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AN INSTRUMENT ‘WITH WHICH
GENTLEMEN, MERCHANTS AND OTHER
MEN OF VIRTUE PASS THEIR TIME ’ : THE

VIOLA DA GAMBA IN SIXTEENTH-
CENTURY FRANCE

In sixteenth-century France, the viol emerged as a symbol of cultural refinement enjoyed by
men of virtue and as a tool to shape bourgeois leisure to reflect noble ideals of a moral and
virtuous life. Viols appeared at the French court alongside the transalpine migration of
artists, artisans and musicians, the acquisition of prized Italian string instruments and the
recruitment of the luthier Gaspar Duiffoprugcar, master of the latest innovations in Italian
instrument building. Learning to play viol and lute became essential for the education of
nobles because of the belief that they could elevate the soul through the emulation of the ratios
present in musica mundana. Philibert Jambe de Fer, in one of the first French music treatises,
affirms that by the middle of the century viols were played by both the aristocracy and the
bourgeoisie when he claims it is ‘an instrument with which gentlemen, merchants and other
men of virtue pass their time’. For the bourgeoisie – the targeted readership of the earliest
published tutors – luthiers, musicians and religious reformers founded music schools to teach
lute and viol under a moral philosophy aimed at limiting the idle time of urban youths
through humanistic and religious curricula.
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Around the middle of the sixteenth century, a guest of the French
court could expect to be dazzled by the newly expanded and
redecorated Château de Fontainebleau. First François I and later
his son Henri II spent considerable sums enticing Italian artists to
migrate to France, and these artists and craftsmen brought with
them knowledge of the latest Italian Renaissance fashions. A visitor
treated to an evening of entertainment would marvel at the
splendor of the Salle de Bal (Figure 1), the sumptuous grand
ballroom featuring a coffered ceiling, pillars wrapped in oak
paneling and walls covered in frescoes depicting stories drawn from
Classical mythology. This room – a conspicuous show of wealth –
was illuminated by sparkling gilded bronze lamps and chandeliers.
Upon entering the ballroom, her or his body would be warmed by a
monumental fireplace situated at the far western end of the room,
ornamented with bronze satyrs copied from Classical Roman
statues.1 While absorbing the grandeur of these sights, the guest’s
sense of hearing would also be stimulated by an instrumental
ensemble. The musicians, however, would not be immediately
visible to those entering the hall, creating a sense of suspense as

Figure 1 The Salle de Bal, Château de Fontainebleau.

1 For more on the art in this ballroom, see H. Zerner, Renaissance Art in France: The
Invention of Classicism (Paris, 2003), pp. 106–14.
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sound resonated throughout the substantial room.2 Only after
entering the ballroom could the visitor turn to see the instrumen-
talists on the gallery above the main entrance (Figure 2). Guests
would then become an active part of the visual and aural spectacle
by joining the feasting and dancing. The ballroom offered a multi-
sensory experience that sought to impress upon a visitor the wealth
of the French crown and to project an image of a culturally refined
court. Even today this opulent space retains its power to overwhelm
the senses of a visitor. The contributions of the so-called School of
Fontainebleau, as the Mannerist style developed by imported
Italian artists like Rosso Fiorentino, Francesco Primaticcio and
Niccolò dell’Abbate became known, are a persistent reminder of
the royal project of attracting artists from Italy to serve France.3

Figure 2 The musicians’ gallery, Salle de Bal, Château de Fontainebleau.

2 A. Spohr, ‘Concealed Music in Early Modern Diplomatic Ceremonial’, in Music and
Diplomacy from the Early Modern Era to the Present, ed. R. Ahrendt and D. Mahiet (New York,
2014), pp. 19–43. See also A. Spohr, Concealed Music in Early Modern Pleasure Houses
(Bloomington, IN, forthcoming).

