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THESIS ABSTRACT

Jacob A. Mariani
Masters of Arts
School of Music and Dance
June 2014
Title: From Poet's Aid to Courtier's Pastime: Araxnation of the Shift in Visual Style
and Sounding Function of Italian Viols During therRissance

This thesis examines evidence of the earliest wol&aly. In light of recent
changes in perspective on the origins of the aliala da gamba, a new approach to
building historical models of the instrument is esgary. By using Castiglione’s
description of violas as a significant signpostave developed a clearer picture of the
early viola da gamba’s socio-musical context. Usimg context, along with my
experience as a luthier, | redefine the paramétgrghich we may interpret the
corresponding iconography of the instrument. Bgtieg the building techniques that
appear in iconography to our modern knowledge stfiment-making, | expose the
differences between building conceptions in the fdteenth and early sixteenth
centuries and those that stem from later “survivingtruments. Finally, by placing
historical models within the musical framework ¢diyssible repertoire, | reveal the

ingredients for an updated sense of sound andrpeaiface practice.
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CHAPTER |

CASTIGLIONE'S FOURVIOLE DA ARCO

‘Then signor Gaspar Pallavicino said: “There aenynkinds of music, vocal as well as
instrumental: therefore | should be pleased to hddach is the best kind of all and on
what occasion the Courtier ought to perform it.”
Messer Federico answered: “In my opinion, the rbesiutiful music is singing well and
in reading at sight and in fine style, but muchdxeisil cantare alla violg because
nearly all the sweetness is in the solo and we adefollow the fine style and the
melody with greater attention in that our earsrareoccupied with more than a single
voice, and it's better that you can discern evenglserror—this does not happen when
singing in a group, because one helps the othéraBave all for me is singing with the
viola for recitare, as this gives to the words a wonderful charmeffettiveness.
“All keyboard instruments are harmonious becausé ttonsonances are most perfect,
and they lend themselves to the performance of rtangs that fill the soul with
musical sweetness. And no less delightful is thsimaf fourviole da arcowhich is
most suave and artificial. The human voice givesmlmrnament and grace to all these
instruments, wherewith | deem it enough if our tiearbe acquainted (but the more he
excels in them the better).1”
“...and he will take his own age into account; heseatruly it is uncomfortable and
unseemly to see a man of any social standing, wiaibed, toothless, wrinkled, playing
with aviola in his armsand singing in the midst of a company of womernethough he

did a passable job, and this, because most ofrtteewhen singing one speaks of love,

! Baldassarre Castiglion€he Book of the Courtietrans. Charles S. Singleton (New York: Anchor Eso



and in old men love is a ridiculous thing; alb&itit sometimes seems that he enjoys—
amidst some others of his miracles—to excite ariglutefrozen hearts despite his ade.”

Il Libro del Cortegiano,1528

In this passage froih Libro del CortegianoBaldassarre Castiglione uses several
terms referring to a bowed string instrument usgdbth vocal accompaniment and
instrumental ensemble performance. In 1508 Castiglbegan writing his guide to
courtly life in Urbino, a lively center of both migal and literary arts, and after its
publication in 1528l Libro del Cortegianavas widely read and translated. With this
passage he captured a shift in musical performancentemporary Italian courts,
drawing attention to the development of the harmosinstrumental consort in contrast
to the “older” style of accompanying a singer oepwith a single instrument. The
development of the viola da gamba in Italy straddhes shift in musical taste, and
corresponded with the rising preference for farsibé similar instruments and published
music intended for instrumental groups. By the nadd the sixteenth century, the
fashionable viola da gamba had swept all majoeidind courts. Evidence of its vogue is
found in paintings showing its use and in writt@twiments that attest to its novelty.
There was also an increase in published tutorth®owiola da gamba, and to provide
instruments for the hopeful musicians using thersjtcenters dithier activity turned
their attention to manufacturing them. However lkaew little for certain about the
actual design and construction of instruments siscthose Castiglione spoke of, and

until recently the origins of the early viola dangaa were fiercely debated. How were

2 Translation mine.



Castiglione’s ‘viole da arco’ related to the violds gamba of the later sixteenth century?
How were they related to the instruments that chefere them?

In line with the most recent investigations basedoonography, organology and
musical sources, one can discern some answersge tluestions as they relate to the
viol of late-fifteenth and sixteenth-century ItaBy situating my research in that
intersection of organological sources and the tbgla/hich we create actual
performance, | will propose a set of criteria fonstructing instruments that share the
aesthetic goals of the early sixteenth centuryessmbed by Castiglione. This process
demands a critique of studies whose interpretatdmnise viol are historically implausible
and a return to the sources of the period.

In the last three decades the creation of periosicalinstruments has continued
to evolve alongside discoveries in organologye&dfthat uses both iconographic and
literary sources to build the functional foundas@f current performance practices. Yet,
while much has been written generally about theohysof the viol and its origins, few
scholars have dealt in depth with the sixteenttitogritalian viola da gamba. Compared
to the resources for the study of seventeenth-eagitteenth-century instruments, the lack
of instruments from earlier centuries has hindeféokrts to create more historically
accurate reproductions. Another barrier to concding sixteenth-century viols is the
overwhelming presence of instruments built bynflermed luthiers. It has always been
the goal of makers to satisfy the interests ofrthatrons, whether or not those interests
correspond to information gathered through rigotmstorical criticism. Unfortunately,
there are no extant and reliable examples of txaeenth-century violas da gamba. In

the absence of facts, luthidrave built too many models of these instrumentsdas



false information. Furthermore, unless questioas tise from scholarship are physically
tested, our notions of possible performance optaktypes of sounds will remain
doubtful or entirely detached from our current twistal narrative. Therefore, | propose
an approach to developing a more historically aafigtedconception of these
sixteenth-century bowed string instruments, antkarer picture of what the early viol's
physical nature might mean to today’s performerR@haissance repertoires.

The sixteenth-century viola da gamba was not stalimtd; many different
shapes and styles appear in iconography of theghdtihas been primarily understood
as a consort instrument, that is, a familial instent-type, much like its relative the
violin family, both of which vary in shape and s&ecording to the principle of
overlapping tessiture. It is commonly held that¥iea da gambappeared at the end of
the fifteenth century, and since then it continpditveloped according to changing
Renaissance and Baroque aesthetic standards.efmhéuviol” refers to any bowed-string
instrument that is played vertically, either on kmees or held between the legs, and that
has a fingerboard divided by frets. The tuning sob® of viols are usually identical to
those of lutes except in situations of scordatilvat, is, six strings tuned to intervals of
AN4™M-3.4"_4" 3 These pitch ranges are thought to corresponcetedbal ranges
present in Renaissance polyphony, and it couldsberaed that the instruments were
developed according to that convention. Four comsipes, treble or soprano, alto,

tenor, and bass, would have been used to satsfyahsort model. However, artistic and

3Some viols had less than six strings, and thergf@éuning scheme would have been different frois t
standard. Certain early treatises that contairrim&ion on lutes, such as Johannes TinctobBgs
inventione et usu music&e 1480), could provide clues to how viols withdekan six strings could be
tuned.



functional variation in the shapes of the earlylagoda gamba was great, and so there
may have been a wide variety of sounding charatitesibetween individual models.

The music with which the early viol is most commpassociated includes
consort music and solo repertoire. Peter Holmarekpesed the potential relationship to
the late fifteenth-century Italian ‘songs withoubngs’ repertory with the arrival of the
viol in Isabella d’Este’s court. It follows thatdlffrottola, Isabella’s indigenous Mantuan
polyphonic genre, may have been specifically depedcfor viols? Practically any vocal
polyphony could be played by a consort of violgJuding the five- and six-part
chansons of Josquin and his contemporaries, wioicteBmes had a range of more than
three octaves. By the mid-sixteenth century, tiodavila gamba had developed to the
point that virtuoso performers were using it forigslion playing, elaboratpassaggiand
the single-line adaptations of polyphonic worksplayingalla bastarda This is
reflected in the tutors of Silvestro Ganassi (15&) Diego Ortiz (1553), which are
devoted to advanced techniques for playeaercate, glossasandclausulae

The viol was not the only stringed instrument toeige attention in the late
fifteenth and sixteenth centuries. The poet’s fooaccompaniment, the fiddle or viella,
developed into théra da bracciq and the lute also underwent many changes. Thakrr
of thevihuela de manoorvihuelg in Italy from Spain may well have affected the
development of the viola da gamba; of course tkeréisn that the viol was actually
descended from the Spanish instrument has beeouiiuly exhaustetWithout

exploring the relationships between these instrurfaanilies, we would be left to

* Peter HolmanFour and Twenty Fiddlers: The Violin at the Engli8burt, 1540-169¢Oxford:
Clarendon Press, 1993), 16.

°lan Woodfield, The Early History of the VidiCambridge: Cambridge University Press, 1984)s i
Woodfield’s central thesis.



wonder about many specific innovations that hawatimplications. For instance, the
addition of lower courses to the Renaissance late mecessitated by the increasing
range of its repertoire. Similarly, the transformoatof the Trecento fiddle into the lira da
braccio occurred according to the instrument’s lwaniarole for formulaic songs and
declamation. The Italian viol was born into thivieanment of rapid innovations and
experiments, inhabiting a musical space close baetsdtringed cousins, yet being
uniquely suited to the latest repertoire.

Little has been published concerning the way imsént makers innovated upon
physical forms of fiddles or liras, or about thagens why they carried some
characteristics from the older instrument intolbéding process of the new ones.
Several relevant issues remain to be addressedeteefdear understanding of the
construction and sound qualities of the sixteemthtery viola da gamba can be reached.
How did the Trecento fiddle or viella change ageaveloped into the lira? Why were
these instruments displaced by consorts or fanoliésstruments with varying tessiture?
Which features of the earlier instruments wereimethas new ones arrived? What
features were eliminated, and why? Are the physrealsformations of instruments
analogous to the development of improvised gemtesgublished consort music?
Contrasting this model of professional performawaé the amateur practice of playing
in consort should provide valuable insight into #aely viola da gamba’s distinctive
characteristicsAddressing the questions listed above and applyiegnformation
gained from them to the practice of lutherie is¢batral task of my project.

Working from a luthier’'s conceptual models and mgraphical sources, my

research will present an idea of the sixteenthtogntiola da gamba that will aid our



understanding of its use in Italian music. | skeathmine the early history of the
instrument in relationship to the iconography inetht appears, and combine these
findings with the way images might be interpretederms of modern experimental
lutherie. By identifying and scrutinizing the mostevant examples of instruments
depicted in paintings, | will be able to extrapelatylistic conventions, plausible building
methods, and ultimately the function of the instemmts’ physical structures. From there, |
will provide information on internal structural dogurations such as bracings, blocks,
and the sound-post, as well as external set-uprsetiesuch as bowing geometry, bridge
style, and the degree of bridge/fingerboard cumeatGonsidering the stylistic features of
these elements, | will outline the process of catsing an instrument, taking into
account personal insights from my own experienddstorically-oriented lutherie. If
successfully interpreted, the information gathdrech these sources should yield a better
conceptual model of the early viol that will cobtrite to our current understanding of
sixteenth-century string playing, and to the higtofr stringed instruments in general.
Early twentieth-century scholarship on viols aneitidevelopment tended to
focus on the supposed contribution of the viohi® violin family, treating it as a
primitive ancestor. In the 1970s, this approach sxasturned, and a search for the viol's
origin and its relationship to Renaissance musgaheOnce it was realized that the viol
was not the parent of the violin, scholars beganeat it as a “bowed guitar” that had its
roots in the Middle Ages. Not until 1984 was thesjfor arEarly History of the Viol
attempted, when lan Woodfield published his infliedrbook. Until recently, Woodfield
has been the most widely read and quoted scholtreosubject of Renaissance violas da

gamba. Woodfield distanced himself from earlieratatship by arguing against the



historical connection between medieval and Renatgssiols, and by providing instead
a point of introduction in the form of the fifted@rtentury Valencianihuela de arco
Subsequent authors have treated Woodfield's the®authoritative, including Annette
Otterstedt inThe Viol: History of an Instrumeti2002), and so have the many
contributors to thé&roceedings of the International Symposium ontidleah Viola da
Gamba(2002), an important collection of articles editgdChristophe Coin and Susan
Orlando.

Recently, Stefano Pio has challenged the long-helidn of the Italian viola da
gamba’s Spanish ancestry in his baakteria Veneziana 1490-1632011),
reconnecting the Venetian schools with the medigdédle and the lira da braccio.
Exploring a great deal of iconography, artifacts] ¢he historical records of the various
mercers’ guilds calle@orporazioni dei Marzenn Venice—to which instrument makers
belonged—Pio has established a very convincing @cion between fifteenth-century
Venetian lutherie and the general rise of violagamba in the sixteenth centdrin his
description of a probable origin for the instrumignttaly, Pio relies upon the economic
realities of Venice and other centers of craftsrhgmand commerce, inspecting relevant
artwork on the basis of available records of memthacraftsmen, and their patrons. Pio
proposes that the rapid innovations in the phystralctures of bowed instruments in the
late fifteenth century were precipitated by theoght organization of Venetian luthier
guilds. Working to meet the increasing desire okival patrons for larger instruments
with lower ranges, Venetian luthiers broadenedydmaut of available bowed string

types, and set the standard for tastes in the@ments in adjacent cities and courts.

® Stefano PioViol and lute makers of Venice 1490-1§8@nice: Venice Research, 2011), 23.



Pio’s research has significantly altered the curl@mdscape of organological inquiry
into bowed string instruments. His methodology mlehs have been fundamentally
important and inspiring for my research, particiylarith regards to the effect of
Venetian innovations on the broader culture ofédathand music in the Italian peninsula.
In terms of historical approaches to building véotia gamba, it seems that the Venetians
pioneered the first modes of mass-production, wmegblved stockpiling materials in
large quantities, and assembling the instrumerntsreing to guild standardslt follows
that once these new, more efficient techniquesheshthe market of patrons and
performers, the culture of bowed string instrumantding throughout Italy had to adjust
to the shifting trend. If true, a distinct visuatference should be present in the paintings
produced during this period of rapid innovation.

In Four and Twenty Fiddlerdeter Holman explores in depth the social cordéxt
sixteenth-century string playing, commenting ondahgins of the stringed consort,
Isabella d’Este’s role in the construction of instients, and the significance of the
frottola in the development of the consort genres. WillRmnzer's (1982) article on the
correspondences between Isabella d’Este and Venattaer Lorenzo da Pavia sheds
light on patron-craftsman relationships in the kdteenth century, and offers a social
context for the creation of new instrumefitkon Banks has explored tmstrumental
Consort Repertory of the Late Fifteenth Centexamining the evidence for the use of

instruments in available musical souré&anks also comments upon hypothetical

" This does not mean that there was standardizatimmgst models. The variety of instrument shapes
appearing in Northern Italian paintings is wide.

8 William F. Prizer, “Isabella d'Este and LorenzoRtvia, ‘Master Instrument-Maker'Early Music
History 2 (1982): 87-118.

® Jon BanksThe Instrumental Consort Repertory of the LatecEifith CenturyAldershot: Ashgate, 2006).
9



contexts in which instruments could have been usesh if that meant adding to an
established vocal genre. His research has proyadddrmers and other researchers with
a framework within which they can incorporate onceive of instruments in a pre-
sixteenth-century polyphonic setting. A wealthm@brmation is available on genre, style,
and the functionality of viols after 1500, suchtlas use of the viola da gamba as a solo
instrument, or theiola bastarda Silvestro GanassiBegola Ruberting1542) and Diego
Ortiz’s Trattado de Glosagl553) serve as foundational sources for the \ia$s as it
coalesced into its “classic” shape and accumulidde@putation as a viable solo
instrument.

| agree withStefano Pio’s thesis of Italian origin for the \@ala gamba, as well
as with Peter Holman'’s interpretation of the frtztas the first genre likely developed for
viol consorts. The expansion of improvised pracinte the consort music of the frottola
was facilitated through instruments conceived i most economical adaptations
compared to their predecessors. In terms of dradtearly viola da gambaasa stylistic
extension of earlier fiddles and liras da brac€ioe viola da gamba differed from these
instruments only as far as published consort misicanded, which involved above all a
broad expansion of tessitura. Altering the fiddiéira model to accommodate more sizes
presented subtle challenges to the architectutieeofiew instruments, and the limitations
of materials'® resulted in many different experiments by sepaseal®ols of lutherie. My
exploration will clarify this concept with contindelocumentation of this period of
experimentation as it appears in artwork, and esates to sixteenth-century musical

practice.

strength, weight, type of wood, etc.
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| will not be examining “extant” instruments, sinitdéas been shown that
surviving examples have not escaped alteratibos.often, observations about the
physical nature of the early Italian viola da garhbse been based upon surviving
examples that cannot be proven to be from theesmttecentury. Numerous
reconstructions have been made from schematic dgavaf notoriously false extant
instruments, as well as after pseudo-scientificrerations of those examples with the
extrapolation of significant geometries and projpmig as a goal. Such dubious materials
are regularly used in academic and performance@mwients, specifically the articles on
the historical construction and re-constructiofiesttant” Venetian viols by lan Harwood
and Martin Edmunds} *2as well as Kevin Coates’ attempt atady of the Use and
Aesthetic Significance of Geometry and NumericalpBrtion in the Design of European
Bowed and Plucked String Instrume(885)** While some information about real
sixteenth-century bowed instruments is available—ef@mple in the volum&/hen
Angels Make Musi2005) on the perfectly preserved instrumentsienGathedral of
Freiberg (Saxony)—the most realistic basis forrjprteting extant instruments is the one
presented by Karel Moens. He affirms that no boimsttument, even if consisting of
parts fashioned in the sixteenth century, can toestworthy primary source in its

entirety’* However, some isolated attempts at experimentiaétie based on detailed

Yan Harwood and Martin Edmunds, “Reconstructing&irth-Century Venetian ViolsEarly Music6
(1978): 519-525.

