number:  422-62 

Location: Above the fireplace (right side) 

Material: Carved wood 

Description: The second figure plays set of bagpipes with a blow pipe, no drone, and two 

chanters; the bag is under their right arm. The chanters are slightly conical in 

profile, and splay outwards at their bottoms; one is slightly longer than the 

other, and both have fingerholes. Both of the player’s hands are held at 

equal heights on their respective chanters. 

  

Figure A.717: Sidmouth, The Swan Inn 1. Figure A.718: Sidmouth, The Swan Inn 2. 
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29 – St Austell 

 

Figure A.719: The location of St Austell. 

County:  Cornwall 

Type of source:  Exterior stone carvings 

Location:  Near the top of the tower 

Description: See St Austell 1-2. 

Date:  late fifteenth century 

3 Instrument: Wind instrument 

H-S number:  42 

Location: Tower, south-east corner 

Material: Stone carving 

Description:  The carving is damaged, but appears to have originally been of a musician 

playing some kind of wind instrument, though it is unclear what this was. 

They have puffed out cheeks and both hands are raised in front of their face, 

holding the instrument directly in front of them. This has then broken off 

halfway along their hands, leaving very little evidence of what it might have 

been. Possibilities include a hunting horn (although this is often held with a 

single hand) or some kind of double piped instrument, but it may also be a 

drinking flask or other non-musical object.192 

 
192 I am grateful to Mike O’Connor for pointing this possible musician out to me after I had originally 
overlooked it. 
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Figure A.720: St Austell 3. 
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30 – St Breward 

 

Figure A.721: The location of St Breward. 

County:  Cornwall 

Type of source:  Stone carving 

Location:  Tower, east face 

Description: Writing in the nineteenth century, Maclean recorded the possibility that two 

carvings on the tower represent musicians:  

The corbels of the hood-moulding over the east window of the bell-chamber 
are very singular in their character, representing men holding, apparently, 
large bottles. There is a similar sculpture in the pleasure-grounds at Great 
Lanke, with this exception, that in the latter case the figure represents an 
angel. It is probable that these singular devices, of bottles, or possibly of 
musical instruments of some kind, commemorated an incident in the life of 
the saint to whom the church is dedicated. 193 

The stone described as being ‘in the pleasure-grounds at Great Lanke’, is presumably 

that found as Higher Lank 1 (miscellaneous) here.  

Date:  Medieval 

2-3 Instrument: Wind instrument 

H-S number:  42 

Location: Either side of the window 

Material: Carved stone 

Description: If the carvings are intended to be musicians, then it is most likely that they 

are playing wind instruments. The left-hand carving includes a pipe on the 

 
193 Maclean, The Deanery of Trigg Minor I, 372. 
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left side with a central boss and what appears to be a slightly flared bell at 

the top – the drone of a set of bagpipes perhaps – while it is possible that a 

pair of chanters can be seen at the bottom right corner of the stone. With 

this in mind a blowpipe, head, two arms and a bag can be added, with the 

figure depicted from the bottom of the instrument up (see figure A.723 for a 

demonstration of this). The image on the right is harder to interpret as a 

complete scene, but a short, narrow pipe with a wide, flared bell at either 

end can be seen. 

  It is hard to find definite confirmation of musical intent in either the 

present state of the carvings – which are partially obscured by lichen – or 

Maclean’s illustration of one of them.194 However, a reasonable case can be 

made for the left-hand carving and so it remains a strong possibility. 

 

Figure A.722: St Breward 2-3. 

 
194Ibid., plate xi. 
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Figure A.723: A sketch showing the possible outline of St Breward 2 as a bagpiper. 

 

Type of source:  Bench-ends 

Location:  Unknown 

Description: Amongst the church’s bench-ends, Maclean records that several include heraldic 

devices, including one with ‘three rests? one and two, probably intended for the 

arms of Grenville. The same arms occur correctly drawn on the bench-ends in the 

neighbouring church of Saint Endellion.’ The identity of the arms is confirmed by an 

illustration.195 Although some bench-ends remain in the church, the one in question 

is no longer present. 

Date:  [First half of the sixteenth century] 

4-6 Instrument: Clarions 

H-S number:  - 

Location: Unknown 

Material: Carved wood 

Description: Maclean illustrates the shield alone; it contains three clarions, unusually 

with one on the top row and two on the bottom. They also have unusually 

long pipes, with around eight or nine pipes illustrated on each clarion.196 

  

 
195 Ibid., plate viii. 
196 Ibid., plate viii. 
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31 – St Endellion 

 

Figure A.724: The location of St Endellion. 

County:  Cornwall 

Type of source:  Bench-ends 

Location:  Unknown 

Description: in 1873 Maclean recorded that: 

[The nave] contains some good carved bench-ends, most of them 
ornamented with shields charged with emblems of the passion. One of 
them, however, has two shields, bearing, respectively, the arms of 
Roscarrock and Grenville.197 

A number of bench-ends still survive within the church, and although the Roscarrock 

half of the described carving has been retained, it has been cut down and so the 

Grenville portion has been lost. 

Date:  [First half of the sixteenth century] 

1-3 Instrument: Clarions 

H-S number:  - 

Location: Unknown 

Material: Carved wood 

Description: The trio of clarions illustrated by Maclean appear fairly standard, with four 

pipes each, all of which have pointed bottom ends in the style of organ 

pipes.198 

 
197 Maclean, The Deanery of Trigg Minor I, 507. 
198 Ibid., plate xix. 
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Figure A.725: The bench-end that formally contained St Endellion 1-3. This removal of material can be seen by the thicker 
decorative border on the left, where the original edge of the carving has been retained. 
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32 – St Mawgan in Pydar 

 

Figure A.726: The location of St Mawgan in Pydar. 

County:  Cornwall 

Type of source:  Memorial brass 

Location:  On the underside of a brass set into the floor of the east end of the south aisle, a 

copy is on the wall nearby 

Description: A palimpsest surviving on the underside of Cecily Arundell’s skirt (see St Mawgan in 

Pydar 9-20 above), and dating to 1374.199 It is of far higher quality than the later 

reuse, and shows two musicians. 

Date:  1374 

21 Instrument: Citole 

H-S number:  321.322-6 

Location: Left side of the pair 

Material: Brass 

Description: The musician holds the citole with their left hand covering most of the neck 

and head and their right hand coming up from underneath the instrument 

to pluck the strings with a plectrum. There are three strings which pass over 

a bridge to a tailpiece, and a fingerboard and a round sound hole are both 

clearly marked. Each of the four corners has a noticeable protrusion, as well 

as one at the end of the instrument which would presumably allow the 

tailpiece to be tied on. 

 
199 Beachham and Pevsner, Cornwall, 343. 
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22 Instrument: Portative organ 

H-S number:  421.222.11-8 

Location: Right side of the pair 

Material: Brass 

Description: It is unclear which side of the instrument is visible, as there is no clear 

keyboard or bellows to be seen, and both of the player’s hands reach 

around to the side of the organ closest to the viewer but furthest from the 

organist themselves. Ten pipes are visible, with the smallest on the right. On 

the left, the final two pipes reduce slightly in size, which could be intended 

to suggest additional ranks of pipes behind those at the front. 

 

Figure A.727: St Mawgan in Pydar 21-22. 

Type of source:  Memorial brass 

Location:  On the underside of a brass set into the floor of the east end of the south aisle, a 

copy is on the wall nearby 

Description: A palimpsest on the underside of Isabel Borlase’s (wife of John Arundell) skirt.200 

Early sixteenth-century Flemish, according to Pevsner.201 

Date:  Early sixteenth-century. 

23-24 Instrument: Bells 

H-S number:  111.24 

Location: Bottom left corner of the brass 

Material: Brass 

 
200 According to an information board in St Mawgan church. 
201 Beachham and Pevsner, Cornwall, 343. 
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Description: A small dog has survived almost intact, with a collar around its neck from 

which two bells hang. These are circular, and include a spiral pattern. 

 

Figure A.728: St Mawgan in Pydar 23-24. 
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33 – St Michael’s Mount (house) 

 

Figure A.729: The location of St Michael's Mount. 

County:  Cornwall 

Type of source:  Royal arms 

Location:  East end of the ‘Chevy Chase’ Room 

Description: The arms occupy the east gable of the room, above the frieze described below. They 

bear the cypher ‘C R’ and two dates: 1641 directly above the motto; and 1660 

directly below. Given that the cypher could refer to either Charles I (r. 1625-1649) or 

Charles II (r. 1660-1685), either date would fit with one of these monarchs. Karen La 

Borde has provided an explanation for this: 

Considering that between 1641 and 1660 Charles I was in dispute with his 
Parliament resulting in war, imprisonment, his execution and replacement 
with a Commonwealth, these dates may appear ironic on the royal arms. 
However, these two dates relate to the seventeenth-century owners of the 
property who almost certainly saw the royal coat of arms as a symbol of 
their loyalty to the king. Francis Bassett, who acquired the Mount in 1640, 
probably installed the arms and added the first date. Then John St Aubyn, 
who bought the Mount in 1657, reaffirmed his own confidence in the 
restoration of Charles II by adding the date 1660.202  

This not only affirms the date of its creation, but also reveals the identity of the man 

who commissioned it, and demonstrates the political power attached to such a 

 
202 Karen Margaret La Borde, ‘Hunting for Hidden Meaning’: An Analysis of the History, Interpretation and 
Presentation of Seventeenth-Century Plasterwork at St Michael’s Mount, Cornwall, MPhil thesis, University of 
Birmingham, Birmingham, 2011, 6. 
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symbol. Paint was added during the Victorian Period, but this was removed as part 

of a recent restoration of the room’s plasterwork.203 

Date:  1641 

1 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Plasterwork 

Description: The harp has a two sound holes, twelve strings, and around seven tuning 

pins. It has a curved pillar and string arm, the shoulder meets the string arm 

in a point, and at the other end of the string arm where a head would 

sometimes be found is a round protrusion. 

 

Figure A.730: St Michael's Mount 1. 

Type of source:  Plaster frieze 

Location:  ‘Chevy Chase’ Room 

Description: Although not connected to the balled of Chevy Chase, the plaster frieze and the 

room in which it is found came to be known by that name due to the vivid hunting 

imagery found throughout the plasterwork.204 It encircles almost the entirety of the 

room, just above the top of most of the doorways and windows, and shows animals 

as varied as bears, stags and ostriches in the process of being hunted. La Borde has 

 
203 Ibid., 9. The restoration took place between 2014, when I photographed the arms with paint; and 2017, 
when I photographed them without. 
204 Karen Margaret La Borde, ‘Hunting for Hidden Meaning’: An Analysis of the History, Interpretation and 
Presentation of Seventeenth-Century Plasterwork at St Michael’s Mount, Cornwall, MPhil thesis, University of 
Birmingham (2011), 53-54. 
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demonstrated that at least some of the images have been copied from another 

source which, though now lost, was also used elsewhere as the basis for a set of 

drawings that decorate the Hertford Borough Charter of 1605.205 Like the royal arms, 

the frieze has recently been restored. 

Date:  1600-1641 

2 Instrument: Horn 

H-S number:  423.1 

Location: East wall 

Material: Plasterwork 

Description: A bull hunt: a hunter points a spear at the bull, which appears to be in 

motion with a dog is at its side. In contrast to this, another hunter stands 

behind the bull with one hand on its back and blows a hunting horn which 

he holds with the other hand. The horn is of the typical animal horn design, 

with a bend, a conical profile, and a wide, open end. At the end being blown, 

it tapers outwards slightly and the bend it severe enough that while the 

hunter is facing forward, the end of the horn facing upwards. There is no 

sign of a baldric or strap. 

 

Figure A.731: St Michael's Mount 2. 

3 Instrument: Horn 

H-S number:  423.1 

Location: South wall 

 
205 La Borde, Hunting for Hidden Meaning, 75-78. 
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Material: Plasterwork 

Description: A stag hunt: while two hunters confront the stag with spears, a pack of dogs 

approaches from behind. Behind these are three more figures, one on 

horseback. The furthest forward of these, who is partially obscured by the 

last two dogs, carries a horn slung over his back, with a baldric or strap 

visible across his chest. Although of roughly the same standard design as the 

first example, this horn curves so far around that the two ends almost face 

in the same direction, and it has no obvious taper other than at one end 

where it flares towards the opening. 

 

Figure A.732: St Michael's Mount 3. 

4 Instrument: Horn 

H-S number:  423.1 

Location: North wall 

Material: Plasterwork 

Description: A hare hunt: a pack of dogs is pursuing a hare, and in the middle of the pack 

a hunter walks while blowing a horn. The instrument has no baldric and is of 

the same standard design as the other two, but exhibits more of a taper 

towards the wide end than the first. 
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Figure A.733: St Michael's Mount 4. 

Type of source:  Stained glass 

Location:  ‘Chevy Chase’ Room 

Description: A number of panels of stained glass have been inserted into windows on the north 

side of the room, some of which contain musical instruments. However, these are of 

continental original and, according to information provided with in the room, were 

collected by the 5th Sir John St Aubyn (1758-1839), placing them outside of the area 

of this study. 

Date:  Various, generally sixteenth century 

5 Instrument: Lute 

H-S number:  321.321 

Location: Second panel from the top in the left window on the east side of the north 

wall recess 

Material: Stained glass 

Description: A woman playing a lute as part of a group of figures. 

6 Instrument: Drum 

H-S number:  211.212 
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Location: Second panel from the top in the left window on the east side of the north 

wall recess 

Material: Stained glass 

Description: Alongside St Michael's Mount 7 as part of a collection of military objects. 

7 Instrument: Trumpet 

H-S number:  423.121.1 

Location: Second panel from the top in the left window on the east side of the north 

Material: Stained glass 

Description: Alongside St Michael's Mount 6 as part of a collection of military objects. 

 

8-9 Instrument: Trumpets 

H-S number:  423.121.1 

Location: Bottom left panel, north wall middle window 

Material: Stained glass 

Description: The information sheet in the room describes the panel as ‘St Peter 

welcoming the Elect to the gates of Heaven. Christ in glory above. C.1500. 

Flemish.’ Two angels play straight trumpets from windows. 

10 Instrument: Wind instrument 

Figure A.734: St Michael's Mount 5. Figure A.735: St Michael's Mount 6-7. 
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H-S number:  42 

Location: Bottom right panel, north wall middle window 

Material: Stained glass 

Description: Described by the room’s information sheet as ‘Nativity with shepherds. 

C.1700. Dutch.’ One of the shepherds carries a wind instrument on their 

back; it may be a set of bagpipes but this is not clear. 

 

 

  

Figure A.736: St Michael's Mount 8-9. Figure A.737: St Michael's Mount 10. 
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34 – Stratton 

 

Figure A.738: The location of Stratton. 

County:  Cornwall 

Type of source:  Royal arms 

Location:  North wall of north chapel 

Description: The arms bear the cypher ‘G R’ and are of the type used between 1801 and 1816; 

however, they otherwise appear to be seventeenth century and so have presumably 

been overpainted. Pevsner records them as Charles I, but there is no clear date 

included.206 

Date:  [Seventeenth century] 

4 Instrument: Harp 

H-S number:  322.2 

Location: Third quarter of the central coat of arms 

Material: Plasterwork 

Description: It is unlikely that any details remain from the original harp, which is now in 

the form of a winged figure. 

 
206 Beachham and Pevsner, Cornwall, 624. 
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Figure A.739: Stratton 4. 

 

Figure A.740: Stratton 4, detail. 
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35 – Swimbridge 

 

Figure A.741: The location of Swimbridge. 

County:  Devon 

Type of source:  Trumpeting angels 

Location:  On top of rood screen in centre aisle of nave 

Description: There are currently two trumpeting angels, one on the north (Swimbridge 1) and 

one on the south (Swimbridge 2) side of the aisle. However, images from the late 

nineteenth century fail to show either, while some twentieth-century photographs 

show only one on the rood beam above (Swimbridge 1, now on the north side of the 

aisle).207 Both could well have originated on top of a pulpit sounding-boards (see 

Braunton 1 (miscellaneous) for further discussion), and either could have been used 

for this purpose in the church, but their long absence suggests that they might have 

been brought in from elsewhere. This is especially true for Swimbridge 2, which 

appears to have been put on display even later than Swimbridge 1. 

Date:  [Probably eighteenth century or later] 

1-2 Instrument: Trumpet 

H-S number:  423.121.1 

Location: Held by angels 

Material: Carved wood 

 
207 Swimbridge, Church Interior: 1894, <https://www.francisfrith.com/swimbridge/swimbridge-church-interior-
1894_33429>, accessed 17 April 2019. Swimbridge 1 is seen alone on the rood beam in two undated postcards 
by R. L. Knight of Barnstaple, both in the author’s collection. 
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Description: Both trumpets are straight, with a flared bell. They are held in each angel’s 

right hand, and while Swimbridge 1 has their left hand open, Swimbridge 2 

appears to have originally been holding another object which has since been 

lost. 

 

 

  

Figure A.742: Swimbridge 1. Figure A.743: Swimbridge 2. 
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36 – Totnes 

 

Figure A.744: The location of Totnes. 

County:  Devon 

Type of source:  Trumpeting angel 

Location:  Unknown 

Description: An 1842 illustration by W. Spreat shows a trumpeting angel on top of the pulpit’s 

sounding-board, both of which have since been removed.208 See Braunton 1 

(miscellaneous) for a discussion of sounding-board angels. 

Date:  [Probably eighteenth century or later] 

2 Instrument: Trumpet 

H-S number:  423.121.1 

Location: Held by angel 

Material: Probably carved wood 

Description: The trumpet in the illustration appears to be straight, with a conical profile 

widening towards the bell. 

  

 
208 Spreat, Picturesque Sketches. 
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37 – Trerice (house) 

 

Figure A.745: The location of Trerice. 

County:  Cornwall 

Type of source:  Fireback 

Location:  ‘Great Chamber’ 

Description: The cast iron panel is divided into three parts: the lower (smallest) part containing 

the numbers ‘7’, ‘1’ and ‘0’; the middle part two heads in profile; and the upper 

(largest) part the Biblical scene of the wedding at Cana. This scene of Christ turning 

water into wine includes figures around a feast table, all in sixteenth century clothes 

with the exception of Jesus. Behind the feasters are two musicians. Mike O’Connor 

has suggested that the fireback is likely to originate in Germany or the Low 

Countries, which were well-known for producing such items, and this is confirmed 

by the German text at the bottom of the scene, beginning ‘CHRISTVS MACHT 

WASSER…’.209 The panel was in place in the great hall of the house when bought by 

the National Trust in 1953 and so may have been there from an early date, but there 

is no way of knowing for certain.210 

Date:  Late sixteenth century211 

 
209 Mike O’Connor, A Fireback at Trerice House (unpublished information sheet available from Trerice House, 
2010).  
210 National Trust number NT 336898. Fireback, <http://www.nationaltrustcollections.org.uk/object/336898>, 
accessed 18 April 2019. 
211 O’Connor, A Fireback at Trerice House. 
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Figure A.746: The Trerice fireback. 

1 Instrument: Fiddle 

H-S number:  321.322-7 

Location: At the top of the image, behind the feast table 

Material: Cast iron 

Description: The instrument has a clear and pronounced waist, a neck, and a bump in the 

middle which might suggest strings. It is being rested against the upper 

chest or shoulder and is facing towards the viewer. The performer plays with 

a curved bow, which is held in their right hand with the bow string meeting 

the instrument at a right angle just below its waist. 

 

Figure A.747: Trerice 1. 
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2 Instrument: Shawm 

H-S number:  422.112 

Location: In the top right corner of the image, behind the feast table 

Material: Cast iron 

Description: Although it is impossible to be sure, the shape and design suggests that this 

instrument is a shawm. It has a flared bell at the bottom, may have a conical 

profile although this is hard to tell, and a small protrusion between the 

instrument and the player’s mouth may be intended to suggest the reed. 

The performer’s left hand is held above their right. 

 

Figure A.748: Trerice 2. 
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38 – Uffculm 

 

Figure A.749: The location of Uffculm. 

County:  Devon 

Type of source:  Trumpeting angel 

Location:  On top of the north parclose screen 

Description: In 1908, Stabb stated how ‘the angel with trumpet, originally on the top of the old 

canopy of the pulpit, has recently been restored to the church’, and this is 

presumably the angle here described.212 The pulpit was built in 1719, and so the 

angel presumably dates from this point at the earliest.213 

Date:  Probably 1719 or later 

3 Instrument: Trumpet 

H-S number:  423.121.1 

Location: Held by angel 

Material: Carved wood 

Description: The trumpet is straight and has a flared bell. It is held in the angel’s right 

hand and their cheeks are puffed out from blowing. 

 
212 Stabb, Some Old Devon Churches I, 139. 
213 Cherry and Pevsner, Devon, 877. 
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Figure A.750: Uffculm 3. 
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39 – Ugborough 

 

Figure A.751: The location of Ugborough. 

County:  Devon 

Type of source:  Monument 

Location:  North chapel floor (as of 31 August 2016) 

Description: At the time of my visit a number of fragments of stonework were kept within the 

church. They appear to come from a single monument and, with the exception of a 

coat of arms, are unpainted. A seventeenth-century date seems likely, but the 

monument may have been created later. 

Date:  [Seventeenth century or later] 

1-2 Instrument: Trumpets 

H-S number:  423.121.1 

Location: Fragment 

Material: Carved stone 

Description: One of the largest fragments – which is rectangular in shape but broken in 

half roughly in the middle – contains one complete trumpet and part of 

another. The middle of both are hidden by other decorative features, 

leaving the mouthpiece of both and the flared bell of the more complete 

instrument visible. 
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Figure A.752: Ugborough 1-2. 

Type of source:  Trumpeting angel 

Location:  Tower screen 

Description: The angel, which is painted a uniform golden colour, is likely to come from the top of 

a pulpit sounding-board. See Braunton 1 (miscellaneous) for a discussion of this type 

of figure. 

Date:  [Probably eighteenth century or later] 

3 Instrument: Trumpet 

H-S number:  423.121.1 

Location: Held by angel 

Material: Carved wood 

Description: The trumpet is straight, with a slightly conical profile and a wide, flared bell. 

A slight lip at the top of the tube indicates a mouthpiece. 
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Figure A.753: Ugborough 3. 
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40 – Warkleigh 

 

Figure A.754: The location of Warkleigh. 

County:  Devon 

Type of source:  Trumpeting angel 

Location:  Tower screen 

Description: The angel is likely to have originated on a pulpit sounding-board (see Braunton 1 

(miscellaneous) for more on this), but as the church’s pulpit is eighteenth century it 

is likely that the angel dates to that century or later.214 

Date:  [Probably eighteenth century or later] 

1 Instrument: Trumpet 

H-S number:  423.121.1 

Location: Held by angel 

Material: Carved wood 

Description: The trumpet is straight, with a slight lip at one end indicating a mouthpiece 

and a flared bell at the other. Although most of the angel is painted white, 

the trumpet is a yellow or golden colour; this might indicate that it is a 

replacement, but could simply be intended to emphasise the instrument. 

 
214 Cherry and Pevsner, Devon, 888. 
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Figure A.755: Warkleigh. 
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41 – Wolborough 

 

Figure A.756: The location of Wolborough. 

County:  Devon 

Type of source: Trumpeting angel 

Location:  On top of organ case, south side of the chancel 

Description: The angel may well have originated on top of a pulpit sounding-board. However, an 

anonymous stereo photograph from the mid-1860s (figure A.757) shows that in the 

mid-nineteenth century, the church’s pulpit (which has since been replaced) did not 

have a sounding board.215 Both the angel and organ are also missing in this, and so 

both may have been elsewhere in the church. It is also possible that the angel was 

brought in from elsewhere since the 1860s. 

Date:  [Eighteenth century or later] 

1 Instrument: Trumpet 

H-S number:  423.121.1 

Location: Held by angel 

Material: Carved wood  

Description: Both the angel and trumpet are painted, with the trumpet being gold. It is 

long, with a wide bell at one end and a clear mouthpiece at the other; this is 

held to the angel’s mouth. 