3 The terms ‘mannerism’ and ‘maniera’, as employed in the history of art, have a fraught
and tangled historiography. A succinct summary of the ways in which the significance of
the term has evolved is presented in L. M. F. Bosch,Mannerism, Spirituality, and Cognition:
The Art of Enargeia (London, 2020), pp. 72–115. I employ ‘mannerism’ here in a way that
derives from the usage of ‘maniera moderna’ in Giorgio Vasari’s Vite de’ più eccellenti
pittori, scultori ed architetti (Florence, 1550; 2nd edn, 1568). Vasari’s phrase refers to a
pictorial style characterised by the pursuit of artistic virtuosity and elaborate artifice as
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A fresco on the wall behind the musicians’ gallery (Figure 2), based
on Primaticcio’s design and completed by dell’Abbate between 1552
and 1556, depicts two musicians playing large violes, a visual
souvenir of the music that once resounded in this space. While they
are not the earliest viols depicted in French iconography, they do
parallel a recent change instituted by Henri II to his musique de
Chambre. In 1547, the first year of his reign, Henri II added two
‘joueurs de violes’ by reassigning Jean Bellac and Pierre de
Champgilbert, alias Pierre d’Auxerre, two players of the violon in
the Écurie, as players of violes in the Chambre.4 The move from the
Écurie to the Chambre was not a lateral move and came with a salary
increase for the two musicians.5 At the same time that the king was
updating the ballroom to reflect contemporary Renaissance trends
in architecture, the plastic arts and painting, he was also instituting
changes to royal musical establishments to produce modern music
on instruments then in vogue among the Italian nobility. As I will
show, around the middle of the sixteenth century bourgeois
amateurs, following the example of the court, adopted the viol as
an instrument of leisure and refinement both in their homes and in
educational and spiritual initiatives.

The presence of viols in sixteenth-century France has long
fascinated scholars, who have surveyed iconography and analysed
treatises and tutors.6 Scholars working on musicians and music at
sixteenth-century French courts have unearthed court records that
flesh out our knowledge of the names of musicians, which
instruments they played and when they were active at the court.7

Others have identified active luthiers and analysed inventories of

best exemplified by artists affiliated with Raphael’s workshop. See also J. Shearman,
Mannerism (Baltimore, 1967); C. H. Smyth, Mannerism and Maniera, 2nd edn (Vienna,
1992).

4 C. Cazaux, La musique à la cour de François Ier (Paris, 2002), pp. 123, 339–40.
5 Cazaux has shown that the annual salary for the Écurie during this time was 180 livres
tournois (L.t.), while those in the Chambre earned 240 L.t. For more on the fascinating,
atypical career of Pierre de Champgilbert, see Cazaux, La musique à la cour de François Ier,
pp. 339–40. Bellac was further charged with and paid to care for the chest that carried the
viols: ‘Au dessus dit Jehan Belac ayant la charge du sommier qui porte les violles’: 1547:
F-Pnm français 21450, fol. 163r; 1548: ibid., fol. 173v; 1549: ibid., fol. 195v; ‘pour la norriture
et despence d’un sommier qui porte les violles’: 1560: F-Pnm Dupuy 852, fol. 23v.

6 I. Woodfield, The Early History of the Viol (Cambridge, 1984), pp. 196–205; A. Otterstedt,
The Viol: History of an Instrument, trans. Hans Reiners (Kassel, 2002), pp. 28–31;
B. Hoffmann, The Viola da Gamba, trans. P. Ferguson (London, 2018), pp. 101–3, 130,
230–5.

7 H. Prunières, La musique de la Chambre et de l’Écurie sous le règne de François Ier (Paris, 1911);
J. Brooks, Courtly Song in Late Sixteenth-Century France (Chicago, 2001); Cazaux, La musique
à la cour de François Ier; I. Handy, Musiciens au temps des derniers Valois (1547–1589) (Paris,
2008).
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instruments.8 Even the most exhaustive histories of the viol,
however, still treat French Renaissance viols as a tangent to an
overarching narrative, and as a result our understanding of the
origins of the instrument in France and the roles the instrument
played socially at court, with an urban bourgeoisie and in
educational initiatives remains murky and piecemeal. This
deficiency is not the result of a dearth of source material, but
rather due in part to the lack of focussed study of the instrument in
sixteenth-century France.9 The failure of scholars of the viol to
produce such a study has been due to several reasons: the lack of
extant historical instruments to study (as opposed to Italian
instruments from the same period, even if they have been
significantly modified); the absence of dedicated solo and chamber
repertoires (such as the English lyra-viol and consort repertoires)
or a documented virtuosic improvised tradition for the instrument
(such as the practice of viola bastarda in Italy); and the fact that
France’s five-string Renaissance viols tuned in fourths do not fit
neatly into dominant historiographies of the instrument.10