:an Harwood, “An Introduction to Renaissance VibBarly Music2 (1974): 234-246.

13 evin CoatesGeometry, Proportion, and the Art of Lutherie: At of the Use and Aesthetic
Significance of Geometry and Numerical Proportiorihe Design of European Bowed and Plucked String
Instruments in the Sixteenth, Seventeenth, anddgigth CenturiegOxford: Clarendon Press, 1985).

14 arel Moens, “Problems of authenticity in sixteentmtury Italian viols and the Brussels collectiam”
The Italian Viola da GambéSolignac: Ensemble baroque de Limoges, 20021 19%-

11



scrutiny of iconographic sources have produced iommg results; for instance, a
successful interpretation of the viols in the famaltarpiece by Lorenzo Costa (1497)
was carried out by students at West Dean Coltegmgaging with sixteenth-century
viols by creating “style copies” from iconograplsiaurces eliminates the problem of
information added to our knowledge by luthiersaiél centuries, and creates a more
direct dialogue with our visual and sonic history.

The following chapter presents my model of challegghese perspectives,
which begins with the twelfth-centusella. Since the origin of Italian violas da gamba
can be connected with medieval bowed strings, loggghe potential avenues by which
the Trecento fiddle came into being, and how tlauies of that instrument might have
informed the earliest viols and lira-type instrurtseof the Italian peninsula. This
historical model is different from the currentlycapted theory, but is a further
development in the research and a departure fromdfiédd’s thesis as well as from the
many ahistorical attempts to portray the earliestag da gamba as heralding the ‘classic’
Baroque type of later centuries. Since StefandhBsopened the door to examining the
Italian origins of sixteenth-century violas da ganthe conversation can and should be
initiated.

In Chapter Ill, | examine iconographical sourcdates to the viola da gamba’s
origin. It is my assertion that images can provide andthkito instruments of earlier
eras, as they contain visual information on theedores for their construction and
design. Based on my experience as a luthier, Irbesthe techniques that would have

been most likely employed to fabricate certain elpts of Trecento fiddles, liras da

*Roger Rose, “Artistic LicenseThe Strad (May 2002).
12



braccio, and viols. | have explored the large cerpliiconography related to these
instruments, and have selected images that, inpmyam, are depicted in a way that
shows at least basic organological understandiriigeopainter, so that they become
useful and relevant to the most salient concepbading techniques as they relate to
my central points of discussion. These iconograpbigces are important models to
guide our experiments in creating relevant andhistlly representative instruments.

Chapter IV explores the repertoire that would §keave been supported by the
instruments discussed in the previous chaptetatids to reason that any change in the
current organological landscape should have armtedfe our perception of performance
practice and choices of repertoire. Conceptualigdy viols by means of consulting
relevant iconography should ultimately yield a reat of tools for interpreting available
sixteenth-century repertoire, and should dramadyidabaden our palette of historically
relevant sounds. Since the accepted origin of thla da gamba has shifted in light of
recent organological research, the history of bostddgs has therefore changed, and is
in need of new explorations to reconcile histors@lrces with modern understanding.
By focusing on the varied construction techniquneg are the result of the functional
shift from medieval fiddles to lira da braccio inshents to violas da gamba, we may
arrive at new models of construction that serventywirst century performance

practices.

13



CHAPTER I
EARLY HISTORY OF THE VIOL

Did the viol originate in Spain or elsewhere? Acliog to lan Woodfield, the
Aragoneserihuela de arcavas a likely candidate for the historical instrurntnat
spawned a new school of lutherie in It8)yAfter the Spanish had applied the Moorish
rebab’s bow to flat-bridged guitar-likehuelas de mandhe Italians theoretically were
the ones who transformed the instrument into a evfaohily of different sizes, each
capable of bowing individual notes across a garhat teast three octaves. This
presumed connection to thkiduela de arcand early Spanish origin has been recently
challenged by Stefano Pio. Citing pictorial evidefrom Italian paintings of the period,
Pio shows that the vihuela’s introduction intoyited contemporaneous with the
appearance of viols in Italian art. While the inlwotion of thevihuela de arcan Italy
and its supposed arrival in Northern Italian cowés related to the papacy of Alexander
VI (Rodrigo Borgia, 1492-1503), there was not neaey a connection between the
musical culture of the Spanish instrument and #réest development of the viol. It
would seem, therefore, that Italian luthiers haerbproducing viols prior to the arrival of
the Spanish vihuela. Pio points instead to anatadirigin for the viola da gamba, and one

that is linked to the medieval fiddle, referredbtoPio asvioletta'’

%lan Woodfield, The Early History of the ViqiCambridge Univ. Press, Cambridge, 1984).

PioViol and lute makers55.The terms used to describe fiddles were rixed, and sometimes used to
describe other instruments as well, such as I@egano Pio states that by the sixteenth centheytdrms
viola, violone andviolettawere the ones used in Venice. The term “viola'idated an instrument of
medium size, fitted with four to seven strings luged instruments that could be playedraccioor a
gamba with a range of alto/tenor. The term “violoriatlicated a viola of large size with four to sixisgs,
played vertically, with a bass range. The term fafti@” indicated a small viola with three to fivigisgs in
the soprano range. For this discussion, | willrédemedieval fiddles as viellas, based on Jeroene d
Moravia’'s term. For Italian viols, | will use thertm “violas da gamba,” and for describing these
instruments in a general sense, | will use “viokspecially for those outside of Italy.
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Thus, it is necessary to explore the origins ofvileéin relation to its ancestry in
medieval bowed strings. If viols are related talfes, then understanding how fiddles
were constructed may inform us about the earlrastittons of lutherie during the
Renaissance, and serve as a structural framewonkhimp we can evaluate features of
later instruments. In this chapter, | will be expig the few sources that relate to the
medieval fiddle, and will connect the history oatlnstrument with the earliest viols in
Italy. Once this history has been narrated, | siiblore the features and uses of violas da
gamba in terms of their novelty and musical-cultsignificance. Part of this discussion
will be focused upon the adjacent developmentstesland liras da braccio, since these
instruments are indispensably linked to viols. Biablishing a new history for the
introduction of the viola da gamba into Italian Resance culture, we may begin to
understand the instrument in terms of its phygieality, instead of considering it a
vague and cursory antecedent to the “classic”unstint of Baroque fame.

The use of the fiddle, asiella, was ubiquitous in medieval Europe. It was the
accompanying force par excellence of the twelfthtaey troubadours, and found a
permanent home in Trecento and Quattrocento Itakamts. We know that fiddlers
could be of any social stratum, and aside fromaguaring all types of secular music, they
even made appearances in churches. A specifiofable professional minstrel was to
enrich liturgical dramas, and accompany royal mdateng which epic poetry was often
sung. Fiddles were particularly useful for embalig monophonic song with drones or
organum, or for providing instrumental interludesvibeen sung versé$They were also

the best instruments for leading dances.

BMary Remnant, “Fiddle.Grove Music OnlineOxford Music OnlineOxford University Press, accessed
June 1, 2013, http://www.oxfordmusiconline.com/sultier/article/grove/music/09596.
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The ambiguity of phenomenological traits of mediemnatruments is the result of
our lack of artifacts from the period. Although ssimportant organological findings can
be added to our collection of knowledge on medieva Renaissance bowed strings, we
are in the dark when it comes to true sources g$iphl detail. In the Middle Ages, much
of the visual art in which fiddles appear was netamt to be interpreted realistically, and
must be analyzed with care. Furthermore, the ofdfitherie was not being pursued at
the same professional level as it was during theaRBeance, and it is likely that many
instruments were made by general woodworkers ar theeplayers themselves.
Economy, rather than sophisticated artistry, maly naase been the norm for the tools of
this trade. We can draw some conclusions abouthlgsical realities of medieval fiddles
or viellas, first by studying sculptural depictiotisen by collecting details from paintings
and illuminations, and finally by comparing theseour few written descriptions.
Semblances of fiddles are preserved in sculptuneany prominent European medieval
centers, among them the Cathedral of Santiago dgpGstela, Lincoln Cathedral,
Chartres, and the Strasbourg and Angers cathe@aise of them survive in remarkable

detail (Fig.1).
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Figure 1: Sculpture of a fiddle on the exteriotlod Chartres Cathedral (twelfth
century)?®

Generally speaking, fiddles were shoulder-heldugiiosome depictions show or
suggest an instrument played vertically, held obeiween the knees. They had necks
and fingerboards separated from the body abovehathie strings passed, but they were
not always raised above the plane of the instruiséopw. Most fiddles were shown with
a bridge, and in cases where one is not discermldeshould assume that the artist
neglected that detail, or that the bridge and ied were actually connectéliThe

tuning pegs were inserted at the front or back ftdtgpegbox; however, the presence of a

Photograph in a private collection.

20 Mary Remnant, “Fiddle.Oxford Music Online
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nut is uncertain before the fourteenth cenfdr$ound-holes were carved into the
instrument’s top, usually in symmetrical pairs.deb were often waisted, or indented to
allow greater freedom of the bow, but this wasuraversal or even normative. The
greatest variable of these instruments was thapehwe can only confirm generalities
as to their formal outlines. However, each featuas stylized according to regional
preference and the typical decorations of thattiona

Two thirteenth-century treatises confirm certainwentions for amateur players
of the viella in Parig? At that time Paris was a great cultural hub aradifieed
prominently in the diffusion of musical theory atagte, and would have been
responsible for many developments in instrument&ttces occurring in other centers of
learning. Jerome de Moravialsactatus de Musicéc. 1280-1300) and Johannes de
Grocheio’sDe Musica(c.1300) contain detailed information on what typé& music the
viella could be used for, as well as instructiomsdlaying that instrument. Although
Grocheio’s treatise is not a tutor for the vieltaaay other instrument, it does contain a
section devoted to explaining which types of mase suited to the instrument. He states
that one can discern all musical forms more précise the viella, including theantus
andcantileng thecantus coronatyswvhich was a composed song that was fit to be
performed for royalty, and those forms “without sy’ theductiaandstantipes’
Therefore, the viella could be used for any monophgenre associated with the “lay

public” and was prized for its ability to emulateethuman voice.

“Christopher Page, “An Aspect of Medieval Fiddle €muction.”Early Music2 (1974): 166-167.

| do not use the termmateurto mean poorly trained, but distinguish the musacdivities of nobility
from those oprofessionaminstrels.

ZChristopher Page, “Johannes De Grocheio on Seblaic: a Corrected Text and a New
Translation.”Plainsong and Medieval Mus&(1993): 31.
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Jerome de Moravia'$ractatuscontains the earliest example of a text intended fo
students of theiella andrubeba®* Jerome writes about the practicalities of studyhrey
viella, provides a tuning scheme, and offers sodwica on advanced playing techniques.
For Jerome, the instrument must have five strings,of them being lourdon(drone
string), situated outside the fingerboard. In therd that the music to be performed
required the use of all five strings, all string®sld pass over the fingerbodrdlo
complement the tuning scheme, Jerome tells higeredww to place their fingers; this
positioning reveals a diatonic sequence, and neaveives any notes outside of the
Guidonian hand® But most importantly, th&ractatusreveals broad cultural
implications for the use of bowed strings as comiyatilized in the thirteenth century.
Jerome placed the performing tradition of bowenhgtnstruments within the conceptual
range ofmusica artificialis thereby aligning it securely within the culturietioe literate,
educated elite—an elaboration upon the generalessagntioned by Grocheio. The
viella, therefore, was associated with all walksifef used by courtiers and academics
whom Jerome would have considered his peers, amtteytainers who practiced more
diverse forms, whom Johannes de Grocheio admired.

The process by which the viella and its performasmerentions took hold of
Italian courts is connected to the great cultuxahange occurring over the Alps. The
French Ars Nova era and the Italian Trecento wereds of great transformations in

secular musical forms, several having arrived irtheyn Italy as the troubadours fled

#Christopher Page, “Jerome of Moravia on the RulzetoaViella.” The Galpin Society JournaR (1979):
77-98.

page, “Moravia,” 91.
*|bidem, 95.
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from the Albigensian crusade of the thirteenth gentlt is known that the exchange of
Provencal culture in Northern Italian courts hddray and traceable history leading to
the flowering of Trecento secular song, a procgsstich many long-standing
troubadour practices were absorbed into the nétlian musical identity. The court of
Monferrato was the earliest point of contact fogrant Provencal poets and musicians
such as Raimbaut de Vaqueiras—composer of the faKalenda Maia—who
emigrated there in 1197 Verona became the Italian center for collecting empying
Provencal poetry soon after, thereby usheringlang period of Occitan literacy for the
Trecento courts. This contact was further bolsténethe refugees of the Albingensian
Crusade (1209-1255), as well as the unavoidabteralilexchange resulting from the
relocation of the Holy See to Avignon from 130918772 Since the earliest treatises on
the viella were contemporary with this new peridciistic sharing, the performance
indications preserved in them could apply to theteenth-century Italian fiddle as well.
From the beginning of the Trecento onward, the agpee of the viella in Italian
artwork is abundant, characterized by depictiongsesformances in both secular and
sacred spaces.

During the Trecento, it seems that stringed insémwits from both sides of the
Alps shared structures and visual features. Thetilmm of stringed instruments in
Northern Italian Trecento courts had also becormélai to the practice described in

Jerome’slractatus According to Richard Taruskin, this process dfumal exchange

2’r, Alberto GalloMusic in the Castle: Troubadours, Books, and Oraiarltalian Courts of the
Thirteenth, Fourteenth, and Fifteenth Centuri€hicago: University of Chicago Press, 1995) The
Provencaux in Italy.

BMarco Gozzi, “The Trecento,” ifithe Cambridge Companion to Medieval Myg611), 136.
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was reflected in the emergence of Italian Trecsntoy genres, a repertory relatec
common ancestry to contemporary French chansoitioras>® He cites a miniature
the three eminent madrigali*® of the Trecento in a Bolognesghl treatise as furth
evidence of this connection of native sonwoltremontancstyle: Giovanni de Casci
Maestro Piero, and Jacopo da Bologna, who aréaakéd by a depiction of Arna
Daniel, a twelftheentury troubadour (Fig. 2). In this piclal rendering, Giovanni |
playing a viella, suggesting that these famougaltainasters performed their own sol
in the same manner as the troubadours who haddyraxcthern Italian courts in tt
generations before them. Giovanni de Cascia, Ma€3&0, and Jacopo da Bolog
served the same two courts in the mid 1—the Visconti court in Milan and the Sc
court in Verona® Through the absorption of ultramontane performashfons, the viell

came to be used by composers performers of art song south of the Alps.

Figure 2 The three madrigalists and Arnaut Daniel. (Tams®xford, Vol. 1: 352

% Richard Taruskin, Taruskiifhe Oxford History of Western Music(Oxford: Oxford University Pres
2005): 352.