 
215 Stereoview of Wolborough church (mid-1860s), author’s collection (date given by Ray Norman, Personal 
Communications). 
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Figure A.757: Wolborough church in the 1860s, the trumpeting angel is not present. Stereoview of Wolborough church (mid-
1860s), author’s collection. 

 

Figure A.758: Wolborough church from roughly the same position as figure A.757. The front of the organ case on which the 
trumpeter stands can be seen on the right of the chancel. 

 

Figure A.759: Wolborough 1.  
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42 – Woodbury 

 

Figure A.760: The location of Woodbury. 

County:  Devon 

Type of source:  Carved figures  

Location:  North wall of the north aisle (exterior) 

Description: Part of the set of carvings described under Woodbury 1-2 in the main gazetteer. 

Date:  1530s 

3 Instrument: Unknown 

H-S number:  - 

Location: Middle of the north wall 

Material: Carved stone 

Description: A figure who may be human holds both arms in front of them, while there 

may also be something on their knee. All of these details – as well as the 

figure’s head – have been broken, but as the other two human figures in the 

scheme are musicians, it is possible that they originally held a musical 

instrument. Alternatively, the figure’s feet and the chain around their body 

may suggest them to be animal or semi-human; in this case their status as a 

musician may be less likely. 
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Figure A.761: Woodbury 3. 

Type of source:  Trumpeting angel 

Location:  On top of the organ, east end of the north aisle 

Description: The figure wears a long robe and plays a trumpet. It is of the type sometimes seen 

on top of the sounding-boards of pulpits (see Braunton 1 (miscellaneous) for further 

discussion). In 1911, Stabb wrote that: 

On the shelf of the north east window of the aisle is preserved a small 
carved figure of an angel with a trumpet, this is said to have formerly stood 
on the top of the organ, it has been restored and mounted on a block of 
oak.216  

Pevsner identifies the church’s pulpit as seventeenth century, but then states that: 

‘the trumpeting angel from the sounding-board, of 1777 by Peter Daley, is now on 

the organ screen.’217 

Date:  1777 

4 Instrument: Trumpet 

H-S number:  423.121 

Location: On top of the organ, east end of the north aisle 

Material: Carved and painted wood 

Description: The trumpet is straight, conical, and ends with a flared bell. A faint line 

around the middle suggests a boss or joint, but the instrument appears 

smoother than the angel who holds it and so the possibility that it is a 

replacement for a similar original could be considered. 

 
216 Stabb, Some Old Devon Churches II, 180-181. 
217 Cherry and Pevsner, Devon, 918. 
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Figure A.762: Woodbury 4. 
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Appendix B 

References to Music and Musical Instruments in the Bible 

Appendix B.1 – Introduction 

This appendix presents all references to music found in the bible, excluding the apocrypha, as they 

are found in two different English translations. Firstly, the King James (or Authorised) Version (KJV) 

has been used because of its enduring influence and also because its original publication date of 

1611 places it in the latter part of the period studied here. Some caution should be exercised with 

this due to the nature of the source; as all English language Bibles are translations, much uncertainty 

can arise about the original meaning of words or phrases, and while the KJV may reflect how the text 

was perceived in the early seventeenth century it can only go some way to explaining how it was 

viewed earlier. By way of comparison and for ease of understanding, a modern translation (the 

English Standard Version UK edition, or ESV) has also been included which highlights some of the 

different ways in which musical subjects can be translated.  

The need to compare different translations can be seen from the first instance of a musical 

reference in the Bible – Genesis 4:21. In the KJV it is stated that ‘And his brother's name was Jubal: 

he was the father of all such as handle the harp and organ’, while the ESV translates the passage as 

‘His brother's name was Jubal; he was the father of all those who play the lyre and pipe’.1 This 

discrepancy is found because the Hebrew Kinnōr has been translated first as ‘harp’ and then as ‘lyre’ 

and ūgāv variously as ‘organ’ and ‘pipe’, while Montagu identifies the first as a kind of lyre and the 

second as some sort of woodwind instrument.2 There is even greater room for confusion when 

considering singing, as can be seen in 1 Samuel 18:7 in which ‘the women answered one another as 

they played’ in the KJV, and ‘the women sang to one another as they celebrated’ in the ESV – 

likewise in Psalm 63, ‘in the shadow of thy wings will I rejoice’ in the KJV, becomes ‘in the shadow of 

 
1 Genesis 4:21, KJV and ESV. 
2 Jeremy Montagu, Musical Instruments of the Bible (Lanhan, MD.: Scarecrow Press, 2002), 11-16. 
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your wings I will sing for joy’ in the ESV.3 Any verses such as these where music is referred to in one 

translation but not the other have been highlighted in grey. 

 
3 1 Samuel 18:7 and Psalms 63:7, KJV and ESV. 
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Appendix B.2 – Musical References in the Bible 
 
 

Book Ch/vr King James Version (KJV, 1611) References to music English Standard Version, UK (ESV, 2001) References to music 

Genesis 4:21 And his brother's name was Jubal: he was the 

father of all such as handle the harp and organ. 

Harp  

Organ 

His brother's name was Jubal; he was the father 

of all those who play the lyre and pipe. 

Lyre  

pipe 

 31:27 Wherefore didst thou flee away secretly, and 

steal away from me; and didst not tell me, that I 

might have sent thee away with mirth, and with 

songs, with tabret, and with harp? 

Songs  

Tabret  

Harp 

Why did you flee secretly and trick me, and did 

not tell me, so that I might have sent you away 

with mirth and songs, with tambourine and lyre? 

Songs  

Tambourine  

lyre 

Exodus 15:1 Then sang Moses and the children of Israel this 

song unto the Lord, and spake, saying, I will sing 

unto the Lord, for he hath triumphed gloriously: 

the horse and his rider hath he thrown into the 

sea. 

Sang  

Song  

Sing 

The Song of Moses 

15 Then Moses and the people of Israel sang this 

song to the Lord, saying, 

“I will sing to the Lord, for he has triumphed 

gloriously; 

the horse and his rider he has thrown into the 
sea. 

Sang  

Song  

Sing 

 15:2 The Lord is my strength and song, and he is 

become my salvation: he is my God, and I will 

prepare him an habitation; my father's God, and I 

will exalt him. 

Song The Lord is my strength and my song, and he has 

become my salvation; this is my God, and I will 

praise him, my father's God, and I will exalt him. 

Song 

 15:20 And Miriam the prophetess, the sister of Aaron, 

took a timbrel in her hand; and all the women 

went out after her with timbrels and with dances. 

Timbrel  

Timbrels 

Then Miriam the prophetess, the sister of Aaron, 

took a tambourine in her hand, and all the 

women went out after her with tambourines and 

dancing. 

Tambourine 

Tambourines 

 15:21 And Miriam answered them, Sing ye to the Lord, 

for he hath triumphed gloriously; the horse and 

his rider hath he thrown into the sea. 

Sing And Miriam sang to them: 

“Sing to the Lord, for he has triumphed gloriously; 

the horse and his rider he has thrown into the 

sea.” 

Sing 

 19:13 There shall not an hand touch it, but he shall 

surely be stoned, or shot through; whether it be 

beast or man, it shall not live: when the trumpet 

soundeth long, they shall come up to the mount. 

Trumpet No hand shall touch him, but he shall be stoned 

or shot; whether beast or man, he shall not live.’ 

When the trumpet sounds a long blast, they shall 

come up to the mountain.”  

Trumpet 

 19:16 And it came to pass on the third day in the 

morning, that there were thunders and 

lightnings, and a thick cloud upon the mount, and 

the voice of the trumpet exceeding loud; so that 

all the people that was in the camp trembled. 

Trumpet On the morning of the third day there were 

thunders and lightnings and a thick cloud on the 

mountain and a very loud trumpet blast, so that 

all the people in the camp trembled. 

Trumpet 

 19:19 And when the voice of the trumpet sounded long, 

and waxed louder and louder, Moses spake, and 

God answered him by a voice. 

Trumpet And as the sound of the trumpet grew louder and 

louder, Moses spoke, and God answered him in 

thunder. 

Trumpet 

 20:18 And all the people saw the thunderings, and the 

lightnings, and the noise of the trumpet, and the 

mountain smoking: and when the people saw it, 

they removed, and stood afar off. 

Trumpet Now when all the people saw the thunder and 

the flashes of lightning and the sound of the 

trumpet and the mountain smoking, the people 

were afraid and trembled, and they stood far off 

Trumpet 

 28:33 And beneath upon the hem of it thou shalt make 

pomegranates of blue, and of purple, and of 

scarlet, round about the hem thereof; and bells 

of gold between them round about: 

Bells On its hem you shall make pomegranates of blue 

and purple and scarlet yarns, round its hem, with 

bells of gold between them, 

Bells 

 28:34 A golden bell and a pomegranate, a golden bell 

and a pomegranate, upon the hem of the robe 

round about. 

Bell  

Bell 

a golden bell and a pomegranate, a golden bell 

and a pomegranate, round the hem of the robe. 

Bell  

Bell 

 28:35 And it shall be upon Aaron to minister: and his 

sound shall be heard when he goeth in unto the 

holy place before the Lord, and when he cometh 

out, that he die not. 

Sound And it shall be on Aaron when he ministers, and 

its sound shall be heard when he goes into the 

Holy Place before the Lord, and when he comes 

out, so that he does not die. 

Sound 

 32:18 And he said, It is not the voice of them that shout 

for mastery, neither is it the voice of them that 

cry for being overcome: but the noise of them 

that sing do I hear. 

Sing But he said, “It is not the sound of shouting for 

victory, or the sound of the cry of defeat, but the 

sound of singing that I hear.” 

Singing 

 39:25 And they made bells of pure gold, and put the 

bells between the pomegranates upon the hem 

of the robe, round about between the 
pomegranates; 

Bells They also made bells of pure gold, and put the 

bells between the pomegranates all round the 

hem of the robe, between the pomegranates— 

Bells 

 39:26 A bell and a pomegranate, a bell and a 

pomegranate, round about the hem of the robe 

to minister in; as the Lord commanded Moses. 

Bell  

Bell 

a bell and a pomegranate, a bell and a 

pomegranate around the hem of the robe for 

ministering, as the Lord had commanded Moses. 

Bell  

Bell 

 23:24 Speak unto the children of Israel, saying, In the 

seventh month, in the first day of the month, 

shall ye have a sabbath, a memorial of blowing of 

trumpets, an holy convocation. 

Trumpets “Speak to the people of Israel, saying, In the 

seventh month, on the first day of the month, 

you shall observe a day of solemn rest, a 

memorial proclaimed with blast of trumpets, a 

holy convocation. 

Trumpets 

 25:9 Then shalt thou cause the trumpet of the jubile to 

sound on the tenth day of the seventh month, in 

the day of atonement shall ye make the trumpet 

sound throughout all your land. 

Trumpet  

Trumpet 

Then you shall sound the loud trumpet on the 

tenth day of the seventh month. On the Day of 

Atonement you shall sound the trumpet 

throughout all your land. 

Trumpet  

Trumpet 
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Numbers 10:2 Make thee two trumpets of silver; of a whole 

piece shalt thou make them: that thou mayest 

use them for the calling of the assembly, and for 

the journeying of the camps. 

Trumpets “Make two silver trumpets. Of hammered work 

you shall make them, and you shall use them for 

summoning the congregation and for breaking 

camp. 

Trumpets 

 10:3 And when they shall blow with them, all the 

assembly shall assemble themselves to thee at 

the door of the tabernacle of the congregation. 

Blow And when both are blown, all the congregation 

shall gather themselves to you at the entrance of 

the tent of meeting. 

Blown 

 10:4 And if they blow but with one trumpet, then the 

princes, which are heads of the thousands of 

Israel, shall gather themselves unto thee. 

Trumpet But if they blow only one, then the chiefs, the 

heads of the tribes of Israel, shall gather 

themselves to you. 

Blow 

 10:5 When ye blow an alarm, then the camps that lie 
on the east parts shall go forward. 

Blow When you blow an alarm, the camps that are on 
the east side shall set out. 

Blow 

 10:6 When ye blow an alarm the second time, then 

the camps that lie on the south side shall take 

their journey: they shall blow an alarm for their 

journeys. 

Blow  

Blow 

And when you blow an alarm the second time, 

the camps that are on the south side shall set out. 

An alarm is to be blown whenever they are to set 

out. 

Blow  

Blown 

 10:7 But when the congregation is to be gathered 

together, ye shall blow, but ye shall not sound an 

alarm. 

Blow Sound But when the assembly is to be gathered 

together, you shall blow a long blast, but you 

shall not sound an alarm. 

Blow Sound 

 10:8 And the sons of Aaron, the priests, shall blow 

with the trumpets; and they shall be to you for an 

ordinance for ever throughout your generations. 

Trumpets And the sons of Aaron, the priests, shall blow the 

trumpets. The trumpets shall be to you for a 

perpetual statute throughout your generations. 

Trumpets  

Trumpet 

 10:9 And if ye go to war in your land against the 

enemy that oppresseth you, then ye shall blow an 

alarm with the trumpets; and ye shall be 

remembered before the Lord your God, and ye 

shall be saved from your enemies. 

Trumpets And when you go to war in your land against the 

adversary who oppresses you, then you shall 

sound an alarm with the trumpets, that you may 

be remembered before the Lord your God, and 

you shall be saved from your enemies. 

Trumpets 

 10:10 Also in the day of your gladness, and in your 

solemn days, and in the beginnings of your 

months, ye shall blow with the trumpets over 

your burnt offerings, and over the sacrifices of 

your peace offerings; that they may be to you for 

a memorial before your God: I am the Lord your 
God. 

Trumpets On the day of your gladness also, and at your 

appointed feasts and at the beginnings of your 

months, you shall blow the trumpets over your 

burnt offerings and over the sacrifices of your 

peace offerings. They shall be a reminder of you 

before your God: I am the Lord your God.” 

Trumpets 

 21:17 Then Israel sang this song, Spring up, O well; sing 

ye unto it: 

Sang  

Song 
Sing 

Then Israel sang this song: “Spring up, O well!—

Sing to it!— 

Sang  

Song 
Sing 

 21:27 Wherefore they that speak in proverbs say, Come 

into Heshbon, let the city of Sihon be built and 
prepared: 

 Therefore the ballad singers say, “Come to 

Heshbon, let it be built; 
let the city of Sihon be established. 

Ballad singers 

 29:1 And in the seventh month, on the first day of the 

month, ye shall have an holy convocation; ye shall 

do no servile work: it is a day of blowing the 

trumpets unto you. 

Trumpets “On the first day of the seventh month you shall 

have a holy convocation. You shall not do any 

ordinary work. It is a day for you to blow the 
trumpets, 

Trumpets 

 31:6 And Moses sent them to the war, a thousand of 

every tribe, them and Phinehas the on of Eleazar 

the priest, to the war, with the holy instruments, 

and the trumpets to blow in his hand. 

Trumpets And Moses sent them to the war, a thousand 

from each tribe, together with Phinehas the son 

of Eleazar the priest, with the vessels of the 

sanctuary and the trumpets for the alarm in his 

hand. 

Trumpets 

Deuteronomy 31:19 Now therefore write ye this song for you, and 

teach it the children of Israel: put it in their 

mouths, that this song may be a witness for me 

against the children of Israel. 

Song  

Song 

“Now therefore write this song and teach it to 

the people of Israel. Put it in their mouths, that 

this song may be a witness for me against the 

people of Israel. 

Song  

Song 

 31:21 And it shall come to pass, when many evils and 

troubles are befallen them, that this song shall 

testify against them as a witness; for it shall not   

be forgotten out of the mouths of their seed: for I 

know their imagination which they go about, 

even now, before I have brought them into the 

land which I sware. 

Song And when many evils and troubles have come 

upon them, this song shall confront them as a 

witness (for it will live unforgotten in the mouths 

of their offspring). For I know what they are 

inclined to do even today, before I have brought 

them into the land that I swore to give.” 

Song 

 31:22 Moses therefore wrote this song the same day, 
and taught it the children of Israel. 

Song So Moses wrote this song the same day and 
taught it to the people of Israel. 

song 

 31:30 And Moses spake in the ears of all the 

congregation of Israel the words of this song, 

until they were ended. 

Song Then Moses spoke the words of this song until 

they were finished, in the ears of all the assembly 
of Israel: 

song 

Joshua 6:4 And seven priests shall bear before the ark seven 

trumpets of rams' horns: and the seventh day ye 

shall compass the city seven times, and the 

priests shall blow with the trumpets. 

Trumpets  

Trumpets 

Seven priests shall bear seven trumpets of rams' 

horns before the ark. On the seventh day you 

shall march round the city seven times, and the 

priests shall blow the trumpets. 

Trumpets  

Trumpets 

 6:5 And it shall come to pass, that when they make a 

long blast with the ram's horn, and when ye hear 

the sound of the trumpet, all the people shall 

shout with a great shout; and the wall of the city 

shall fall down flat, and the people shall ascend 

up every man straight before him. 

Ram's horn  

Trumpet 

And when they make a long blast with the ram's 

horn, when you hear the sound of the trumpet, 

then all the people shall shout with a great shout, 

and the wall of the city will fall down flat, and the 

people shall go up, everyone straight before 

him.” 

Ram's horn  

Trumpet 

 6:6 And Joshua the son of Nun called the priests, and 

said unto them, Take up the ark of the covenant, 

and let seven priests bear seven trumpets of 

rams' horns before the ark of the Lord. 

Trumpets So Joshua the son of Nun called the priests and 

said to them, “Take up the ark of the covenant 

and let seven priests bear seven trumpets of 

rams' horns before the ark of the Lord.” 

Trumpets 
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 6:8 And it came to pass, when Joshua had spoken 

unto the people, that the seven priests bearing 

the seven trumpets of rams' horns passed on 

before the Lord, and blew with the trumpets: and 

the ark of the covenant of the Lord followed 

them. 

Trumpets  

Trumpets 

And just as Joshua had commanded the people, 

the seven priests bearing the seven trumpets of 

rams' horns before the Lord went forward, 

blowing the trumpets, with the ark of the 

covenant of the Lord following them. 

Trumpets  

Trumpets 

 6:9 And the armed men went before the priests that 

blew with the trumpets, and the rereward came 

after the ark, the priests going on, and blowing 

with the trumpets. 

Trumpets  

Trumpets 

The armed men were walking before the priests 

who were blowing the trumpets, and the 

rearguard was walking after the ark, while the 

trumpets blew continually. 

Trumpets  

Trumpets 

 6:13 And seven priests bearing seven trumpets of 

rams' horns before the ark of the Lord went on 

continually, and blew with the trumpets: and the 

armed men went before them; but the rereward 

came after the ark of the Lord, the priests going 

on, and blowing with the trumpets. 

Trumpets  

Trumpets  

Trumpets 

And the seven priests bearing the seven trumpets 

of rams' horns before the ark of the Lord walked 

on, and they blew the trumpets continually. And 

the armed men were walking before them, and 

the rearguard was walking after the ark of the 

Lord, while the trumpets blew continually. 

Trumpets  

Trumpets  

Trumpets 

 6:16 And it came to pass at the seventh time, when 

the priests blew with the trumpets, Joshua said 

unto the people, Shout; for the Lord hath given 

you the city. 

Trumpets And at the seventh time, when the priests had 

blown the trumpets, Joshua said to the people, 

“Shout, for the Lord has given you the city. 

Trumpets 

 6:20 So the people shouted when the priests blew 

with the trumpets: and it came to pass, when the 

people heard the sound of the trumpet, and the 

people shouted with a great shout, that the wall 

fell down flat, so that the people went up into the 

city, every man straight before him, and they 

took the city. 

Trumpets  

Trumpet 

So the people shouted, and the trumpets were 

blown. As soon as the people heard the sound of 

the trumpet, the people shouted a great shout, 

and the wall fell down flat, so that the people 

went up into the city, every man straight before 

him, and they captured the city. 

Trumpets  

Trumpet 

Judges 3:27 And it came to pass, when he was come, that he 

blew a trumpet in the mountain of Ephraim, and 

the children of Israel went down with him from 

the mount, and he before them. 

Trumpet When he arrived, he sounded the trumpet in the 

hill country of Ephraim. Then the people of Israel 

went down with him from the hill country, and he 

was their leader. 

Trumpet 

 5:1 Then sang Deborah and Barak the son of 
Abinoam 
on that day, saying, 

Sang Then sang Deborah and Barak the son of 
Abinoam 
on that day: 

 
Sang 

 5:3 Hear, O ye kings; give ear, O ye princes; I, even I, 

will sing unto the Lord; I will sing praise to the 

Lord God of Israel. 

Sing  

Sing 

“Hear, O kings; give ear, O princes; to the Lord I 

will sing; 

I will make melody to the Lord, the God of 
Israel. 

Sing  

Melody 

 5:11 They that are delivered from the noise of archers 

in the places of drawing water, there shall they 

rehearse the righteous acts of the Lord, even the 

righteous acts toward the inhabitants of his 

villages in Israel: then shall the people of the Lord 

go down to the gates. 

 To the sound of musicians at the watering places, 

here they repeat the righteous triumphs of the 

Lord, the righteous triumphs of his villagers in 
Israel. “Then down to the gates marched the 
people of the Lord. 

Musicians 

 5:12 Awake, awake, Deborah: awake, awake, utter a 

song: arise, Barak, and lead thy captivity captive, 

thou son of Abinoam. 

Song “Awake, awake, Deborah! 

Awake, awake, break out in a song! Arise, Barak, 

lead away your captives, 
O son of Abinoam. 

Song 

 6:34 But the Spirit of the Lord came upon Gideon, and 

he blew a trumpet; and Abiezer was gathered 

after him. 

Trumpet But the Spirit of the Lord clothed Gideon, and he 

sounded the trumpet, and the Abiezrites were 

called out to follow him. 

Trumpet 

 7:8 So the people took victuals in their hand, and   

their trumpets: and he sent all the rest of Israel 

every man unto his tent, and retained those three 

hundred men: and the host of Midian was 

beneath him in the valley. 

Trumpets So the people took provisions in their hands, and 

their trumpets. And he sent all the rest of Israel 

every man to his tent, but retained the 300 men. 

And the camp of Midian was below him in the 

valley. 

Trumpets 

 7:16 And he divided the three hundred men into three 

companies, and he put a trumpet in every man's 

hand, with empty pitchers, and lamps within the 

pitchers. 

Trumpet And he divided the 300 men into three 

companies and put trumpets into the hands of all 

of them   and empty jars, with torches inside the 

jars. 

Trumpets 

 7:18 When I blow with a trumpet, I and all that are 

with me, then blow ye the trumpets also on every 

side of all the camp, and say, The sword of the 
Lord, and of Gideon. 

Trumpet  

Trumpets 

When I blow the trumpet, I and all who are with 

me, then blow the trumpets also on every side of 

all the camp and shout, ‘For the Lord and for 
Gideon.’” 

Trumpet  

Trumpets 

 7:19 So Gideon, and the hundred men that were with 

him, came unto the outside of the camp in the 

beginning of the middle watch; and they had but 

newly set the watch: and they blew the trumpets, 

and brake the pitchers that were in their hands. 

Trumpets So Gideon and the hundred men who were with 

him came to the outskirts of the camp at the 

beginning of the middle watch, when they had 

just set the watch. And they blew the trumpets 

and smashed the jars that were in their hands. 

Trumpets 

 7:20 And the three companies blew the trumpets, and 

brake the pitchers, and held the lamps in their 

left hands, and the trumpets in their right hands 

to blow withal: and they cried, The sword of the 

Lord, and of Gideon. 

Trumpets Then the three companies blew the trumpets and 

broke the jars. They held in their left hands the 

torches, and in their right hands the trumpets to 

blow. And they cried out, “A sword for the Lord 

and for Gideon!” 

Trumpets  

Trumpets 

 7:22 And the three hundred blew the trumpets, and 

the Lord set every man's sword against his fellow, 

even throughout all the host: and the host fled to 

Bethshittah in Zererath, and to the border of 

Abelmeholah, unto Tabbath. 

