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IN 2016, I ATTENDED  the Society for Ethnomusicology’s  
 annual conference in Washington, DC. A couple of 

days in, I found myself sitting next to a gentleman who 
introduced himself as Ken Moore, Frederick P. Rose 
Curator in Charge of the Musical Instruments Depart-
ment at The Metropolitan Museum of Art. After talking 
for a few minutes, my interest in bagpipes led him to 
remark that The Met had a wide collection of these 
instruments that remained unstudied. Fast forward six 
years, and I find myself on research leave, and at The Met 
carrying out a Senior Fellowship devoted entirely to The 
Met’s bagpipe collection. 

The Met has a wide and varied collection of fifty bag-
pipes from around the world. Mainly collected by Mary 
Elizabeth Brown at the turn of the twentieth century, 
they offer a good insight into the practice of collecting at 
the time. Brown, the main donor and unofficially the 
first curator of The Met’s musical instrument collection,¹ 
was thorough in her investigations and purchased instru-
ments from across the world including India, Turkey, 
Persia, and Northern Africa. There are many arresting 
sets in the collection, ranging from the bejewelled Geor-
gian gudastviri (89.4.318), its parallel chanters encased 
in a wooden yoke, braced in a metal frame adorned with 
colorful glass jewels, to the most elegant baroque musette 
(89.4.2042), with its finely woven satin cover and deli-
cate keys. All instruments, from the most modest bag-
pipes played by street musicians to expensive aristocratic 
models, are snapshots of the practices of their times. 
Some even represent musical cultures that have either 
completely disappeared or become endangered over the 
last century, such as the Egyptian, Indian and Serbian 
bagpipes. 

One of the better represented countries in the collec-
tion is France, with fifteen bagpipes, over a fifth of the 
entire collection. This is unsurprising, as France is one of 
the countries with the greatest diversity of bagpipes 
in the world. The collection counts a Breton binioù 
(89.4.2640), a Béchonnet bagpipe from Auvergne 
(donated to the collection by Joseph Drexel) (89.2.165), 
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another Auvergne-type bagpipe with a goat-hide bag 
(89.4.866), three baroque musettes (89.4.2042, 
1982.100.4, 2003.63), two examples of a grande corne-
muse du Nivernais (89.4.859, 89.4.860²) four mouth-
blown bagpipes by or attributed to P. Gaillard (89.4.864, 
89.4.865, 89.4.867, 1994.296), and three cornemuses of 
Central France or Bressane type (89.4.2796, 89.4.861, 
89.4.856). The French instruments can be divided into 
two categories: functional musical instruments played by 
musicians in their heyday, and those that were recreated 
as beautiful or curiosity objects by nineteenth-century 
makers, such as P. Gaillard (see Montbel 2017a and Libin 
1998).³ One of the most intriguing French instruments, 
however, is the goat-headed bagpipe from Auvergne (Fig-
ure 1), which has provoked the interest of researchers 
and bagpipe makers over the years. It is clearly a playable 
instrument, but some of its aesthetics are so far removed 
from bagpipes usually made in France, that one might 
wonder whether it might not fall in the ornamental cate-
gory after all. 

The goat-headed bagpipe is a very well made and 
visually powerful instrument, demonstrating fine work-
manship. It features a parallel chanter and tenor drone 
fitted in a common stock, with a separate bass drone and 
an air source provided by bellows, clearly marking it as 
an instrument from central France. The drones, chanter, 
and airpipe are all intricately decorated with rings and a 

serrated inlaid pattern made out of ivory or antler, creat-
ing a striking visual contrast with the dense black ebony 
of the pipes.⁴ The well-turned chanter with gentle grooves 
to accommodate the musician’s fingers and the tenor 
drone both emerge from an exquisitely carved goat head 
with sixteen tiny ivory teeth and a fine ivory and mother 
of pearl ornament on its forehead, complete with a min-
iature buck in the center. While neither its geographical 
nor musical origins can be denied, nor the high level of 
skill required to make such a piece, it continues to 
intrigue due to its uncharacteristic lack of signature. 
Indeed, the nineteenth century saw a large increase in 
signed instruments, led by innovations and patents; pro-
fessional or skilled makers would be sure to brand their 
instruments with their names, sometimes multiple times 
on detachable pieces. This goat-headed bagpipe, though, 
remains unclaimed, its pieces smooth and blank and its 
history as mysterious as ever. 