¥Madrigal, according to Taruskin’s translation literally ms “a song in the mother tongu

*"Taruskin,Oxford History 1,352



The cross-influence of French and Italian music stdlsincreasing as the
fourteenth century came to a close. By the begmoirthe fifteenth century, composers,
instruments, manuscripts, and musical style hadrbedully mobile, creating a pan-
cultural awareness and literacy for all cities aodrts that supported art music. The
addition of bowed string instruments to vocal pblgpy was commonplace throughout
the fifteenth century, yet we have no complete m@od an instrumental consort genre
that mirrored vocal practices until the turn of #iteenth century? Nevertheless there
is significant evidence of “songs-without-wordsdrin the last quarter of the fifteenth
century, a genre that attracted the compositialahts of Josquin des Prez and Heinrich
Isaac, and utilized a variety of instrumetitét has also been proposed that several
apparent vocal compositions might actually havenbetended for instrumental
performance even though text was present. Accordidgn Banks, the appearance of
ensemble pieces that demanded highly-extendedsarageges that challenged what
would normally be expected of the human voice, sgbe possibility of performance
upon instruments such as the lute, which couldmocecodate them “without any undue
technical difficulty or special pleading®The fiddle or viol was also capable of these
extended ranges, and had the added feature oitéenéinstain, especially in tessituras that
are characteristically weak for voices or wind fiastents. But stringed instruments that

could accommodate such wide ranges were not indevernight—their development

32Banks,The Instrumental Consort RepertpBy7.
% Holman,Four and Twenty Fiddlersl3.

#Jon Banks|nstrumental Consort Repertorg6.
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happened slowly according to the increasingly cexplolyphonic lines of the fifteenth
century, and through several adjacent musical idiom

While stringed instruments were added to and usepdrforming existing
polyphony, the reduction of polyphony onto singistruments was a conventional
practice. The evolution of the lute and bowed unsients in the second half of the
fifteenth century can be largely attributed to thalitation of this practice. Before 1500,
the instrumental duet was an especially commonigordtion, with one player
performing a tenor line, and the other improvisamgupper voic&> The improvised
upper voice may have been pieced together frormttsd important motions of superius
or countertenor voices from sung motets or polyphohansons, but was largely an
improvisatory task. An impression of this type afeaamporaneous performance practice
survives in the music of theodex Faenzawhich, although thought to be intended for
keyboard, could easily have been arranged for atlsétumental configuratior.
Tinctoris describes hearing a bicinium performedviay violetta players in Bruges—one
player improvising an upper line while another pldya known cantus firmds.

By the last quarter of the fifteenth century, segistruments were providing
chordal accompaniment for poets in both public aolle circles. By then Italians had
developed their own class of virtuoso poet-musgidmeimprovvisatorj who often

utilized the violetta, lira da braccio, or the late a proto-continuo instrument to

*Andreas SchlegeDie Laute in EuropgManziken: The Lute Corner, 200%8. Tinctoris also describes
this type of improvisatory reduction.

%Crawford Young, Martin Kirnbauer, and Thomas Dreschrithe Lautentabulaturen im Faksimile: Early
Lute Tablatures in Facsimil@Vinterthur: Amadeus, 2003).Young posits that@lifh theCodex Faenza
was specifically written for organ, the music coméa therein could be performed on a number of
instruments, including the lute, and the practiself was not limited to the organ.

3"Pio, Viol and lute makers of Venic49.
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accompany their formulaic lyric§.Although reduction of complex polyphony on thelir
da braccio was possible, it would not have beey aaccomplish with its fixed drone
strings that could not be fingered. The use of dabaccompaniment in formulaic songs
was more likely. An impression of this style of ylag is documented in one written
source, the Pesaro Manuscript (c.1490-1511) whashbleen examined in depth by
Crawford Young. It is the earliest surviving mamysicwith a substantial body of lute
music, and it also contains a tablature for sevgneglira da braccio—&omanesca-

and a fragment of RBassamezzavyhich are the only surviving pieces specifically
intended for that instrumenit.The majority of the compositions in the Pesaro isnipt
are chordal settings of tenors of populassadanzea genre of dance music that was
strongly associated with the Burgundian court. Tifaepieces from the Pesaro fragment
reveal that the instrument was capable of playiipdet and quadruple-stopped chords

with melodic flourishes in the upper voice (Fig. 3)

%james HaaEssays on ltalian Poetry and Music During the Resaice, 1350-160@erkeley,
University of California Press, 1986), 83. Haauadly traces thémprovvisatoriback to the mid-
fourteenth century, but we know little of their nusd accompaniment traditions from before the tiea
braccio.

%crawford YoungEarly Lute Tablatures in Facsimild43.
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Figure 3: Romanesca for Lira from the Pesaro Manipisg-PESo 1144, p.174)

etc

Along with providing chordal accompaniment, lutégigere able to
accommodate many lines on a single instrumenthEuriore, the continued popularity
of the duet and the interplay between bowed anckeldiinstruments within this genre
may be responsible for the creation of the loweacew viols. Johannes Tinctoris wrote in
his de Inventionéc1470) that lutenists were playing up to fouesirat oncé! It must be
remembered that the lute at this time only had divsix courses, with a tuning of 4
4"-3"94"_4" hetween them, according to Tinctoris. Comparettiéarange of the viella
described by Jerome de Moravia two centuries eathies is a considerable extension of
the lower register, yet additional courses wouldehlaeen necessary for the

accommodation of the lower voices in the known pbbnic instrumental sources from

4% jra da Braccio” from Oxford Music Online, access@/2/2013.

“Anthony Baines, “Fifteenth-Century Instruments incoris’s De Inventione et Usu Musicadhe
Galpin Society Journed(1950): 19-26.
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the fifteenth centur$? Tinctoris gives a description of the bowed “viok® either having
just three strings tuned in fifths or five strintgeed unevenly in fifths and unisons, just
as Jerome had mention&df a bowed instrument were to participate in atduiéh a
lute, its range would have needed to match thedopessible notes on the lute. As
instrumental polyphony expanded even further inldkaeer register toward 1500, a sixth
and even seventh course were permanently addee tate, thus expanding its tessitura
by a fourth in each instance. A longer string léngbuld have been the solution for the
bowed instrument, thus elongating its entire bddyowed instruments were to retain a
balance with the lute’s new low range, they woubdl Imve been able to be held on the
shoulder comfortably. The solution in the caselaying an elongated viella would have
been to hold it vertically, c& gamba

There is no iconographic evidence for a vertica#yd viol in Italy before the last
few years of the fifteenth century. The earliedgble example from outside Italy in the
fifteenth century comes from HubrechtVan Eyck’d418Adoration of the Mystic Lamb
or Ghent AltarpiecdFig. 4), which provides extraordinary detail e/eral instruments,
including one large bowed instrument. All the featuof this fiddle are consistent with
iconographic representations of shoulder-held umsénts of that time, except for its
large size, its lack of a drone string situatedtioé side of the fingerboard, and its
possible vertical orientation. Although it is urtaén whether the instrument would be
played vertically (it is not being played in thieage), its large size would seem to

exclude the possibility of a shoulder-held playpasition.

““Christopher Page, “Jerome of Moravia on the RulaeinhViella.” The Galpin Society Journa82 (1979):
83 p y

“3page,“Jerome of Moravia.” 82.
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Figure 4: Vertical Viol in Hubrecht Van Eyck's Gheitarpiece, c.1418?

The first painting of viols in Italy comes to usin Lorenzo Costa (in th@hedini
Altarpiecefrom 1497) in Bologna. Between 1418 and 1497 sd\arge, vertically-held
instruments also appear in Spanish iconographylddkeof visual sources from this
critical period of the viol's development has alkxdvian Woodfield's thesis of Spanish
origin for the Italian viola da gamba to go uncéafied for some time. However, since
vertically-held fiddles were possibly known in gafifteenth-century Ghent, and since
they appear in Italy contemporaneously with theggopapacy (1492-1503),
Woodfield’s notion they were developed in the iqsarter of the fifteenth century in

Valencia is even more doubtftiMore likely is that the “viol” is merely an elonigal

*«Closer to Van EyckRediscovering the Ghent Altarpiece,” accessed 8/1/1
http://closertovaneyck.kikirpa.be/#home/sub=altacpi

*Woodfield, The Early History of theVipb3. According to Woodfield, the Valencian viol svexclusively
the cross-fertilization of the vihuela de mano #melMoorish rebab—getting its shape and structune f
the guitar-like instrument, yet having the bow frtima rebab applied to its strings. While it sholodd
considered that this cross-fertilization may hafuenced the later viola da gamba in some wayhaei
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viella or violetta, which was less invented thawadts altered to accommodate longer and
thicker strings, and a new playing position.

Lower-voiced, vertically-held viols were likely cogived of with ranges and
tuning schemes that matched those of the lute.iAd&come clearer in chapter 1V, the
instruments also shared a common repertoire.ftstéo reason that the viol was
intended to be the lute’s bowed companion—an insnt for playing tenor voices in
duets and trios. Although the viol became widekglelsshed in the sixteenth century
through the popularity of its use in consorts, @swot initially made in sets or families of
different sizes. In Costa’s aforementior@dedini Altarpiec€1497), two viols of similar
size are depicted. They are being played in dugtaetice which had long been
established among lutenists andllatores These instruments do not haa@done
strings situated off the side of the fingerboard] their approximate string lengths have
made them too large to be held on the shouldefogedook also reveals frets. Lorenzo
Costa (1460-1535) was trained in Ferrara but spamty years in Bologna, and in 1509
he moved to Mantua where he became the court paihteabella d’Este and of the
Gonzagas. Since Isabella is credited with instigathe beginning of viol consorts,
Costa’s first exposure to a consort of viols mayehlaeen after he entered into the service
of the MantuammarchesaHis Ghedini Altarpiecas likely meant to depict viols as the
Bolognese understood them in the 1490s. The usthe®é instruments would have

included practices already established by lutenists

the vihuela de mano/arco, nor the Moorish rebalilshioe thought of as the direct antecedent to the
earliest Italian viol.
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Figure 5: Lorenzo Costahe Ghedini Altarpiece, Madonna and Child enthronaith SS.
Augustine, Posidonius, John and Fran@sn Giovanni in Monte, Bologna 14%7.

The viola da gamba as the lute’s companion appeasother painting at the
turn of the century: Francesco Francisfadonna and Child with Saints Lawrence and
Jerome(Fig. 6). The construction of these two instrursaatsimilar, and the viol seems
to have been fashioned according to lute-makingeotions. The peg-boxes of both
instruments are of the same style, they both havsdundboards and fingerboards, and

they are being played in duet.

“°Accessed 12/13/13,
http://prolyra.free.fr/Christian_Rault_luthier/pag@0publpag/artl7technofeatures.htm
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Figure 6:Francesco Francidadonna col Bambino ed i Santi Lorenzo e Giroladfs00,
the State Hermitage Museum, St. Petersblirg.

The first confirmed mention of a consort of viotsees from Isabella d’Este’s
correspondence in 1495, when she requested thi@e™from an unnamed Brescian
maker, and again in 1499, when she wanted anotia“grande” to match the larger
ones in her consoft. This practice came precisely at the time wherftbasort
principle,” as Peter Holman has named it, was takiold in music-making centers.
Holman states that “in sixteenth-century art musially every melody instrument was

being made in coordinated sets of several sizgsraetice that was precipitated by the

“’Accessed 12/13/13, http://commons.wikimedia.orgillvile:Francesco_Francia_-
_Madonna_and_Child_with_Sts_Lawrence_and_JeromeGAQ08175.jpg.

“8 prizer, “Isabella d'Este and Lorenzo da Pavia3.10
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spread of polyphony into secular mu§i@oward 1500, the instruments used for
performing polyphony were gradually developed iséts or families of similar models to
retain a cohesive character between the soundilyglpanic lines.

From theoretical writings and documentary evidenfcte manufacturing of
consorts it seems that groups of similar instrus&rdre meant to function as a single
unit. Nevertheless, the practice of mixing consamsether by using instruments from
different families for a single ensemble, or byngsan unbalanced combination of
various sizes from the same family of instrumeptspably occurred often as well. Jon
Banks has observed that “though manufacturingunstnts in sets does not necessarily
preclude the participation of different familiestire same ensemble, it strongly suggests
that unmixed consorts of single instrument typeseviavored,” and that differences in
tunings excludes the possibility of many instrunsesmter being used out of the context of
their own family, especially winds, which have fikpitches and temperaments.
However, since there was no common pitch standdtteaime, and since both lutes and
viols could be tuned at variable tensions and hadafle frets, they could easily be
added to ensembles of other instruments or voidasy were able to balance the lower
register of an ensemble of dissimilar instrumenthout upsetting the tuning standard of
the group, which was predetermined by those instnimwith fixed pitch. As
iconography from the early sixteenth century onwsdrdws, both lutes and violas da

gamba were frequently added to mixed ensemblestocavocal music.

**Holman,Four and Twenty Fiddlerss and 15.

*0 Banks,Instrumental Consort Repertorg7.
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In the Middle Ages, instruments were often playedixed ensembles, but these
ensembles lacked a theoretical scheme of sizesdacegdo corresponding vocal ranges.
The difference in the Renaissance—when the copsioitiple established itself—was
that specific voice ranges could be chosen, aralanbe of voices could be retained in
mixed-instrument ensembles. Peter Holman assodtagestrategy of balance with
exploiting “the natural difference in pitch betweadult males and children or women,
and between low and high voices in these categbtiddexachord conventions that
began with Guido d’Arezzo in the twelfth centurydasontinued well into the
Renaissance served as the basis for placing instrisnn different categories of ranife.
Since hexachords were placed a fourth or fifth apathe Gamutof the Guidonean
scalg consort instruments were made and tuned withpttwportion as their organizing
principle.

Fifty years after Tinctoris’s description of adla cum arculo,” a treatise
dealing with bowed strings in families or sets appd: Giovanni Maria Lanfranco’s
Scintille di Musicawhich is also the first work on music theory vatt in the “universale
ltaliana favela” otingua cortigiana the Italian courtly vernacula?.Printed in Brescia in

1533, the Scintille di Musics aimed at beginners, and contains a thorougtrigésa

*Holman,Four and Twenty Fiddlers.

*?Peter Van Heygheff,he Recorder Consort in the Sixteenth Century: Dgakith the Embarrassment of
Riches Musicque De Joye:: Proceedings of the Internati@ymposium on the Renaissance Flute and the
Recorder Consort, Utrecht. (Utrecht: STIMU, 2003).

**Barbara LeeGiovanni Maria Lanfranco's ‘Scintille di Musica’ arits Relation to 18-Century Music
Theory(diss., Cornell University, 1961).
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provides a graphic representation of the tuningsvfeat he calld/ioloni (Fig.7)>*

of the tunings of different stringed instrumentieParte dei Violoni da tasti & da Arco

ﬂ';m odet Violant. : o
éf i Tenore. Bailo.
! Canto, Canto.
Spttanclla. 4 Sottanella. 4
Mckzanella. 4 "Ilmamlh- 4 . '
Tenore. 3. M’!E_“f_'_' Tenore. 3. Maggwr.c.
ordoue. 4 Bordone, 4
Bafo. 4= VT Baflo, 4 —
1l Contraalto, facciako di chorda Ldmda anfono‘oal Tenores

Figure 7: Giovanni Lanfranc&cintille di MusicaBrescia 1533.

We can treat this graph as a conceptual guideolass/da gamba concerning the
way their general sizes and tuning schemes reiatednsort. It reveals the names of the
various sizes of “violoni,” the interval relatioriph between strings, and the names of the
individual strings. The fifth string of each violems calledBordone a fact which Stefano
Pio has emphasized, since it seems to be a dim&dbl the instrument’s immediate
ancestor, the violettdle states that “the fifth string, already preserdome specimens
of thesevioletteas a droneBordong, was incorporated into the neck when they were
expanded in size. This was then surpassed bylasimg, name@asso which fixed
the lower sound produced by the instrument. Thgiroof the viola da gamba is tied to
the evolution of a smaller instrument that wasiaady fitted with a fifth string drone

(the name remained unchanged even though it ceéageatform this function), which

*Lanfranco, Giovanni MarigScintille di musicgBologna: Forni, 1970). Lanfranco uses the téfioioni
for viols, andViolettefor instruments helda bracciq or on the arm.