Trumpets Then the three companies blew the trumpets and 

broke the jars. They held in their left hands the 

torches, and in their right hands the trumpets to 

blow. And they cried out, “A sword for the Lord 

and for Gideon!” 

Trumpets 
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 11:34 And Jephthah came to Mizpeh unto his house, 

and, behold, his daughter came out to meet him 

with timbrels and with dances: and she was his 

only child; beside her he had neither son nor 

daughter. 

Timbrels Then Jephthah came to his home at Mizpah. And 

behold, his daughter came out to meet him with 

tambourines and with dances. She was his only 

child; besides her he had neither son nor 

daughter. 

Tambourines 

1 Samuel 10:5 After that thou shalt come to the hill of God,  

where is the garrison of the Philistines: and it 

shall come to pass, when thou art come thither to 

the city, that thou shalt meet a company of 

prophets coming down from the high place with a 

psaltery, and a tabret, and a pipe, and a harp, 

before them; and they shall prophesy: 

Psaltery  

Tabret  

Pipe  

Harp 

After that you shall come to Gibeath-elohim, 

where there is a garrison of the Philistines. And 

there, as soon as you come to the city, you will 

meet a group of prophets coming down from the 

high place with harp, tambourine, flute, and lyre 

before them, prophesying. 

Harp  

Tambourine  

Flute 

Lyre 

 13:3 And Jonathan smote the garrison of the 

Philistines that was in Geba, and the Philistines 

heard of it. And Saul blew the trumpet 

throughout all the land, saying, Let the Hebrews 

hear. 

Trumpet Jonathan defeated the garrison of the Philistines 

that was at Geba, and the Philistines heard of it. 

And Saul blew the trumpet throughout all the 

land, saying, “Let the Hebrews hear.” 

Trumpet 

 16:16 Let our lord now command thy servants, which 

are before thee, to seek out a man, who is a 

cunning player on an harp: and it shall come to 

pass, when the evil spirit from God is upon thee, 

that he shall play with his hand, and thou shalt 

be well. 

 Let our lord now command your servants who are 

before you to seek out a man who is skilful in 

playing the lyre, and when the harmful spirit from 

God is upon you, he will play it, and you will be 

well.” 

Lyre 

 16:17 And Saul said unto his servants, Provide me now 

a man that can play well, and bring him to me. 

Play well So Saul said to his servants, “Provide for me a 

man who can play well and bring him to me.” 

Play well 

 16:18 Then answered one of the servants, and said, 

Behold, I have seen a son of Jesse the 

Bethlehemite, that is cunning in playing, and a 

mighty valiant man, and a man of war, and 

prudent in matters, and a comely person, and 

the 
Lord is with him. 

Playing One of the young men answered, “Behold, I have 

seen a son of Jesse the Bethlehemite, who is 

skilful in playing, a man of valour, a man of war, 

prudent in speech, and a man of good presence, 

and the Lord is with him.” 

Playing 

 16:23 And it came to pass, when the evil spirit from God 

was upon Saul, that David took an harp, and 

played with his hand: so Saul was refreshed, and 

was well, and the evil spirit departed from him. 

Harp And whenever the harmful spirit from God was 

upon Saul, David took the lyre and played it with 

his hand. So Saul was refreshed and was well, and 

the harmful spirit departed from him. 

Lyre 

 18:6 And it came to pass as they came, when David 

was returned from the slaughter of the Philistine, 

that the women came out of all cities of Israel, 

singing and dancing, to meet king Saul, with 

tabrets, with joy, and with instruments of musick. 

Singing  

Tabrets 

Instruments of musick 

As they were coming home, when David returned 

from striking down the Philistine, the women 

came out of all the cities of Israel, singing and 

dancing, to meet King Saul, with tambourines, 

with songs of joy, and with musical instruments. 

Singing  

Tambourines  

Songs 

Musical instruments 

 18:7 And the women answered one another as they 

played, and said, Saul hath slain his thousands, 

and David his ten thousands. 

 And the women sang to one another as they 

celebrated, 

“Saul has struck down his thousands, and David 
his ten thousands.” 

Sang 

 18:10 And it came to pass on the morrow, that the evil 

spirit from God came upon Saul, and he 

prophesied in the midst of the house: and David 

played with his hand, as at other times: and there 

was a javelin in Saul's hand. 

Played with his hands The next day a harmful spirit from God rushed 

upon Saul, and he raved within his house while 

David was playing the lyre, as he did day by day. 

Saul had his spear in his hand. 

Lyre 

 19:9 And the evil spirit from the Lord was upon Saul, 

as he sat in his house with his javelin in his hand: 

and David played with his hand. 

Played with his hands Then a harmful spirit from the Lord came upon 

Saul, as he sat in his house with his spear in his 

hand. And David was playing the lyre. 

Lyre 

 21:11 And the servants of Achish said unto him, Is not 

this David the king of the land? did they not sing 

one to another of him in dances, saying, Saul hath 

slain his thousands, and David his ten thousands? 

Sing And the servants of Achish said to him, “Is not 

this David the king of the land? Did they not sing 

to one another of him in dances, 

‘Saul has struck down his thousands, and David 
his ten thousands’?” 

Sing 

 29:5 Is not this David, of whom they sang one to 

another in dances, saying, Saul slew his 

thousands, and David his ten thousands? 

Sang Is not this David, of whom they sing to one 

another in dances, 

‘Saul has struck down his thousands, and David 
his ten thousands’?” 

Sing 

2 Samuel 2:28 So Joab blew a trumpet, and all the people stood 

still, and pursued after Israel no more, neither 

fought they any more. 

Trumpet So Joab blew the trumpet, and all the men 

stopped and pursued Israel no more, nor did 

they fight any more. 

Trumpet 

 6:5 And David and all the house of Israel played 

before the Lord on all manner of instruments 

made of fir wood, even on harps, and on 

psalteries, and on timbrels, and on cornets, and 

on cymbals. 

Instruments made of fir wood 

Harps 

Psalteries  

Timbrels  

Cornets 
Cymbals 

And David and all the house of Israel were making 

merry before the Lord, with songs and lyres and 

harps and tambourines and castanets and 

cymbals. 

Songs  

Lyres  

Harps 

Tambourines  

Castanets 
Cymbals 

 6:15 So David and all the house of Israel brought up 

the ark of the Lord with shouting, and with the 

sound of the trumpet. 

Trumpet So David and all the house of Israel brought up 

the ark of the Lord with shouting and with the 

sound of the horn. 

Horn 

 15:10 But Absalom sent spies throughout all the tribes 

of Israel, saying, As soon as ye hear the sound of 

the trumpet, then ye shall say, Absalom reigneth 

in Hebron. 

Trumpet But Absalom sent secret messengers throughout 

all the tribes of Israel, saying, “As soon as you 

hear the sound of the trumpet, then say, 

‘Absalom is king at Hebron!’” 

Trumpet 

 18:16 And Joab blew the trumpet, and the people 
returned from pursuing after Israel: for Joab held 
back the people. 

Trumpet Then Joab blew the trumpet, and the troops 
came back from pursuing Israel, for Joab 
restrained them. 

Trumpet 
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 19:35 I am this day fourscore years old: and can I 

discern between good and evil? can thy servant 

taste what I eat or what I drink? can I hear any 

more the voice of singing men and singing 

women? wherefore then should thy servant be 

yet a burden unto my lord the  king? 

Singing men  

Singing women 

I am this day eighty years old. Can I discern what 

is pleasant and what is not? Can your servant 

taste what he eats or what he drinks? Can I still 

listen to the voice of singing men and singing 

women? Why then should your servant be an 

added burden to my lord the king? 

Singing men  

Singing women 

 20:1 And there happened to be there a man of Belial, 

whose name was Sheba, the son of Bichri, a 

Benjamite: and he blew a trumpet, and said, We 

have no part in David, neither have we 

inheritance in the son of Jesse: every man to his 

tents, O   Israel. 

Trumpet Now there happened to be there a worthless 

man, whose name was Sheba, the son of Bichri, a 

Benjaminite. And he blew the trumpet and said, 

“We have no portion in David, and we have no 

inheritance in the son of Jesse; every man to his 

tents, O Israel!” 

Trumpet 

 20:22 Then the woman went unto all the people in her 

wisdom. And they cut off the head of Sheba the 

son of Bichri, and cast it out to Joab. And he blew 

a trumpet, and they retired from the city, every 

man to his tent. And Joab returned to Jerusalem 

unto the king. 

Trumpet Then the woman went to all the people in her 

wisdom. And they cut off the head of Sheba the 

son of Bichri and threw it out to Joab. So he blew 

the trumpet, and they dispersed from the city, 

every man to his home. And Joab returned to 

Jerusalem to the king. 

Trumpet 

 22:1 And David spake unto the Lord the words of this 

song in the day that the Lord had delivered him 

out of the hand of all his enemies, and out of the 

hand of Saul: 

Song David's Song of Deliverance 

22 And David spoke to the Lord the words of this 

song on the day when the Lord delivered him 

from the hand of all his enemies, and from the 

hand of Saul. 

Song 

 23:1 Now these be the last words of David. David the 

son of Jesse said, and the man who was raised up 

on high, the anointed of the God of Jacob, and 

the sweet psalmist of Israel, said, 

Psalmist Now these are the last words of David: The oracle 

of David, the son of Jesse, 

the oracle of the man who was raised on high, 

the anointed of the God of Jacob, 

the sweet psalmist of Israel: 

Psalmist 

1 Kings 1:34 And let Zadok the priest and Nathan the prophet 

anoint him there king over Israel: and blow ye 

with the trumpet, and say, God save king 
Solomon. 

Trumpet And let Zadok the priest and Nathan the prophet 

there anoint him king over Israel. Then blow the 

trumpet and say, ‘Long live King Solomon!’ 

Trumpet 

 1:39 And Zadok the priest took an horn of oil out of 

the tabernacle, and anointed Solomon. And they 

blew the trumpet; and all the people said, God 

save king Solomon. 

Trumpet There Zadok the priest took the horn of oil from 

the tent and anointed Solomon. Then they blew 

the trumpet, and all the people said, “Long live 
King Solomon!” 

Trumpet 

 1:40 And all the people came up after him, and the 

people piped with pipes, and rejoiced with great 

joy, so that the earth rent with the sound of 

them. 

Pipes And all the people went up after him, playing on 

pipes, and rejoicing with great joy, so that the 

earth was split by their noise. 

Pipes 

 1:41 And Adonijah and all the guests that were with 

him heard it as they had made an end of eating. 

And when Joab heard the sound of the trumpet, 

he said, Wherefore is this noise of the city being 

in an uproar? 

Trumpet Adonijah and all the guests who were with him 

heard it as they finished feasting. And when Joab 

heard the sound of the trumpet, he said, “What 

does this uproar in the city mean?” 

Trumpet 

 4:32 And he spake three thousand proverbs: and his 
songs were a thousand and five. 

Songs He also spoke 3,000 proverbs, and his songs were 
1,005. 

Songs 

 10:12 And the king made of the almug trees pillars for 

the house of the Lord, and for the king's house, 

harps also and psalteries for singers: there came 

no such almug trees, nor were seen unto this 

day. 

Harps  

Psalteries  

Singers 

And the king made of the almug wood supports 

for the house of the Lord and for the king's 

house, also lyres and harps for the singers. No 

such almug wood has come or been seen to this 

day. 

Lyres  

Harps  

Singers 

2 Kings 3:15 But now bring me a minstrel. And it came to pass, 
when the minstrel played, that the hand of the 
Lord came upon him. 

Minstrel  

Minstrel 

But now bring me a musician.” And when the 
musician played, the hand of the Lord came upon 
him. 

Musician  

Musician 

 9:13 Then they hasted, and took every man his 

garment, and put it under him on the top of the 

stairs, and blew with trumpets, saying, Jehu is 

king. 

Trumpets Then in haste every man of them took his 

garment and put it under him on the bare steps, 

and they blew the trumpet and proclaimed, “Jehu 

is king.” 

Trumpet 

 11:14 And when she looked, behold, the king stood by a 

pillar, as the manner was, and the princes and the 

trumpeters by the king, and all the people of the 

land rejoiced, and blew with trumpets: and 

Athaliah rent her clothes, and cried, Treason, 

Treason. 

Trumpeters  

Trumpets 

And when she looked, there was the king 

standing by the pillar, according to the custom, 

and the captains and the trumpeters beside the 

king, and all the people of the land rejoicing and 

blowing trumpets. And Athaliah tore her clothes 

and cried, “Treason! Treason!” 

Trumpeters  

Trumpets 

 12:13 Howbeit there were not made for the house of 

the Lord bowls of silver, snuffers, basons, 

trumpets, any vessels of gold, or vessels of silver, 

of the money that was brought into the house of 
the Lord: 

Trumpets But there were not made for the house of the 

Lord basins of silver, snuffers, bowls, trumpets, or 

any vessels of gold, or of silver, from the money 

that was brought into the house of the Lord, 

Trumpets 

1 Chronicles 6:31 And these are they whom David set over the 
service of song in the house of the Lord, after 
that the ark had rest. 

Song These are the men whom David put in charge of 
the service of song in the house of the Lord after 
the ark rested there. 

Song 

 6:32 And they ministered before the dwelling place of 

the tabernacle of the congregation with singing, 

until Solomon had built the house of the Lord in 

Jerusalem: and then they waited on their office 

according to their order. 

Singing They ministered with song before the tabernacle 

of the tent of meeting until Solomon built the 

house of the Lord in Jerusalem, and they 

performed their service according to their order. 

Song 

 6:33 And these are they that waited with their 

children. Of the sons of the Kohathites: Heman a 

singer, the son of Joel, the son of Shemuel, 

Singer These are the men who served and their sons. Of 

the sons of the Kohathites: Heman the singer the 

son of Joel, son of Samuel, 

Singer 
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 9:33 And these are the singers, chief of the fathers of 

the Levites, who remaining in the chambers were 

free: for they were employed in that work day 

and night. 

Singers Now these, the singers, the heads of fathers' 

houses of the Levites, were in the chambers of 

the temple free from other service, for they were 

on duty day and night. 

Singers 

 13:8 And David and all Israel played before God with 

all their might, and with singing, and with harps, 

and with psalteries, and with timbrels, and with 

cymbals, and with trumpets. 

Singing  

Harps  

Psalteries  

Timbrels  

Cymbals 
Trumpets 

And David and all Israel were rejoicing before 

God with all their might, with song and lyres and 

harps and tambourines and cymbals and 

trumpets. 

Song  

Lyres  

Harps 

Tambourines  

Cymbals 
Trumpets 

 15:16 And David spake to the chief of the Levites to 

appoint their brethren to be the singers with 

instruments of musick, psalteries and harps and 

cymbals, sounding, by lifting up the voice with 

joy. 

Singers 

Instruments of musick  

Psalteries 

Harps 
Cymbals 

David also commanded the chiefs of the Levites 

to appoint their brothers as the singers who 

should play loudly on musical instruments, on 

harps and lyres and cymbals, to raise sounds of 

joy. 

Singers 

Musical instruments 

Harps 

Lyres 
Cymbals 

 15:19 So the singers, Heman, Asaph, and Ethan, were 

appointed to sound with cymbals of brass; 

Singers  

Cymbals 

The singers, Heman, Asaph, and Ethan, were to 

sound bronze cymbals; 

Singers  

Cymbals 

 15:20 And Zechariah, and Aziel, and Shemiramoth, and 

Jehiel, and Unni, and Eliab, and Maaseiah, and 

Benaiah, with psalteries on Alamoth; 

Psalteries Zechariah, Aziel, Shemiramoth, Jehiel, Unni, Eliab, 

Maaseiah, and Benaiah were to play harps 

according to Alamoth; 

Harps 

 15:21 And Mattithiah, and Elipheleh, and Mikneiah, and 

Obededom, and Jeiel, and Azaziah, with harps on 

the Sheminith to excel. 

Harps but Mattithiah, Eliphelehu, Mikneiah, Obed- 

edom, Jeiel, and Azaziah were to lead with lyres 

according to the Sheminith. 

Lyres 

 15:22 And Chenaniah, chief of the Levites, was for song: 

he instructed about the song, because he was 
skilful. 

Song  

Song 

Chenaniah, leader of the Levites in music, should 

direct the music, for he understood it. 

Music  

Music 

 15:24 And Shebaniah, and Jehoshaphat, and Nethaneel, 

and Amasai, and Zechariah, and Benaiah, and 

Eliezer, the priests, did blow with the trumpets 

before the ark of God: and Obededom and Jehiah 

were doorkeepers for the ark. 

Trumpets Shebaniah, Joshaphat, Nethanel, Amasai, 

Zechariah, Benaiah, and Eliezer, the priests, 

should blow the trumpets before the ark of God. 

Obed-edom and Jehiah were to be gatekeepers 

for the ark. 

Trumpets 

 15:27 And David was clothed with a robe of fine linen, 

and all the Levites that bare the ark, and the 

singers, and Chenaniah the master of the song 

with the singers: David also had upon him an 

ephod of linen. 

Singers  

Song  

Singers 

David was clothed with a robe of fine linen, as 

also were all the Levites who were carrying the 

ark, and the singers and Chenaniah the leader of 

the music of the singers. And David wore a linen 

ephod. 

Singers  

Music  

Singers 

 15:28 Thus all Israel brought up the ark of the covenant 

of the Lord with shouting, and with sound of the 

cornet, and with trumpets, and with cymbals, 

making a noise with psalteries and harps. 

Cornet  

Trumpets  

Cymbals 

Psalteries  

Harps 

So all Israel brought up the ark of the covenant of 

the Lord with shouting, to the sound of the horn, 

trumpets, and cymbals, and made loud music on 

harps and lyres. 

Horn  

Trumpets  

Cymbals  

Music  

Harps 
Lyres 

 16:5 Asaph the chief, and next to him Zechariah, Jeiel, 

and Shemiramoth, and Jehiel, and Mattithiah, 

and Eliab, and Benaiah, and Obededom: and Jeiel 

with psalteries and with harps; but Asaph made a 

sound with cymbals; 

Psalteries  

Harps  

Cymbals 

Asaph was the chief, and second to him were 

Zechariah, Jeiel, Shemiramoth, Jehiel, Mattithiah, 

Eliab, Benaiah, Obed-edom, and Jeiel, who were 

to play harps and lyres; Asaph was to sound the 

cymbals, 

Harps  

Lyres  

Cymbals 

 16:6 Benaiah also and Jahaziel the priests with 

trumpets continually before the ark of the 

covenant of God. 

Trumpets and Benaiah and Jahaziel the priests were to blow 

trumpets regularly before the ark of the covenant 

of God. 

Trumpets 

 16:7 Then on that day David delivered first this psalm 

to thank the Lord into the hand of Asaph and his 

brethren. 

Psalm Then on that day David first appointed that 

thanksgiving be sung to the Lord by Asaph and his 

brothers. 

Sung 

 16:9 Sing unto him, sing psalms unto him, talk ye of all 

his wondrous works. 

Sing  

Sing 
Psalms 

Sing to him; sing praises to him; tell of all his 

wondrous works! 

Sing  

Sing 

 16:23 Sing unto the Lord, all the earth; shew forth from 
day to day his salvation. 

Sing Sing to the Lord, all the earth! 
Tell of his salvation from day to day. 

Sing 

 16:42 And with them Heman and Jeduthun with 

trumpets and cymbals for those that should make 

a sound, and with musical instruments of God. 

And the sons of Jeduthun were porters. 

Trumpets  

Cymbals 

Musical instruments 

Heman and Jeduthun had trumpets and cymbals 

for the music and instruments for sacred song.  

The sons of Jeduthun were appointed to the gate. 

Trumpets  

Cymbals Music  

Instruments 
Sacred song 

 23:5 Moreover four thousand were porters; and four 

thousand praised the Lord with the instruments 

which I made, said David, to praise therewith. 

Instruments 4,000 gatekeepers, and 4,000 shall offer praises 

to the Lord with the instruments that I have 

made for praise.” 

Instruments 

 25:1 Moreover David and the captains of the host 

separated to the service of the sons of Asaph, and 

of Heman, and of Jeduthun, who should prophesy 

with harps, with psalteries, and with cymbals: and 

the number of the workmen according to their 

service was: 

Harps  

Psalteries  

Cymbals 

David and the chiefs of the service also set apart 

for the service the sons of Asaph, and of Heman, 

and of Jeduthun, who prophesied with lyres, with 

harps, and with cymbals. The list of those who did 

the work and of their duties was: 

 
Lyres  

Harps  

Cymbals 

 25:3 Of Jeduthun: the sons of Jeduthun; Gedaliah, and 

Zeri, and Jeshaiah, Hashabiah, and Mattithiah, six, 

under the hands of their father Jeduthun, who 

prophesied with a harp, to give thanks and to 

praise the Lord. 

Harp Of Jeduthun, the sons of Jeduthun:  Gedaliah, 

Zeri, Jeshaiah, Shimei, Hashabiah, and Mattithiah, 

six, under the direction of their father Jeduthun, 

who prophesied with the lyre in thanksgiving and 

praise to the Lord. 

Lyre 
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 25:6 All these were under the hands of their father for 

song in the house of the Lord, with cymbals, 

psalteries, and harps, for the service of the house 

of God, according to the king's order to Asaph, 

Jeduthun, and Heman. 

Cymbals  

Psalteries  

Harps 

They were all under the direction of their father 

in the music in the house of the Lord with 

cymbals, harps, and lyres for the service of the 

house of God.  Asaph, Jeduthun, and Heman 

were under the order of the king. 

Cymbals  

Harps  

Lyres 

 25:7 So the number of them, with their brethren that 

were instructed in the songs of the Lord, even all 

that were cunning, was two hundred fourscore 
and eight. 

Songs The number of them along with their brothers, 

who were trained in singing to the Lord, all who 

were skilful, was 288. 

Singing 

2 Chronicles 5:12 Also the Levites which were the singers, all of 

them of Asaph, of Heman, of Jeduthun, with their 

sons and their brethren, being arrayed in white 

linen, having cymbals and psalteries and harps, 

stood at the east end of the altar, and with them 

an hundred and twenty priests sounding with 

trumpets:) 

Singers  

Cymbals  

Psalteries  

Harps  

Trumpets 

and all the Levitical singers, Asaph, Heman, and 

Jeduthun, their sons and kinsmen, arrayed in fine 

linen, with cymbals, harps, and lyres, stood east 

of the altar with 120 priests who were 

trumpeters; 

Singers  

Cymbals  

Harps  

Lyres 

Trumpeters 

 5:13 It came even to pass, as the trumpeters and  

singers were as one, to make one sound to be 

heard in praising and thanking the Lord; and 

when they lifted up their voice with the trumpets 

and cymbals and instruments of musick, and 

praised  the Lord, saying, For he is good; for his 

mercy endureth for ever: that then the house 

was filled with a cloud, even the house of the  

Lord; 

Trumpeters  

Singers  

Voice  

Trumpets  

Cymbals 

Instruments of musick 

and it was the duty of the trumpeters and singers 

to make themselves heard in unison in praise and 

thanksgiving to the Lord), and when the song was 

raised, with trumpets and cymbals and other 

musical instruments, in praise to the Lord, 

“For he is good, for his steadfast love endures for 
ever,” the house, the house of the Lord, was filled 
with a cloud, 

Trumpeters  

Singers Song  

Trumpets  

Cymbals 

Musical instruments 

 7:6 And the priests waited on their offices: the 

Levites also with instruments of musick of the 

Lord, which David the king had made to praise 

the Lord, because his mercy endureth for ever, 

when David praised by their ministry; and the 

priests sounded trumpets before them, and all 

Israel stood. 

Instruments of musick  

Trumpets 

The priests stood at their posts; the Levites also, 

with the instruments for music to the Lord that 

King David had made for giving thanks to the 

Lord—for his steadfast love endures for ever—

whenever David offered praises by their ministry; 

opposite them the priests sounded trumpets, and 

all Israel stood. 