How did the goat-headed bagpipe make it to New 
York? From whom did Mary Elizabeth Brown acquire it? 
Where was it before it arrived in America? This is the 
story of how this beautiful bagpipe, supposedly from  
the region of Auvergne, made its way to New York and 
The Met. The following narrative was pieced together  
by working not only with The Met archives, but also by 
communicating with the Musée des Instruments de 
Musiques (Musical Instruments Museum; MIM) in 

FIGURE 1 . The goat-headed bagpipe as it was photographed in the early twentieth century (89.4.866).
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Brussels, as well as researchers and private collectors.⁵ 
And so, through a good deal of historical sleuthing, I was 
able to retrace the journey of the goat-headed bagpipe 
from France to New York. 

In the Collection

If one were to judge by the museum’s healthy collection, 
Brown had a strong interest in bagpipes. By 1908, the 
Musical Instrument Department counted thirty-eight 
bagpipes from across the world. A few years before that, 
Brown’s interest in acquiring French bagpipes was great 
enough for her to write to Victor-Charles Mahillon, the 
curator of the Musical Instruments Collection in Brus-
sels (now known as MIM). On May, 30, 1894, she asked: 
“Would it be possible to get a Musette [French bagpipe] 
for I have none in my collection?” ⁶ Curiously, the collec-
tion already counted a Béchonnet bagpipe actioned with 
bellows, one of the forty-four instruments present upon 
her arrival, donated by retired banker and philanthropist 
Joseph Drexel in 1885.⁷ In 1884, Drexel had formed a col-
lection of “old musical instruments”  ⁸ during a stay in 
Paris, which he subsequently gave, along with numerous 
musical manuscripts, to The Met. Within this collection 
was an 1874 Béchonnet bagpipe, which seemed to remain 
unacknowledged by Mary Elizabeth Brown. Did she 
know of this bagpipe’s existence, was she ignoring it, or 
was she looking for another kind of French bagpipe, 
maybe a baroque musette? In 1896, two years after Brown 
wrote to Mahillon looking for such an instrument, a 
“French bagpipe” was chronicled in the New York Daily 
Tribune, included as one of the “new attractions” of the 
Musical Instrument Collection.⁹ Was this the goat-headed 
bagpipe or another French bagpipe? By 1902, the instru-
ment was most certainly in the collection, as both the 
goat-headed instrument and the Béchonnet bagpipes 
were listed in The Met’s musical instrument catalogue 
under the numbers 866 and 857 respectively. The entry 
for the goat-headed bagpipe reads as follows:

866. BAGPIPE. Cornemeuse [sic]. Bag of natural goat-
skin covered with hair. Carved stock, representing the 
head of a goat, inlaid with ivory and having a conical 
chanter, with 7 holes in front, the lower one double, and 
one hole behind; also a large hole at the bottom for regu-
lating the pitch; parallel with it, a cylindrical drone with 
a tuning slide.¹⁰ Also a cylindrical drone in a separate 
stock. The drones and chanter artistically mounted with 
ivory. Double beating reed in the chanter, singles in the 
drones. The bag is inflated by a small pair of bellows. 
France. 18th century.  
Length of chanter, 1 foot 5 inches. Longest drones, 2 feet 4 
inches.¹¹

The descriptions are accompanied by a photograph of a 
gallery case containing bagpipes (Figure 2). The goat-
headed bagpipe can be spotted on the bottom row, sec-
ond from the left, while the Béchonnet bagpipe is 
immediately to its right, both with the drone facing 
upwards.