I argue that the viola da gamba, like Renaissance architecture,
sculpture, ceramics, garden design and painting, was imported to
France from northern Italy. The transalpine migration of instrumen-
talists and the acquisition of prized Italian string instruments was part
of a larger project of adapting the latest Italian Renaissance fashions
to the aims of the French court. These policies, which were instituted
by François I but continued throughout the sixteenth century,
cultivated humanism to change the reputation of the French court
from one of barbarism and brutality in arms to one that was civilised,
elegant and refined. The collecting of Italian artisans and artworks

8 H. Coutagne, Gaspard Duiffoproucart et les luthiers lyonnais du XVIe siècle (Paris: Fischbacher,
1893); M. Brenet, ‘Deux comptes de la chapelle-musique des rois de France’,
Sammelbände der internationalen Musikgesellschaft, 6 (1904/5), pp. 1–31; F. Lesure, ‘La
communauté des “joueurs d’instruments” au XVIe s.’, Revue historique de droit français et
étranger, quatrième série, 3 (1953), pp. 79–109; F. Lesure, ‘La facture instrumentale à
Paris au seizième siècle’, The Galpin Society Journal, 7 (1954), pp. 11–52.

9 Two exceptions include a rather impressionistic but useful essay and an unpublished
thesis: M. Sicard, ‘The French Viol School Before 1650’, Journal of the Viola da Gamba
Society of America, 18 (1981), pp. 76–93; E. Peppers, ‘The Introduction of the Viol into
Sixteenth-Century France: Perspectives on Cultural Integration of Musical Instruments’,
(PhD thesis, University of Edinburgh, 2014).

10 In contrast, there are at least three book-length studies – in addition to innumerable
articles and book chapters – about the solo and chamber repertories for the viol in 17th-
and 18th-c. France: B. Schwendowius, Die solistische Gambenmusik in Frankreich von 1650 bis
1740 (Regensburg, 1970); H. Bol, La basse de viole du temps de Marin Marais et d’Antoine
Forqueray (Bilthoven, 1973); J. A. Sadie, The Bass Viol in French Baroque Chamber Music (Ann
Arbor, MI, UMI Research Press, 1980).
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was shaped by François I’s travels in Italy but also by a strong Italian
presence at the French court, especially by the middle of the century
under the influence of Catherine de’ Medici.11

After examining the strategies employed in the royal project of
rejuvenating the image of the French court, I explore two spheres of
viol development: at the court and in bourgeois musicking and
education.12 At court viols and lutes signified noble leisure and
refinement, and they were deployed in public spectacles and for
diplomatic events. The recruitment of the luthier Gaspar
Duiffoprugcar from northern Italy to Lyon suggests that François I
or Henri II sought to bring the latest innovations in Italian instrument
building to the French court. Through the revival of Neoplatonic
philosophy around the middle of the sixteenth century and the
foundation of the Académie de poésie et de musique by Jean-Antoine
de Baïf and Joachim Thibault de Courville in 1570, the viol became
linked to Pythagorean and Platonic cosmology. Learning to play viol
and lute became essential for the education of nobles because of the
belief that these instruments held the power to elevate the soul
through the emulation the ratios present in musica mundana, or
harmonic resonances with planetary motion. Also in the middle of the
sixteenth century, Philibert Jambe de Fer, in one of the earliest
published French music treatises, affirmed that viols were played by
both the aristocracy and the bourgeoisie when he claimed it was ‘an
instrument played by gentlemen, merchants and other men of
virtue’.13 For the bourgeoisie – the targeted readership of the
earliest published tutors – luthiers, musicians and religious
reformers founded music schools to teach lute and viol under a
moral philosophy aimed at limiting the idle time of urban youths
through humanistic and religious curricula and structuring leisure
time. In France, the viol therefore emerged as a symbol of cultural
refinement to be played and enjoyed by men of virtue and as a tool
to shape bourgeois leisure to reflect noble ideals of a moral and
virtuous life.