Instruments for music  

Trumpets 

 9:11 And the king made of the algum trees terraces to 

the house of the Lord, and to the king's palace, 

and harps and psalteries for singers: and there 

were none such seen before in the land of Judah. 

Harps  

Psalteries  

Singers 

And the king made from the algum wood 

supports for the house of the Lord and for the 

king's house, lyres also and harps for the singers. 

There never was seen the like of them before in 

the land of Judah. 

Lyres  

Harps  

Singers 

 13:12 And, behold, God himself is with us for our 

captain, and his priests with sounding trumpets 

to cry alarm against you. O children of Israel, fight 

ye not against the Lord God of your fathers; for 

ye shall not prosper. 

Trumpets Behold, God is with us at our head, and his priests 

with their battle trumpets to sound the call to 

battle against you. O sons of Israel, do not fight 

against the Lord, the God of your fathers, for you 

cannot succeed.” 

Battle trumpets 

 13:14 And when Judah looked back, behold, the battle 

was before and behind: and they cried unto the 

Lord, and the priests sounded with the trumpets. 

Trumpets And when Judah looked, behold, the battle was in 

front of and behind them. And they cried to the 

Lord, and the priests blew the trumpets. 

Trumpets 

 15:14 And they sware unto the Lord with a loud voice, 

and with shouting, and with trumpets, and with 

cornets. 

Trumpets  

Cornets 

They swore an oath to the Lord with a loud voice 

and with shouting and with trumpets and with 

horns. 

Trumpets  

Horns 

 20:21 And when he had consulted with the people, he 

appointed singers unto the Lord, and that should 

praise the beauty of holiness, as they went out 

before the army, and to say, Praise the Lord; for 

his mercy endureth for ever. 

Singers And when he had taken counsel with the people, 

he appointed those who were to sing to the Lord 

and praise him in holy attire, as they went before 

the army, and say, 

“Give thanks to the Lord, for his steadfast love 
endures for ever.” 

Sing 

 20:22 And when they began to sing and to praise, the 

Lord set ambushments against the children of 

Ammon, Moab, and mount Seir, which were 

come against Judah; and they were smitten. 

Sing And when they began to sing and praise, the Lord 

set an ambush against the men of Ammon, 

Moab, and Mount Seir, who had come against 

Judah, so that they were routed. 

Sing 

 20:28 And they came to Jerusalem with psalteries and 

harps and trumpets unto the house of the Lord. 

Psalteries 

Harps  

Trumpets 

They came to Jerusalem with harps and lyres and 

trumpets, to the house of the Lord. 

Harps 

Lyres  

Trumpets 

 23:13 And she looked, and, behold, the king stood at his 

pillar at the entering in, and the princes and the 

trumpets by the king: and all the people of the 

land rejoiced, and sounded with trumpets, also 

the singers with instruments of musick, and such 

as taught to sing praise. Then Athaliah rent her 

clothes, and said, Treason, Treason. 

Trumpets  

Trumpets  

Singers 

Instruments of musick  

Sing 

And when she looked, there was the king 

standing by his pillar at the entrance, and the 

captains and the trumpeters beside the king, and 

all the people of the land rejoicing and blowing 

trumpets, and the singers with their musical 

instruments leading in the celebration.  And 

Athaliah tore her clothes and cried, “Treason! 

Treason!” 

Trumpeters  

Trumpets  

Singers 

Musical instruments 

 23:18 Also Jehoiada appointed the offices of the house 

of the Lord by the hand of the priests the Levites, 

whom David had distributed in the house of the 

Lord, to offer the burnt offerings of the Lord, as it 

is written in the law of Moses, with rejoicing and 

with singing, as it was ordained by David. 

Singing And Jehoiada posted watchmen for the house of 

the Lord under the direction of the Levitical 

priests and the Levites whom David had 

organized to be in charge of the house of the 

Lord, to offer burnt offerings to the Lord, as it is 

written in the Law of Moses, with rejoicing and 

with singing, according to the order of David. 

Singing 
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 29:25 And he set the Levites in the house of the Lord 

with cymbals, with psalteries, and with harps, 

according to the commandment of David, and of 

Gad the king's seer, and Nathan the prophet: for 

so was the commandment of the Lord by his 

prophets. 

Cymbals  

Psalteries  

Harps 

And he stationed the Levites in the house of the 

Lord with cymbals, harps, and lyres, according to 

the commandment of David and of Gad the king's 

seer and of Nathan the prophet, for the 

commandment was from the Lord through his 

prophets. 

Cymbals  

Harps  

Lyres 

 29:26 And the Levites stood with the instruments of 
David, and the priests with the trumpets. 

Instruments of David 
Trumpets 

The Levites stood with the instruments of David, 
and the priests with the trumpets. 

Instruments of David 
Trumpets 

 29:27 And Hezekiah commanded to offer the burnt 

offering upon the altar. And when the burnt 

offering began, the song of the Lord began also 

with the trumpets, and with the instruments 

ordained by David king of Israel. 

Song  

Trumpets  

Instruments 

Then Hezekiah commanded that the burnt 

offering be offered on the altar. And when the 

burnt offering began, the song to the Lord began 

also, and the trumpets, accompanied by the 

instruments of David king of Israel. 

Song 

Instruments of David 

 29:28 And all the congregation worshipped, and the 

singers sang, and the trumpeters sounded: and all 

this continued until the burnt offering was 

finished. 

Singers  

Sang  

Trumpeters 

The whole assembly worshipped, and the singers 

sang, and the trumpeters sounded. All this 

continued until the burnt offering was finished. 

Singers  

Sang  

Trumpeters 

 29:30 Moreover Hezekiah the king and the princes 

commanded the Levites to sing praise unto the 

Lord with the words of David, and of Asaph the 

seer. And they sang praises with gladness, and 

they bowed their heads and worshipped. 

Sing  

Sang 

And Hezekiah the king and the officials 

commanded the Levites to sing praises to the 

Lord with the words of David and of Asaph the 

seer. 

And they sang praises with gladness, and they 

bowed down and worshipped. 

Sing  

Sang 

 30:21 And the children of Israel that were present at 

Jerusalem kept the feast of unleavened bread 

seven days with great gladness: and the Levites 

and the priests praised the Lord day by day, 

singing with loud instruments unto the Lord. 

Singing  

Instruments 

And the people of Israel who were present at 

Jerusalem kept the Feast of Unleavened Bread 

seven days with great gladness, and the Levites 

and the priests praised the Lord day by day, 

singing with all their might to the Lord. 

Singing 

 34:12 And the men did the work faithfully: and the 

overseers of them were Jahath and Obadiah, the 

Levites, of the sons of Merari; and Zechariah and 

Meshullam, of the sons of the Kohathites, to set it 

forward; and other of the Levites, all that could 

skill of instruments of musick. 

Instruments of musick And the men did the work faithfully. Over them 

were set Jahath and Obadiah the Levites, of the 

sons of Merari, and Zechariah and Meshullam, of 

the sons of the Kohathites, to have oversight. The 

Levites, all who were skilful with instruments of 

music, 

Instruments of music 

 35:15 And the singers the sons of Asaph were in their 

place, according to the commandment of David, 

and Asaph, and Heman, and Jeduthun the king's 

seer; and the porters waited at every gate; they 

might not depart from their service; for their 

brethren the Levites prepared for them. 

Singers The singers, the sons of Asaph, were in their 

place according to the command of David, and 

Asaph, and Heman, and Jeduthun the king's seer; 

and the gatekeepers were at each gate. They did 

not need to depart from their service, for their 

brothers the Levites prepared for them. 

Singers 

 35:25 And Jeremiah lamented for Josiah: and all the 

singing men and the singing women spake of 

Josiah in their lamentations to this day, and made 

them an ordinance in Israel: and, behold, they are 

written in the lamentations. 

Singing men  

Singing women 

Jeremiah also uttered a lament for Josiah; and all 

the singing men and singing women have spoken 

of Josiah in their laments to this day. They made 

these a rule in Israel; behold, they are written in 

the Laments. 

Singing men  

Singing women 

Ezra 2:41 The singers: the children of Asaph, an hundred 
twenty and eight. 

Singers The singers: the sons of Asaph, 128. singers 

 2:70 So the priests, and the Levites, and some of the 

people, and the singers, and the porters, and the 

Nethinims, dwelt in their cities, and all Israel in 

their cities. 

Singers Now the priests, the Levites, some of the people, 

the singers, the gatekeepers, and the temple 

servants lived in their towns, and all the rest of 
Israel in their towns. 

Singers 

 3:10 And when the builders laid the foundation of the 

temple of the Lord, they set the priests in their 

apparel with trumpets, and the Levites the sons 

of Asaph with cymbals, to praise the Lord, after 

the ordinance of David king of Israel. 

Trumpets  

Cymbals 

And when the builders laid the foundation of the 

temple of the Lord, the priests in their vestments 

came forward with trumpets, and the Levites, the 

sons of Asaph, with cymbals, to praise the Lord, 

according to the directions of David king of Israel. 

Trumpets  

Cymbals 

 3:11 And they sang together by course in praising and 

giving thanks unto the Lord; because he is good, 

for his mercy endureth for ever toward Israel. 

And all the people shouted with a great shout, 

when they praised the Lord, because the 

foundation of the house of the Lord was laid. 

Sang And they sang responsively, praising and giving 

thanks to the Lord, 

“For he is good, for his steadfast love endures for 
ever towards Israel.” 
And all the people shouted with a great shout 

when they praised the Lord, because the 

foundation of the house of the Lord was laid. 

Sang 

 7:7 And there went up some of the children of Israel, 

and of the priests, and the Levites, and the 

singers, and the porters, and the Nethinims, unto 

Jerusalem, in the seventh year of Artaxerxes the 

king. 

Singers And there went up also to Jerusalem, in the 

seventh year of Artaxerxes the king, some of the 

people of Israel, and some of the priests and 

Levites, the singers and gatekeepers, and the 

temple servants. 

Singers 

 7:24 Also we certify you, that touching any of the 

priests and Levites, singers, porters, Nethinims, or 

ministers of this house of God, it shall not be 

lawful to impose toll, tribute, or custom, upon 

them. 

Singers We also notify you that it shall not be lawful to 

impose tribute, custom, or toll on anyone of the 

priests, the Levites, the singers, the doorkeepers, 

the temple servants, or other servants of this 

house of God. 

Singers 

 10:24 Of the singers also; Eliashib: and of the porters; 
Shallum, and Telem, and Uri. 

Singers Of the singers: Eliashib. Of the gatekeepers: 
Shallum, Telem, and Uri. 

Singers 

Nehemiah 4:18 For the builders, every one had his sword girded 

by his side, and so builded. And he that sounded 

the trumpet was by me. 

Trumpet And each of the builders had his sword strapped 

at his side while he built. The man who sounded 

the trumpet was beside me. 

Trumpet 



817 
 

 4:20 In what place therefore ye hear the sound of the 
trumpet, resort ye thither unto us: our God shall 
fight for us. 

Trumpet In the place where you hear the sound of the 
trumpet, rally to us there. Our God will fight for 
us.” 

Trumpet 

 7:1 Now it came to pass, when the wall was built, and 

I had set up the doors, and the porters and the 

singers and the Levites were appointed, 

Singers Now when the wall had been built and I had set 

up the doors, and the gatekeepers, the singers, 

and the Levites had been appointed, 

Singers 

 7:44 The singers: the children of Asaph, an hundred 
forty and eight. 

Singers The singers: the sons of Asaph, 148. Singers 

 7:67 Beside their manservants and their maidservants, 

of whom there were seven thousand three 

hundred thirty and seven: and they had two 

hundred forty and five singing men and singing 

women. 

Singing men  

Singing women 

besides their male and female servants, of whom 

there were 7,337. And they had 245 singers, male 

and female. 

Singers 

 7:73 So the priests, and the Levites, and the porters, 

and the singers, and some of the people, and the 

Nethinims, and all Israel, dwelt in their cities; and 

when the seventh month came, the children of 

Israel were in their cities. 

Singers So the priests, the Levites, the gatekeepers, the 

singers, some of the people, the temple servants, 

and all Israel, lived in their towns. 

And when the seventh month had come, the 

people of Israel were in their towns. 

Singers 

 10:28 And the rest of the people, the priests, the  

Levites, the porters, the singers, the Nethinims, 

and all they that had separated themselves from 

the people of the lands unto the law of God, their 

wives, their sons, and their daughters, every one 

having knowledge, and having  understanding; 

Singers “The rest of the people, the priests, the Levites, 

the gatekeepers, the singers, the temple 

servants, and all who have separated themselves 

from the peoples of the lands to the Law of God, 

their wives, their sons, their daughters, all who 

have knowledge  and understanding, 

Singers 

 10:39 For the children of Israel and the children of Levi 

shall bring the offering of the corn, of the new 

wine, and the oil, unto the chambers, where are 

the vessels of the sanctuary, and the priests that 

minister, and the porters, and the singers: and we 

will not forsake the house of our God. 

Singers For the people of Israel and the sons of Levi shall 

bring the contribution of grain, wine, and oil to 

the chambers, where the vessels of the sanctuary 

are, as well as the priests who minister, and the 

gatekeepers and the singers. We will not neglect 

the house of our God.” 

Singers 

 11:22 The overseer also of the Levites at Jerusalem was 

Uzzi the son of Bani, the son of Hashabiah, the 

son of Mattaniah, the son of Micha. Of the sons 

of Asaph, the singers were over the business of 

the house of God. 

Singers The overseer of the Levites in Jerusalem was Uzzi 

the son of Bani, son of Hashabiah, son of 

Mattaniah, son of Mica, of the sons of Asaph, the 

singers, over the work of the house of God. 

Singers 

 11:23 For it was the king's commandment concerning 

them, that a certain portion should be for the 

singers, due for every day. 

Singers For there was a command from the king 

concerning them, and a fixed provision for the 

singers, as every day required. 

Singers 

 12:8 Moreover the Levites: Jeshua, Binnui, Kadmiel, 

Sherebiah, Judah, and Mattaniah, which was over 

the thanksgiving, he and his brethren. 

 And the Levites: Jeshua, Binnui, Kadmiel, 

Sherebiah, Judah, and Mattaniah, who with his 

brothers was in charge of the songs of 

thanksgiving. 

Songs 

 12:27 And at the dedication of the wall of Jerusalem 

they sought the Levites out of all their places, to 

bring them to Jerusalem, to keep the dedication 

with gladness, both with thanksgivings, and with 

singing, with cymbals, psalteries, and with harps. 

Singing  

Cymbals  

Psalteries  

Harps 

And at the dedication of the wall of Jerusalem 

they sought the Levites in all their places, to bring 

them to Jerusalem to celebrate the dedication 

with gladness, with thanksgivings and with 

singing, with cymbals, harps, and lyres. 

Singing  

Cymbals  

Harps  

Lyres 

 12:28 And the sons of the singers gathered themselves 

together, both out of the plain country round 

about Jerusalem, and from the villages of 

Netophathi; 

Singers And the sons of the singers gathered together 

from the district surrounding Jerusalem and from 

the villages of the Netophathites; 

Singers 

 12:29 Also from the house of Gilgal, and out of the 

fields of Geba and Azmaveth: for the singers had 

builded them villages round about Jerusalem. 

Singers also from Beth-gilgal and from the region of Geba 

and Azmaveth, for the singers had built for 

themselves villages round Jerusalem. 

Singers 

 12:35 And certain of the priests' sons with trumpets; 

namely, Zechariah the son of Jonathan, the son of 

Shemaiah, the son of Mattaniah, the son of 

Michaiah, the son of Zaccur, the son of Asaph: 

Trumpets and certain of the priests' sons with trumpets: 

Zechariah the son of Jonathan, son of Shemaiah, 

son of Mattaniah, son of Micaiah, son of Zaccur, 

son of Asaph; 

Trumpets 

 12:36 And his brethren, Shemaiah, and Azarael, Milalai, 

Gilalai, Maai, Nethaneel, and Judah, Hanani, with 

the musical instruments of David the man of God, 

and Ezra the scribe before them. 

Musical instruments and his relatives, Shemaiah, Azarel, Milalai,  

Gilalai, Maai, Nethanel, Judah, and Hanani, with 

the musical instruments of David the man of God. 

And Ezra the scribe went before them. 

Musical instruments 

 12:42 And Maaseiah, and Shemaiah, and Eleazar, and 

Uzzi, and Jehohanan, and Malchijah, and Elam, 

and Ezer. And the singers sang loud, with 
Jezrahiah their overseer. 

Singers  

Sang 

and Maaseiah, Shemaiah, Eleazar, Uzzi, 

Jehohanan, Malchijah, Elam, and Ezer. And the 

singers sang with Jezrahiah as their leader. 

Singers  

Sang 

 12:45 And both the singers and the porters kept the 

ward of their God, and the ward of the 

purification, according to the commandment of 

David, and of Solomon his son. 

Singers And they performed the service of their God and 

the service of purification, as did the singers and 

the gatekeepers, according to the command of 

David and his son Solomon. 

Singers 

 12:46 For in the days of David and Asaph of old there 

were chief of the singers, and songs of praise and 

thanksgiving unto God. 

Singers  

Songs 

For long ago in the days of David and Asaph there 

were directors of the singers, and there were 

songs of praise and thanksgiving to God. 

Singers  

Songs 
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 12:47 And all Israel in the days of Zerubbabel, and in 

the days of Nehemiah, gave the portions of the 

singers and the porters, every day his portion: 

and they sanctified holy things unto the Levites; 

and the Levites sanctified them unto the children 

of Aaron. 

Singers And all Israel in the days of Zerubbabel and in the 

days of Nehemiah gave the daily portions for the 

singers and the gatekeepers; and they set apart 

that which was for the Levites; and the Levites set 

apart that which was for the sons of Aaron. 

Singers 

 13:5 And he had prepared for him a great chamber, 

where aforetime they laid the meat offerings, the 

frankincense, and the vessels, and the tithes of 

the corn, the new wine, and the oil, which was 

commanded to be given to the Levites, and the 

singers, and the porters; and the offerings of the 

priests. 

Singers prepared for Tobiah a large chamber where they 

had previously put the grain offering, the 

frankincense, the vessels, and the tithes of grain, 

wine, and oil, which were given by 

commandment to the Levites, singers, and 

gatekeepers, and the contributions for the 

priests. 

Singers 

 13:10 And I perceived that the portions of the Levites 

had not been given them: for the Levites and the 

singers, that did the work, were fled every one to 

his field. 

Singers I also found out that the portions of the Levites 

had not been given to them, so that the Levites 

and the singers, who did the work, had fled each 

to his field. 

Singers 

Job 21:12 They take the timbrel and harp, and rejoice at the 

sound of the organ. 

Timbrel  

Harp  

Organ 

They sing to the tambourine and the lyre and 

rejoice to the sound of the pipe. 

Sing  

Tambourine  

Lyre 
Pipe 

 29:13 The blessing of him that was ready to perish 

came upon me: and I caused the widow's heart to 

sing for joy. 

Sing The blessing of him who was about to perish 

came upon me, and I caused the widow's heart to 

sing for joy. 

Sing 

 30:9 And now am I their song, yea, I am their byword. Song “And now I have become their song; 
I am a byword to them. 

Song 

 30:31 My harp also is turned to mourning, and my 

organ into the voice of them that weep. 

Harp  

Organ 

My lyre is turned to mourning, and my pipe to 
the voice of those who weep. 

Lyre  

Pipe 

 33:27 He looketh upon men, and if any say, I have 

sinned, and perverted that which was right, and it 
profited me not; 

 He sings before men and says: 

‘I sinned and perverted what was right, and it was 

not repaid to me. 

Sings 

 35:10 But none saith, Where is God my maker, who 
giveth songs in the night; 

Songs But none says, ‘Where is God my Maker, 
who gives songs in the night, 

Songs 

 36:24 Remember that thou magnify his work, which 
men behold. 

 “Remember to extol his work, of which men have 
sung. 

Sung 

 38:7 When the morning stars sang together, and all 
the sons of God shouted for joy? 

Sang when the morning stars sang together and all the 
sons of God shouted for joy? 

Sang 

 39:24 He swalloweth the ground with fierceness and 

rage: neither believeth he that it is the sound of 

the trumpet. 

Trumpet With fierceness and rage he swallows the ground; 

he cannot stand still at the sound of the trumpet. 

Trumpet 

 39:25 He saith among the trumpets, Ha, ha; and he 

smelleth the battle afar off, the thunder of the 

captains, and the shouting. 

Trumpets When the trumpet sounds, he says ‘Aha!’ He 

smells the battle from afar, the thunder of the 

captains, and the shouting. 

Trumpet 

Psalms 3:1 A Psalm of David, when he fled from Absalom his 

son. 

Lord, how are they increased that trouble me! 
Many are they that rise up against me. 

Psalm A Psalm of David, when he fled from Absalom his 

son. 

3 O Lord, how many are my foes! 
Many are rising against me; 

Psalm 

 4:1 To the chief Musician on Neginoth, A Psalm of 

David. 

4 Hear me when I call, O God of my 

righteousness: thou hast enlarged me when I was 

in distress; have mercy upon me, and hear my 

prayer. 

Chief musician  

Psalm 

To the choirmaster: with stringed instruments. A 

Psalm of David. 

4 Answer me when I call, O God of my 

righteousness! 

You have given me relief when I was in distress. 

Be gracious to me and hear my prayer! 

Choirmaster   

Stringed instruments  

Psalm 

 5:1 To the chief Musician upon Nehiloth, A Psalm of 

David. 

Give ear to my words, O Lord, consider my 
meditation. 

Chief musician  

Psalm 

To the choirmaster: for the flutes. A Psalm of 

David. 

5 Give ear to my words, O Lord; 
consider my groaning. 

Choirmaster  

Flutes   

Psalm 

 5:11 But let all those that put their trust in thee 

rejoice: let them ever shout for joy, because thou 

defendest them: let them also that love thy name 

be joyful in thee. 

 But let all who take refuge in you rejoice; let 

them ever sing for joy, 

and spread your protection over them, 

that those who love your name may exult in you. 

Sing 

 6:1 To the chief Musician on Neginoth upon 

Sheminith, A Psalm of David. 

O Lord, rebuke me not in thine anger, neither 

chasten me in thy hot displeasure. 

Chief musician  

Psalm 

To the choirmaster: with stringed instruments; 

according to The Sheminith. A Psalm of David.   

6 O Lord, rebuke me not in your anger, 

nor discipline me in your wrath. 

Choirmaster  

Stringed instruments 

Psalm 

 7:1 Shiggaion of David, which he sang unto the Lord, 

concerning the words of Cush the Benjamite. 

O Lord my God, in thee do I put my trust: save me 

from all them that persecute me, and deliver me: 

Sang A Shiggaion of David, which he sang to the Lord 

concerning the words of Cush, a Benjaminite. 

7 O Lord my God, in you do I take refuge; 

save me from all my pursuers and deliver me, 

Sang 

 7:17 I will praise the Lord according to his 

righteousness: and will sing praise to the name of 

the Lord most high. 

Sing I will give to the Lord the thanks due to his 

righteousness, 

and I will sing praise to the name of the Lord, the 
Most High. 

Sing 

 8:1 To the chief Musician upon Gittith, A Psalm of 

David. 

O Lord our Lord, how excellent is thy name in all 

the earth! who hast set thy glory above the 

heavens. 

Chief musician  

Psalm 

To the choirmaster: according to The Gittith. A 

Psalm of David. 

8 O Lord, our Lord, 

how majestic is your name in all the earth! You 

have set your glory above the heavens. 

Choirmaster  

Psalm 
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 9:1 To the chief Musician upon Muth-labben, A Psalm 

of David. 

I will praise thee, O Lord, with my whole heart; I 

will shew forth all thy marvellous works. 

Chief musician  

Psalm 

To the choirmaster: according to Muth-labben. A 

Psalm of David. 

9 I will give thanks to the Lord with my whole 

heart; 
I will recount all of your wonderful deeds. 