Shortly after the publication of the catalogue, confu-
sion arose about the proper naming of these instru-
ments. In 1903, an epistolary debate emerged among 
Mrs. Brown, Dr. Aloys Obrist from Weimar, and Rever-
end Francis William Galpin from England about the cat-
egorization of object number 866, our goat-headed 
bagpipe. Dr. Obrist, seeing that the instrument had bel-
lows, wrote that this, and another instrument (89.4.856) 
are “not cornemuses but musettes.”  ¹³ A few months later, 
Galpin corrects Obrist in further correspondence to Mrs. 
Brown and asks: “Please do not send my remarks to Dr. 
Obrist as they are written for your sole benefit.”  ¹⁴ Quot-
ing de Bricqueville’s monograph on musettes, Galpin 
goes on to write in his urgent handwriting:

Dr. Obrist is also wrong about the cornemuse – he has 
fallen into the common error that the difference between 
the Musette and cornemuse was chiefly in the manner of 
blowing. The instruments in the museum(?) are correctly 
described. Cf Bricqueville “Les Musettes” p. 7. “Toute fois il 
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ne faudrait pas conclure, comme on l’a fait souvent, que la 
présence du soufflet établisse la différence essentielle entre 
la musette et la cornemuse. Il reste en Auvergne une cor-
nemuse a deux bourdons monotoniques et que se joue à 
l’aide d’un soufflet.” The Lowland Scottish pipe is blown 
sometimes directly. Sometimes by bellows as are also some 
of the small Highland reed pipes ... These instruments are 
Cornemuses à soufflet not musettes.¹⁵

In fact, both Galpin and Obrist were partially correct. 

This type of bagpipe was called a “musette” in the nine-
teenth century, a common word used to refer to bagpipes 
across France, whether mouth- or bellows-blown. Both 
“musette” and “cornemuse” were used interchangeably 
to designate bagpipes until the mid-twentieth century, 
when “musette” became almost exclusively associated to 
the artistocratic instrument.¹⁶ Galpin’s comment about 
the usage of this term, after de Bricqueville’s monograph 
on the baroque musette, is in keeping within modern 
usage of the term but was incorrect at the beginning of 
the twentieth century when French makers and musi-
cians referred to their instruments across France as 
“musettes.” 

By 1902, then, the goat-headed bagpipe was firmly 
part of the collection. But when exactly did it arrive? 
One of the main difficulties in tracing the provenance of 
instruments acquired by Mary Elizabeth Brown and her 
collaborators is the lack of precise numbering of the 
instruments as well as an incomplete correspondence 
archive. As noted by researcher Rebecca Lindsey, there 
was no official record inventory system implemented at 
The Met for instrument arrivals until 1906, when the 
museum-wide system was applied to the collection.¹⁷ 
Instruments were not named, and only the total number 
of acquisitions was registered by the committee. To give 
an idea of the scale of arrivals, in 1895, Brown acquired 
two hundred seventy-seven instruments. In 1896, two 
hundred seventy-eight instruments arrived at the 
museum, with an arrival rate of anything between one 
and forty-nine instruments per month.¹⁸ Brown was not 
the most assiduous archiver of her correspondence with 
her many contacts. As an example, The Met retains only 
eleven of Victor-Charles Mahillon’s letters to M. E. Brown, 
while the MIM of Brussels records ninety-five letters 
between the Belgian collector and the Browns (either 
M. E. Brown or Brown & Co., M. E. Brown’s husband’s 
company who arranged many of the instruments to be 
shipped to New York). The absence of accurate dating of 
musical instruments acquired between 1884 and 1906, 
combined with an incomplete correspondence archive, 

FIGURE 2 . 1902 Catalogue image of Case 83, featuring the goat-headed 
bagpipes and the Béchonnet bagpipes next to each other (bottom row, cen-
ter left and center right respectively).¹²
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means that tracing the provenance of instruments is at 
best difficult, and at worst impossible. 