11 For more on collecting instruments and musicians and curiosity cabinets across Europe
in the early 17th c., see R. Cypess, Curious & Modern Inventions: Instrumental Music as
Discovery in Galileo’s Italy (Chicago, 2016), pp. 117–58.

12 Throughout this article I adopt Small’s term ‘musicking’ to stress the performative action
undertaken in all musical acts: C. Small, Musicking: The Meanings of Performing and
Listening (Middletown, CT, 1998).

13 P. Jambe de Fer, Épitome musical (Lyon, 1556), p. 62: ‘Nous appellons violes c’elles
desquelles les gentilz hommes, marchantz, & autres gens de vertuz passent leur temps.’
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I M PORT I NG THE R ENA I S S ANC E AND C I V I L I S I N G THE COURT

When François I ascended to the throne, the French court and the
realm had a reputation in Western Europe, but especially throughout
the Italian peninsula, as being skilled at arms but uncultured. The
Italians knew firsthand of the ferocity with which the French waged
war. From 1494 until 1559 successive French kings raided and
conquered large portions of Italy, campaigns that are known today as
the Italian wars or the Habsburg–Valois wars. Italians frequently
referred to the French as ‘barbarians’, a word that derived from the
Greek for one who stutters but which was often hurled at indigenous
peoples of the Americas who lacked written language.14 Defending
against this reputation, Joachim du Bellay titled the second chapter of
his La défense et illustration de la langue Françoyse ‘That the French
language should not be called barbarous’. In it he discussed the
brilliance of French martial glory, which he claimed the Italians could
not withstand, and defended the French language from barbarous
accusations by the Italians: ‘not only have they [the Italians] done us
wrong by this, but to render us still more odious, they have called us
brutal, cruel and barbarous’.15 Still, the perception of the French
language as barbarous by European elites was echoed by Erasmus in
1530 when in his essay De pueris instituendis he described the ease
with which

a German boy could learn French in a few months quite unconsciously while
absorbed in other activities. : : : If one can learn with such ease a language as
barbarous and irregular as French, in which spelling does not agree with
pronunciation, and which has harsh sounds and accents that hardly fall within the
realm of human speech.16

14 M. Wintroub, ‘Civilizing the Savage andMaking a King: The Royal Entry Festival of Henri
II (Rouen, 1550)’, Sixteenth Century Journal, 29 (1998), pp. 464–95, at p. 472.

15 I. D. B. A. [J. du Bellay], La deffence, et illustration de la langue francoyse (Paris, 1549), sig. [a vi]r:
‘& non seulement nous ont fait tort en cela, mais pour nous rendre encor’ plus odieux, &
contemptibles, nous ont apelez brutaux, cruels, & Barbares’.

16 ‘A Declaration on the Subject of Early Liberal Education for Children’, in The Erasmus
Reader, ed. E. Rummel (Toronto, 1990), pp. 65–100, at p. 86. Earlier Erasmus had written
a dialogue satirising the worldly ambitions and abuse of power of Pope Julius II. In the
dialogue, Julius states, ‘I never really like the French; no Italian really feels kindly towards
barbarians, anymore, for heaven’s sake, than a wolf does towards lambs’: ‘Julius Excluded
from Heaven’, in The Erasmus Reader, pp. 216–38, at p. 231. The editor admits the
problematic attribution of Julius exclusus to Erasmus but claims that he never denied
authorship outright. Soon after Julius’ line in this dialogue, Genius states, ‘I’ll answer for
him. Although Italy, like a sort of universal dustbin, is peopled by a chaotic mixture of all
the dregs of the most barbaric nations, the Italians have acquired, from ancient
literature, the ridiculous habit of calling anyone born outside Italy as barbarian; for
them, the word is more insulting than if you said parricide or desecrator’. Peter’s
questioning of Julius’s use of the term, then, reveals Julius’ hypocrisy.
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Due to a combination of their martial ferocity and perceived lack of
interest in letters, accusations of barbarism dogged the French in
European discourse throughout the sixteenth century.