Choirmaster  

Psalm 

 9:2 I will be glad and rejoice in thee: I will sing praise 

to thy name, O thou most High. 

Sing I will be glad and exult in you; 

I will sing praise to your name, O Most High. 

Sing 

 9:11 Sing praises to the Lord, which dwelleth in Zion: 

declare among the people his doings. 

Sing Sing praises to the Lord, who sits enthroned in 

Zion! 
Tell among the peoples his deeds! 

Sing 

 11:1 To the chief Musician, A Psalm of David. 

In the Lord put I my trust: how say ye to my soul, 

Flee as a bird to your mountain? 

Chief musician  

Psalm 

To the choirmaster. Of David.  

11 In the Lord I take refuge; how can you say to 

my soul, 
“Flee like a bird to your mountain, 

Choirmaster 

 12:1 To the chief Musician upon Sheminith, A Psalm of 

David. 

Help, Lord; for the godly man ceaseth; for the 

faithful fail from among the children of men. 

Chief musician  

Psalm 

To the choirmaster: according to The Sheminith. 

A Psalm of David. 

12 Save, O Lord, for the godly one is gone; 

for the faithful have vanished from among the 

children of man. 

Choirmaster  

Psalm 

 13:1 To the chief Musician, A Psalm of David. 

How long wilt thou forget me, O Lord? for ever? 

how long wilt thou hide thy face from me? 

Chief musician  

Psalm 

To the choirmaster. A Psalm of David. 

13 How long, O Lord? Will you forget me for 

ever? How long will you hide your face from me? 

Choirmaster  

Psalm 

 13:6 I will sing unto the Lord, because he hath dealt 
bountifully with me. 

Sing I will sing to the Lord, 
because he has dealt bountifully with me. 

Sing 

 14:1 To the chief Musician, A Psalm of David. 

The fool hath said in his heart, There is no God. 

They are corrupt, they have done abominable 

works, 

there is none that doeth good. 

Chief musician  

Psalm 

To the choirmaster. Of David. 

14 The fool says in his heart, “There is no God.” 

They are corrupt, they do abominable deeds, 

there is none who does good. 

Choirmaster 

 15:1 A Psalm of David. 

Lord, who shall abide in thy tabernacle? who shall 

dwell in thy holy hill? 

Psalm A Psalm of David. 

15 O Lord, who shall sojourn in your tent? Who 

shall dwell on your holy hill? 

Psalm 

 18:1 To the chief Musician, A Psalm of David, the 

servant of the Lord, who spake unto the Lord the 

words of this song in the day that the Lord 

delivered him from the hand of all his enemies, 

and from the hand of Saul: And he said, 

I will love thee, O Lord, my strength. 

Chief musician  

Psalm 

Song 

To the choirmaster. A Psalm of David, the servant 

of the Lord, who addressed the words of this 

song to the Lord on the day when the Lord 

rescued him from the hand of all his enemies, 

and from the hand of Saul. He said: 

18 I love you, O Lord, my strength. 

Choirmaster  

Psalm 

Song 

 18:49 Therefore will I give thanks unto thee, O Lord, 

among the heathen, and sing praises unto thy 

name. 

Sing For this I will praise you, O Lord, among the 

nations, 
and sing to your name. 

Sing 

 19:1 To the chief Musician, A Psalm of David. 

The heavens declare the glory of God; and the 

firmament sheweth his handywork. 

Chief musician  

Psalm 

To the choirmaster. A Psalm of David. 

19 The heavens declare the glory of God, 

and the sky above proclaims his handiwork. 

Choirmaster  

Psalm 

 20:1 To the chief Musician, A Psalm of David. 

The Lord hear thee in the day of trouble; the 

name of the God of Jacob defend thee; 

Chief musician  

Psalm 

To the choirmaster. A Psalm of David. 

20 May the Lord answer you in the day of 

trouble! May the name of the God of Jacob 

protect you! 

Choirmaster  

Psalm 

 21:1 To the chief Musician, A Psalm of David. 

The king shall joy in thy strength, O Lord; and in 

thy salvation how greatly shall he rejoice! 

Chief musician  

Psalm 

To the choirmaster. A Psalm of David. 

21 O Lord, in your strength the king rejoices, and 

in your salvation how greatly he exults! 

Choirmaster  

Psalm 

 21:13 Be thou exalted, Lord, in thine own strength: so 

will we sing and praise thy power. 

Sing Be exalted, O Lord, in your strength! We will sing 

and praise your power. 

Sing 

 22:1 To the chief Musician upon Aijeleth Shahar, A 

Psalm of David. 

My God, my God, why hast thou forsaken me? 

why art thou so far from helping me, and from 

the words of my roaring? 

Chief musician  

Psalm 

To the choirmaster: according to The Doe of the 

Dawn. A Psalm of David. 

22 My God, my God, why have you forsaken me? 

Why are you so far from saving me, from the 

words of my groaning? 

Choirmaster  

Psalm 

 23:1 A Psalm of David. 

The Lord is my shepherd; I shall not want. 

Psalm A Psalm of David. 

23 The Lord is my shepherd; I shall not want. 

Psalm 

 24:1 A Psalm of David. 

The earth is the Lord’s, and the fulness thereof; 

the world, and they that dwell therein. 

Psalm A Psalm of David. 

24 The earth is the Lord's and the fullness 

thereof, the world and those who dwell therein, 

Psalm 

 25:1 A Psalm of David. 
Unto thee, O Lord, do I lift up my soul. 

Psalm Of David. 
25 To you, O Lord, I lift up my soul. 

 

 26:1 A Psalm of David. 

Judge me, O Lord; for I have walked in mine 

integrity: I have trusted also in the Lord; 

therefore I shall not slide. 

Psalm Of David. 

26 Vindicate me, O Lord, 

for I have walked in my integrity, 

and I have trusted in the Lord without wavering. 

 

 27:1 A Psalm of David. 

The Lord is my light and my salvation; whom shall 

I fear? the Lord is the strength of my life; of 

whom shall I be afraid? 

Psalm Of David. 

27 The Lord is my light and my salvation; whom 

shall I fear? 

The Lord is the stronghold of my life; 
of whom shall I be afraid? 
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 27:6 And now shall mine head be lifted up above mine 

enemies round about me: therefore will I offer in 

his tabernacle sacrifices of joy; I will sing, yea, I 

will sing praises unto the Lord. 

Sing 

Sing 

And now my head shall be lifted up above my 

enemies all round me, 

and I will offer in his tent sacrifices with shouts of 

joy; 
I will sing and make melody to the Lord. 

Sing  

Melody 

 28:1 A Psalm of David. 

Unto thee will I cry, O Lord my rock; 

be not silent to me: lest, if thou be silent to me, I 

become like them that go down into the pit. 

Psalm Of David. 

28 To you, O Lord, I call; 

my rock, be not deaf to me, lest, if you be silent 

to me, 

I become like those who go down to the pit. 

 

 28:7 he Lord is my strength and my shield; my heart 

trusted in him, and I am helped: therefore my 

heart greatly rejoiceth; and with my song will I 

praise him. 

Song The Lord is my strength and my shield; 

in him my heart trusts, and I am helped; my heart 

exults, 
and with my song I give thanks to him. 

Song 

 29:1 A Psalm of David. 

Give unto the Lord, O ye mighty, give unto the 

Lord glory and strength. 

Psalm A Psalm of David. 

29 Ascribe to the Lord, O heavenly beings, ascribe 

to the Lord glory and strength. 

Psalm 

 30:1 A Psalm and Song at the dedication of the house 

of David. 

I will extol thee, O Lord; for thou hast lifted me 

up, and hast not made my foes to rejoice over 

me. 

Psalm  

Song 

A Psalm of David. A song at the dedication of the 

temple. 

30 I will extol you, O Lord, for you have drawn me 

up 
and have not let my foes rejoice over me. 

Psalm  

Song 

 30:12 To the end that my glory may sing praise to thee, 

and not be silent. O Lord my God, I will give 

thanks unto thee for ever. 

Sing that my glory may sing your praise and not be 

silent. 

O Lord my God, I will give thanks to you for ever! 

Sing 

 31:1 To the chief Musician, A Psalm of David. 

In thee, O Lord, do I put my trust; let me never be 

ashamed: 
deliver me in thy righteousness. 

Chief musician 

Psalm 

To the choirmaster. A Psalm of David. 31 In you, 

O Lord, do I take refuge; 

let me never be put to shame; 
in your righteousness deliver me! 

Choirmaster  

Psalm 

 32:1 A Psalm of David, Maschil. 

Blessed is he whose transgression is forgiven, 

whose sin is covered. 

Psalm A Maskil of David. 

32 Blessed is the one whose transgression is 

forgiven, 
whose sin is covered. 

 

 33:2 Praise the Lord with harp: sing unto him with the 

psaltery and an instrument of ten strings. 

Harp  

Sing  

Psaltery 
Instrument of ten strings 

Give thanks to the Lord with the lyre; 

make melody to him with the harp of ten strings! 

Lyre  

Melody 

Harp of ten strings 

 33:3 Sing unto him a new song; play skilfully with a 

loud noise. 

Sing  

Song 

Play skilfully 

Sing to him a new song; 

play skilfully on the strings, with loud shouts. 

Sing  

Song 

Play skilfully 
Strings 

 34:1 A Psalm of David, when he changed his behaviour 

before Abimelech; who drove him away, and he 

departed. 

I will bless the Lord at all times: his praise shall 

continually be in my mouth. 

Psalm Of David, when he changed his behaviour before 

Abimelech, so that he drove him out, and he 

went away. 

34 I will bless the Lord at all times; 

his praise shall continually be in my mouth. 

 

 35:1 A Psalm of David. 

Plead my cause, O Lord, with them that strive 

with me: fight against them that fight against me. 

Psalm Of David. 

35 Contend, O Lord, with those who contend with 

me; 
fight against those who fight against me! 

 

 36:1 To the chief Musician, A Psalm of David the 

servant of the Lord. 

The transgression of the wicked saith within my 

heart, that there is no fear of God before his 

eyes. 

Chief musician  

Psalm 

To the choirmaster. Of David, the servant of the 

Lord. 

36 Transgression speaks to the wicked deep in his 

heart; 

there is no fear of God before his eyes. 

Choirmaster 

 39:1 To the chief Musician, even to Jeduthun, A Psalm 

of David. 

I said, I will take heed to my ways, 

that I sin not with my tongue: I will keep my 

mouth with a bridle, 

while the wicked is before me. 

Chief musician  

Psalm 

To the choirmaster: to Jeduthun. A Psalm of 

David. 

39 I said, “I will guard my ways, 

that I may not sin with my tongue; I will guard my 

mouth with a muzzle, 

so long as the wicked are in my presence.” 

Choirmaster  

Psalm 

 40:1 To the chief Musician, A Psalm of David. 

I waited patiently for the Lord; and he inclined 

unto me, and heard my cry. 

Chief musician 

Psalm 

To the choirmaster. A Psalm of David.  

40 I waited patiently for the Lord; 
he inclined to me and heard my cry. 

Choirmaster  

Psalm 

 40:3 And he hath put a new song in my mouth, even 

praise unto our God: many shall see it, and fear, 

and shall trust in the Lord. 

Song He put a new song in my mouth, a song of praise 

to our God. 

Many will see and fear, 
and put their trust in the Lord. 

Song  

Song 

 41:1 To the chief Musician, A Psalm of David. 

Blessed is he that considereth the poor: the Lord 

will deliver him in time of trouble. 

Chief musician  

Psalm 

To the choirmaster. A Psalm of David. 

41 Blessed is the one who considers the poor! In 

the day of trouble the Lord delivers him; 

Choirmaster  

Psalm 

 42:1 To the chief Musician, Maschil, for the sons of 

Korah. 

As the hart panteth after the water brooks, so 
panteth my soul after thee, O God. 

Chief musician To the choirmaster. A Maskil of the Sons of 

Korah.  

42 As a deer pants for flowing streams, 

so pants my soul for you, O God. 

Choirmaster 

 42:4 When I remember these things, I pour out my 

soul in me: for I had gone with the multitude, I 

went with them to the house of God, with the 

voice of joy and praise, with a multitude that kept 

holyday. 

 These things I remember, as I pour out my soul: 

how I would go with the throng 

and lead them in procession to the house of God 

with glad shouts and songs of praise, 
a multitude keeping festival. 

Songs 
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 43:4 Then will I go unto the altar of God, unto God my 

exceeding joy: yea, upon the harp will I praise 

thee, O God my God. 

Harp Then I will go to the altar of God, to God my 

exceeding joy, 

and I will praise you with the lyre, 
O God, my God. 

Lyre 

 44:1 To the chief Musician for the sons of Korah, 

Maschil. 

We have heard with our ears, O God, our fathers 

have told us, what work thou didst in their days, 

in the times of old. 

Chief musician To the choirmaster. A Maskil of the Sons of 

Korah.  

44 O God, we have heard with our ears, 

our fathers have told us, 

what deeds you performed in their days, in the 

days of old: 

Choirmaster 

 45:1 To the chief Musician upon Shoshannim, for the 

sons of Korah, Maschil, A Song of loves. 

My heart is inditing a good matter: 

I speak of the things which I have made touching 

the king: my tongue is the pen of a ready writer. 

Chief musician  

Song of loves 

To the choirmaster: according to Lilies. A Maskil 

of the Sons of Korah; a love song. 

45 My heart overflows with a pleasing theme; I 

address my verses to the king; 

my tongue is like the pen of a ready scribe. 

Choirmaster  

Love song 

 45:8 All thy garments smell of myrrh, and aloes, and 

cassia, out of the ivory palaces, whereby they 

have made thee glad. 

 your robes are all fragrant with myrrh and aloes 

and cassia. 

From ivory palaces stringed instruments make 
you glad; 

Stringed instruments 

 46:1 To the chief Musician for the sons of Korah, A 

Song upon Alamoth. 

God is our refuge and strength, 
a very present help in trouble. 

Chief musician  

Song 

To the choirmaster. Of the Sons of Korah. 

According to Alamoth. A Song. 

46 God is our refuge and strength, 
a very present help in trouble. 

Choirmaster  

Song 

 47:1 To the chief Musician, A Psalm for the sons of 

Korah. 

O clap your hands, all ye people; shout unto God 
with the voice of triumph. 

Chief musician  

Psalm 

To the choirmaster. A Psalm of the Sons of Korah. 

47 Clap your hands, all peoples! 

Shout to God with loud songs of joy! 

Choirmaster  

Psalm 

Songs 

 47:5 God is gone up with a shout, the Lord with the 
sound of a trumpet 

Trumpet God has gone up with a shout, 
the Lord with the sound of a trumpet. 

Trumpet 

 47:6 Sing praises to God, sing praises: sing praises unto 

our King, sing praises. 

Sing  

Sing  

Sing 
Sing 

Sing praises to God, sing praises! 

Sing praises to our King, sing praises! 

Sing  

Sing  

Sing 
Sing 

 47:7 For God is the King of all the earth: sing ye praises 
with understanding. 

Sing For God is the King of all the earth; 
sing praises with a psalm! 

Sing 

 48:1 A Song and Psalm for the sons of Korah. 

Great is the Lord, and greatly to be praised in the 

city of our God, in the mountain of his holiness. 

Song Psalm A Song. A Psalm of the Sons of Korah. 

48 Great is the Lord and greatly to be praised in 

the city of our God! 

His holy mountain, 

Song  

Psalm 

 49:1 To the chief Musician, A Psalm for the sons of 

Korah. 

Hear this, all ye people; give ear, all ye 
inhabitants of the world: 

Chief musician  

Psalm 

To the choirmaster. A Psalm of the Sons of Korah. 

49 Hear this, all peoples! 

Give ear, all inhabitants of the world, 

Choirmaster 

Psalm 

 49:4 I will incline mine ear to a parable: I will open my 

dark saying upon the harp. 

Harp I will incline my ear to a proverb; 

I will solve my riddle to the music of the lyre. 

Music  

Lyre 

 51:1 To the chief Musician, A Psalm of David, when 

Nathan the prophet came unto him, after he had 

gone in to Bath-sheba. 

Have mercy upon me, O God, according to thy 

lovingkindness: according unto the multitude of 

thy tender mercies blot out my transgressions. 

Chief musician  

Psalm 

To the choirmaster. A Psalm of David, when 

Nathan the prophet went to him, after he had 

gone in to Bathsheba. 

51 Have mercy on me, O God, according to your 

steadfast love; 

according to your abundant mercy blot out my 
transgressions. 

Choirmaster  

Psalm 

 51:14 Deliver me from bloodguiltiness, O God, thou 

God of my salvation: and my tongue shall sing 

aloud of thy righteousness. 

Sing Deliver me from bloodguiltiness, O God, O God of 

my salvation, 

and my tongue will sing aloud of your 
righteousness. 

Sing 

 52:1 To the chief Musician, Maschil, A Psalm of David, 

when Doeg the Edomite came and told Saul, and 

said unto him, David is come to the house of 

Ahimelech. 

Why boastest thou thyself in mischief, O mighty 

man? the goodness of God endureth continually. 

Chief musician To the choirmaster. A Maskil of David, when 

Doeg, the Edomite, came and told Saul, “David 

has come to the house of Ahimelech.” 

52 Why do you boast of evil, O mighty man?  The 

steadfast love of God endures all the day 

Choirmaster 

 53:1 To the chief Musician upon Mahalath, Maschil, A 

Psalm of David. 

The fool hath said in his heart, There is no God. 

Corrupt are they, and have done abominable 

iniquity: there is none that doeth good. 

Chief musician 

Psalm 

To the choirmaster: according to Mahalath. A 

Maskil of David. 

53 The fool says in his heart, “There is no God.” 

They are corrupt, doing abominable iniquity; 

there is none who does good. 

Choirmaster 

 54:1 To the chief Musician on Neginoth, Maschil, A 

Psalm of David, when the Ziphims came and said 

to Saul, Doth not David hide himself with us? 

Save me, O God, by thy name, and judge me by 

thy strength. 

Chief musician  

Psalm 

To the choirmaster: with stringed instruments. A 

Maskil of David, when the Ziphites went and told 

Saul, “Is not David hiding among us?” 

54 O God, save me by your name, and vindicate 

me by your might. 

Choirmaster  

Stringed instruments 

 55:1 To the chief Musician on Neginoth, Maschil, A 

Psalm of David. 

Give ear to my prayer, O God; and hide not 

thyself from my supplication. 

Chief musician  

Psalm 

To the choirmaster: with stringed instruments. A 

Maskil of David. 

55 Give ear to my prayer, O God, 

and hide not yourself from my plea for mercy! 

Choirmaster  

Stringed instruments 
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 56:1 To the chief Musician upon Jonath-elem- 

rechokim, Michtam of David, when the Philistines 

took him in Gath. 

Be merciful unto me, O God: for man would 

swallow me up; he fighting daily oppresseth me. 

Chief musician To the choirmaster: according to The Dove on 

Far- off Terebinths. A Miktam of David, when the 

Philistines seized him in Gath. 

56 Be gracious to me, O God, for man tramples 

on me; 
all day long an attacker oppresses me; 

Choirmaster 

 57:1 To the chief Musician, Al-taschith, Michtam of 

David, when he fled from Saul in the cave. 

Be merciful unto me, O God, be merciful unto 

me: for my soul trusteth in thee: yea, in the 

shadow of thy wings will I make my refuge, until 

these calamities be overpast. 

Chief musician To the choirmaster: according to Do Not Destroy.  

A Miktam of David, when he fled from Saul, in the 

cave. 

57 Be merciful to me, O God, be merciful to me, 

for in you my soul takes refuge; 

in the shadow of your wings I will take refuge, till 

the storms of destruction pass by. 

Choirmaster 

 57:7 My heart is fixed, O God, my heart is fixed: I will 

sing and give praise. 

Sing My heart is steadfast, O God, my heart is 

steadfast! 
I will sing and make melody! 

Sing  

Melody 

 57:8 Awake up, my glory; awake, psaltery and harp: I 

myself will awake early. 

Psaltery  

Harp 

Awake, my glory! Awake, O harp and lyre! 
I will awake the dawn! 

Harp  

Lyre 

 57:9 I will praise thee, O Lord, among the people: I will 

sing unto thee among the nations. 

Sing I will give thanks to you, O Lord, among the 

peoples; 

I will sing praises to you among the nations. 

Sing 

 58:1 To the chief Musician, Al-taschith, Michtam of 

David. 

Do ye indeed speak righteousness, O 

congregation? do ye judge uprightly, O ye sons of 

men? 

Chief musician To the choirmaster: according to Do Not Destroy. 

A Miktam of David. 

58 Do you indeed decree what is right, you gods? 

Do you judge the children of man uprightly? 

Choirmaster 

 59:1 To the chief Musician, Al-taschith, Michtam of 

David; when Saul sent, and they watched the 

house to kill him. 

Deliver me from mine enemies, O my God: 

defend me from them that rise up against me. 

Chief musician To the choirmaster: according to Do Not Destroy. 

A Miktam of David, when Saul sent men to watch 

his house in order to kill him. 

59 Deliver me from my enemies, O my God; 

protect me from those who rise up against me; 

Choirmaster 

 59:16 But I will sing of thy power; yea, I will sing aloud 

of thy mercy in the morning: for thou hast been 

my defence and refuge in the day of my trouble. 

Sing  

Sing 

But I will sing of your strength; 

I will sing aloud of your steadfast love in the 

morning. 

For you have been to me a fortress 
and a refuge in the day of my distress. 

Sing  

Sing 

 59:17 Unto thee, O my strength, will I sing: for God is 

my defence, and the God of my mercy. 

Sing O my Strength, I will sing praises to you, for you, 

O God, are my fortress, 
the God who shows me steadfast love. 

Sing 

 60:1 To the chief Musician upon Shushan-eduth, 

Michtam of David, to teach; when he strove with 

Aram-naharaim and with Aram-zobah, when Joab 

returned, and smote of Edom in the valley of salt 

twelve thousand. 

O God, thou hast cast us off, thou hast scattered 

us, thou hast been displeased; O turn thyself to 

us again. 

Chief musician To the choirmaster: according to Shushan Eduth.   

A Miktam of David; for instruction; when he 

strove with Aram-naharaim and with Aram-

zobah, and when Joab on his return struck down 

twelve thousand of Edom in the Valley of Salt. 

60 O God, you have rejected us, broken our 

defences; 

you have been angry; oh, restore us. 

Choirmaster 

 61:1 To the chief Musician upon Neginah, A Psalm of 

David. 

Hear my cry, O God; attend unto my prayer. 

Chief musician  

Psalm 

To the choirmaster: with stringed instruments. Of 

David. 

61 Hear my cry, O God, 
listen to my prayer; 

Choirmaster  

Stringed instruments 

 61:8 So will I sing praise unto thy name for ever, that I 
may daily perform my vows. 

Sing So will I ever sing praises to your name, 
as I perform my vows day after day. 

Sing 

 62:1 To the chief Musician, to Jeduthun, A Psalm of 

David. 

Truly my soul waiteth upon God: from him 
cometh my salvation. 

Chief musician  

Psalm 

To the choirmaster: according to Jeduthun. A 

Psalm of David. 

62 For God alone my soul waits in silence; 
from him comes my salvation. 

Choirmaster  

Psalm 

 63:1 A Psalm of David, when he was in the wilderness 

of Judah. 

O God, thou art my God; early will I seek thee: my 

soul thirsteth for thee, my flesh longeth for thee 

in a dry and thirsty land, where no water is; 

Psalm A Psalm of David, when he was in the wilderness 

of Judah. 

63 O God, you are my God; earnestly I seek you; 

my soul thirsts for you; 

my flesh faints for you, 

as in a dry and weary land where there is no 

water. 

Psalm 

 63:7 Because thou hast been my help, therefore in the 

shadow of thy wings will I rejoice. 

 for you have been my help, 

and in the shadow of your wings I will sing for joy. 

Sing 

 64:1 To the chief Musician, A Psalm of David. 

Hear my voice, O God, in my prayer: preserve my 

life from fear of the enemy. 