Despite the lack of a systematic inventory of instru-
ments at The Met, the cataloguing work of Miss Frances 
Morris, the collection’s first hired curator, gives us some 
clues as to the chronology of some arrivals, especially 
when cross-referenced with Brown’s remaining corre-
spondence. In 1896, when she was first hired, Miss Morris 
undertook the task of re-numbering the instruments 
according to their musical family.¹⁹ Once this catalogu-
ing was completed, new arrivals were given higher num-
bers that did not follow the sequence of the initial 
cataloguing.²⁰ Most bagpipes, classified as wind instru-
ments, were numbered between 855 and 867, aside from 
a few exceptions; the reason some bagpipes were assigned 
numbers outside this range is unclear but may have to 
do with the non-European provenance of some instru-
ments. Higher acquisition numbers coincide with later 
arrivals. A set of eighteenth-century Northumbrian pipes 
sent in 1900 from London by Kohler, for example, was 
numbered 1294; a year later, the same company sent 
another set of Northumbrian pipes with keys, which was 
given the number 1512. In 1902, at least three identified 
bagpipes were sent to the museum: some Egyptian bag-
pipes on January 31 (2717), a French binioù (2730), and, 
on September 20, 1902, a bock from Nurnberg (2769). 
By 1904, the numbers were in the 3000s. It seems, then, 
that instruments numbered 855 to 867 were acquired or 
donated anytime between 1889 and 1897, including 
Drexel’s initial donation in 1885 (recognized in 1889 
after his death). The latest recorded arrival of a bagpipe 
in the 800s was a Scottish bagpipe, sent to Brown from 
Edinburgh upon the recommendation of Boosey, the 
Military Musical Instrument Factory in London. This 
instrument was sent late November 1897 and was num-
bered 863. This, then, means that the goat-headed bag-
pipe (866) arrived before Miss Morris had finalized the 
initial cataloguing exercise, which started in 1896 and 
finished as late as in 1900, if one is to go by the earliest 
identified non-consecutive item in the bagpipe category. 

Much like other museum catalogues of the period, 
the 1902 publication provides no information about the 
provenance of the instrument, nor does the instrument’s 
file. Who was its previous owner? Where did the instru-
ment come from? How much did it cost? Could it have 
arrived as early as 1896? I turned to Europe to find out 
more, and more specifically to Versailles, where a private 
collector had gathered an interesting collection of 
instruments.

A Transatlantic Odyssey

The interest in the goat-headed bagpipe and its striking 
appearance led it to be recognized in archival photos of 
the Eugène de Bricqueville collection, currently held by 
guitar makers and antique instrument dealers Françoise 
de Ridder and Daniel Sinier (Figure 3). Count Eugène de 
Bricqueville was an amateur, albeit erudite, instrument 
collector in France. He was especially interested in 
baroque instruments, and founded one of the first early 
music ensembles with period instruments.²¹ Amongst 
other things, he acquired a large collection of bagpipes 
and hurdy gurdies and wrote a monograph about the 
baroque musette, one of the first serious and well- 
researched accounts on the instrument. The goat-headed 
bagpipe was one of his prized pieces and featured in his 
1893 collection catalogue:

Bellows bagpipe (Cornemuse a soufflet)  
The bag is a skin with its hair, that is attached to a bloc of 
ebony featuring the head of the goat. The flute and small 
drone emerge from the mouth; the large drone, 71cm long, 
is on the opposite side, as is the blowpipe. All these parts 
are in ebony, garnished with numerous rings and ivory 
points.²²

His 1895 catalogue, created with the intention of selling 
his collection, features a much more succinct descrip-
tion: “a beautiful piece inlaid with ivory.” ²³ Interestingly, 
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this entry lists it as an instrument from the eighteenth 
century, a date that will remain with the instrument 
until later correction by instrument makers visiting The 
Met collection in the late twentieth century. 