33




was precisely the medievablettaor vielle. It is worth noting that the vihuela wasver
fitted with a drone string™

Somewhere between Tinctori€® inventionen the 1480s and Lanfranco’s
Scintillein the 1530s, the conceptual shift among violh&consort principle occurred,
aligning well with Isabella d’Este’s order of “vsl of 1495, as well as developments in
other instrument families. By the mid-sixteenthtcey, consorts of viols are generally
grouped according to the consort principle usirggubices described in Lanfranco’s
guide. However, it cannot be assumed that violagasiaba were initially used one-
instrument-per-voice. We can find more exceptianthe “standard” consort prior to
Lanfranco’s publication in 1533. In 1502, Isabedlarother Don Alfonso d’Este played
in a consort of six viols of unknown sizes at hisowvedding celebration in Ferratalan
Woodfield explains that this early Italian viol gmrt configuration differed greatly from
later configurations of the sixteenth century. Acitog to Woodfield, the earliest Italian
convention was apparently to have four instrumesitber all basses, or a combination of
basses and tenors. The use of a soprano or tiedmessnfrequent. As late as 1568, there
was a description of a quartet of four basseskioeentineintermediq and only around
1586 did trebles begin to be described in perfocaahThe more common combination

of tenors and basses is confirmed in iconographgaintings such as the mid-sixteenth-

*Pjo, Liuteria Veneziana51. Ganassi also refers to the fifth stringdasdone.
*prizer, “Isabella d'Este and Lorenzo da Pavia.”. 104
*Woodfield, The Early History of the ViplL40. A tuning for a soprano instrument was meribon a

manuscript leaf from the 1530s which describesnintumodel much like Lanfranco, but attributes the
scheme to the famous “Alfonso della Viola.”
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century Bolognese “Angelic Quartet” by one of Freswo Francia’s soné There is no
iconographic source that depicts a consort whieliccmatch Lanfranco’s graph of

tunings with one instrument per voice.
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Figure 8: G. Francia, BolognAngelic Viol Quartetmid-sixteenth century’

Consort violas da gamba shared many visual chaistate with liras da braccio,
lutes, and even earlier Trecento fiddles. Yet thay many new features related to their
function that distinguished them from their relaBv The most conspicuous physical
attribute of violas da gamba was their large dize;elongated string length demanded a
matching resonating body. Naturally, the sound-tilass instruments increased in
length, width, and depth. Since violas da gambawesigned to be bowed with single

notes and without drones, a curved bridge and sgpeeof indentations in the

*8|bidem, 160. A mid-sixteenth-century painting byralio Luini: S. Maurizio, Milan, depicts a similar
configuration, however it is more fantastic in cer.

*bidem, 159.
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instrument’s sides were necessary for bow cleardheer ease of pressing the strings
down, the fingerboard was laterally arched, andahpiece was likewise curved, so as
to not cause too much extra tension on the brifige.peg-boxes of violas da gamba,
now that six strings were common, assumed a mab#estlesign. Instead of the leaf-
shaped peg-box of the fiddle—which had only ondéaserin contact with the tuning
pegs—makers opted for a peg-box, which stabilihedapered pegs thanks to its two
surfaces. A considerable amount of tension waslmEng put upon the instrument’s
soundboard, and iconography shows a variety otisolsito the problems that would
have resulted from the pressure of the bridge.ribst celebrated and debated
innovation related to this problem is the archaghsitboard, which could be made using
several different techniques. As luthiers balartbede new instruments for the demands
of playing and of sound production, a common vigimracteristic resulted. Yet the
iconography of the sixteenth century alludes tovargity of strategies that luthiers
employed for creating a visually, physiologicabiyd aurally satisfying instrument. It is
by studying these techniques that we may learnhwbésts of violas da gamba were
inspired by earlier instruments, and which featuwvege truly new inventions.

Baldassarre Castiglione advised aspiring courteelse acquainted with many
instruments, including consort violas da gambabklgan writing his guide to courtly life
in 1508 in Urbino, and it was published in 1528tHose twenty years, consorts of viols
had quickly become the preferred pastime of cawrti@astiglione was not describing his
“quattro viole” strictly in terms of novelty, busan activity to surpass the older practice
of singing to the accompaniment of a single bowsstirument. Althouglil cantare alla

viola was a highly-regarded activity for professionélpresented a social risk for those

% will discuss the ideal balance of these elemehtiesign in-depth in chapter II1.
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who wished to remain refined amateurs. The vielld laa da braccio had become
associated with professionals, with the profesdiolass ofimprovvisatorj and with all
the symbolism that came with professional spectéa$eiviousness, carnal love, tragedy,
and passion. When Castiglione told his courtiétd&e his own age into account;
because truly it is uncomfortable and unseemlye®waman of any social standing,
white-haired, toothless, wrinkled, playing withvaola’ in his arms and singing in the
midst of a company of women, even though he didss@ble job,” he was warning of the
potential social discomfort that could arise whenrtiers acted like professional
entertainers, and was alluding to the aging perémee practicé! The viola da gamba
played in consort created a social distinction leefwcourtiers and entertainers: it
presented aspiring courtiers the opportunity to a@estrate their refinement and learning
with the support of a group, and the new playingioan was not associated with an
established class of paid professionals.

The consort viola da gamba may have also geneaatesv printed repertoire.

According to Peter Holman, the earliest genre dges specifically for the instrument

®4| Secondo Libro del Cortegiano del Conte Baldé3astiglione a Messer Alfonso Ariosto, VII. “...e $e i
cortegiano sara giusto giudice di se stesso, stagtmlera bene ai tempi e conoscera quando gli animi
degli auditori saranno disposti ad udire, e quandpconoscera l'eta sua; ché in vero non si comvien
dispare assai vedere un omo di qualche grado, iecahuto e senza denti, pien di rughe, con unia wo
braccio sonando, cantare in mezzo d’'una compaginidonne, avvenga ancor che mediocremente lo
facesse, e questo, perché il pit delle volte calutas dicono parole amorose e ne’ vecchi 'amoosgac
ridicula; benché qualche volta paia che egli gttliltra gli altri suoi miracoli, d’accendere irspetto degli
anni i cori agghiacciati.”

“And if the courtier will be a fair judge of himgehe will adapt well to the moment and he will kino
when the minds of the listeners will be ready tarhand when not; he will take his own age intooact;
because truly it is uncomfortable and unseemlyetaman of any social standing, white-haired hless,
wrinkled, playing with a ‘viola’ in his arms andngjing in the midst of a company of women, even ¢fiou
he did a passable job, and this, because mosediitie when singing one speaks of love, and imua
love is a ridiculous thing; albeit that it sometsrseems that he enjoys—amidst some others of his
miracles—to excite and delight frozen hearts dedpig age.” (translation mine).
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may have been tHeottola, which was being explored at Isabella d’Este’srtouthe
first quarter of the sixteenth century.

Introduced as a single instrument in the latedifth century and quickly
flourishing by means of the consort principle, iida da gamba maintained its status as
a solo instrument into the height of viola bastastide playing later in the sixteenth
century.Bastardais the practice of condensing a polyphonic contpwsio a single line
by means opassaggand new counterpoint while retaining the structamd character of
the original composition (madrigal, chanson, oret)df The popularity of this virtuoso
style is difficult to gauge by musical examplesn@psince it was a quasi-improvisatory
practice. Yet works for solo bass viol constituazeable portion of the repertoire from
Italy. The presence of the viola bastarda stylense® have been in place before the rise
of the English consort, indeed much earlier thanfittst descriptions of it, which appear
in Girolamo Dalla Casa’s 1584 treatis@ero modo di diminuirin the second decade of
the seventeenth century, Michael Praetorius trehtedviola bastarda” as an instrument
in itself, separate from consort viols. Before titwen appeared, devotion to the practice
was fervent: Diego Ortiz'$rattado de Glosaef 1553 remains the preeminent source for
bastarda style, as it contains a wealth of inforomabnpassaggand ornamental
techniques.

While it may be impossible to prove a conceptualsatal distinction between
solo instruments and individual models that wene pia set or consort, the fact remains
that individual viols were used in a variety of texts. Viols appear in iconography in

mixed ensembles and in various consort configunatiand they were also depicted as

%9 ucy Robinson, “Viola BastardaGrove Music OnlineOxford Music OnlineOxford University Press,
accessed 8/1/13, http://www.oxfordmusiconline.cageriber/article/grove/music/29444.
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the centerpiece of an ensemble. It is unclear venetistinct models of violas da gamba
were ever manufactured for the singular purpossolaf or bastarda performance after the
concept of the complete consort became the normsd mstruments used for soloistic
practices may have been the bass or tenor frormplete set, and those appearing in
mixed ensembles may have simply been taken froet angl used in a different context,
one in which lutenists, keyboardists, vocalists,,e@hay have been present. Yet despite
the tradition of manufacturing violas da gambaansort becoming firmly established in
the sixteenth century, the idea of the viola dalgmas a singular entity goes back to its
earliest origins, and continued throughout itsslifen. Therefore, to define the early
Italian “viola da gamba,” one must account for bibth single instrument, and those used
specifically in consort.

| believe that the mid-sixteenth-century establishtof consort viols in England
marks the culminating point of Italian Renaissaviodéas da gamba. It has been shown
that the Italians were responsible for the intrdatuncof the viol into England, as they

1.5% This means that in

exported many sets or “chests” of viols to the tofiHenry VII
the second half of the sixteenth century the Itsliaad solidified the concept of the viol
consort, and had created a standard for expors. Standardized consort punctuated the
period of experimentation and development thatadtarized early sixteenth-century
violas da gamba, and it paved the way for the aro¥ the “classic” Baroque instrument

of the seventeenth century. Therefore, in ordéimi the discussion of Renaissance

violas da gamba to the most relevant period, | @ittlude iconographic sources that

®Howard Mayer Brown and lan Woodfield, “Chest oflgid Grove Music OnlineOxford Music
Online Oxford University Press, accessed May 1, 2013,
http://www.oxfordmusiconline.com/subscriber/artigimve/music/05543.
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appear contemporaneously to the export of instrasritencourts outside the Italian
peninsula.

The physical nature of early violas da gamba ily bas yet to be established.
The earliest Italian examples had a separate fumétom seventeenth-century
instruments of the same name, which were most sfteifically intended for basso
continuo. Sixteenth-century Italian violas da gamese also different from consort viols
developed in England and elsewhere toward 1600.adevy the following questions
remain: what structural and stylistic featuresidgtish early Italian Renaissance viols
from later models? How did the intent behind tlweinception, which was relative only
to the geographic and specific courtly context ol they would be used, inform their
physical shapes? To what extent did a physicaleshag internal architecture relate to
the production of sound? To begin answering theestippns, we must first set
parameters by which we may explore the availaldammation. The parameter of the
instrument’s origin has now been set: the violgamba in Italy was developed from the
medieval violetta or viella, and not from the Aragse vihuela de arco. From the mid-
fifteenth through the mid-sixteenth century, it wasquitous in Italian courts, existing in

a variety of shapes, and was used in a varietysémble configurations.
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CHAPTER Il

ICONOGRAPHY CONTAINING VIOLS

In his chapter on period instruments in the enéging bookTheEnd of Early
Music Bruce Haynes advocates for building modern reyetdns that were more
relevant to the periods they were meant to repteaed not dependent upon our modern
taste$? He believed that what the historically-informedfpemance movement needed
was “copies of specific originals, work-copies.”yi@s spoke against generic style-
copies, which he described as reproductions thatlpnmoked like originals, but were
designed and built to play as “well” as possibléhaut “faults.” To counteract this
problem, he argued for a “blind duplicate of argoral—a stylistically authentic copy
that would have pleased its original maker’s comteraries (to the best of our present
knowledge), and that fools modern experts intokinig it is original.” Haynes believed
that the job of the luthier was to “compensatetii@r lack of original instruments in the
world,” in short to create facsimiles of artifafitsm the period. Although his views are
important to the culture of historical lutherieganeral, Haynes’ methodology cannot be
applied to the earliest viols. Since no bowed-gtiirstruments survive intact from the
crucial period of their origins, how are modern m@kto create them? How are we to
learn from the instruments of the sixteenth centinmye have no material examples?
Answers may lay in the next best source of inforamatin the impressions left by

contemporary artists in iconographic sources regmtasg original instruments.

®Bruce HaynesThe End of Early Music: A Period Performer's Histaf Music for the Twenty-First
Century(Oxford: Oxford University Press, 2007), 161.
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There are dangers in using iconography as a basgsdating new instruments.
The paintings from the period concerning the eaidja da gamba were not always made
with a firm representation of reality as a goals|difficult for us in this current age of
photography to evaluate paintings from the sixteeentury. These paintings are not
photo-realistic; they are sometimes symbolic, mebaig, or fantastic, and often
representan object without utilizing principles of perspgetand light. Peter Holman
warns us that iconography depicting angel congelitsis more about celestial
instruments than about human instruments, andateahould be wary of drawing
conclusions on performance practice or instrumfata symbolic image&® He also
cautions that our notions of “traditional” or “ctas” shapes of instruments influence our
ability to evaluate those that appear in paintingsch can lead us to ignore the variety
of shapes that actually appear. Discussing bowsduiments, Holman reminds us that
the sixteenth century was “a period of rapid chaarye adventurous experimentation in
instrument-making, and it is not surprising thatuenber of shapes were tried for the
violin before the ‘classic’ one emerged victoriondtaly around 1550,” and that the
‘classic’ shape of the viol prevailed even latariie seventeenth centur’’. Thus, what
we know of ‘classically-shaped’ instruments mayééttle to do with those appearing in
paintings before the middle of the sixteenth centur

Despite the inherent problems with interpretingesexth-century musical
instruments in iconography, paintings are still blest source we have for gathering

details about how the instruments may have bedh buevaluating the structural

®peter Holmanfour and Twenty Fiddlers: The Violin at the Engli8burt, 1540-169QOxford:
Clarendon Press, 1993), 3.

%Ibidem, 3.
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features that artists represented when depictistguments, we can deduce features of
historical instruments upon which the models imvark may have been based. Some
artists depicted objects in great detail and petsge and the features they captured in
their paintings tell us much about the ways thdgeats might have been constructed.
Yet without having prior experience in building slian instruments, scholars have a hard
time evaluating details of construction. Too oftemclusions are drawn from
iconography that do not make much sense in termsmdtruction, or that are too vague
to lead us to any useful organological conclusidhgmately, | propose that unless a
luthier can interpret an image in terms of methofdsonstruction, the organologist
should treat it as dubious on the grounds of tigir@l artist’s loose grasp of that
specific instrument’s architecture. In short, wechéo trust the eye of the luthier to
recognize implausible designs and details of mugoaography, because it takes a
trained eye to find those details and interpretrtie a meaningful way.

Before the luthier is tasked with interpreting iognaphy for the purposes of
reconstruction, we should identify the problemswf current culture of historical
lutherie. Bruce Haynes has captured the prevailiegs on reconstructions, which
entails learning every detail of an “original” mdd€éhese details then become the
vocabulary of historically-oriented luthiers, anefide what a period instrument should
be in the minds of performers and musicologistsidgi@al” instruments, including those
from the seventeenth century, may not be represemtaf the performing culture from
which they are presumably descending. Even if atrument is from a given period,
there is the possibility that it survived becauseds not being played, or that it escaped

the ravages of time because it was an anomalye Mvere to copy only surviving
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instruments without consulting iconography, ourent performing culture might have
to choose from anomalies only. In this way, it wbbk impossible to approximate the
sound of a specific historical period. We dependconography even when extant
instruments are available to us. In the case eésnth-century viols, many copies have
been made of false instruments without consultiraglable iconography. For example, it
has long been assumed that the so-called Venaté&nof Ciciliano, Linarol, and
Ventura are somehow representative of Italian Rssaaice viols, even though there is
little corresponding iconography to support thiaimcl®’

| believe that the process of building historigafiformed instruments should
mirror the process of reviving musical sourcesenf@grmance. Musical sources from the
sixteenth century were often intended only as fband stylistic guides that served a
highly improvisatory performance practice. To revimusic from our printed and
manuscript sources, we therefore must often ircegrperimental ideas. Without
ignoring the original information available to wge must treat fragmentary sources as
ingredients for completing a broader picture, ttas objects to be slavishly copied. In
mirroring this approach to musical performance fittva notated page by means of new
but logical interjected material, the goal of lalits might also be to recreate the historical
impulse behind the craft of lutherie, as opposeahaiing exact copies of artifacts.
Making painstakingly detailed copies of extantinstents is a modern activity, and has

little to do with the historical craft of sixteentientury luthiers, who were concerned

*Woodfield, The Early History of the ViolGhapter 7, “Structural Development of the Italiaiol¥/ Martin
Edmunds, “Venetian Viols of the Sixteenth Centufyie Galpin Societyournal 33 (1980): 74-91; and
Harwood, lan, and Martin Edmunds. “Reconstructingegnth-Century Venetian Viol€arly Music6
(1978): 519-525.
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primarily with satisfying their patrons quickly amdth economics in mind. Embedded in
depictions of instruments in iconography are tteepsal ingredients that these luthiers
used for creating such types of instruments. Tloeeefve should in fact be
experimenting with makingtyle copiesThe result should be convincing objects that
stem from historical information, so as to emutate attitude that created new
instruments in the sixteenth century.