Chief musician Psalm To the choirmaster. A Psalm of David. 

64 Hear my voice, O God, in my complaint; 

preserve my life from dread of the enemy. 

Choirmaster  

Psalm 

 65:1 To the chief Musician, A Psalm and Song of David. 

Praise waiteth for thee, O God, in Sion: and unto 

thee shall the vow be performed. 

Chief musician  

Psalm 

Song 

To the choirmaster. A Psalm of David. A Song. 65 

Praise is due to you, O God, in Zion, 

and to you shall vows be performed. 

Choirmaster  

Psalm 

Song 

 65:13 The pastures are clothed with flocks; the valleys 

also are covered over with corn; they shout for 

joy, they also sing. 

Sing the meadows clothe themselves with flocks, the 

valleys deck themselves with corn, they shout 

and sing together for joy. 

Sing 

 66:1 To the chief Musician, A Song or Psalm. Make a 

joyful noise unto God, all ye lands: 

Chief musician  

Song 
Psalm 

To the choirmaster. A Song. A Psalm. 66 Shout for 

joy to God, all the earth; 

Choirmaster  

Song 
Psalm 
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 66:2 Sing forth the honour of his name: make his 
praise glorious. 

Sing sing the glory of his name; 
give to him glorious praise! 

Sing 

 66:4 All the earth shall worship thee, and shall sing 

unto thee; they shall sing to thy name. Selah. 

Sing  

Sing 

All the earth worships you and sings praises to 

you; 
they sing praises to your name.”  Selah 

Sings Sing 

 67:1 To the chief Musician on Neginoth, A Psalm or 

Song. 

1 God be merciful unto us, and bless us; 
and cause his face to shine upon us; Selah. 

Chief musician  

Psalm 

Song 

To the choirmaster: with stringed instruments. A 

Psalm. A Song. 

67 May God be gracious to us and bless us 
and make his face to shine upon us, Selah 

Choirmaster  

Stringed instruments  

Psalm 
Song 

 67:4 O let the nations be glad and sing for joy: for thou 

shalt judge the people righteously, and govern 

the nations upon earth. Selah. 

Sing Let the nations be glad and sing for joy, for you 

judge the peoples with equity and guide the 

nations upon earth.  Selah 

Sing 

 68:1 To the chief Musician, A Psalm or Song of David. 

Let God arise, let his enemies be scattered: let 

them also that hate him flee before him. 

Chief musician  

Psalm 

Song 

To the choirmaster. A Psalm of David. A Song. 

68 God shall arise, his enemies shall be scattered; 

and those who hate him shall flee before him! 

Choirmaster  

Psalm 

Song 

 68:4 Sing unto God, sing praises to his name: extol him 

that rideth upon the heavens by his name Jah, 

and rejoice before him. 

Sing  

Sing 

Sing to God, sing praises to his name; 

lift up a song to him who rides through the 

deserts; 

his name is the Lord; 
exult before him! 

Sing  

Sing  

Song 

 68:25 The singers went before, the players on 
instruments followed after; among them were 
the damsels playing with timbrels. 

Singers 

Players on instruments  

Timbrels 

the singers in front, the musicians last, between 

them virgins playing tambourines: 

Singers 

Musicians  

Tambourines 

 68:32 Sing unto God, ye kingdoms of the earth; O sing 
praises unto the Lord; Selah: 

Sing 
Sing 

O kingdoms of the earth, sing to God; 
sing praises to the Lord, Selah 

Sing 
Sing 

 69:1 To the chief Musician upon Shoshannim, A Psalm 

of David. 

Save me, O God; for the waters are come in unto 
my soul. 

Chief musician  

Psalm 

To the choirmaster: according to Lilies. Of David. 

69 Save me, O God! 

For the waters have come up to my neck. 

Choirmaster 

 69:12 They that sit in the gate speak against me; and I 
was the song of the drunkards. 

song I am the talk of those who sit in the gate, 
and the drunkards make songs about me. 

Songs 

 69:30 I will praise the name of God with a song, and will 
magnify him with thanksgiving. 

Song I will praise the name of God with a song; 
I will magnify him with thanksgiving. 

Song 

 70:1 To the chief Musician, A Psalm of David, to bring 

to remembrance. 

Make haste, O God, to deliver me; make haste to 
help me, O Lord. 

Chief musician  

Psalm 

To the choirmaster. Of David, for the memorial 

offering. 

70 Make haste, O God, to deliver me! 
O Lord, make haste to help me! 

Choirmaster 

 71:22 I will also praise thee with the psaltery, even thy 

truth, O my God: unto thee will I sing with the 

harp, O thou Holy One of Israel. 

Psaltery  

Sing  

Harp 

I will also praise you with the harp for your 

faithfulness, O my God; 

I will sing praises to you with the lyre, 
O Holy One of Israel. 

Harp  

Sing  

Lyre 

 71:23 My lips shall greatly rejoice when I sing unto thee; 

and my soul, which thou hast redeemed. 

Sing My lips will shout for joy, when I sing praises to 

you; 
my soul also, which you have redeemed. 

Sing 

 72:1 A Psalm for Solomon. 

Give the king thy judgments, O God, 
and thy righteousness unto the king’s son. 

Psalm Of Solomon. 

72 Give the king your justice, O God, 
and your righteousness to the royal son! 

 

 73:1 A Psalm of Asaph. 

Truly God is good to Israel, even to such as are of 

a clean heart. 

Psalm A Psalm of Asaph. 

73 Truly God is good to Israel, 
to those who are pure in heart. 

Psalm 

 75:1 To the chief Musician, Al-taschith, A Psalm or 

Song of Asaph. 

Unto thee, O God, do we give thanks, unto thee 

do we give thanks: for that thy name is near thy 

wondrous works declare. 

Chief musician  

Psalm 

Song 

To the choirmaster: according to Do Not Destroy. 

A Psalm of Asaph. A Song. 

75 We give thanks to you, O God; 

we give thanks, for your name is near. We 

recount your wondrous deeds. 

Choirmaster  

Psalm 

Song 

 75:9 But I will declare for ever; I will sing praises to the 
God of Jacob. 

Sing But I will declare it for ever; 
I will sing praises to the God of Jacob. 

Sing 

 76:1 To the chief Musician on Neginoth, A Psalm or 

Song of Asaph. 

In Judah is God known: his name is great in Israel. 

Chief musician  

Psalm 

Song 

To the choirmaster: with stringed instruments. A 

Psalm of Asaph. A Song. 

76 In Judah God is known; 
his name is great in Israel. 

Choirmaster  

Stringed instruments 

Psalm 
Song 

 77:1 To the chief Musician, to Jeduthun, A Psalm of 

Asaph. 

I cried unto God with my voice, even unto God 

with my voice; and he gave ear unto me. 

Chief musician  

Psalm 

To the choirmaster: according to Jeduthun. A 

Psalm of Asaph. 

77 I cry aloud to God, aloud to God, and he will 
hear me. 

Choirmaster  

Psalm 

 77:6 I call to remembrance my song in the night: I 

commune with mine own heart: and my spirit 

made diligent search. 

Song I said, “Let me remember my song in the night; 

let me meditate in my heart.” 

Then my spirit made a diligent search: 

Song 

 78:63 The fire consumed their young men; and their 

maidens were not given to marriage. 

 Fire devoured their young men, 

and their young women had no marriage song. 

Marriage song 

 79:1 A Psalm of Asaph. 

O God, the heathen are come into thine 

inheritance; thy holy temple have they defiled; 

they have laid Jerusalem on heaps. 

Psalm A Psalm of Asaph. 

79 O God, the nations have come into your 

inheritance; 

they have defiled your holy temple; 
they have laid Jerusalem in ruins. 

Psalm 

 80:1 To the chief Musician upon Shoshannim-Eduth, A 

Psalm of Asaph. 

Give ear, O Shepherd of Israel, thou that leadest 

Joseph like a flock; thou that dwellest between 

the cherubims, shine forth. 

Chief musician  

Psalm 

To the choirmaster: according to Lilies. A 

Testimony. Of Asaph, a Psalm. 

80 Give ear, O Shepherd of Israel, you who lead 

Joseph like a flock! 

You who are enthroned upon the cherubim, shine 
forth. 

Choirmaster  

Psalm 
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 81:1 To the chief Musician upon Gittith, A Psalm of 

Asaph. 

Sing aloud unto God our strength:  make a joyful 
noise unto the God of Jacob. 

Chief musician  

Psalm 

Sing 

To the choirmaster: according to The Gittith. Of 

Asaph. 

81 Sing aloud to God our strength; 
shout for joy to the God of Jacob! 

Choirmaster  

Sing 

 81:2 Take a psalm, and bring hither the timbrel, the 

pleasant harp with the psaltery. 

Psalm  

Timbrel  

Harp 
Psaltery 

Raise a song; sound the tambourine, the sweet 

lyre with the harp. 

Song  

Tambourine  

Lyre 
Harp 

 81:3 Blow up the trumpet in the new moon, in the 

time appointed, on our solemn feast day. 

Trumpet Blow the trumpet at the new moon, at the full 

moon, on our feast day. 

Trumpet 

 82:1 A Psalm of Asaph. 

God standeth in the congregation of the mighty; 

he judgeth among the gods. 

Psalm A Psalm of Asaph. 

82 God has taken his place in the divine council; 

in the midst of the gods he holds judgement: 

Psalm 

 83:1 A Song or Psalm of Asaph. 

Keep not thou silence, O God: hold not thy peace, 

and be not still, O God. 

Song  

Psalm 

A Song. A Psalm of Asaph. 

83 O God, do not keep silence; do not hold your 
peace or be still, O God! 

Song  

Psalm 

 84:1 To the chief Musician upon Gittith, A Psalm for 

the sons of Korah. 

How amiable are thy tabernacles, O Lord of 
hosts! 

Chief musician  

Psalm 

To the choirmaster: according to The Gittith. A 

Psalm of the Sons of Korah. 

84 How lovely is your dwelling place, 
O Lord of hosts! 

Choirmaster  

Psalm 

 84:2 My soul longeth, yea, even fainteth for the courts 

of the Lord: my heart and my flesh crieth out for 

the living God. 

 My soul longs, yes, faints for the courts of the 

Lord; 

my heart and flesh sing for joy to the living God. 

Sing 

 84:4 Blessed are they that dwell in thy house: they will 
be still praising thee. Selah. 

 Blessed are those who dwell in your house, 
ever singing your praise! Selah 

Singing 

 85:1 To the chief Musician, A Psalm for the sons of 

Korah. 

Lord, thou hast been favourable unto thy land: 

thou hast brought back the captivity of Jacob. 

Chief musician 

Psalm 

To the choirmaster. A Psalm of the Sons of Korah. 

85 Lord, you were favourable to your land; 

you restored the fortunes of Jacob. 

Choirmaster  

Psalm 

 87:1 A Psalm or Song for the sons of Korah. His 

foundation is in the holy mountains. 

Psalm Song A Psalm of the Sons of Korah. A Song. 

87 On the holy mount stands the city he founded; 

Psalm  

Song 

 87:7 As well the singers as the players on instruments 

shall be there: all my springs are in thee. 

Singers 

Players on instruments 

Singers and dancers alike say, “All my springs are 

in you.” 

Singers 

 88:1 A Song or Psalm for the sons of Korah, to the 

chief Musician upon Mahalath Leannoth, Maschil 

of Heman the Ezrahite. 

O Lord God of my salvation, I have cried day and 
night before thee: 

Song  

Psalm 

Chief musician 

A Song. A Psalm of the Sons of Korah. To the 

choirmaster: according to Mahalath Leannoth. A 

Maskil of Heman the Ezrahite. 

88 O Lord, God of my salvation; 
I cry out day and night before you. 

Song  

Psalm 

Choirmaster 

 89:1 Maschil of Ethan the Ezrahite. 

I will sing of the mercies of the Lord for ever: with 

my mouth will I make known thy faithfulness to 

all generations. 

Sing A Maskil of Ethan the Ezrahite. 

89 I will sing of the steadfast love of the Lord, for 

ever; 

with my mouth I will make known your 
faithfulness to all generations. 

Sing 

 92:1 A Psalm or Song for the sabbath day. 

It is a good thing to give thanks unto the Lord, 

and to sing praises unto thy name, O most High: 

Psalm  

Song  

Sing 

A Psalm. A Song for the Sabbath. 

92 It is good to give thanks to the Lord, 

to sing praises to your name, O Most High; 

Psalm  

Song  

Sing 

 92:3 Upon an instrument of ten strings, and upon the 

psaltery; upon the harp with a solemn sound. 

Instrument of ten strings 

Psaltery 
Harp 

to the music of the lute and the harp, to the 

melody of the lyre. 

Lute 

Harp  

Lyre 

 92:4 For thou, Lord, hast made me glad through thy 

work: I will triumph in the works of thy hands. 

 For you, O Lord, have made me glad by your 

work; at the works of your hands I sing for joy. 

Sing 

 95:1 O come, let us sing unto the Lord: let us make a 

joyful noise to the rock of our salvation. 

Sing 95 Oh come, let us sing to the Lord; 

let us make a joyful noise to the rock of our 

salvation! 

Sing 

 95:2 Let us come before his presence with 

thanksgiving, and make a joyful noise unto him 

with psalms. 

Psalms Let us come into his presence with thanksgiving; 

let us make a joyful noise to him with songs of 

praise! 

Songs 

 96:1 O sing unto the Lord a new song: sing unto the 

Lord, all the earth. 

Sing 

Song  

Sing 

96 Oh sing to the Lord a new song; sing to the 

Lord, all the earth! 

Sing 

Song  

Sing 

 96:2 Sing unto the Lord, bless his name; shew forth his 
salvation from day to day. 

Sing Sing to the Lord, bless his name; 
tell of his salvation from day to day. 

Sing 

 96:12 Let the field be joyful, and all that is therein: then 

shall all the trees of the wood rejoice 

 let the field exult, and everything in it! 

Then shall all the trees of the forest sing for joy 

Sing 

 98:1 A Psalm. 

O sing unto the Lord a new song; for he hath 

done marvellous things: his right hand, and his 

holy arm, hath gotten him the victory. 

Psalm  

Sing  

Song 

A Psalm. 

98 Oh sing to the Lord a new song, for he has 

done marvellous things! 

His right hand and his holy arm have worked 
salvation for him. 

Psalm  

Sing  

Song 

 98:4 Make a joyful noise unto the Lord, all the earth: 

make a loud noise, and rejoice, and sing praise. 

Sing Make a joyful noise to the Lord, all the earth; 

break forth into joyous song and sing praises! 

Song Sing 

 98:5 Sing unto the Lord with the harp; with the harp, 

and the voice of a psalm. 

Sing  

Harp  

Harp 
Psalm 

Sing praises to the Lord with the lyre, with the 

lyre and the sound of melody! 

Sing  

Lyre  

Lyre 
Melody 
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 98:6 With trumpets and sound of cornet make a joyful 

noise before the Lord, the King. 

Trumpets  

Cornet 

With trumpets and the sound of the horn 

make a joyful noise before the King, the Lord! 

Trumpets  

Horn 

 98:8 Let the floods clap their hands: let the hills be 
joyful together 

 Let the rivers clap their hands; 
let the hills sing for joy together 

Sing 

 100:1 A Psalm of praise. 

Make a joyful noise unto the Lord, all ye lands. 

Psalm A Psalm for giving thanks. 

100 Make a joyful noise to the Lord, all the earth! 

Psalm 

 100:2 Serve the Lord with gladness: come before his 
presence with singing. 

Singing Serve the Lord with gladness! 
Come into his presence with singing! 

Singing 

 101:1 A Psalm of David. 

I will sing of mercy and judgment: unto thee, O 

Lord, will I sing. 

Psalm 

Sing  

Sing 

A Psalm of David. 

101 I will sing of steadfast love and justice; to 

you, O Lord, I will make music. 

Psalm 

Sing  

Music 

 103:1 A Psalm of David. 

Bless the Lord, O my soul: and all that is within 

me, bless his holy name. 

Psalm Of David. 

103 Bless the Lord, O my soul, and all that is 
within me, bless his holy name! 

 

 104:12 By them shall the fowls of the heaven have their 

habitation, which sing among the branches. 

Sing Beside them the birds of the heavens dwell; they 

sing among the branches. 

Sing 

 104:33 I will sing unto the Lord as long as I live: I will sing 

praise to my God while I have my being. 

Sing  

Sing 

I will sing to the Lord as long as I live; 

I will sing praise to my God while I have being. 

Sing  

Sing 

 105:2 Sing unto him, sing psalms unto him: talk ye of all 

his wondrous works. 

Sing 

Sing  

Psalms 

Sing to him, sing praises to him; tell of all his 

wondrous works! 

Sing  

Sing 

 105:43 And he brought forth his people with joy, and his 

chosen with gladness: 

 So he brought his people out with joy, 

his chosen ones with singing. 

Singing 

 106:12 Then believed they his words; they sang his 
praise. 

Sang Then they believed his words; 
they sang his praise. 

Sang 

 107:22 And let them sacrifice the sacrifices of 

thanksgiving, and declare his works with 

rejoicing. 

 And let them offer sacrifices of thanksgiving, and 

tell of his deeds in songs of joy! 

Songs 

 108:1 A Song or Psalm of David. 1 O God, my heart is 

fixed; 

I will sing and give praise, even with my glory. 

Song  

Psalm  

Sing 

A Song. A Psalm of David. 

108 My heart is steadfast, O God! 

I will sing and make melody with all my being! 

Song  

Psalm  

Sing 

Melody 

 108:2 Awake, psaltery and harp: I myself will awake 
early. 

Psaltery 
Harp 

Awake, O harp and lyre! 
I will awake the dawn! 

Harp 
Lyre 

 108:3 I will praise thee, O Lord, among the people: and I 

will sing praises unto thee among the nations. 

Sing I will give thanks to you, O Lord, among the 

peoples; 

I will sing praises to you among the nations. 

Sing 

 109:1 To the chief Musician, A Psalm of David. 
Hold not thy peace, O God of my praise; 

Chief musician 
Psalm 

To the choirmaster. A Psalm of David. 
109 Be not silent, O God of my praise! 

Choirmaster 
Psalm 

 110:1 A Psalm of David. 

The Lord said unto my Lord, Sit thou at my right 

hand, until I make thine enemies thy footstool. 

Psalm A Psalm of David. 

110 The Lord says to my Lord: “Sit at my right 

hand, 
until I make your enemies your footstool.” 

Psalm 

 118:14 The Lord is my strength and song, and is become 
my salvation. 

Song The Lord is my strength and my song; 
he has become my salvation. 

Song 

 118:15 The voice of rejoicing and salvation is in the 

tabernacles of the righteous: the right hand of 

the 
Lord doeth valiantly. 

 Glad songs of salvation 

are in the tents of the righteous: 
“The right hand of the Lord does valiantly, 

Songs 

 119:54 Thy statutes have been my songs in the house of 
my pilgrimage. 

Songs Your statutes have been my songs 
in the house of my sojourning. 

Songs 

 119:172 My tongue shall speak of thy word: for all thy 
commandments are righteousness. 

 My tongue will sing of your word, 
for all your commandments are right. 

Sing 

 120:1 A Song of degrees. 

In my distress I cried unto the Lord, and he heard 

me. 

Song A Song of Ascents. 

120 In my distress I called to the Lord, and he 

answered me. 

Song 

 121:1 A Song of degrees. 

I will lift up mine eyes unto the hills, from whence 

cometh my help. 

Song A Song of Ascents. 

121 I lift up my eyes to the hills. From where does 

my help come? 

Song 

 122:1 A Song of degrees of David. 

I was glad when they said unto me, Let us go into 

the house of the Lord. 

Song A Song of Ascents. Of David. 

122 I was glad when they said to me, “Let us go 

to the house of the Lord!” 

Song 

 123:1 A Song of degrees. 

Unto thee lift I up mine eyes, O thou that 

dwellest in the heavens. 

Song A Song of Ascents. 

123 To you I lift up my eyes, 
O you who are enthroned in the heavens! 

Song 

 124:1 A Song of degrees of David. 

If it had not been the Lord who was on our side, 

now may Israel say; 

Song A Song of Ascents. Of David. 

124 If it had not been the Lord who was on our 

side— let Israel now say— 

Song 

 125:1 A Song of degrees. 

They that trust in the Lord shall be as mount Zion, 

which cannot be removed, but abideth for ever. 

Song A Song of Ascents. 

125 Those who trust in the Lord are like Mount 

Zion, 

which cannot be moved, but abides for ever. 

Song 

 126:1 A Song of degrees. 

When the Lord turned again the captivity of Zion, 

we were like them that dream. 

Song A Song of Ascents. 

126 When the Lord restored the fortunes of Zion, 

we were like those who dream. 

Song 

 127:1 A Song of degrees for Solomon. 

Except the Lord build the house, they labour in 

vain that build it: 

except the Lord keep the city, the watchman 
waketh but in vain. 

Song A Song of Ascents. Of Solomon. 

127 Unless the Lord builds the house, those who 

build it labour in vain. Unless the Lord watches 

over the city, the watchman stays awake in vain. 

Song 
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 128:1 A Song of degrees. 

Blessed is every one that feareth the Lord; that 

walketh in his ways. 

Song A Song of Ascents. 

128 Blessed is everyone who fears the Lord, who 

walks in his ways! 

Song 

 129:1 A Song of degrees. 

Many a time have they afflicted me from my 

youth, may Israel now say: 

Song A Song of Ascents. 

129 “Greatly have they afflicted me from my 

youth”— 
let Israel now say— 

Song 

 130:1 A Song of degrees. 

Out of the depths have I cried unto thee, O Lord. 

Song A Song of Ascents. 

130 Out of the depths I cry to you, O Lord! 

Song 

 131:1 A Song of degrees of David. 

Lord, my heart is not haughty, nor mine eyes 

lofty: neither do I exercise myself in great 

matters, or in things too high for me. 

Song A Song of Ascents. Of David. 

131 O Lord, my heart is not lifted up; my eyes are 

not raised too high; 

I do not occupy myself with things too great and 
too marvellous for me. 

Song 

 132:1 A Song of degrees. 

Lord, remember David, and all his afflictions: 

Song A Song of Ascents. 

132 Remember, O Lord, in David's favour, all the 

hardships he endured, 

Song 

 133:1 A Song of degrees of David. 

Behold, how good and how pleasant it is for 

brethren to dwell together in unity! 

Song A Song of Ascents. Of David. 

133 Behold, how good and pleasant it is when 

brothers dwell in unity! 

Song 

 134:1 A Song of degrees. 

Behold, bless ye the Lord, all ye servants of the 

Lord, which by night stand in the house of the 

Lord. 

Song A Song of Ascents. 

134 Come, bless the Lord, all you servants of the 

Lord, 

who stand by night in the house of the Lord! 

Song 

 135:3 Praise the Lord; for the Lord is good:  sing praises 
unto his name; for it is pleasant. 

Sing Praise the Lord, for the Lord is good; 
sing to his name, for it is pleasant! 

Sing 

 137:2 We hanged our harps upon the willows in the 
midst thereof. 

Harps On the willows there we hung up our lyres. Lyres 

 137:3 For there they that carried us away captive 

required of us a song; and they that wasted us 

required of us mirth, saying, Sing us one of the 

songs of Zion. 

Song  

Sing  

Songs 

For there our captors required of us songs, 

and our tormentors, mirth, saying, 
“Sing us one of the songs of Zion!” 

Songs  

Sing  

Songs 

 137:4 How shall we sing the Lord's song in a strange 
land? 

Sing 
Song 

How shall we sing the Lord's song in a foreign 
land? 

Sing 
Song 

 138:1 A Psalm of David. 

I will praise thee with my whole heart: before the 

gods will I sing praise unto thee. 

Psalm Sing Of David. 

138 I give you thanks, O Lord, with my whole 

heart; 
before the gods I sing your praise; 

Sing 

 138:5 Yea, they shall sing in the ways of the Lord: for 
great is the glory of the Lord. 