So how did this unique piece travel from France to 
New York? The volume of instruments acquired by Brown 
in the 1880s and 1890s was made possible by dealings 
with specific individuals: collectors, friends, and dealers 
across the world. A person with whom both de Bricque-
ville and Brown communicated regularly was Victor- 
Charles Mahillon, founder and curator of the MIM in 
Brussels, then known as the Musée instrumental du Con-
servatoire Royal de Musique. From 1894 onwards, Brown 
and Mahillon not only bought instruments from each 
other, but also amicably carried out instrument exchanges 
when they had duplicates.²⁴ Brown helped Mahillon 
source specific Native American instruments, while 
Mahillon was instrumental in finding specimens that 

Brown lacked in her collection, such as a daff, an Etrus-
can horn, and, as we saw earlier, a French bagpipe:

I wish it were possible to obtain reproductions of some of 
the ancient lyres and harps of Assyria, Egypt and Greece – 
If at any time you should know of any thing of the kinds or 
of any interesting instruments for sale, will you be so good 
as to let me know. I am making every effort to procure 
some American Indian instruments for you, and as soon as 
I do, I will forward them to you – I think we have all the 
duplicates you mention except 339–372 and 445, but 
those we should like to have, hoping you will pardon my 
troubling you so much.²⁵

Eugène de Bricqueville and Mahillon also corresponded 
regularly between 1892 to 1909. De Bricqueville had a 
great deal of respect for Mahillon, who he considered to 
be “the only master” (le seul maître) in his field.²⁶ Over 

FIGURE 3 . Part of Eugène Bricqueville’s bagpipe and hurdy gurdy collection. The goat-headed bagpipe is 
in the top center of the image. Collection Sinier-Ridder/Montbel. Courtesy of Sinier-Ridder/Montbel.
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the years, the two men helped each other in the purchase 
of specific instruments such as a working clavichord (for 
de Bricqueville) or a spinet (for Mahillon). On April 8, 
1895, Bricqueville wrote to Victor-Charles Mahillon let-
ting him know that he wanted to sell his entire collection 
in order to buy an organ with two keyboards – a move he 
later bitterly regretted.²⁷ In order to facilitate this, de 
Bricqueville published an updated catalogue²⁸ and pho-
tographed his entire collection in the Spring of 1895.²⁹ 
He was adamant that his collection should not be sold  
in France but that it should find a home in Belgium or 
Germany for the total sum of 25,000 F.³⁰ On April 22 
1895, de Bricqueville responded to Mahillon’s answer; 
Mahillon seemed to have written about a museum  
in New York, a detail which was of great interest to 
de Bricqueville: 

Versailles, 22 April 1895

Dear Sir,

I would like to cordially thank you for the speed with 
which you gave me information about the sale of my col-
lection. The person who you mention and who is inter-
ested in founding a museum in New York, is it not Miss 
Jean Nelson, who is mentioned in the Echo Musical’s last 
issue? ³¹ This is a serious lead, and I will turn towards that 
direction. I would be infinitely obliged for you not to forget 
us, me and my instruments, if you were to see the person 
who you are alluding to.

As a post scriptum to this letter, de Bricqueville adds: 

I have just had all my instruments photographed in eight 
plates, sorted by family. It would be a pleasure to send you 
one of each if you judge this appropriate.³²

On June 10, 1895, de Bricqueville wrote to Mahillon 
again, recognizing the difficulty of selling the entirety of 
his collection. He offered the following: 

I am proposing to the Museum of Brussels, through your 
obliging intermediary, two pieces that have a serious 
value and that seem to be missing from your collection. It 
is a hurdy gurdy from the 17th century of an extremely rare 
model, and a cornemuse from Auvergne, both absolutely 
authentic. Would this do? I ask 500F for both.³³

De Bricqueville attached two photos to the letter, one of 
the hurdy gurdy and one of the bagpipe, which is unde-
niably our goat-headed instrument (Figure 4). Interest-
ingly, the photos seem to be cut out from the very same 
image found in the Sinier-Ridder archives, possibly dat-
ing this group image to 1895.