The successful re-creation of a historical styleycdepends on a deep knowledge
of historical tools, materials, and crafting tecues. A maker must have a good
understanding of the aesthetic principles of th@opgeincluding decorations, artistic
conventions, and architectural principles. But mogiortantly, the instrument produced
must have a clear musical intention—a goal forséohically-informed performance
setting. Since musical intent determines the nattires vehicles of sound delivery,
instruments that are not crafted for a specifippae will end up satisfying modern
aesthetic criteria by default. Given our strictlttens in violin making today, the most
obvious danger is that our historical bowed ins&ata end up sounding like modern
violin family instruments. Since period instrumesignificantly alter the landscape of
historical performance practice, special care rhadaken to consult historical criteria of
space, function, and the instrument’s relevangausical sources. In the following
section, | will discuss the individual parts of tiiela da gamba as we know it, and how
those parts functioned in the architecture of simthe-century viols. | will then present
iconography that should challenge and expand vehatown about the earliest models of

the instrument.
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Parts of the I nstrument

There is no single part of an instrument that da#saffect the whole in some
significant way. Certain features serve an immedoustic function, and other parts,
which seem to serve a more ergonomic purposeaffitt the general “playability” of an
instrument, and are therefore actually heard aeslewel. An instrument is limited by the
human body for which it is designed, and is gemermlaluated by its ability to translate
human movements into prolonged resonance. Plapdrenakers have designed their
instruments to produce specific sounds, and totlseit listener’s tastes for a specific

“character” among a known instrument type.

!3

Figure 9: Outline of a late sixteenth-century viol

While it is impossible to know exactly how an instrent sounded in the
sixteenth century or earlier, we can create anadmation by recreating the parameters
by which the instrument was designed and built.dfeating these parameters, it is
necessary to first categorize the instrument’'sspditese categories must correspond to

the features that can be compared between sepavatgraphic sources.
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The outline of a stringed instrument is the ultiengatersection of visual style and
acoustic function. It is the combination of ergonomecessity and the artistic
conventions of the time (Fig.9). The outline cdmites to an instrument’s visual
character, and can help to communicate the insintimmternal architecture to the
outside observer. The outline of a viola da gamstdetermined by the join of the sides to
the soundboard (the top) and the back. The preseratesence of indentations in the
outline comes from the necessity of bow clearabaewas dealt with artistically,
resulting in many interpretive designs. These deswgere exchanged between makers,
and were often shared between separate instruyyssg. t

The sides or ribs of a viol follow the outline akttop and back, giving depth and
dimension to the sound-box. They could be congtdiof thin pieces of bent wood, or
part of a larger carving scheme—a carved “garlapproach (Fig. 10), wherein the

instrument’s profile was cut and carved from aéarglock of wood.

Figure 10:The carved “garland” approach.

In fiddles, the sides could be incorporated intaeved back and neck, after the
body was hollowed out of a single block of woody(Fil). It is possible that liras da

braccio were also made this way, with a garlantldlso included a fully-carved neck
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and peghox. Such an approach is often difficult to detadgtonography, but th
presence o$calloped or concavesides cannot be produced by bending, and theraf

always means that the instrument’s profile was edusee Fig. 12).

Figure 11:A fiddle carved from a single bloc

Figure 12: Example of a viola da braccio with smadld sides and p-box. Vittore
CarpaccioPresentazione al Temj, 1510%

The advantage of bent sides, as opposed to a cgavkeshd, was that ty were
probablylighter, faster to make, and more economical imgof wood use. In larg
instruments, such as viols, a carved garland wmddire very large pieces of wood, &

could have resulted in a quite heavy instrumenedmished. By proceing a large

%pijo, Viol and Lute Mkers of Venic, 72.
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block of wood into several thin pieces for bendithgg, potential waste from that block
was minimized, making the bending technique moomemical. Iconography of the first
half of the sixteenth century shows an increaséiheight and body volume in violas da
gamba, which precludes a carving approach.

In the case of bent sides, blocks are sometimeasssacy for stabilizing corners
and joins. Bent sides also often necessitate th@iknings to stabilize their join to the
soundboard and back, as the surface area for geiveyy limited. For bending the sides,
a structural mold could have been used to ensquec&k and uniform outline, but it is
equally likely that makers bent sides without tlead internal molds. Pio believes that
the ribs were bent to fit patterns and geomettatianships that were drawn directly
onto the wood with a ruler and comp83sle suggests that the internal mold was not
utilized in Venice until the early eighteenth cawytu

The choice of materials for building instrumentpeleds on economy and the
resulting quality of sound in finished models. @ertwoods are preferred over others
because of their availability in a given area, terkability, their durability, and the
perception of how well they contribute to a predersound character. The modern
convention for building bowed string instrumentsasise a workable “hardwood” for
the sides, back, and neck, and to use “softwoodthi® soundboard. Sixteenth-century
iconography seems to support this convention. Hewetiere are several exceptions to
this rule, and by thinking of materials when obggguvconography, many interesting
guestions arise as to the choices made by histduiteers.

The neck of a viola da gamba is necessary for dxigrthe length of the strings,

for providing a place for the left hand to dividedafinger the strings, and for supporting

% |bidem, 55.
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the fingerboard. The neck terminates with a pegwibi pegs for tuning the strings of
the instrument. It also has a place designatethéonut, which stops the open strings and
plays a role in establishing the string height dherfingerboard. The neck was either
joined to the body as a separate piece, or, dwigdse of fiddles and liras, it may have
been incorporated into the body as part of a latgering scheme.

The tuning pegs of fiddles and liras were normatiplanted sagittally in the
front or back of the peg-box. It often had a roondeaf-shaped profile, and could be

carved with a length corresponding to the deptthefinstrument’s body (Fig. 13).

Figure 13: Lira da Braccio, Bernardino di MariotRerugia 1528 (photo mine, 8/1/13).

In violas da gamba, makers preferred instead aldeméilled peg-box with pegs
inserted laterally. This approach had been prelyautsized by rebec, guittern, and lute
makers. In viols, the peg-box often terminated sti@ll or in a carved sculpture (Fig.

14). In nearly all images, the peg-box appeardesiskaped, without a reverse curve.
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Figure 14: Viola da Gamba peg-box with lion's h&rath Raphael'&cstasy of St.

Cecilia1516-17"°

In modern bowed strings, the angle of the neclofadl the angle of the strings to
the bridge, and has a correspondingly slim fingartoln all sixteenth-century bowed
instruments, the neck is joined in the same axtbagprofile of the soundboard (Fig. 15).
The fingerboard or the neck may follow the strimgla through an increased thickness
towards the bridge, thus creating a thicker necinection at the body of the instrument.
There is no evidence of a neck block connectionsasl in modern strings, but rather the
neck may have continued into the body of the imsént to provide a stable gluing
surface. A viol neck requires a large piece of whmrdts shape, and it stands to be
reasoned that it would be carved from the most @tieal block possible in order to

minimize waste.

“Accessed 9/1/13, http://upload.wikimedia.org/wikiécommons/f/f0/Cecilia_Raphael.jpg
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Figure 15: Modern neck connection vs. sixteenthwagmeck connection and angle.

The viola da gamba’s soundboard (top, belly, ontrdas perhaps been its most
debated structural feature. Viols appear in icoaply with both flat and arched
soundboards. The arch may serve a variety of pagydisst among them being the added
support of the string pressure on the soundbodre.afch may also be intended to create
greater string tension by increasing the angléefstrings passing over the bridge.
Another function of the arch may have been to aceda the bridge height, allowing
greater bow clearance from the instrument’s outliBg adding an arch to a given
soundboard outline, the total surface area ofékalting soundboard, as well as the
volume of the sound-box, is also increased.

In order to create an arched soundboard, a luthiest either carve it from a
larger block of wood, or bend a flat piece into tlesired shape. There are advantages
and disadvantages to either approach. A carveddbmand can have more complex
archings than a bent one, since the shape carulpgextin a variety of directions.
However, a carved soundboard requires more woadahzent one, much in the same
way that a carved garland requires more wood tlean fbs. According to luthier-

musicologist Simone Zopf, bending a soundboardushreasier than carving one, and it
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offers a more economical solution to arching. He pi@posed a technique of bend
two halves of a soundboard around wedges, andgllnérg the resulting arches togetl
(Fig. 16. Zopf states that “the advantage of this techaigithe use of less nerial and
the reduction of rurut grain,with a resulting increase in stability. The disauage i<
the danger of damaging the wood in tl-bouts, where there is the highest twistin(
fiber. The shape of the wedges and the (-grain stiffness of thevood act as a liit to
the design of the arching™It would also mean that hollowed or concave “dishesthes

would not be possible, as in modern carved sourrdsphecause the curve of a b

soundboard is smoothly conv

Wedees to shape

rl!'ll"lllh.ln\

Figure 16: Simone Zopf, “le Bending of a Front’®
The soundboardsf stringed instruments often need added suppothé

pressure induced upon them by string tension. Alghcan arching resolves much of

compressive stresses of the bridge, it is ofterenotigh to keep the wooden soundbc

"Simone Zopf, A Study of Three Viols Attributed to Antonio Cialh¢’ in The Italian Viola Da Gambi
Proceedings of the International Symposium on thieah Viola da Gamb, Magnano, Italy, 29 Apr-1
May, 2000 ed.Christophe Coin & Susan Orlanc(Solignac:Ensemble Broque de Limoges, 20): 195-

204.

"bidem, 199.
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from warping or cracking. A solution to this haz#dh brace or a post. Braces were
certainly used in lute making in the sixteenth aeptbut it has yet to be demonstrated
that they were used in viols. They appear in nedtlgxamples of “classic” or Baroque
instruments in the form of a “bass bar.” The baasdb later instruments is normally
placed under the bass side of the bridge, and p&ssr the upper part of the
soundboard to the lower at a slight angle. Accaydanluthier Luc Breton, “the bass bar
works as an alternating lever producing at itsesrity an amplitude larger than that of
the bridge itself,” thus activating the soundboiard different way than without orf@.
Breton posits that braces were conceived of asthaddor “pseudo-amplification” of

the vibrating soundboard. Yet, while the effecbadces and a sound-post may indeed
alter the sound character of an instrument, it oabe assumed that they were invented
with pseudo-amplification or harmonic-proportiogalals in mind. More likely is that
they were initially intended to provide structusalpport, and only later became involved
and, in fact, central to the adjustment of an ursgnt’s sound. It is therefore uncertain, if
braces were actually utilized in early viols, wharel how they would have been placed.
Modern luthiers have experimented with many tyddsracing, from lateral braces to
centrally-carved ridges.

Another solution to the stress placed upon the dooard is a post support. A
great deal of speculation has surrounded the wftize sound-post, which has
culminated in the perceived dichotomy between sepot-less instruments and those
with sound-posts. While the sound-post does intfactsmit vibration from the bridge of
the instrument to the back, it is unlikely thatveis originally intended for this purpose.

We do not know when the sound-post was inventetitduse, especially as a solution

Luc Breton, “System and Proportions of Barringsvimls.” Ibidem, 181-194.
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for supporting sinking soundboards, is quite simahel to think that it was never used in
early viols or even medieval fiddles is unlikelyowever, the sound-post may not have
been positioned in the same way as it is “tradélyi placed in violin-family

instruments. It should be known that the isolat@skeoof a surviving violoncello from the
end of the sixteenth century (Freiberg Cathedralged had a post, but it was square and
pinned directly in the center of the soundboZrd.

The back of a viola da gamba has the same outlitleeatop, except in cases where
the sides of the instrument are not perpendicujamed. In modern instruments, the
back is not made of such softwoods as spruce bufiit is made of a hardwood, such as
maple. The use of hardwoods would have added tdurebility of the historic
instruments, and may have been part of a crafomyention that extends back into the
Middle Ages. However, we cannot assume that baets wiade exclusively from
hardwoods. The backs of viols can be flat, or aildhea similar manner as the
soundboard. The back was often drastically anglegtd the neck to allow more
comfortable access to the fingerboard, and postabdave weight by shortening the
neck’s heel.

The fingerboard provides a platform for dividing thbounding strings. In viols it is
usually divided by movable frets. The fingerboaraFsjle tends to closely follow the
angle of the strings, which is created by the hepflthe bridge. This reduces the gap for
pressing the strings down, and insures good intmmaEingerboards can be laterally

curved to match bridge curvature. However, fingarlds often appear flat, especially in

"Fontana, Eszter, Veit Heller, and Steffen Liebettwivhen Angels Make Music: Musical Instruments
from 1594 in Freiberg CathedrgDossel: Stekovics, 2008). This violoncello wasnped gold and placed
in the hands of an angel sculpture, and remain&mlioched from 1594 until the general restoratiothef
chapel in 2004.
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fiddles and liras da braccio. Having a flat fingeaild does not necessarily mean that an
instrument could only play drones or chords, asdfiesn been assumed. However, if the
fingerboard does not closely follow the curvatur¢he bridge, fingering notes becomes
physically difficult, and controlling intonation bemes problematic. Iconography shows
a variety of fingerboard shapes, and in genergl thature much less curvature than our
modern bowed string instruments.

The bridge creates a string height, a string cureascheme, and determines bow
clearance between the strings and the instrumeht @dne bridge translates the
immediate vibration of the strings into the soursbas it is propped against the
soundboard by the string tension. There has belate about bridge curvature (or the
absence thereof), since many fiddles and viols apjoehave flat bridges. Artists often
seem to neglect depicting accurate curvature oiges. For scholars, this uncertainty has
created problems in interpreting the practical fiorcof certain instruments. When
speaking of Trecento fiddle bridges, Howard Mayssvih stated that “the possibility of
playing single notes throughout the entire ganhg,ability to play single-line melodies
in any part of the range and hence individual limesomposed polyphony, depends, of
course, on whether fiddles had arched bridgesf &k bridges are shown to be flat so
that all the strings lie in the same plane, we wdé forced to conclude that the
instrument was capable only of playing chordal agganiments, and hence could not
have participated in any repertory except the mboaj, the formulaic and the purely

w5

instrumental.”” Thus, looking at several works of art and findangariety of bridge

shapes means that we must adjust what we knoweohsitrument’s possible repertory.

Howard Mayer Brown, “The Trecento Fiddle and ItsdBes,”Early Music.17(1989): 318.
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Bows of fiddles and early viols are extremely dsegrand would require a detailed
exploration that is beyond the scope of this stlidgeneral, Renaissance bows have a
simple curve (much like the weapon that gives thiesr name), and are tightened with a
wedge (frog). There was no screw-tightening medmnand securing the bow hair was
likely accomplished without fitted blocks. Pernambwvood was not yet used for bows
in the sixteenth century, so the chosen wood waseHtng else—not necessarily a dense
or hard wood. | am convinced that the wood usedbdovs was not standardized, and that
it may have been inspired by woods already usedatice hunting bows, since these
woods had been historically selected for theidiersie in the face of tension and
vibration.

Understandingpistoric strings and string-making technology woalsb require a
discussion, which | need to exclude from this stife know that twisted gut was used
for all the strings of the viola da gamba, andeéh&as no addition of metal windings or
other materials. Ganassi talks about selectingggrior quality, and this information
could be used again for the modern selection pso€ast was a readily available
material until the twentieth century. String temsiovhether equal across all strings or
varied, is currently an active area of debate.

A viol's tailpiece provides a place for stringsite tied, and reduces unwanted
vibrations in the unbowed portion of the dividedrgy length. The tailpiece also serves
an economical purpose in shortening the necessaggt of gut for the strings, since the
unbowed portion of string would extend to the bwttof the instrument without it. There
were many methods of fixing a tailpiece to themmstent’s body, and these variations

may have had an effect on the sound of the instniufidne choice of decorations and
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varnish on a viol may have had a resulting effectn® sound of an instrument.
However, my study will only be concerned with treewrrence of these devices as
artistic conventions, and will only observe thenilesy appear in iconography. The
presence of colored varnish can usually be detectpdintings, but a clear finish on
wood cannot. Much like the choice of woods, thedebf the use of varnish cannot be

ascertained through a study of iconographic sources

The I conography

| have narrowed my choices to those that | belEarebe interpreted in terms of
their construction. Obviously we have much morenagraphy depicting viols from the
sixteenth century than | present here, but | halecsed those images, which are useful
in terms of my historical discourse (see chapiearid knowledge of building methods.
This section will not organize iconography accogdia type, but instead it will compare
works of related subject matter. It will proceedariologically from the earliest
examples into the mid-sixteenth century.