It was under this shadow of barbarism that François I made efforts
to ‘civilise’ the French court and project a reputation of cultured
brilliance.17 Baldassare Castiglione, in Il libro del cortegiano, first
published in 1528 but written earlier and ostensibly recounting a
conversation that took place over a span of four days in the year 1507,
admitted that ‘the French recognise only the nobility of arms and
esteem all the rest as nothing; in a way that not only do they not
esteem but they abhor letters and consider all men of letters to have
little value’. Guidobaldo da Montefeltro, the Duke of Urbino,
responds with a positive impression of a changing court culture:

what you say is true (he said); this error has prevailed among the French for a
long time, but if good fortune will have it and Monseigneur d’Angoulême
succeeds to the crown [as François I], as is hoped, then I think that just as the
glory of arms flourishes and shines in France, so must that of letters flourish there
also with the greatest splendour. Because when I was at that court not long ago, I
saw this prince; and, besides the disposition of his body and the beauty of his face,
he appeared to me to have in his majesty such greatness – yet joined with a certain
gracious humanity – that the kingdom of France must always seem a petty realm
to him. Then later, frommany gentlemen, both French and Italian, I heard much
of his noble manners, of his virtue and courage, of his valour and liberality; and I
was told, among other things, how he loved and esteemed letters and how he held
all men of letters in the greatest honour; and how he blamed the French
themselves for being so hostile to this profession, especially as they have in their
country a noble university like that of Paris.18

17 The German sociologist Norbert Elias first articulated the civilising process at Western
European courts in Über den Prozess der Zivilisation: Soziogenetische und psychogenetische
Untersuchungen, 2 vols. (Basel, 1939). Don Fader and Michael Bane have discussed the
role of the ‘honnête homme’ in shaping 17th-c. French musical taste: D. Fader, ‘The
Honnête homme Music Critic: Taste, Rhetoric, and Politesse in the 17th-Century French
Reception of Italian Music’ The Journal of Musicology, 20 (2003), pp. 3–44; M. Bane,
‘Honnêtes gens, Amateur Musicianship, and the “Easy Air” in France: The Case of
Francesco Corbetta’s Royal Guitars’, Journal of Seventeenth-Century Music, 20 (2014),
https://sscm-jscm.org/jscm-issues/volume-20-no-1/honnetes-gens-amateur-musicianship-
and-the-easy-air-in-france-the-case-of-francesco-corbettas-royal-guitars/; M. Bane, ‘Honnêtes
gens as Musicians: The Amateur Experience in Seventeenth-Century Paris’ (PhD diss.,
Case Western Reserve University, 2015).

18 Les quatre livres du Courtisan du conte Baltazar de Castillon reduyct de langue ytalicque en
francoys, 4 vols. (Lyon, 1537), i, fol. XLIIIr–v: ‘Combien que les Francoys seullement
congnoissent la noblesse des armes. Et nestiment pour rien le demeurant. En facon que
non seullement ilz ne tiennent point en pris & reputation les lettres/ mais en
abhorrissent & tiennent tous les litterez pour gens de petite valleur/ : : : vous dictes vrai
(dist il) que cest erreur/ il a ja long temps regne entre les Francoys/ mais si la bonne
fortune veult que/ Monseigneur Dangouslaime/ Ainsi quon espere succede a la
couronne/ jestime que si comme la gloire des armes florist/ & resplandist en France/
Celle des lettres y doibve aussi florir en souverainne reputation. Car il ny a pas long