There is no trace of our bagpipe in the MIM archives. 
However, an instrument suspiciously similar to the hurdy 
gurdy portrayed in de Bricqueville’s letter is now in the 
Brussels MIM collection (nb. 3172). Curator Anne- 
Emmanuelle Ceulemans confirmed that this was indeed 
the same instrument which had gone through two resto-
ration campaigns, one before 1922 and in 1958, leading 
to small changes in its appearance.³⁴

FIGURE 4 . Page 3 of letter from de Bricqueville to Mahillon, June 
10, 1895, MIM Collection. ImageStudio © Royal Museums of Art 
and History, Brussels. 
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It seems that Mahillon may have been the crucial 
link between de Bricqueville and Mrs. Brown. June 10, 
1895, the very same day de Bricqueville drafted this let-
ter, Mr. and Mrs. Brown were in Brussels packing over 
fifty instruments to send to The Met in New York. Mahil-
lon most likely mentioned this instrument to the Browns, 
and the Browns might even have seen this letter in per-
son before heading back to the United States, taking with 
them de Bricqueville’s contact. 

Less than a month later, on July 8, 1895, de Bricque-
ville sent a receipt for 230F to Mrs. Brown in exchange 
for “une musette.” ³⁵ A month later, de Bricqueville wrote 
once more to thank Brown for sending over her book, 
Musical Instruments and Their Homes, which the Count 
promised to give “a place of honor in his library.” ³⁶ Their 
correspondence ends there, and de Bricqueville and 
Brown seem to have had no further communication. As 
a small anecdote, the Count seemed to have recognized 
Brown’s interest for curious instruments, and sent, with 
this musette, a miniature Italian zampogna (89.4.862). 
While no record of this exchange is noted in their corre-
spondence, the original catalogue card of the tiny bag-
pipe – which was probably from a Neapolitan creche – 
states that this instrument originally belonged to Eugène 
de Bricqueville.³⁷

Ongoing Theories About  
the Instrument’s Origin

But how did de Bricqueville himself acquire this instru-
ment? Here the trail runs cold in absence of a de Bricque-
ville epistolary archive. However, de Bricqueville’s 
catalogues as well as his letters to Mahillon could lead us 
to a theory. First of all, his 1895 letter to Mahillon describ-
ing the instrument demonstrates that he was aware that 
the bagpipe came from Auvergne.³⁸ Despite knowing 
this, no maker’s name appears in the letter, nor in the 
detailed catalogue descriptions, leading us to think that 
he did not know who made it. The misdating of the 

instrument to the eighteenth century, despite clear nine-
teenth-century aesthetics, very similar to the work devel-
oped by Joseph Béchonnet from 1875 onwards,³⁹ further 
supports the fact that de Bricqueville was unaware of the 
true origin of the instrument. The Count’s correspon-
dence with Mahillon confirms that he bought instru-
ments from antiquarians in Paris or from brokers in the 
rest of France who were constantly on the lookout for 
instruments:

Last week, I went round the antiquarians of Paris. Apart 
from my timpani I did not find anything; absolutely noth-
ing. The brokers that I know in Province and that let me 
know everything they find are quiet. We really are going to 
save some money! ⁴⁰

Following this, and given the highly lucrative business 
there was to be found in musical instrument dealing in 
the nineteenth century, one is reminded here of Francio-
lini, the Florentine antiquarian who built fakes and 
modified old instruments, arrested for fraud in 1909.⁴¹ It 
is highly likely that de Bricqueville bought this instru-
ment from an antiquarian who erroneously told him it 
was from the eighteenth century either out of ignorance 
or to increase the value of the sale, knowing the Count’s 
interest in period instruments.