Generally, paintings are the best source for exesngf early viols. However,
some very detailed examples also appear in dramgsdcuts, anchtarsia. Intarsia, or
inlay, is particularly useful because it was noignaked to produce an illusion of depth,
in which subjects have been rendered in a fals®tdimensional setting. The objects in
intarsia are often meant to seem as though thegcwally sitting on shelves or propped
in cupboards. In some cases, intarsiated instrusrtigplay detail of relative size and
proportion (if one is standing in a room with themgnstruction techniques, decorations,

and possible wood choices.
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Figure 17: Lira da Braccio from the Studiolo of Eedo da Montefeltro, Urbino 1476.

This 1476 intarsia from th&tudioloof Federico da Montefeltro in Urbino shows a
lira da braccio (Fig. 17). It confirms several etts we already know about the
instrument. The slightly curved bridge facilitatd®rdal playing with the possibility of
an upper melody, just as is suggested from thatiate of the Pesaro Manuscript. This
lira in the intarsia panel shows the scallopedssifea carved garland building plan. The
ribs could not have been bent. The instrument'sidbaard is flat, and shows very
detailed sound-holes. Perhaps the most interefgatgre of this representation is the
artist’s use of wood grain direction. The soundbadisplays grain directionality similar
to that of modern violins, and is made of eitheusp or pine. The artist chose to cut
small slices of endgrain for the edges of the imaegnt’s sound-holes—an attempt to

communicate the realistic look of cut spruce ofFig. 18).
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Figure 5: Detall of Lira da Braccio from the Studief Federico da Montefeltro, Urbino

1476.

From images such as these, luthiers can gain & séis®undboard thickness for
early bowed-string instruments. This instrumerjs is much thicker than that of a
modern viola. The apparent thickness could be soreto suppose that the instrument

did not need bracings.

Figure 19: Intarsiated viola da braccio by Antoara Paolo Mola in the Palazzo Ducale
of Isabella d’Este, Mantua, c1505.

SAccessed 2/18/2014, http://iwww.wikigallery.org/widinting 224024/Antonio-and-Paolo-
Mola/Musical-instruments-2.Antonio
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Figure 20:Intarsiated viola da Braccio from Abbey of Montaw@to Maggiore, by
Giovanni da Verona, 1503-05.

Other intarsiated liras da braccio, such as th#terPalazzo Ducale in Mantua
(Fig. 19) and the one from the Abbey of Monte QlivMaggiore (Fig.20), share many
features with the instrument from Urbino, but tlaéso present some interesting
additional information. These liras have archedtagih a much thinner profile than the
one in Urbino, and they share an outline style wtmny liras da braccio in paintings.
Their sides appear scalloped, and are therefotleeatarved variety. As we shall see, this
type of outline, with corners only on the lower howill also be found in the earliest
depictions of violas da gamba. With this stylersdtrument, the bridge is situated

between inward-facing C-sound-holes and the oufligle maximizes bow clearance.

""Giovanni Brizzi, and Enzo Carlil coro intarsiato dell'Abbazia di Monte Oliveto Mdgiore, Cinisello
Balsamo (Milan: Silvana, 1989), Tav. 40.
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Lorenzo Costa’s early violas da gamba share strigimilarities to contemporary
depictions of liras da braccio (Fig. 6). Their gk are the single-cornered-bout style,
with the waist positioned for bow clearance. Tis@und-holes are of the inward-facing C
variety, yet the bridge is positioned below thewt, in between. Their slim profiles allow
for the possibility that their sides were carvettided, a close look reveals a possible
scalloped effect. The fingerboards appear to lieTlae only significant differences
between these instruments and contemporary lieathair large sizes, their double-
walled peg-boxes with lateral pegs, their long seakd their absence of drone strings. It
would seem that the techniques used to make thamdvwave been largely the same as
those for liras.

The viola da gamba in Niccolo dell’Abbate’s (b.15891512 — 1571Portrait of
a Young Mar{Fig. 21) displays clear influence from the liraltaccio method of
construction. While its large size, sculpted peg;labsence of drone strings, and fretted
neckde factoexcludes it from the lira family, its scallopedes are rarely (if ever)
shared by later depictions of viols. This instrutregppears to have been carved from a
single block, as its neck does not have an angiedput rather follows the curve of the

carved garland.
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Figure 21: Niccold dell’AbbatePortrait of a Young Mari®

In cases where scalloped sides are not preseet, fedtures can allude to
influences from the lira. In Benvenuto Tisi’'s (eallil Garofalo)St. Cecilia(Fig.22), a
viol without scalloped sides has a leaf-shapedipeginstead of the double-walled type
usually seen on larger instruments. The bridg@sstipned below the inward-facing C-
sound-holes, and there are no drone strings. mkisument has true C-bouts, or a waist
with four corners. The neck has a clear perpendiqaln to the body, and the

instrument’s width tapers toward this join, suggesbent ribs.

Anne-Emmanuelle Ceuleman3e la viele médiévale au violon du XVlIle siécle: étude terminologique,
iconographique et théorique (Turnhout: Brepols, 2011) 84.
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Figure 22:Benvenuto Tisidettoil Garofalo (1481-1559%t. Cecilia’®

The larger and deeper violas da gamba are nevestelépvith carved sides. The
economics of producing large bowed instrumentsatcmthe increasing demand for
them after 1500 prohibited the carved garland agghroToward the middle of the
sixteenth century, liras da braccio and violas a@alga began to share fewer traits.
Although another large viola da gamba (Fig.23)Idgdrofalo shares an outline style
with the early Costa duet, it does not have aagpatl profile. For this massive
instrument, bent sides would have relieved somghteand would have eliminated the
need for large blocks of wood from which the gadlamght have been carved. Aside
from the single-cornered bout outline and inwarciffg C-sound-holes, this instrument
does not share stylistic features with shoulded-n&dtruments. It should also be noted
that this viola da gamba’s fingerboard has a veaglgal curve, which matches the

bridge.

®Accessed 5/28/2013, http://www.artstor.org/indetash
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Figure 23 Benvenuto Tisi (Il Garofalo) 14+-1559%°

Il Garofalopainted another viola da gamba (F24), which shows precise deta
of neck construction. A line running below the derfs hand reveals the join of tl
angled fingerboard. This neck and scroll could Haeen carved from one slim bloc
thereby minimizing wood waste and overall weighte correctstring height in this
instrument is achieved through the fingerboardéseasing anglel should also note th:
this early viola da gamba’s outline seems to bin@fmore “classic” style, with full -

bouts and wide bent ribs. It does, howevisplay inward-facing C-sounbeles.

8\Woodfield, Early History of the Vic, 92.
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Figure 24: Benvenuto Tisi (Il Garofald}lan with Viola da Gamh&

A striking instrument (Fig. 25) painted by Franoe$1azzola (il Parmigianino),
reveals several important construction details.tReffirst time in iconography, the C-
shaped sound-holes are depicted facing outward.ifisirument’s sides are obviously
bent, and the artist’s choice to paint the mottéfdaction lines in the wood may tell us
something about wood choices. The appearance sidee seems to indicate maple,
which is commonly used in violin-family instrumenihe soundboard, obviously of a

different wood type, is very thick around the sodnudes.

8laccessed 5/28/2013 http://www.artstor.org/indexrsht
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Figure 25: Francesco Mazzola (il Parmigianino),a%2

Method for Constructing Renaissance Violas da Gamba

It is important for makers who are interesteduidng Renaissance violas da
gamba to be familiar with all the available icoragny depicting the earliest models.
Care must be taken to capture the “feel” of thesaagraphic models in our modern
interpretations, and not to assume that modermigqahs will produce similar results to
those of the early sixteenth-century. Luthiers nattmpt to operate in a similar mode to
the makers of the earliest violas da gamba, tagamg not to falsely project the ideals of

modern or classic instruments onto an earlier modé&rm. Before utilizing known

82Accessed 5/28/2013, http://www.artstor.org/indetgh
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construction solutions, one must allow a particplanting to inform a new plan. A
drawing of an outline and profile must be creatednfa particular image, and the
drawing should be balanced by a sensible geonsathieme; elements of style, and
artistic and architectural principles of the timbkpuld be observed.

When creating a schematic drawing based on icopbgrat is necessary to
proceed according to what is known of how makeosigit about their own models. Luc
Breton states that “...there is good reason to belibat a change occurred during the
nineteenth century abandoning the vision of theveiisie which had been the principal
objective of the ancients. This objective had retynntil at least the first half of the
eighteenth century and was intrinsically alliecttstic practice. One must begin by
being convinced of the validity of this vision andt allow it to be ridiculed by modern
science.®® Breton is referring here to the concepts of Plattateals, proportion, and
geometry as the basis of virtually all creative\aiies in the Renaissance, meaning that
luthiers probably thought of their instruments egresentative of the harmony
underlying the cosmos. We know from treatises siscArnault of Zwolle’s mid-
fifteenth-century treatisBpeculum musicabat instruments were thought to have a
geometric essence or framework that informed thesigns. Therefore, when creating a
schematic drawing of an instrument based on aipgifiom the sixteenth century, we
must observe these rules of harmonic proportiongaaanetry. The difficulty in
observing these rules now, as it was five hundesats/ago, is reconciling the human

body, motion, and aural impression with an aesth#yi stable instrument.

8Luc Breton, “The System and Proportion of Barrimj\Gols” in The Italian Viola Da Gamba:
Proceedings of the International Symposium on thléah Viola da GambaMagnano, Italy, 29 April-1
May, 2000 ed.Christophe Coin & Susan Orlando. (Soligneasemble Baroque de Limoges, 2002), 193.
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It is reasonable to assume that Renaissance maggas their designs by finding
the length of the sounding string to which themmstent would be tuned. Although there
was no standard pitch in the sixteenth centurykmav that instruments were made to
suit voice types. When ordering a lute from LoredadPavia in 1497, Isabella d’Este
requested that it be pitched two steps higher ghaola he had made, because the viola
was too low for her voic& This would have required calculating a specifitnstlength,
and perhaps shortening and adjusting a known kgeyd. Today viols are made in a
variety of string lengths for each voice. Dependinghe pitch required, string gauges
(and therefore tensions) are chosen, and suitatidiels can be constructed with this
specific length taken into account. Therefore Igmse that before beginning a schematic
drawing of an instrument from iconography, a stigggth should be found that matches
the intended performing pitch of the finished mo&hrting from that chosen string
length, the rest of the instrument can be “buiffbn the drawing by using proportion and
geometry.

After the string length has been determined, théyloutline and neck shape, and
the relative proportion of the neck to the body bardecided. Finding precise ratios in
paintings is an unrealistic task, but we can detegrgeneralities by comparing models
and by hypothesizing proportions. Through a congearof the two viols in Lorenzo
Costa’s Ghedini Altarpiec@ig.13), John Bryan has been able to determires siz

discrepancies, and adapted the apparent ratidsRerfaissance proportion idedtHe

84Holman,Four and Twenty Fiddlersl5.

8John Bryan, “Verie Sweete and Atrtificiall’: LoreaZosta and the Earliest Viol€Early Music.36
(2008): 3-17. Bryan states that “Measurementgargcularly difficult to pin down, as we have here
absolute standard from which to work. Howevers itlear that Costa has set out to show two viols of
different sizes: the body of the larger viol is eppmately 10 per cent longer than that of the $enabut
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then successfully built a consort of tenor and lvads based on these proportions. The
proportions between two instruments in a singl@fag or the proportions present in a
particular iconographic model may be used, butéhetionship of the instrument and its
depicted player must be treated with caution. éndaise of Costa’s painting, John Bryan
was not able to use the size of the players tonasti the instruments’ sizes. Often, artists
depicted angels performing, and their sizes daaotspond to those of human beings.
However, the instruments pictured may contain tbein internal ratios, such as
body/neck and neck/scroll. This may be the caskakngel ConcertFerrara, ¢.1510-

15, at the Chiesa di Santa Maria della Consolazipa@ated by either Michele Coltellini
or Ludovico Mazzolino (Fig. 26), or Bonaficio Verese’'sLazarus the Beggasf ¢.1540

(Fig. 27).

this masks the true difference in size. The lauiggrhas a comparatively longer neck in comparigoits
body size, accounting for a nut—tail measuremecéeaing that of the smaller viol by approximately 1
per cent, and when its lower bridge position igtakito account, it has a string length some 22quer
longer than its smaller partndihis would make it capable of sounding a fourtfiifth lower and it would
thus be reasonable to consider these as a tendraasdor possibly treble and tenor) pair of viols,
confirming their function as instruments designeglay polyphonic strands of different ranges.”
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Figure 26:Angel ConcertFerrara, c.1510-15, details from T@eronation of the Virgin
at the monastery-church Chiesa Santa Maria delfes@azione, painted by either
Michele Coltellini or Ludovico Mazzolin8®

Figure 27: Detail from Bonaficio Veronesd'azarus the Beggaof ¢.1540.

®rving Godt, “Ercole's Angel ConcertThe Journal of Musicology (1989), 335.
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These viols, along with many others in iconograg®gm to have a body-to-neck
ratio of about 1:1. If a string length has beensgm the internal proportions of a specific
iconographic model can inform a schematic design.

| recommend that all curves in Renaissance visigis be built using geometric
proportions, namely “golden” or “divine” ratios,cgeences, and simple arcs. The
undulation, or reversing of a curve, is generally seen, except in the upper shoulders of
some instruments. When present, the reverse csioiein interrupted by a clear point or
corner (Fig.28). The same principle of simple csrsbould be observed in sound-holes

and other decorations.

Figure 28: Peg-box with pointed reverse curve ¢ogvex from the nut to the middle of
the pegbox, and concave to the scroll). Anonymousenth century, Collezione duca di
Pistoia, Torind”’

8Accessed 11/1/13, http://www.artstor.org/index.dhtm
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There is evidence in iconography for many buildechniques and conventions
that survive in modern lutherie. The traditiondes&on of woods for specific instrument
parts seems largely similar to those recognizableanography. One historical record of
the problem of woods comes to us from Isabellat@'Bsd Lorenzo da Pavia, and can
serve us as a cautionary tale against using thegayge of wood for a specific
instrument part. When ordering a lute from Lorerzabella apparently requested that
the bowl be made entirely of ebony—an extremelgihdense wood that would have
been exceedingly difficult to find in that tiffeLorenzo advised Isabella against the
wood choice because it would look strange and “daolund like a piece of marble.” He
recommended using “good cypress” instead—a molyeavailable and easily
workable wood. When building historically inspiredtruments today, one should also
be aware of the economics behind wood selectiahshould carefully choose woods for
their known sound qualities. The ease of “work&pgiland durability of different wood
types is something that informed luthiers in the&sgsance, and affected nearly every
part of a finished instrument, from its tuning pégshe thickness of bent ribs.

When making the soundboard, it is essential to plaarching, and to account for
stresses placed upon it by the strings. If a bembdboard is chosen, the wedges made
for bending must correspond to the desired archeight. Depending on the
instrument’s outline, a certain amount of bow ceae is necessary, and this will be

partially created by the height of the soundbo@lerefore at this junction a test drawing

B\illiam F. Prizer, “Isabella D'Este and Lorenzo Pavia, ‘Master Instrument-Maker'Early Music
History 2 (1982), 109.
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should be made to represent the bridge, fingerbaagte, and bow clearance across the

outline cross-section (Fig. 29).

Figure 29: Cross section of a viol at the bridgsplhying projected bow clearance
against the instrument’s body according to bridgeature and height.

| also suggest that the soundboard should initiz#lynade without bracings.
Makers may have created arched tops that suppthrtesiresses of the strings by their
arching designs alone. In iconographic modelsliase inward-facing C-sound-holes, a
modern offset bass bar would not have been possiblié would have passed beneath the
openings of the holes. A centrally-carved ridge haye been utilized, as it would have
strengthened the glued seam in the center of tinedbwmard, and could be easily removed
if deemed unnecessary later on (Fig.30). Howewercentrally-carved ridge can only be
accomplished on a carved soundboard, and the gidgrece of its use comes from
falsely “extant” instruments. It stands only asmtniguing solution to the problem of
supporting a soundboard where using traditionahout would be anachronistic. The
sound-post should be treated with similar skeptici$ should be used as a solution to
soundboard stress and problems with sound prodycim not necessarily as a planned

feature of an untried model.
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Figure 30: My own interpretation of a descant Yo, showing a centrally carved ridge.