Sing and they shall sing of the ways of the Lord, 
for great is the glory of the Lord. 

Sing 

 139:1 To the chief Musician, A Psalm of David. 

O Lord, thou hast searched me, and known me. 

Chief  

musician  

Psalm 

To the choirmaster. A Psalm of David. 

139 O Lord, you have searched me and known 

me! 

Choirmaster  

Psalm 

 140:1 To the chief Musician, A Psalm of David. 

Deliver me, O Lord, from the evil man: preserve 

me from the violent man; 

Chief  

musician  

Psalm 

To the choirmaster. A Psalm of David.  

140 Deliver me, O Lord, from evil men; 
preserve me from violent men, 

Choirmaster  

Psalm 

 141:1 A Psalm of David. 

Lord, I cry unto thee: make haste unto me; give 

ear unto my voice, when I cry unto thee. 

Psalm A Psalm of David. 

141 O Lord, I call upon you; hasten to me! Give 

ear to my voice when I call to you! 

Psalm 

 143:1 A Psalm of David. 

Hear my prayer, O Lord, give ear to my 

supplications: in thy faithfulness answer me, and 

in thy righteousness. 

Psalm A Psalm of David. 

143 Hear my prayer, O Lord; 

give ear to my pleas for mercy! 

In your faithfulness answer me, in your 

righteousness! 

Psalm 

 144:1 A Psalm of David. 

1 Blessed be the Lord my strength, 

which teacheth my hands to war, and my fingers 

to fight: 

Psalm Of David. 

144 Blessed be the Lord, my rock, who trains my 

hands for war, and my fingers for battle; 

 

 144:9 I will sing a new song unto thee, O God: upon a 

psaltery and an instrument of ten strings will I 

sing praises unto thee. 

Sing  

Song  

Psaltery 

Instrument of ten strings 
Sing 

I will sing a new song to you, O God; 

upon a ten-stringed harp I will play to you, 

Sing  

Song 

Ten-stringed harp 

 145:1 David’s Psalm of praise. 

I will extol thee, my God, O king; and I will bless 

thy name for ever and ever. 

Psalm A Song of Praise. Of David. 

145 I will extol you, my God and King, and bless 

your name for ever and ever. 

Song 

 145:7 They shall abundantly utter the memory of thy 

great goodness, and shall sing of thy 

righteousness. 

Sing They shall pour forth the fame of your abundant 

goodness and shall sing aloud of your 

righteousness. 

Sing 

 146:2 While I live will I praise the Lord: I will sing praises 

unto my God while I have any being. 

Sing I will praise the Lord as long as I live; 

I will sing praises to my God while I have my 

being. 

Sing 

 147:1 Praise ye the Lord: for it is good to sing praises 

unto our God; for it is pleasant; and praise is 

comely. 

Sing 147 Praise the Lord! 

For it is good to sing praises to our God; 

for it is pleasant, and a song of praise is fitting. 

Sing  

Song 

 147:7 Sing unto the Lord with thanksgiving; sing praise 

upon the harp unto our God: 

Sing  

Sing 

Harp 

Sing to the Lord with thanksgiving; make melody 

to our God on the lyre! 

Sing  

Melody 
Lyre 

 149:1 Praise ye the Lord. Sing unto the Lord a new song, 

and his praise in the congregation of saints. 

Sing  

Song 

149 Praise the Lord! 

Sing to the Lord a new song, 
his praise in the assembly of the godly! 

Sing  

Song 

 149:3 Let them praise his name in the dance: let them 

sing praises unto him with the timbrel and harp. 

Sing 

Timbrel  

Harp 

Let them praise his name with dancing, making 

melody to him with tambourine and lyre! 

Melody 

Tambourine  

Lyre 
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 149:5 Let the saints be joyful in glory: let them sing 
aloud upon their beds. 

Sing Let the godly exult in glory; 
let them sing for joy on their beds. 

Sing 

 150:3 Praise him with the sound of the trumpet: praise 

him with the psaltery and harp. 

Trumpet  

Psaltery 
Harp 

Praise him with trumpet sound; praise him with 

lute and harp! 

Trumpet  

Lute 

Harp 

 150:4 Praise him with the timbrel and dance: praise him 

with stringed instruments and organs. 

Timbrel 

Stringed instruments 

Organs 

Praise him with tambourine and dance; praise 

him with strings and pipe! 

Tambourine  

Strings 

Pipe 

 150:5 Praise him upon the loud cymbals: praise him 
upon the high sounding cymbals. 

Cymbals 
Cymbals 

Praise him with sounding cymbals; praise him 
with loud clashing cymbals! 

Cymbals 
Cymbals 

Proverbs 25:20 As he that taketh away a garment in cold 

weather, and as vinegar upon nitre, so is he that 

singeth songs to an heavy heart. 

Singeth  

Songs 

Whoever sings songs to a heavy heart is like one 
who takes off a garment on a cold day, and like 
vinegar on soda. 

Sings  

Songs 

 29:6 In the transgression of an evil man there is a 

snare: but the righteous doth sing and rejoice. 

Sing An evil man is ensnared in his transgression, but a 

righteous man sings and rejoices. 

Sings 

Ecclesiastes 2:8 I gathered me also silver and gold, and the 

peculiar treasure of kings and of the provinces: I 

gat me men singers and women singers, and the 

delights of the sons of men, as musical 

instruments, and that of all sorts. 

Men singers 

Women singers  

Musical instruments 

I also gathered for myself silver and gold and the 

treasure of kings and provinces. I got singers, 

both men and women, and many concubines, the 

delight of the children of man. 

Singers 

 7:5 It is better to hear the rebuke of the wise, than 

for a man to hear the song of fools. 

Song It is better for a man to hear the rebuke of the 

wise than to hear the song of fools. 

Song 

 12:4 And the doors shall be shut in the streets, when 

the sound of the grinding is low, and he shall rise 

up at the voice of the bird, and all the daughters 

of musick shall be brought low; 

Daughters of musick and the doors on the street are shut—when the 

sound of the grinding is low, and one rises up at 

the sound of a bird, and all the daughters of song 

are brought low— 

Daughters of Song 

Song of Solomon 1:1 The song of songs, which is Solomon's. song 
Songs 

The Song of Songs, which is Solomon's. Song 
Songs 

 2:12 The flowers appear on the earth; the time of the 

singing of birds is come, and the voice of the 

turtle is heard in our land; 

Singing The flowers appear on the earth, the time of 

singing has come, and the voice of the turtle-

dove is heard in our land. 

Singing 

Isaiah 5:1 Now will I sing to my wellbeloved a song of my 

beloved touching his vineyard. My wellbeloved 

hath a vineyard in a very fruitful hill: 

Sing  

Song 

Let me sing for my beloved my love song 
concerning his vineyard: 

My beloved had a vineyard on a very fertile hill. 

Sing 

Love song 

 5:12 And the harp, and the viol, the tabret, and pipe, 

and wine, are in their feasts: but they regard not 

the work of the Lord, neither consider the 

operation of his hands. 

Harp  

Viol  

Tabret  

Pipe 

They have lyre and harp, tambourine and flute 
and wine at their feasts, but they do not regard 
the deeds of the Lord, or see the work of his 
hands. 

Lyre  

Harp 

Tambourine  

Flute 

 12:2 Behold, God is my salvation; I will trust, and not 

be afraid: for the Lord Jehovah is my strength and 

my song; he also is become my salvation. 

Song “Behold, God is my salvation; I will trust, and will 
not be afraid; for the Lord God is my strength and 
my song, and he has become my salvation.” 

Song 

 12:5 Sing unto the Lord; for he hath done excellent 

things: this is known in all the earth. 

Sing “Sing praises to the Lord, for he has done 

gloriously; let this be made known in all the 

earth. 

Sing 

 12:6 Cry out and shout, thou inhabitant of Zion: for 

great is the Holy One of Israel in the midst of 

thee. 

 Shout, and sing for joy, O inhabitant of Zion, for 

great in your midst is the Holy One of Israel.” 

Sing 

 14:7 The whole earth is at rest, and is quiet: they 
break forth into singing. 

Singing The whole earth is at rest and quiet; they break 
forth into singing. 

Singing 

 14:11 Thy pomp is brought down to the grave, and the 

noise of thy viols: the worm is spread under thee, 

and the worms cover thee. 

Viols Your pomp is brought down to Sheol, the sound 

of your harps; maggots are laid as a bed beneath 

you, and worms are your covers. 

Harps 

 16:10 And gladness is taken away, and joy out of the 

plentiful field; and in the vineyards there shall be 

no singing, neither shall there be shouting: the 

treaders shall tread out no wine in their presses; I 

have made their vintage shouting to cease. 

Singing And joy and gladness are taken away from the 

fruitful field, and in the vineyards no songs are 

sung, no cheers are raised; no treader treads out 

wine in the presses; I have put an end to the 

shouting. 

Songs  

Sung 

 16:11 Wherefore my bowels shall sound like an harp for 

Moab, and mine inward parts for Kirharesh. 

Harp Therefore my inner parts moan like a lyre for 

Moab, and my inmost self for Kir-hareseth. 

Lyre 

 18:3 All ye inhabitants of the world, and dwellers on 

the earth, see ye, when he lifteth up an ensign on 

the mountains; and when he bloweth a trumpet, 

hear ye. 

Trumpet All you inhabitants of the world, you who dwell 

on the earth, when a signal is raised on the 

mountains, look! When a trumpet is blown, hear! 

Trumpet 

 23:15 And it shall come to pass in that day, that Tyre 

shall be forgotten seventy years, according to the 

days of one king: after the end of seventy years 

shall Tyre sing as an harlot. 

Sing In that day Tyre will be forgotten for seventy 

years, like the days of one king. At the end of 

seventy years, it will happen to Tyre as in the 

song of the prostitute: 

Song 

 23:16 Take an harp, go about the city, thou harlot that 

hast been forgotten; make sweet melody, sing 

many songs, that thou mayest be remembered. 

Harp  

Melody  

Sing  

Songs 

“Take a harp; go about the city, 

O forgotten prostitute! Make sweet melody; sing 

many songs, that you may be remembered.”  

Harp  

Melody  

Sing  

Songs 
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 24:8 The mirth of tabrets ceaseth, the noise of them 

that rejoice endeth, the joy of the harp ceaseth. 

Tabrets  

Harp 

The mirth of the tambourines is stilled, the noise 
of the jubilant has ceased, the mirth of the lyre is 
stilled. 

Tambourines  

Lyre 

 24:9 They shall not drink wine with a song; strong 

drink shall be bitter to them that drink it. 

Song No more do they drink wine with singing; strong 

drink is bitter to those who drink it. 

Singing 

 24:14 They shall lift up their voice, they shall sing for 

the majesty of the Lord, they shall cry aloud from 

the sea. 

Sing They lift up their voices, they sing for joy; over 
the majesty of the Lord they shout from the west. 

Sing 

 24:16 From the uttermost part of the earth have we 

heard songs, even glory to the righteous. But I 

said, My leanness, my leanness, woe unto me! 

the treacherous dealers have dealt treacherously; 

yea, the treacherous dealers have dealt very 

treacherously. 

Songs From the ends of the earth we hear songs of 

praise, of glory to the Righteous One. But I say, “I 

waste away, I waste away. Woe is me! For the 

traitors have betrayed, with betrayal the traitors 

have betrayed.” 

Songs 

 25:5 Thou shalt bring down the noise of strangers, as 

the heat in a dry place; even the heat with the 

shadow of a cloud: the branch of the terrible 

ones shall be brought low. 

 like heat in a dry place. You subdue the noise of 
the foreigners; as heat by the shade of a cloud, so 
the song of the ruthless is put down. 

Song 

 26:1 In that day shall this song be sung in the land of 

Judah; We have a strong city; salvation will God 

appoint for walls and bulwarks. 

Song  

Sung 

In that day this song will be sung in the land of 

Judah: “We have a strong city; he sets up 

salvation as walls and bulwarks. 

Song  

Sung 

 26:19 Thy dead men shall live, together with my dead 

body shall they arise. Awake and sing, ye that 

dwell in dust: for thy dew is as the dew of herbs, 

and the earth shall cast out the dead. 

Sing Your dead shall live; their bodies shall rise. 

You who dwell in the dust, awake and sing for 

joy! For your dew is a dew of light, and the earth 

will give birth to the dead. 

Sing 

 27:2 In that day sing ye unto her, A vineyard of red 
wine. 

Sing In that day, “A pleasant vineyard, sing of it! Sing 

 27:13 And it shall come to pass in that day, that the 

great trumpet shall be blown, and they shall 

come which were ready to perish in the land of 

Assyria, and the outcasts in the land of Egypt, and 

shall worship the Lord in the holy mount at 

Jerusalem. 

Trumpet And in that day a great trumpet will be blown, 

and those who were lost in the land of Assyria 

and those who were driven out to the land of 

Egypt will come and worship the Lord on the holy 

mountain at Jerusalem. 

Trumpet 

 30:29 Ye shall have a song, as in the night when a holy 

solemnity is kept; and gladness of heart, as when 

one goeth with a pipe to come into the mountain 

of the Lord, to the mighty One of Israel. 

Song  

Pipe 

You shall have a song as in the night when a holy 

feast is kept, and gladness of heart, as when one 

sets out to the sound of the flute to go to the 

mountain of the Lord, to the Rock of Israel. 

Song  

Flute 

 30:32 And in every place where the grounded staff shall 

pass, which the Lord shall lay upon him, it shall be 

with tabrets and harps: and in battles of shaking 

will he fight with it. 

Tabrets  

Harp 

And every stroke of the appointed staff that the 

Lord lays on them will be to the sound of 

tambourines and lyres. Battling with brandished 

arm, he will fight with them. 

Tambourines  

Lyres 

 35:2 It shall blossom abundantly, and rejoice even 

with joy and singing: the glory of Lebanon shall be 

given unto it, the excellency of Carmel and 

Sharon, they shall see the glory of the Lord, and 

the excellency of our God. 

Singing it shall blossom abundantly and rejoice with joy 
and singing. 

The glory of Lebanon shall be given to it, the 

majesty of Carmel and Sharon. 

They shall see the glory of the Lord, the majesty 
of our God. 

Singing 

 35:6 Then shall the lame man leap as an hart, and the 

tongue of the dumb sing: for in the wilderness 

shall waters break out, and streams in the desert. 

Sing then shall the lame man leap like a deer, and the 

tongue of the mute sing for joy. For waters break 

forth in the wilderness, and streams in the desert; 

Sing 

 35:10 And the ransomed of the Lord shall return, and 

come to Zion with songs and everlasting joy upon 

their heads: they shall obtain joy and gladness, 

and sorrow and sighing shall flee away. 

Songs And the ransomed of the Lord shall return and 

come to Zion with singing; everlasting joy shall be 

upon their heads; they shall obtain gladness and 

joy, and sorrow and sighing shall flee away. 

Singing 

 38:20 The Lord was ready to save me: therefore we will 

sing my songs to the stringed instruments all the 

days of our life in the house of the Lord. 

Sing  

Songs 

Stringed instruments 

The Lord will save me, and we will play my music 
on stringed instruments all the days of our lives, 
at the house of the Lord. 

Music 

Stringed instruments 

 42:10 Sing unto the Lord a new song, and his praise 

from the end of the earth, ye that go down to the 

sea, and all that is therein; the isles, and the 

inhabitants thereof. 

Sing  

Song 

Sing to the Lord a new song, his praise from the 
end of the earth, you who go down to the sea, 
and all that fills it, the coastlands and their 
inhabitants. 

Sing  

Song 

 44:23 Sing, O ye heavens; for the Lord hath done it: 

shout, ye lower parts of the earth: break forth 

into singing, ye mountains, O forest, and every 

tree therein: for the Lord hath redeemed Jacob, 

and glorified himself in Israel. 

Sing  

Singing 

Sing, O heavens, for the Lord has done it; shout, 

O depths of the earth; break forth into singing, O 

mountains, O forest, and every tree in it! 

For the Lord has redeemed Jacob, and will be 
glorified in Israel. 

Sing  

Singing 

 49:13 Sing, O heavens; and be joyful, O earth; and break 

forth into singing, O mountains: for the Lord hath 

comforted his people, and will have mercy upon 

his afflicted. 

Sing  

Singing 

Sing for joy, O heavens, and exult, O earth; break 

forth, O mountains, into singing! 

For the Lord has comforted his people and will 
have compassion on his afflicted. 

Sing  

Singing 

 51:3 For the Lord shall comfort Zion: he will comfort 

all her waste places; and he will make her 

wilderness like Eden, and her desert like the 

garden of the Lord; joy and gladness shall be 

found therein, thanksgiving, and the voice of 

melody. 

Melody For the Lord comforts Zion; he comforts all her 
waste places and makes her wilderness like Eden, 
her desert like the garden of the Lord; joy and 
gladness will be found in her, thanksgiving and 
the voice of song. 

Song 
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 51:11 Therefore the redeemed of the Lord shall return, 

and come with singing unto Zion; and everlasting 

joy shall be upon their head: they shall obtain 

gladness and joy; and sorrow and mourning shall 

flee away. 

Singing  And the ransomed of the Lord shall return and 

come to Zion with singing; everlasting joy shall be 

upon their heads; they shall obtain gladness and 

joy, and sorrow and sighing shall flee away. 

Singing 

 52:8 Thy watchmen shall lift up the voice; with the 

voice together shall they sing: for they shall see 

eye to eye, when the Lord shall bring again Zion. 

Sing The voice of your watchmen—they lift up their 

voice; together they sing for joy; for eye to eye 

they see the return of the Lord to Zion. 

Sing 

 52:9 Break forth into joy, sing together, ye waste 

places of Jerusalem: for the Lord hath comforted 

his people, he hath redeemed Jerusalem. 

Sing Break forth together into singing, you waste 

places of Jerusalem, for the Lord has comforted 

his people; he has redeemed Jerusalem. 

Singing 

 54:1 Sing, O barren, thou that didst not bear; break 

forth into singing, and cry aloud, thou that didst 

not travail with child: for more are the children of 

the desolate than the children of the married 

wife, saith the Lord. 

Sing  

Singing 

“Sing, O barren one, who did not bear; break 

forth into singing and cry aloud, you who have 

not been in labour! For the children of the 

desolate one will be more than the children of 

her who is married,” says the Lord. 

Sing  

Singing 

 55:12 For ye shall go out with joy, and be led forth with 

peace: the mountains and the hills shall break 

forth before you into singing, and all the trees of 

the field shall clap their hands. 

Singing “For you shall go out in joy and be led forth in 

peace; the mountains and the hills before you 

shall break forth into singing, and all the trees of 

the field shall clap their hands. 

Singing 

 58:1 Cry aloud, spare not, lift up thy voice like a 

trumpet, and shew my people their 

transgression, and the house of Jacob their sins. 

Trumpet “Cry aloud; do not hold back; lift up your voice 
like a trumpet; declare to my people their 
transgression, to the house of Jacob their sins. 

Trumpet 

 65:14 Behold, my servants shall sing for joy of heart, 

but ye shall cry for sorrow of heart, and shall 

howl for vexation of spirit. 

Sing behold, my servants shall sing for gladness of 

heart, but you shall cry out for pain of heart and 

shall wail for breaking of spirit. 

Sing 

Jeremiah 4:5 Declare ye in Judah, and publish in Jerusalem; 

and say, Blow ye the trumpet in the land: cry, 

gather together, and say, Assemble yourselves, 

and let us go into the defenced cities. 

Trumpet Declare in Judah, and proclaim in Jerusalem, and 

say, “Blow the trumpet through the land; cry 

aloud and say, ‘Assemble, and let us go into the 

fortified cities!’ 

Trumpet 

 4:19 My bowels, my bowels! I am pained at my very 

heart; my heart maketh a noise in me; I cannot 

hold my peace, because thou hast heard, O my 

soul, the sound of the trumpet, the alarm of war. 

Trumpet My anguish, my anguish! I writhe in pain! Oh the 

walls of my heart! My heart is beating wildly; I 

cannot keep silent, for I hear the sound of the 

trumpet, the alarm of war. 

Trumpet 

 4:21 How long shall I see the standard, and hear the 
sound of the trumpet? 

Trumpet How long must I see the standard and hear the 
sound of the trumpet? 

Trumpet 

 6:1 O ye children of Benjamin, gather yourselves to 

flee out of the midst of Jerusalem, and blow the 

trumpet in Tekoa, and set up a sign of fire in 

Bethhaccerem: for evil appeareth out of the 

north, and great destruction. 

Trumpet Flee for safety, O people of Benjamin, from the 

midst of Jerusalem! Blow the trumpet in Tekoa, 

and raise a signal on Beth-haccherem, for disaster 

looms out of the north, and great destruction. 

Trumpet 

 6:17 Also I set watchmen over you, saying, Hearken to 

the sound of the trumpet. But they said, We will 

not hearken. 

Trumpet I set watchmen over you, saying, 

‘Pay attention to the sound of the trumpet!’ But 

they said, ‘We will not pay attention.’ 

Trumpet 

 20:13 Sing unto the Lord, praise ye the Lord: for he hath 

delivered the soul of the poor from the hand of 

evildoers 

Sing Sing to the Lord; praise the Lord! 

For he has delivered the life of the needy from 
the hand of evildoers. 

Sing 

 30:19 And out of them shall proceed thanksgiving and 

the voice of them that make merry: and I will 

multiply them, and they shall not be few; I will 

also glorify them, and they shall not be small. 

 Out of them shall come songs of thanksgiving, 

and the voices of those who celebrate. I will 

multiply them, and they shall not be few; 

I will make them honoured, and they shall not be 

small. 

Songs 

 31:4 Again I will build thee, and thou shalt be built, O 

virgin of Israel: thou shalt again be adorned with 

thy tabrets, and shalt go forth in the dances of 

them that make merry. 

Tabrets Again I will build you, and you shall be built, O 

virgin Israel! Again you shall adorn yourself with 

tambourines and shall go forth in the dance of 

the merrymakers. 

Tambourines 

 31:7 For thus saith the Lord; Sing with gladness for 

Jacob, and shout among the chief of the nations: 

publish ye, praise ye, and say, O Lord, save thy 

people, the remnant of Israel. 

Sing For thus says the Lord: 

“Sing aloud with gladness for Jacob, and raise 
shouts for the chief of the nations; proclaim, give 
praise, and say, ‘O Lord, save your people, the 
remnant of Israel.’ 

Sing 
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 31:12 Therefore they shall come and sing in the height 

of Zion, and shall flow together to the goodness 

of the Lord, for wheat, and for wine, and for oil, 

and for the young of the flock and of the herd: 

and their soul shall be as a watered garden; and 

they shall not sorrow any more at all. 

Sing They shall come and sing aloud on the height of 

Zion, and they shall be radiant over the goodness 

of the Lord, over the grain, the wine, and the oil, 

and over the young of the flock and the herd; 

their life shall be like a watered garden, and they 

shall languish no more. 

Sing 

 33:11 The voice of joy, and the voice of gladness, the 

voice of the bridegroom, and the voice of the 

bride, the voice of them that shall say, Praise the 

Lord of hosts: for the Lord is good; for his mercy 

endureth for ever: and of them that shall bring 

the sacrifice of praise into the house of the Lord. 

For I will cause to return the captivity of the land, 

as at the first, saith the Lord. 

 the voice of mirth and the voice of gladness, the 

voice of the bridegroom and the voice of the 

bride, the voices of those who sing, as they bring 

thank offerings to the house of the Lord: 

“‘Give thanks to the Lord of hosts, for the Lord is 

good, for his steadfast love endures for ever!’ 

For I will restore the fortunes of the land as at 

first, says the Lord. 

Sing 

 42:14 Saying, No; but we will go into the land of Egypt, 

where we shall see no war, nor hear the sound of 

the trumpet, nor have hunger of bread; and there 
will we dwell: 

Trumpet and saying, ‘No, we will go to the land of Egypt, 

where we shall not see war or hear the sound of 

the trumpet or be hungry for bread, and we will 
dwell there’, 

Trumpet 

 48:36 Therefore mine heart shall sound for Moab like 

pipes, and mine heart shall sound like pipes for 

the men of Kirheres: because the riches that he 

hath gotten are perished. 