The goat-headed bagpipe continued to intrigue 
researchers and instrument makers throughout the 
twentieth century, especially in the 1980s and 1990s, 
coinciding with the French folk music revival and inter-
est in instruments that gave an insight into past practices. 
In 1982, researcher Jean-François Chassaing, a specialist 
in bagpipes from central France, observed the instru-
ment from afar, using visual evidence provided by The 
Met’s catalogue images. He suggested that this could be a 
Béchonnet bagpipe rather than an eighteenth-century 
instrument and that “a simple examination would settle 
the question.” ⁴² The instrument’s file reveals that three 
individuals came to observe it, each leaving some notes 
about its potential origin. An unattributed note from 
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1983 remarked that the goat head is unique and that the 
instrument might be made by “Bisconel.”  ⁴³ This name is 
unknown in the world of central French bagpipes, and 
could be a misinterpretation of the name “Béchonnet.” 
Supporting this theory, renowned French bagpipe maker 
Bernard Blanc visited the museum in 1987 and identi-
fied it as a Béchonnet bagpipe, classifying it as such in his 
1987 study.⁴⁴ In 1989, the instrument was extensively 
measured by Casey Burns, an American flute maker who 
took an interest in bagpipe making. The last person to 
have commented on this bagpipe, according to its file, 
was British bagpipe maker Julian Goodacre in 1995. 
Goodacre had no patience for the outdated label stating 
that the instrument was made in the eighteenth century. 
Goodacre’s note in the archived files read as follows:

There is no excuse for claiming this to be eighteenth  
century – much is known about Joseph Béchonnet and this 
type of pipe which he developed at the end of the 19th cen-
tury and made into this century. This is a fine example of 
his excellent and flamboyant workmanship. I have never 
seen or heard of one with a carved head before.⁴⁵

Piper and researcher Eric Montbel was the latest to query 
after the origin of this mystery. He suggested that this 
could be the mystery bagpipe that Béchonnet wrote 
about to his friend, the instrument maker Pajot in Jen-
zat.⁴⁶ Made in 1886, Béchonnet called his instrument a 
“belle musette sans pareille” (unequalled beautiful 
musette).⁴⁷ He sold it for 130 francs to Daize from Gan-
nat and wrote that his “beautiful musette ... played at the 
cavalcade of Gannat. We will not see this type or work 
here, I can’t anymore, as my eyesight fails me.”  ⁴⁸

Another theory about the origin of this bagpipe 
could lie with the bagpipe maker P. Gaillard, active in the 
nineteenth century, who made bagpipes that were 
mainly showpieces. These often harked back to the pre- 
revolutionary musette baroque, and were mainly designed 
to be hung on walls or used as props in paintings.⁴⁹ Gail-
lard also designed a series of bagpipes with curious heads, 

including double dolphin heads, such as the one owned 
by The Met (89.4.864). However, these unusual and 
almost gargoyle-like animal heads were not unique pieces, 
and have been found in a variety of collections.⁵⁰ Also, 
the workmanship is, at first glance, very different. Finally, 
Gaillard signed most of his pieces, and the mark P. G. can 
be found on most of his instruments. 

A final theory we could put forward is that this is a 
composite instrument, assembled by an antiquarian or 
music instrument dealer, putting together bagpipes made 
by fine craftsmen such as Béchonnet with more imagina-
tive parts such as the goat head and the goat skin bag, 
with the intention of attracting a specific (and wealthy) 
clientele.⁵¹

Final Words

While the origin of the French goat-headed bagpipe is 
still somewhat of a mystery, we now have a clear picture 
of how it made its way from a French collector’s private 
home to The Met. The instrument’s journey reveals a web 
of international relations between private and museum 
collectors. Mutually supportive camaraderie and profes-
sional interests were created and maintained thanks to a 
thriving and cross-boundary trade and exchange market. 
In addition the collectors’ reliance on local brokers and 
antiquarians led to a highly lucrative, and at times fraud-
ulent, market for merchants and dealers. Having found 
its place in New York for over 100 years, the goat-headed 
bagpipe continues to delight and intrigue, revealing its 
secrets little by little as we admire its delicate and evoca-
tive features. 
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