The most reasonable approach to making a succesafotiboard is to try one
method, set up the instrument, and adjust thiclesekg ungluing the top and removing
excess wood where inflexible, thereby strategiogthduating the thickness of the carved
top. Bracings and the sound-post can be addedrwvwed where they are needed. Above
all, we should remember that an instrument’s soaadbfunctions as a vibrating
membrane; great attention must have been givdmetbdlance between flexibility and
stability in the sixteenth century, just as theréoday. Experimentation is the key to a
successful model in this sense, because no pldmmaethg or sound-post scheme has any
historical validity. However, experimenting withlstions to the soundboard must have
occupied much of the historical luthier’s time, ahi$ unreasonable to think that all
available solutions were not tried in the sixteesghtury.

Ultimately, the instrument must play well. Instremnts that were theoretically
governed by ideal geometric proportions were aldgested to ergonomic criteria. Much

of our current knowledge about string height, beidgrvature, frets, and other elements
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that affect the “playability” of bowed instrumersisould be useful in fine-tuning a re-
created sixteenth-century model based in iconograpiere the artist failed to
communicate a specific ergonomic detail, our modetations may fill the gap. The
issue of wood waste is also connected with theestilof ergonomics, since the high
costs of wasted wood is related to the cost of huwark required to execute the
individual parts of the instrument. It may be aifit, in our modern era of mechanized
tools, to understand the economic mindset of Reaate luthiers, where time and the
limits of the human body strongly influenced th@agaches to making stringed
instruments. However, the iconographic sourcesrdaesent the earliest violas da
gamba seem to confirm certain ergonomic and ecanogalities, and they are therefore
crucial sources to luthiers and performers. Insdume way that performers strive to
produce innovative and satisfying modern perforrearaf Renaissance music, luthiers
must attempt to operate in the fashion of ancuathiers. This is our only hope for

creating instruments that may approximate a sixkeeentury sound.
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CHAPTER IV
REPERTOIRE

In chapter Il | clarified an array of possible nadslof violas da gamba from
around the time of CastiglionellsCortegiana In this last chapter the central question to
pose is: for what repertoire were these instrumeténdedZastiglione wrote his
description of violas da gamba at the time a rasfgéteenth-century viol and lira
practices were being supplanted by whole consohis.repertory of Castiglione’s viols
almost certainly consisted of frottole and pop@argundian chansorfs.However, since
the standard consort configuration and its repertaas still crystallizing during this
period, the true details of Castiglione’s delightfuartet of fouwiole da arco along with
other descriptions of performances, remain undteas. Shedding light on the problem
of contemporary instrumental repertoire should @dure to our understanding of the
viola da gamba’s physical and functional evolution.

In the previous chapter | explained that histoheadspired instruments should
not be made without a clear musical goal. In timalfchapter | will highlight what is
already known of the earliest possible repertarevfols in Italy, as well as the later
development of repertories specifically intendedsfiouctured consorts of viols.
Beginning with unambiguously “instrumental” praetscsuch as diminutions upon tenors
and intabulations, and exploring possible instrutalerepertories within untexted
polyphonic chansons; finally, | will present remares clearly intended for instrumental

consorts. Understanding these musical sourcesaisbalpen our perception of the

8peter HolmanFour and Twenty Fiddlers: The Violin at the EngliSburt, 1540-169¢Oxford:
Clarendon Press, 1993), 16.
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performance practices of the viola da gamba asvéldped in Italy, which is ultimately
essential for maintaining an informed approachetareating plausible historical models.

Our perception of the viol's origins depends upan understanding of the
conceptual rise of instrumental music in the fiftdecentury. We know that the
development of the viol is invariably linked toghgomplex period of compositional
experimentation and establishment of style andeggdomposers at this time were only
beginning to think in terms of separate “instrunaéh&nd “vocal” models for creating
new pieces. Sixteenth-century sources of intalmulat instrument tutors, and
publications that designate specific performindgrunments reveal the distinct natures of
instrumental styles. Earlier sources of intabutaticsuch as the Faenza Codex 117,
reveal idiomatic techniques for the realization antbellishment of essentially vocal
music. When compared with purely instrumental pecastof diminutions on known
tenors, these intabulations provide a valuable ggeninto the developing
instrumentalist’s craft. Exploration of the probleiffifteenth-century “instrumentality”
as it relates to untexted chansons, intabulatibne@al models, and the emergence of
purely instrumental music, is essential to our usi@dading of the emergence of the viola
da gamba.

As | explained in chapter Il, the earliest posssmarces of music for viols, which
includes the instrumental consort repertoire orsbeags-without-words’ genre, and
much of the repertoire for six-course lute, hacgarbitus unsuitable for shoulder-held
bowed instruments. The lower voices of most lubdataires could not be accommodated
by rebecs or fiddles if the upper voice were penied on a tenor-range instrument (Ex.

1). By identifying the contexts for vocal music feemed on instruments and the rise of
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new music specifically intended for instruments,may finally understand the impet

for the creation of lowevoiced bowed instruments heda gamba
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Example 1: Opening of a t\-part diminution upon La Spagna from the ‘CapirLute
Book,’ printed in Venice between 1515 and 1

The driving forces behind the sudden popularityhefviola da gamba in tt
sixteenth century become clearer in light of thi#tisly performance ideologies of tl
time. As instrumental practices reasingly favored vocal models and fami
instrument (or wholegonsorts, the functionality and technical featwkesgiols adapted

following the new criteria for performance. The oba in practice is reflected in t

Otto Gombosi [editor]yincenzo Capirola Lute Book (Circa 15 (New York: DaCapo, 198), 73.
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contents of early sixteenth-century printed sourbrethis case stylistic characteristics are
linked to developments in the social realms of aigbatrons, professional musicians,
and courtiers. The social environment of consatices shaped the course of the viol's
career in Italy and elsewhere, wherein the amateurt culture blossomed by way of
convenient printed collections of idiomatic music.

In clarifying Tinctoris’s use of the termss factaandcantare super libruni*
Margaret Bent opened several questions concerngtigumentality in late fifteenth-
century music. It seems that making counterpoihgtiver written down or “fully-
conceived” in mutually related voice®$ factd or performed spontaneoushafitare
super librun), involved careful forethought and craft. In Tiogs’s time, both written
and improvised pieces followed the same rules ahterpoint, and distinction between
res factaandcantare super librunmay have been so subtle “as to defy diagnosisit Be
states that “our heavy dependence on writing asansiof preserving and transmitting
music, serving us as a substitute for both memodyaaural control, should not blind us
to the possibility of music fully or sufficientlyonceived but nevertheless unwrittéh.”
Quoting Willi Apel’'s definitions of “improvisationand “extemporization,” she argues
that our current understanding of improvisation ownly excludes the role of memory
and careful preparation, which was not necesstrdycase for fifteenth-century

performers’® Although Tinctoris was speaking of vocal practiais, description

*IFrom Tinctoris Liber de arte contrapungtil477.

“Margaret Bent,“ ‘Res facta’ and ‘Cantare Super wibt.” Journal of the American Musicological
Society36 (1983), 378.

SIbidem, 374.
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illustrates the mechanics behind the burgeoningdifth-century processes of
instrumental improvisation as well.

Since the thought processes behind written andromgped” pieces in the late
fifteenth century were so closely related, it i$ swrprising that distinguishing
“‘instrumental” pieces from vocal compositions igeof difficult. Furthermore, the
absence of a text in an otherwise vocal piece doesecessarily bespeak an
instrumental realization of the notes. The notategdreserved practice could have been
intended to be used asantrafactumwhich often left polyphonic music that did not
bear an accompanying text in the source. TheredvoaNe been little need for
professional instrumentalists to arrange a disaxegitdéen object to aid in the performance
of a vocally-modeled piece of music. The fifteen#ntury mentality toward composition
and its closely-related concept of improvisatiovoined fluidity between vocal and
instrumental practices, and purely instrumentatgsehave therefore left few traces
amongst surviving manuscript sources.

In the fifteenth century, intabulation—essentidhg flattening of a composed
polyphonic vocal piece to its underlying contraligrammar for performance on an
instrument*—was the chief instrumental practice. Intabulafioactices are commonly
associated with instruments capable of producingpbony, whereby an original vocal
model is transplanted onto the instrument’s tecdrpalette. For Tinctoris’s generation
this demanded the preservation of as much orignaeérial from the vocal model as
possible, as well as the addition of ornamentseambellished passages. However, in the

case of an intabulatigmerformed on two single-voiced instruments, thensling result

“Intabulation—to put something onto a table or $iatface—can be thought of as “flattening,” becahse
texture and timbres of the original piece are simedtout and presented on a single instrument.
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would seem very much like spontanegastare super librumand the original material
would need to be redistributed amongst both voida@ge remaining recognizable. When
we imagine what Lorenzo Costa’s viol duet may haeen playing, we can assume that
fully-conceived but “improvisatory” music was itsain repertoire, while players also
adeptly intabulated well-known “composed” polyphopieces into two embellished
lines with idiomatic string techniques and ornarsent

Next to intabulated chansons, two-voiced diminugiapon well-known tenors
are among the earliest possible repertoire chdaresol duets. These diminutions were
primarily part of an improvised tradition, but masyurces survive that have captured
their essential style. These sources include: Budgun-influencedassa danzgenors,
music from the Codex Faenza 117, and the manygsttif the tenota Spagna
(Ex.2)> Bassa danza tenors mainly survive in dance tesgtisut the great frequency in
which they appear attests to their popularity, e in a quasi-improvisatory
performance context. This dance tenor genre hasratsrmed the only surviving pieces
for lira da braccio, and heavily influenced the maidteenth centurpastardatutors of
Ganassi and Ortiz. Given the developmental conmrettetween lira and viola da gamba,
it is safe to assume that the polyphonic intaboitetiof aRomanescandPassamezzim
the Pesaro manuscript are also representativeeartibryonic repertory of viola da

gamba consorts.

%Suzanne G. Cusick, “Spagn#&tove Music OnlineOxford Music OnlineOxford University Press,
accessed May 6, 2014, http://www.oxfordmusicontioe/subscriber/article/grove/music/26340. Tlae
Spagnatenor is one of the few fifteenth-century bassazdaenors of Italian origin. In the sixteenth
century it was widely used for both instrumentahpositions and exercises in counterpoint. La Spagna
also served as a cantus firmus in several vocatsyamcluding a motet by JosquiRrppter peccata quae
peccastis) and Isaac’s Missa ‘La Spagf@rinted by Petrucci, 1506).
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Example 2: The earliest polyphonic setting of La@ya, ‘Falla con misuras’ attributed
to Gugliemo Ebreo da Pesaro (c.1420--c.1484) frambh pratica seu arte tripudifOn
the Practice or Art of Dancincauthored around 1463.

The Codex Faenza 117 intabulations were most likended for one of the few
polyphonic instruments of the time. However, thdesof the Codex Faenza can also be
applied to a duet configuration of two single-vaiégastruments, such as winds or strings.
Although a lira da braccio was capable of perfogranimited repertoire with chords, a
single viol could not perform two lines of musicritost cases (e.g. when intervals
exceed fourths or fifths). While the lute lostplectrum to accommodate multi-voice
realizations with the finger¥,the viol was limited by its bow and the potenfiadblem

of sounding too many strings at once, since laegps would require skipping strings.

With a curved bridge, it is normally not possildecbntinually sound more than two

%Accessed 4/1/2014, http://imslp.org/wiki/File:PML3®63-Falla_con Misuras.pdf

%A “mixed style” of plectrum and fingers has beemwviacingly explored by modern performers of
fifteenth-century repertories. Crawford Young sliboé credited with expanding the technical postisl
of plectrum lute playing to accommodate styles sagkthe Codex Faenza’s two-voice diminutions.
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notes together. Therefore the duet configuratiorersessary for the realization of two
separate voices in bowed strings. The presendedténorista’” who often accompanied
the lutenist Pietrobono may further point to a loweiced bowed cantus firmus line that
served as a foundation for virtuosic diminutiongerein the case of a plucked upper

line %8
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Example 3: Upper voice embellishments of the téBance Flour” from the Codex
Faenza 1177

Using a bowed instrument for this type of “heldiMer voice could offer good sustain
and shape, whereas a plucked instrument mightmoetde enough support against the
florid notes of the upper line. It is easy to imagiwo bowed instruments performing
diminutions from the available lute repertory, @rhbeir tunings likely matched the lute,
and since the first viol players were probably digenists. Therefore the single-

cornered, carved-garland violas da gamba, sudmoag tepicted in th&@hedini

%) ewis Lockwood Music in Renaissance Ferrara, 1400-1505: The Coatif a Musical Center in the
Fifteenth CenturyfCambridge, Mass: Harvard University Press, 198a0,

“Pedro MemelsdorffThe Codex Faenza 117, Instrumental Polyphony ie Medieval Italy Introductory
Study and Facsimile Edition by Pedro Memelsdotfibieria Musicale Italiana, Lucca 2013), 56v.
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Altarpiece should be thought of as intended for biciniunfg@anance with a

functionally similar repertory to the lute. Whenstlstyle of instrument is seen in a duet
configuration but with larger models, it shoulddmnsidered that the same bicinium
practice had merely been extended into the bassteeglrhe creation of this bass-voiced
strain of repertoire can therefore be traced froentutors for virtuosic bastarda playing
of the mid-sixteenth century, namely those of Situe Ganassi and Diego Ortiz, back to
the diminution practices of the fifteenth century.

Some scholars believe that we can detect featd@iiastoumentality in the so-called
“songs-without-words” repertory of the Josquin gatien (1460-1500). Many
chansonniers from the late fifteenth century ifyltontain untexted chansons and motets
of Burgundian composerS? If in fact these textless pieces were intended for
instrumental performance, it would be temptingn@gine that viols could have sounded
the lines. Howard Mayer Brown has examined onesalrce of possible instrumental
consort music in depth, with attention to difficgliestions of performance practic&in
his examination of the chansonnier Florence BibtatNationale Centrale MS Banco
Rari 229, Brown supposed that the many textlegmdrally-texted polyphonic
compositions contained in the manuscript were oheeifor instruments. Brown believes

that some features of the textless pieces in H@@29 may help us identify the distinct

1% These sources include M&rugia, Biblioteca Comunale 43Naples, 1480s), either of the fragments
Seville, Biblioteca Colombina 5—-1-4Baris, Bibliotheque Nationale n.a.fr.4379, ff.1-(&ples, 1480s)
the “Isabella d’Este chansonnidRbme, Biblioteca Casanatense, 2&b6rrara? 1485), the MBologna,
Museo Internazionale e Biblioteca della Musica, @Q4éples, 1487), the MS Florence, Biblioteca
Nazionale CentraleB.R. 229Florence, 1490s}he MS Rome, Biblioteca Vaticana, C.G.XIll gHlorence,
1490s) the MS Florence, Biblioteca Nazionale Centrale, M&gX.178 (Florence 1490s), the MS
Bologna, Museo Internazionale e Biblioteca dellasMa, Q17(Florence, 1490s). Oxford Music Online
‘Instrumental Music’ accessed 10/1/13.

91Bjplioteca Nazionale Centrale di Firenze, HowardystaBrown, Brian Jeffery, and Max Knigh,

Florentine chansonnier from the time of LorenzoMegnificent: Florence, Biblioteca nazionale cendra
MS Banco rari 229Chicago: University of Chicago Press, 1983).
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characteristics of this early instrumental consepertory. The placement of a slow-
moving vocally-conceived chanson melody againstynfast-moving or fragmentary
passages constitutes a significant style differérara vocal model$®? Brown also states
that short, concise, syncopated motives which armally formed into long melodic
lines are instead traded, transposed, placed uresegs, or stated in turn while the voice
rests in these pieces—techniques better suitetsttuments than sung lyrics. He cites
De Plangard’s arrangementDé Tous Biens Plainand both Isaac and Martini’s

versions ofl’ay pris Amoursas examples of this hypothetical instrumentalesfix.4).

%%bidem, 141.
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Example 4 (three pages)ay pris Amourdy Joannes Martini in Florence 229 f.
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Jon Banks argues for an instrumental consort meati the “songs-without-
words” repertory by exposing many more signs ofruraentality within the genre.
Banks believes that textlessness in chansonniesataalways the result of “casual
incompleteness,” rather it was often deliberatdéiynped'®* Sources such as the Segovia
Codex or the Florence Panciatichi 27 have careftrifyanized texted and untexted
sections. Banks identifies eight specific textlelsansons almost certainly intended for
instruments based on their ranges alone, whicheebscevo octave¥” Referring to these
types of textless chansons as ‘res facta’ basédeanuse of pre-composed secular
melodies, Banks argues that their textlessnes® kaigges, and the “perversely
complicated proportional contortions” in their méiles makes them prime candidates for
late fifteenth-century instrumental consort piedés.likewise identifies more than 100
other ‘res facta’ pieces that share these chaisiitst°° Banks also believes that
instrumental consort pieces exist that are notasevocal traditions, but are instead
newly-composed ‘consort ricercari’ for either corisof lutes or keyboartf” In light of
what we know of the early viol, we might supposa&t ihwas used for this repertory as
well.