Pipes  

Pipes 

Therefore my heart moans for Moab like a flute, 

and my heart moans like a flute for the men of 

Kir-hareseth. Therefore the riches they gained 

have perished. 

Flute  

Flute 

 51:27 Set ye up a standard in the land, blow the 

trumpet among the nations, prepare the nations 

against her, call together against her the 

kingdoms of Ararat, Minni, and Ashchenaz; 

appoint a captain against her; cause the horses to 

come up as the rough caterpillers. 

Trumpet “Set up a standard on the earth; blow the 
trumpet among the nations; prepare the nations 
for war against her; summon against her the 
kingdoms, Ararat, Minni, and Ashkenaz; appoint a 
marshal against her; bring up horses like bristling 
locusts. 

Trumpet 

 51:48 Then the heaven and the earth, and all that is 

therein, shall sing for Babylon: for the spoilers 

shall come unto her from the north, saith the 

Lord. 

Sing Then the heavens and the earth, and all that is in 

them, shall sing for joy over Babylon, for the 

destroyers shall come against them out of the 

north, declares the Lord. 

Sing 

Lamentations 5:14 The elders have ceased from the gate, the young 
men from their musick. 

Musick The old men have left the city gate, the young 
men their music. 

Music 

Ezekiel 7:14 They have blown the trumpet, even to make all 

ready; but none goeth to the battle: for my wrath 

is upon all the multitude thereof. 

Trumpet “They have blown the trumpet and made 

everything ready, but none goes to battle, for my 

wrath is upon all their multitude. 

Trumpet 

 26:13 And I will cause the noise of thy songs to cease; 

and the sound of thy harps shall be no more 

heard. 

Songs  

Harps 

And I will stop the music of your songs, and the 

sound of your lyres shall be heard no more. 

Music  

Songs 

Lyres 

 33:3 If when he seeth the sword come upon the land, 

he blow the trumpet, and warn the people; 

Trumpet and if he sees the sword coming upon the land 

and blows the trumpet and warns the people, 

Trumpet 

 33:4 Then whosoever heareth the sound of the 

trumpet, and taketh not warning; if the sword 

come, and take him away, his blood shall be upon 

his own head. 

Trumpet then if anyone who hears the sound of the 

trumpet does not take warning, and the sword 

comes and takes him away, his blood shall be 

upon his own head. 

Trumpet 

 33:5 He heard the sound of the trumpet, and took not 

warning; his blood shall be upon him. But he that 

taketh warning shall deliver his soul. 

Trumpet He heard the sound of the trumpet and did not 

take warning; his blood shall be upon himself. But 

if he had taken warning, he would have saved his 

life. 

Trumpet 

 33:6 But if the watchman see the sword come, and 

blow not the trumpet, and the people be not 

warned; if the sword come, and take any person 

from among them, he is taken away in his 

iniquity; but his blood will  I require at the 

watchman's hand. 

Trumpet But if the watchman sees the sword coming and 

does not blow the trumpet, so that the people 

are not warned, and the sword comes and takes 

any one of them, that person is taken away in his 

iniquity, but his blood I will require at the 

watchman's hand. 

Trumpet 

 33:32 And, lo, thou art unto them as a very lovely song 

of one that hath a pleasant voice, and can play 

well on an instrument: for they hear thy words, 

but they do them not. 

Song  

Instrument 

And behold, you are to them like one who sings 

lustful songs with a beautiful voice and plays well 

on an instrument, for they hear what you say, but 

they will not do it. 

Sings  

Songs  

Instrument 

Daniel 3:5 That at what time ye hear the sound of the 

cornet, flute, harp, sackbut, psaltery, dulcimer, 

and all kinds of musick, ye fall down and worship 

the golden image that Nebuchadnezzar the king 

hath set up: 

Cornet  

Flute  

Harp  

Sackbut  

Psaltery  

Dulcimer 

Musick 

that when you hear the sound of the horn, pipe, 

lyre, trigon, harp, bagpipe, and every kind of 

music, you are to fall down and worship the 

golden image that King Nebuchadnezzar has set 

up. 

Horn  

Pipe  

Lyre  

Trigon  

Harp  

Bagpipe 

Music 

 3:7 Therefore at that time, when all the people heard 

the sound of the cornet, flute, harp, sackbut, 

psaltery, and all kinds of musick, all the people,  

the nations, and the languages, fell down and 

worshipped the golden image that 

Nebuchadnezzar the king had set  up. 

Cornet  

Flute  

Harp  

Sackbut  

Psaltery  

Musick 

Therefore, as soon as all the peoples heard the 

sound of the horn, pipe, lyre, trigon, harp, 

bagpipe, and every kind of music, all the peoples, 

nations, and languages fell down and worshipped 

the golden image that King Nebuchadnezzar had 

set up. 

Horn  

Pipe  

Lyre  

Trigon  

Harp  

Bagpipe 

Music 
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 3:10 Thou, O king, hast made a decree, that every man 

that shall hear the sound of the cornet, flute, 

harp, sackbut, psaltery, and dulcimer, and all 

kinds of musick, shall fall down and worship the 

golden image: 

Cornet  

Flute  

Harp  

Sackbut  

Psaltery  

Dulcimer 
Musick 

You, O king, have made a decree, that every man 

who hears the sound of the horn, pipe, lyre, 

trigon, harp, bagpipe, and every kind of music, 

shall fall down and worship the golden image. 

Horn  

Pipe  

Lyre  

Trigon  

Harp  

Bagpipe 

Music 

 3:15 Now if ye be ready that at what time ye hear the 

sound of the cornet, flute, harp, sackbut, 

psaltery, and dulcimer, and all kinds of musick, ye 

fall down and worship the image which I have 

made; well: but if ye worship not, ye shall be cast 

the same hour into the midst of a burning fiery 

furnace; and who is that God that shall deliver 

you out of my hands? 

Cornet  

Flute  

Harp  

Sackbut  

Psaltery  

Dulcimer  

Musick 

Now if you are ready when you hear the sound of 

the horn, pipe, lyre, trigon, harp, bagpipe, and 

every kind of music, to fall down and worship the 

image that I have made, well and good. But if you 

do not worship, you shall immediately be cast 

into a burning fiery furnace. And who is the god 

who will deliver you out of my hands?” 

Horn  

Pipe  

Lyre  

Trigon  

Harp  

Bagpipe  

Music 

Hosea 5:8 Blow ye the cornet in Gibeah, and the trumpet in 

Ramah: cry aloud at Bethaven, after thee, O 

Benjamin. 

Cornet  

Trumpet 

Blow the horn in Gibeah, the trumpet in Ramah. 

Sound the alarm at Beth-aven; we follow you, O 
Benjamin! 

Horn  

Trumpet 

 8:1 Set the trumpet to thy mouth. He shall come as 

an eagle against the house of the Lord, because 

they have transgressed my covenant, and 

trespassed against my law. 

Trumpet Set the trumpet to your lips! 

One like a vulture is over the house of the Lord, 

because they have transgressed my covenant and 

rebelled against my law. 

Trumpet 

Joel 2:1 Blow ye the trumpet in Zion, and sound an alarm 

in my holy mountain: let all the inhabitants of the 

land tremble: for the day of the Lord cometh, for 

it is nigh at hand; 

Trumpet Blow a trumpet in Zion; sound an alarm on my 
holy mountain! Let all the inhabitants of the land  
tremble, for the day of the Lord is coming; it is 
near, 

Trumpet 

 2:15 Blow the trumpet in Zion, sanctify a fast, call a 

solemn assembly: 

Trumpet Blow the trumpet in Zion; consecrate a fast; 
call a solemn assembly; 

Trumpet 

Amos 2:2 But I will send a fire upon Moab, and it shall 

devour the palaces of Kirioth: and Moab shall die 

with tumult, with shouting, and with the sound of 

the trumpet: 

Trumpet So I will send a fire upon Moab, 

and it shall devour the strongholds of Kerioth, 

and Moab shall die amid uproar, 

amid shouting and the sound of the trumpet; 

Trumpet 

 3:6 Shall a trumpet be blown in the city, and the 

people not be afraid? shall there be evil in a city, 

and the Lord hath not done it? 

Trumpet Is a trumpet blown in a city, and the people are 
not afraid? Does disaster come to a city, unless 
the Lord has done it? 

Trumpet 

 5:23 Take thou away from me the noise of thy songs; 

for I will not hear the melody of thy viols. 

Songs  

Melody 

Viols 

Take away from me the noise of your songs; to 

the melody of your harps I will not listen. 

Songs  

Melody 

Harps 

 6:5 That chant to the sound of the viol, and invent to 

themselves instruments of musick, like David; 

Chant  

Viol 

Instruments of musick 

who sing idle songs to the sound of the harp and 

like David invent for themselves instruments of 

music, 

Sing  

Songs  

Harp 

Instruments of music 

 8:3 And the songs of the temple shall be howlings in 

that day, saith the Lord God: there shall be many 

dead bodies in every place; they shall cast them 

forth with silence. 

Songs The songs of the temple shall become wailings in 

that day,” declares the Lord God.  

“So many dead bodies!” 

“They are thrown everywhere!” 
“Silence!” 

Songs 

Micah 2:4 In that day shall one take up a parable against 

you, and lament with a doleful lamentation, and 

say, We be utterly spoiled: he hath changed the 

portion of my people: how hath he removed it 

from me! turning away he hath divided our 

fields. 

 In that day they shall take up a taunt song against 

you and moan bitterly, and say, “We are utterly 

ruined; he changes the portion of my people; 

how he removes it from me! To an apostate he 

allots our fields.” 

Song 

Habakkuk 3:19 The Lord God is my strength, and he will make my 

feet like hinds' feet, and he will make me to walk 

upon mine high places. To the chief singer on my 

stringed instruments. 

Chief singer 
Stringed instruments 

God, the Lord, is my strength; he makes my feet 
like the deer's; he makes me tread on my high 
places. 

To the choirmaster:  with stringed instruments. 

Choirmaster  

Stringed Instruments 

Zephaniah 1:16 A day of the trumpet and alarm against the 

fenced cities, and against the high towers. 

Trumpet a day of trumpet blast and battle cry against the 

fortified cities and against the lofty battlements. 

Trumpet 

 3:14 Sing, O daughter of Zion; shout, O Israel; be glad 

and rejoice with all the heart, O daughter of 

Jerusalem. 

Sing Sing aloud, O daughter of Zion; shout, O Israel! 

Rejoice and exult with all your heart, O daughter 
of Jerusalem! 

Sing 

 3:17 The Lord thy God in the midst of thee is mighty; 

he will save, he will rejoice over thee with joy; he 

will rest in his love, he will joy over thee with 

singing. 

Singing The Lord your God is in your midst, a mighty one 

who will save; he will rejoice over you with 

gladness; he will quiet you by his love; he will 

exult over you with loud singing. 

Singing 

Zachariah 2:10 Sing and rejoice, O daughter of Zion: for, lo, I 

come, and I will dwell in the midst of thee, saith 

the Lord. 

Sing Sing and rejoice, O daughter of Zion, for behold, I 

come and I will dwell in your midst, declares the 
Lord. 

Sing 

 9:14 And the Lord shall be seen over them, and his 

arrow shall go forth as the lightning: and the Lord 

God shall blow the trumpet, and shall go with 

whirlwinds of the south. 

Trumpet Then the Lord will appear over them, and his 
arrow will go forth like lightning; the Lord God 
will sound the trumpet and will march forth in 
the whirlwinds of the south. 

Trumpet 
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 14:20 In that day shall there be upon the bells of the 

horses, Holiness Unto The Lord; and the pots in 

the Lord's house shall be like the bowls before 

the altar. 

Bells And on that day there shall be inscribed on the 

bells of the horses, “Holy to the Lord.” And the 

pots in the house of the Lord shall be as the 

bowls before the altar. 

Bells 

Mathew 6:2 Therefore when thou doest thine alms, do not 

sound a trumpet before thee, as the hypocrites 

do in the synagogues and in the streets, that they   

may have glory of men. Verily I say unto you, 

They have their reward. 

Trumpet “Thus, when you give to the needy, sound no 

trumpet before you, as the hypocrites do in the 

synagogues and in the streets, that they may be 

praised by others. Truly, I say to you, they have 

received their reward. 

Trumpet 

 9:23 And when Jesus came into the ruler's house, and 

saw the minstrels and the people making a noise, 

Minstrels And when Jesus came to the ruler's house and 

saw the flute players and the crowd making a 
commotion, 

Flute players 

 11:17 And saying, We have piped unto you, and ye have 

not danced; we have mourned unto you, and ye 

have not lamented. 

Piped “‘We played the flute for you, and you did not 

dance; we sang a dirge, and you did not mourn.’ 

Sang 

Flute 

 24:31 And he shall send his angels with a great sound of 

a trumpet, and they shall gather together his 

elect from the four winds, from one end of 

heaven to the other. 

Trumpet And he will send out his angels with a loud 

trumpet call, and they will gather his elect from 

the four winds, from one end of heaven to the 

other. 

Trumpet 

 26:30 And when they had sung an hymn, they went out 
into the mount of Olives. 

Sung 
Hymn 

And when they had sung a hymn, they went out 
to the Mount of Olives. 

Sung 
Hymn 

Mark 14:26 And when they had sung an hymn, they went out 
into the mount of Olives. 

Sung 
Hymn 

And when they had sung a hymn, they went out 
to the Mount of Olives. 

Sung 
Hymn 

 7:32 They are like unto children sitting in the 

marketplace, and calling one to another, and 

saying, We have piped unto you, and ye have not 

danced; we have mourned to you, and ye have 

not wept. 

Piped They are like children sitting in the market-place 

and calling to one another, “‘We played the flute 

for you, and you did not dance; we sang a dirge, 

and you did not weep.’ 

Flute  

Sang 

 15:25 Now his elder son was in the field: and as he 
came and drew nigh to the house, he heard 
musick and dancing. 

Musick “Now his older son was in the field, and as he 
came and drew near to the house, he heard 
music and dancing. 

Music 

Acts 16:25 And at midnight Paul and Silas prayed, and sang 

praises unto God:  and the prisoners heard them. 

Sang About midnight Paul and Silas were praying and 

singing hymns to God, and the prisoners were 
listening to them, 

Singing  

Hymns 

Romans 15:9 And that the Gentiles might glorify God for his 

mercy; as it is written, For this cause I will confess 

to thee among the Gentiles, and sing unto thy 

name. 

Sing and in order that the Gentiles might glorify God 

for his mercy. As it is written, “Therefore I will 

praise you among the Gentiles, and sing to your 

name.” 

Sing 

1 Corinthians 13:1 Though I speak with the tongues of men and of 

angels, and have not charity, I am become as 

sounding brass, or a tinkling cymbal. 

Sounding brass  

Cymbal 

If I speak in the tongues of men and of angels, but 

have not love, I am a noisy gong or a clanging 

cymbal. 

Gong  

Cymbal 

 14:7 And even things without life giving sound, 

whether pipe or harp, except they give a 

distinction in the sounds, how shall it be known 

what is piped or harped? 

Pipe  

Harp  

Piped 

Harped 

If even lifeless instruments, such as the flute or 

the harp, do not give distinct notes, how will 

anyone know what is played? 

Instruments  

Flute 

Harp 

 14:8 For if the trumpet give an uncertain sound, who 
shall prepare himself to the battle? 

Trumpet And if the bugle gives an indistinct sound, who 
will get ready for battle? 

Bugle 

 14:15 What is it then? I will pray with the spirit, and I 

will pray with the understanding also: I will sing 

with the spirit, and I will sing with the 

understanding also. 

Sing Sing What am I to do? I will pray with my spirit, but I 

will pray with my mind also; I will sing praise with 

my spirit, but I will sing with my mind also. 

Sing 

 14:26 How is it then, brethren? when ye come together, 

every one of you hath a psalm, hath a doctrine, 

hath a tongue, hath a revelation, hath an 

interpretation. Let all things be done unto 

edifying. 

Psalm What then, brothers? When you come together, 

each one has a hymn, a lesson, a revelation, a 

tongue, or an interpretation. Let all things be 

done for building up. 

Hymn 

 15:52 In a moment, in the twinkling of an eye, at the 

last trump: for the trumpet shall sound, and the 

dead shall be raised incorruptible, and we shall 

be changed. 

Trump  

Trumpet 

in a moment, in the twinkling of an eye, at the 

last trumpet. For the trumpet will sound, and the 

dead will be raised imperishable, and we shall be 

changed. 

Trumpet  

Trumpet 

Ephesians 5:19 Speaking to yourselves in psalms and hymns and 

spiritual songs, singing and making melody in 

your heart to the Lord; 

Psalms  

Hymns 

Spiritual songs  

Singing 

Melody 

addressing one another in psalms and hymns and 

spiritual songs, singing and making melody to the 

Lord with your heart, 

Psalms  

Hymns 

Spiritual songs  

Singing 

Melody 

Colossians 3:16 Let the word of Christ dwell in you richly in all 

wisdom; teaching and admonishing one another 

in psalms and hymns and spiritual songs, singing 

with grace in your hearts to the Lord. 

Psalms  

Hymns 

Spiritual songs  

Singing 

Let the word of Christ dwell in you richly, 

teaching and admonishing one another in all 

wisdom, singing psalms and hymns and spiritual 

songs, with thankfulness in your hearts to God. 

Singing  

Psalms  

Hymns 

Spiritual songs 

1 Thessalonians 4:16 For the Lord himself shall descend from heaven 

with a shout, with the voice of the archangel, and 

with the trump of God: and the dead in Christ 

shall rise first: 

Trump For the Lord himself will descend from heaven 

with a cry of command, with the voice of an 

archangel, and with the sound of the trumpet of 

God. And the dead in Christ will rise first. 

Trumpet 

Hebrews 2:12 Saying, I will declare thy name unto my brethren, 

in the midst of the church will I sing praise unto 

thee. 

Sing saying, “I will tell of your name to my brothers; in 
the midst of the congregation I will sing your 
praise.” 

Sing 

 12:19 And the sound of a trumpet, and the voice of 

words; which voice they that heard intreated that 

the word should not be spoken to them any 

more: 

Trumpet and the sound of a trumpet and a voice whose 

words made the hearers beg that no further 

messages be spoken to them. 

Trumpet 

James 5:13 Is any among you afflicted? let him pray. Is any 

merry? let him sing psalms. 

Sing 

Psalms 

Is anyone among you suffering? Let him pray. Is 

anyone cheerful? Let him sing praise. 

Sing 
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Revelation 1:10 I was in the Spirit on the Lord's day, and heard 

behind me a great voice, as of a trumpet, 

Trumpet I was in the Spirit on the Lord's day, and I heard 

behind me a loud voice like a trumpet 

Trumpet 

 4:1 After this I looked, and, behold, a door was 

opened in heaven: and the first voice which I 

heard was as it were of a trumpet talking with 

me; which said, Come up hither, and I will shew 

thee things which must be hereafter. 

Trumpet After this I looked, and behold, a door standing 

open in heaven! And the first voice, which I had 

heard speaking to me like a trumpet, said, “Come 

up here, and I will show you what must take place 

after this.” 

Trumpet 

 5:8 And when he had taken the book, the four beasts 

and four and twenty elders fell down before the 

Lamb, having every one of them harps, and 

golden vials full of odours, which are the prayers 

of saints. 

Harps And when he had taken the scroll, the four living 

creatures and the twenty-four elders fell down 

before the Lamb, each holding a harp, and golden 

bowls full of incense, which are the prayers of the 

saints. 

Harp 

 5:9 And they sung a new song, saying, Thou art 

worthy to take the book, and to open the seals 

thereof: for thou wast slain, and hast redeemed 

us to God by thy blood out of every kindred, and 

tongue, and people, and nation; 

Sung  

Song 

And they sang a new song, saying, “Worthy are 

you to take the scroll and to open its seals, for 

you were slain, and by your blood you ransomed 

people for God from every tribe and language 

and people and nation, 

Sang  

Song 

 8:2 And I saw the seven angels which stood before 

God; and to them were given seven trumpets. 

Trumpets Then I saw the seven angels who stand before 

God, and seven trumpets were given to them. 

Trumpets 

 8:6 And the seven angels which had the seven 
trumpets prepared themselves to sound. 

Trumpets Now the seven angels who had the seven 
trumpets prepared to blow them. 

Trumpets 

 8:7 The first angel sounded, and there followed hail 

and fire mingled with blood, and they were cast 

upon the earth: and the third part of trees was 

burnt up, and all green grass was burnt up. 

Sounded The first angel blew his trumpet, and there 

followed hail and fire, mixed with blood, and 

these were thrown upon the earth. And a third of 

the earth was burned up, and a third of the trees 

were burned up, and all green grass was burned 

up. 

Trumpet 

 8:8 And the second angel sounded, and as it were a 

great mountain burning with fire was cast into 

the sea: and the third part of the sea became 

blood; 

Sounded The second angel blew his trumpet, and 

something like a great mountain, burning with 

fire, was thrown into the sea, and a third of the 

sea became blood. 

Trumpet 

 8:10 And the third angel sounded, and there fell a   

great star from heaven, burning as it were a 

lamp, and it fell upon the third part of the rivers, 

and upon the fountains of waters; 

Sounded The third angel blew his trumpet, and a great star 

fell from heaven, blazing like a torch, and it fell on 

a third of the rivers and on the springs of water. 

Trumpet 

 8:12 And the fourth angel sounded, and the third part 

of the sun was smitten, and the third part of the 

moon, and the third part of the stars; so as the 

third part of them was darkened, and the day 

shone not for a third part of it, and the night 

likewise. 

Sounded The fourth angel blew his trumpet, and a third of 

the sun was struck, and a third of the moon, and 

a third of the stars, so that a third of their light 

might be darkened, and a third of the day might 

be kept from shining, and likewise a third of the 

night. 

Trumpet 

 8:13 And I beheld, and heard an angel flying through 

the midst of heaven, saying with a loud voice, 

Woe, woe, woe, to the inhabiters of the earth by 

reason of the other voices of the trumpet of the 

three angels, which are yet to sound! 

Trumpet Then I looked, and I heard an eagle crying with a 

loud voice as it flew directly overhead, “Woe, 

woe, woe to those who dwell on the earth, at the 

blasts of the other trumpets that the three angels 

are about to blow!” 

Trumpets 

 9:1 And the fifth angel sounded, and I saw a star fall 

from heaven unto the earth: and to him was 

given the key of the bottomless pit. 

Sounded And the fifth angel blew his trumpet, and I saw a 

star fallen from heaven to earth, and he was 

given the key to the shaft of the bottomless pit. 

Trumpet 

 9:13 And the sixth angel sounded, and I heard a voice 

from the four horns of the golden altar which is 
before God, 

Sounded Then the sixth angel blew his trumpet, and I 

heard a voice from the four horns of the golden 

altar before God, 

Trumpet 

 9:14 Saying to the sixth angel which had the trumpet, 

Loose the four angels which are bound in the 

great river Euphrates. 

Trumpet saying to the sixth angel who had the trumpet, 

“Release the four angels who are bound at the 

great river Euphrates.” 

Trumpet 

 10:7 But in the days of the voice of the seventh angel, 

when he shall begin to sound, the mystery of God 

should be finished, as he hath declared to his 

servants the prophets. 

Sound but that in the days of the trumpet call to be 

sounded by the seventh angel, the mystery of 

God would be fulfilled, just as he announced to 

his servants the prophets. 

Trumpet 

 11:15 And the seventh angel sounded; and there were 

great voices in heaven, saying, The kingdoms of 

this world are become the kingdoms of our Lord, 

and of his Christ; and he shall reign for ever and 

ever. 

Sounded Then the seventh angel blew his trumpet, and 

there were loud voices in heaven, saying, “The 

kingdom of the world has become the kingdom of 

our Lord and of his Christ, and he shall reign for 

ever and ever.” 

Trumpet 
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