Not only do intabulations, two-part diminutions t@mors, and “songs-without-

words” demonstrate instrumental performing styles,the Italian frottolalso provides

1%430n BanksThe Instrumental Consort Repertory of the Latecifth CenturgAldershot: Ashgate,
2006), 5.

1%pidem, 17, 18. The pieces include: Roelkib's tous biens plainin Segovia, Perugia 1013 and Breslau
2016; Agricola’sTandernakernn SegoviaCanti CandRISM 1538andD’ung aultre ameiin Segovia;
Adam’sDe tous biens plainim Segovia; Tinctoris’ée Souveniin Segovia; two versions af Serviteur

by Hanart inCanti C,ff.135v.-136r., and an anonymous composer ff.18®7F.; and a nameless piece by
an anonymous composer in Verona 757, ff.67v.-68r.

108 |hidem, 48.

197 Ibidem, 66, 85. See tables 3.1 and 3.3 for afigibssible ‘consort ricercare’ compositions.
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a plausible repertory for instrumental consortthi@ search for the earliest music for a
consort of violas da gamba, the frottola emergebagenre with the clearest
connections to the instrument’s birthplace anddlied) performing environment®
Although a designation for violas da gamba was nexplicitly stated for any frottole,
corroborations of time, place, social context, aadain stylistic traits place these
instruments squarely within the genre’s performagmeetice setting. We now turn to
sources of repertoire with indigenous Italian argginarrowing the focus of this survey to
the cusp of plausible performance sources.

In the context of late-fifteenth-century polyphomaisic, the frottola stands as a
uniquely Italian practice intended to elevate lawoalsic to the social standing of the
French chanson. The published frottola of the esikieenth century emerged from a
formal tradition extending back to the fourteengmttiry. However, the major sources of
frottole are Ottaviano Petrucci’'s eleven books tednn Venice from 1504 to 1514
(Ex.5). These pieces feature four separate patisomly the top voice texted, possibly
suggesting a solo voice performance with an inséntad consort accompaniméefit.The
career of the frottola in the Northern Italian dsumirrors the rise of the viola da gamba,
and its role as a vehicle for the developmentsafdnd viol makes it a particularly

important genre in the history of those two relatefruments.

198 peter Holmankour and Twenty Fiddlers: The Violin at the Engli8burt, 1540-169@Oxford:
Clarendon Press, 1993), 16.

%9william F. Prizer, “Performance Practices in thetfala: An Introduction to the Repertory of Earl§"t
Century Italian Solo Secular Song with Suggestfonshe Use of Instruments on the Other Lindsatly
Music3 (1975), 230.

91



Example 5: From Ottaviano PetruccFrottole Libro SeptimpVenice 15
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100ttaviano Petrucckrottole. Venezia 15(. Edited by Lucia Boscolo (PaduCLEUP, 199).
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Polyphonic settings of native Italian verse carrbeed as far back as the 1460s,
where patrons of famous poet-improvisersnpgerovvisatorj strove to cultivate the
current native lyric traditioh™* The term “frottola” later became a blanket tite t
represent a number of lyric forms. The lyric forthat appear in Petrucci’s prints
include, in order of most to least frequent, Ilaezelletta strambottg sonnetcapitol, and
oda''? Before Marchetto Cara (c.1470-1525) and Bartolof@mnbonico (c.1470-after
1524) used the frottola as their chief model foltrpart music at the Gonzaga-Este
court, the solo song was likely accompanied byglsiinstrument, such as the lira da
braccio, the lute, the harp, or possibly a keybodvever, no music, nor any
instrumental designation, survives to accompangsywefore Cara and Tromboncino’s
time. The first known poet-musician to favor theastbotto was the Venetian Leonardo
Giustiniani (13881446), and it is thought that nousice existed with his texts’
Giustiniani’s strambotti informed many fifteenthatery improvvisatori, most
importantly Luigi Pulci (1442-1484) and Serafindldayuila (1466-1500), who in turn
inspired Cara and Tromboncino. Although Serafifaiae was won primarily through
his own strambotti, his skills had been honed ttirggPetrarch’s sonnets to music, and
his employment in the service of Cardinal Ascarfiar& in Rome made him a friend to

Josquin des PreZ* His instrument was either a lira da braccio arta.|Once Serafino

MAllan W. Atlas,Music at the Aragonese Court of Nap(€mbridge: Cambridge University Press,
1985), 144.

12prizer,Performance Practices in the Frottgla28.

"3walter H. Rubsameriterary Sources of Secular Music in Italy (ca. 05(Berkeley and Los Angeles:
University of California Press, 1943), 2.

4Alfred Einstein, Alexander Haggerty Krappe, RogesSons, and W. Oliver Strurikhe Italian
Madrigal. (Princeton: Princeton Univ. Press, 1949), 40quoshad already composed several frotinle
Rome, some of which survive in print as well asnanuscript.
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became an itinerant professional, he inevitablyébhis way to the Gonzaga-Este court
in Mantua in 1494, where Isabella rewarded hisiestty, and Tromboncino set many of
his verses as multi-voice polyphonic frottole.

Many professional musicians could have particippatethe earliest performances
of frottole at the Gonzaga-Este court. By 1470,dtert had acquired Andrea and
Giampaolo della Viola,pulsatores lirae et familiares sue Excellentida.the meantime
there had been several other visiting musiciamsoté: Salamon dall’Arpa (1455-60),
Matteo de la Violetta (1465) and Alessandro de Adgna and Antonia;antori e
suonatori di viola(1470). Under Ercole d’Este (1471-1505), conterapopolyphonic
repertoires of three and four-part vernacular sgfrgtole) were being performed both a
capella and with a variety of instruments. Manyalagingers and composers were also
lutenists, including Cara, Tromboncino, and MichHeesentt*

Although there is no instrumental designationtfer altus, tenor, and bassus
voices in Petrucci’s prints, we may piece togefiegformance practice traditions of the
frottola through several other means. In most pdritottole, thébassusroice contains
too few notes to accommodate the syllabic lyrics] healtus andtenorbehave in a
manner better suited to instruments (Ex:'8) letter of 1535 from Tromboncino to the
theoretician Giovanni del Lago suggests that hisetipartSe la mia morte bramibe
performed with one voice and a lute, and thatwiete to be sung a capella, it would

need an alto voice added to its texttifdn Francesco Bossinensis’s 1509 intabulations

119 ewis Lockwood Music in Renaissance Ferrafa3.
118 prizer,Performance Practices in the Frottola3s.

"Einstein, The Italian Madrigal 48.
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of four-part frottole for lute, the alto voice igsliberately suppressed, and the tenor and
bass parts are intabulatgd Although Petrucci published lute transcriptionseteral of
his frottole, he never did so for keyboard; he teé#t to his competitor Andrea Antico da

Montona, in his 1517 book éfrottole intabolate da sonare orgahfi’

"8hidem 409.

"9bidem, 77. Around 1520 Petrucci publishEdottole de Misser Bortolomio Tromboncino et de $dis
Marcheto Cara con tenori et bassi tabulati et coprani in canto figurato per cantar et sonar colta
Antico’s Frottole intabolate da sonare organdntains 26 transcriptions for organ, in whichbait one can
be corroborated with a vocal model.
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Ex. 6: Cara’sSe per chieder mercé grais'impetrafrom Petrucci’s eighth book «

Frottole, 15072°
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12petrucci Frottole Libro Octavc Venezia 15C. Edited by Lucia BoscoldP@dua: CLEUP, 1999), 1:
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We can understand Petrucci’'s publications as fam@adlsettings of
“professional” music for a burgeoning amateur comsuculture. The substance of
Petrucci’s frottole was drawn from the contempotaagitions of Isabella d’Este’s
Mantuan retinue, where the lira of the late fiftéeoentury improvvisatori and the new
violas da gamba were used extensively. The twounstnts almost certainly participated
in realizations of the same frottole, alternatimyycaccording to the social status of the
performer. The same was true of practices in Urbivtere Baldassarre Castiglione
contrasted the old ‘professional’ poet/recitatitydescon lira in braccioagainst the new
‘amateur’ pastime of playing viols in consort. Ggisdne did not contrast the genre of
music performed in those separate contexts, oelpérformance contexts themselves. It
is safe to assume that Castiglione was imaginioigdie to be performed on his four
viole da arco The viola da gamba of the early sixteenth ceniwtiierefore the ideal
instrument for performing the three untexted voiceBetrucci’s prints.

Identifying the possible repertorial sources far darly viola da gamba in Italy
strengthens the case for the instrument’s phyp@ameters and performance contexts
previously determined in chapters Il and Il ofstistudy. The implications for instrument
sizes, ranges, and performance configurationsostt by sources for early diminutions
on tenors, consort genres based on polyphonic voodEls, and frottole, fit neatly
within the viol's known contextual framework. Thasgplications strengthen the case for
a discrete Italian “Renaissance” viol that, alonthvts distinctive shape(s), had a
sounding characteristic that was intended to sérege repertoires. With greater attention

to late fifteenth-century and early sixteenth-cenpsources and performance practices

97



relating to these sources, a clearer picture oé#ry viola da gamba’s historical

environment should emerd€.

12IRodolfo Baroncini, “Contributo alla storia del viiwb nel sedicesimo secolo: i ‘sonadori di violidélla
Scuola Grande di San Rocco a Venezretercares (1994): 61-190. In-depth information is available
the development of the early violin in Italy. Thigormation is particularly important to my studgdause
of the violin’s potential developmental relationshd the viola da gamba in terms of consort makengp
repertoire choices. Rodolfo Baroncini’s article xps the historical activities of musical confraiées in
Venice, the Venetiascuole grandiln the 1530s, the prosperous Scuola Grande dR®ano employed a
permanent company of violins, which was devotedeidorming its own specialized repertoire. Initjall
consisting of fouwiolini, the ensemble was expanded to six: two sopramiments, alto, tenor,
“basseto,” and “basson”. One of the soprano insénisicould be replaced by a “falsetto” voice irighlr
range. The violin ensemble of San Rocco did ndioper pieces from the polyphonic vocal repertoriad,
instead played motets ataide The group was at first used for elaborate musioatessions (which
excluded by nature the immobile viola da gambaj Haidl become by the mid-sixteenth century a
permanent fixture of a high-paying, progressiveagaurgical musical institution.
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CHAPTER V
CONCLUSION

In the previous chapters, | have explored many @a&emo uncover historical
information about the earliest viols in Italy, inding references from literary, pictorial,
and musical sources. Using Baldassarre Castigbahescription of violas as a
significant signpost in an indefinite landscap@oimary-source material, | have
attempted to piece together a clearer pictureettrly viola da gamba’s socio-musical
context. | then used this context, along with mgenience as a luthier, as a basis for
defining the parameters by which we may intergretdorresponding iconography of the
instrument. When we view iconography with an infedreye, we may begin to identify
discrete conventions of construction revealed éworks of fifteenth- and sixteenth-
century visual artists. By relating the buildingheiques that appear in iconography to
our modern knowledge of instrument-making, we cavetbp a sense of the differences
between building conceptions in the late fifteegutidl early sixteenth centuries and those
that stem from later “surviving” instruments. | lkadlemonstrated that there are distinct
models of early viols that differed greatly frono#ie of the later sixteenth century. By
placing these models within the musical framewdrglausible repertoires, we can begin
to imagine a sound world that is new, different] anciting.

How should this new information about the viol'sgims affect the way we
perceive, build, and use early viols in the twelfntst century? We must view the early
viol as a direct descendant of the medieval fiddlesiella. The first viols were the
logical extension of the fiddle types already ie;ube need for a lower voice stimulated

luthiers to make larger bowed-string instrumentse $hapes and features of fiddles were
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extremely variable, and in Italy the ‘violetta’ alich da braccio retained this variety of
stylistic characteristics. The shapes of the firslas da gamba presented a balance
between the visual style of Italian fiddles and ¢ihgonomic necessities of holding the
larger instrument between the knees. Although thead of the Spaniskihuela d’arco
probably exerted some stylistic influence on thap&ls and designs of later violas da
gamba, the earliest physical parameters of theuttahstrument are the direct result of its
indigenous fifteenth-century ancestors.

We must use our knowledge of the viola da gambar'ly éistory—its shift from
being the lute’s companion in bicinium repertoweobeing a member of a whole
consort—to interpret the iconography showing ttetrimment during that time. However,
we should also trust the historically oriented ietis eye to glean precise details of
construction from paintings and intarsia. The dnlg physical details of the viol’s early
construction that survive for us are embeddedtistar representations, especially in
reliable sources such Berenzo Costa’sshedini AltarpiecgCh.3, Fig. 13). We are not
able to gather this information from any “extantsiruments, since we cannot be certain
that surviving physicatharacteristics escaped alteration (or forgery).mvst then allow
our reassessment of iconography to help us form@aatew, clarified history for the viol.
This new history relies upon the appearance ancttgrence of specific building
conventions and styles of design. The presencets with carved sides in the style of
liras and viellas presumes a direct connectiohéduilding techniques of medieval
instrument makers. Shared outlines, sound-holeeshamd tuning mechanisms between
the two instrument families strengthen this casd,should be included in our

conception of the earliest viola da gamba moddig. Gest iconographic sources that
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show these shared visual features include the memgonedShedini Altarpiece,
Niccolo dell’Abbate’sPortrait of a Young Mai(Ch.l1l1, Fig. 21), and Benvenuto Tisi’s (il
Garofalo) St. Cecilia(Ch. 11, Fig. 22).

In what way can my clarification of the repertoietevant to the viola da gamba’s
early development affect the way we build earlys/today? This task involves looking
back to the period in the viol's history that hagg far furnished us with little primary-
source information. Addressing the problem of reger choices for the instrument
situates this organological study in a territorgttbontinually concerns scholars
interested in early sixteenth-century performaneefce. Since instrumentalism in
sources before 1500 must be deduced through méasstban direct designations in the
music, we must place the viola da gamba amongasitlie sources only by its historic
proximity and by the information we have concernisgunction. The so-called ‘songs-
without-words’ genre of Josquin’s generation seémise a likely candidate for early viol
music, and the frottola is surely connected tod#ald’Este’s desire for having violas da
gamba at her court. Both of these repertories requ instrument with good sustain,
sufficient loudness to support a solo voice, andritathe ability to blend seamlessly
with the higher- or lower-voiced consort membexs. this music the early viola da
gamba would have needed to ‘activate’ quickly urtberbow, yet the ability to rapidly
shift between colors and dynamics was probablyneoessary. Clarity within lines of
“perversely complicated proportional contortionsdssthe most important feature of the
early viol's sound?? The demands of this repertoire on a chosen ingntiseem to lend
credibility to what has already been said abouetimty viol's shape and proportions.

Most early viols were made with a 1:1 ratio betwaenk to body, and this means that

122 30n Banks|nstrumental Consort Repertqr8.
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they had smaller bodies than later violas da gafmbproportionally longer necks). A
smaller body has less overall mass, and would @etimore easily than the later
sixteenth-century models. When the use of the \dalgamba expanded to full consort,
new building techniques and styles were neededdoramodate the specific sizes of the
group.

Thus far, our cultures of scholarship, performaael lutherie have ignored the
characteristics of appearances of early violsamagraphy, and have long relied on
models that do not represent a historical redilityhis study, | have identified plausible
historical models, namely those painted by Lore@msta, Francesco Francia, Benvenuto
Tisi (il Garofalo), and Francesco Mazzola (il Pagranino). | have discussed techniques
that would have been used for building these moaéigch includes approaches to
creating an outline and sides, carving or bendisgumdboard, and adjusting an
instrument’s design for playability. | have alsoadsished a series of plausible repertoire
choices for which the early viola da gamba was beitéd, which ranges from fifteenth-
century tenors and diminutions (identical to lgpertory of that time), the ‘songs-
without-words’ of the Josquin generation, and tisigenous lItalian frottola. The next
step in this process of discovering the earlydtaliola da gamba would be to build style
copies of these instruments, and to create perfocasathat match the situations in which
the early viola da gamba would have been usedoBywing the development of
instrumental repertoire, the performance practiceosinding bowed-string instruments,
and the iconography showing fiddles and viols, wghtnbe able to imagine the sounds
that characterized the evolution of the viola danba, from poet’s aid to courtier’s

pastime.
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