242

John Romey

https://doi.org/10.1017/S0261127924000056 Published online by Cambridge University Press

https://sscm-jscm.org/jscm-issues/volume-20-no-1/honnetes-gens-amateur-musicianship-and-the-easy-air-in-france-the-case-of-francesco-corbettas-royal-guitars/
https://sscm-jscm.org/jscm-issues/volume-20-no-1/honnetes-gens-amateur-musicianship-and-the-easy-air-in-france-the-case-of-francesco-corbettas-royal-guitars/
https://doi.org/10.1017/S0261127924000056


According to the Duke of Urbino, François I could save France
from barbarism through his love of letters. In 1529, François I created
the new office of lecteur du Roi (charged with reading aloud to the
king), and Jacques Colin was the first to hold this office. At the king’s
behest, Colin translated Castiglione’s influential book into French in
1537, suggesting royal recognition of the usefulness of this depiction
of the French king in such an influential and widely read work.19

Through his mother Louise of Savoy, an avid lover of books and
Italian art, François inherited a fascination with advances in arts and
sciences in Italy.20 He founded a royal library, charged the humanist
Guillaume Budé with enlarging its collection, and employed agents in
Italy to acquire rare books andmanuscripts. In 1527, for one example,
he provided an agent with 1,000 écus to purchase ‘livres et
antiquailles’ in Rome.21 His cultivation of humanism in France led,
at the urging of Budé and Du Bellay, to the founding of the Collège
des trois langues, dedicated to the study of Latin, Greek and Hebrew.
He also became a patron of Italian artists, including the sculptor Juste
de Juste, the painters Fiorentino, Primaticcio, Lucca Penni and
Antonio Fantuzzi, the polymath Leonardo da Vinci, the furniture
maker Francesco Scibec da Carpi, the goldsmith and sculptor
Benvenuto Cellini, the ceramist Girolamo della Robbia and the
architects Domenico da Cortona dit ‘Boccador’ and Sebastiano
Serlio.22 The Florentine painter Andrea del Sarto, who briefly visited

temps que me trouvant a la court/ je veiz ledictz seigneur qui me sembla oultre la
disposition de sa personne & beaulte de visage avoir au regard une telle majeste
conjoincte avecques une certainne gracieuse humanite que le Royaume de France luy deust
semble tousjours estre peu de chose. Jentendz apres de beaucoup de gentilzhommes
Francoys/ ou Italyens/ ung tresbon rapport de ses nobles/ & vertueuses conditions de la
grandeur de son couraige/ de sa valleur & liberalite. Et oultre aultres chosesme fust dict quil
aymoit souverainnement & estimoit les lettres/ & avoit en singuliere recommandation/ &
reverence tous les litterez. Et blasmoit les mesmes Francoys de estre si estrangez de ceste
profession. Ayantmesmement en leur pays une noble universite/ comme celle de Paris’. For
more on the reception of the Cortegiano in France, see R. Klesczeqski, Die französischen
Übersetzungen des Cortegiano von Baldassare Castiglione: Untersuchungen zur Textgeschichte des
‘Courtisan’ und zum Übersetzerstil von Jean Chaperon, Jean Colin, Mellin de Saint-Gelais, Gabriel
Chappuis und Jean-Baptiste Duhamel (Heidelberg, 1966).

19 Besides that quoted in the preceding n., another edn of Colin’s translation of the
Cortegiano was published in 1537: Le Courtisan nouvellement traduict de langue ytalicque en
francoys (Paris, 1537). The privilege was granted to the Paris printer, Jehan Longis, and
licensed by him to the Lyon printer, Denys de Harsy.

20 For more on François I’s education, see J. Jacquart, François Ier (Paris, 1994), pp. 16–17.
21 B. Jestaz, ‘L’exportation des marbres de Rome de 1535 à 1571’, Mélanges d’archéologie et
d’histoire publiés par l’École française de Rome, 2 (1963), pp. 415–66, at p. 424; I. Wardropper,
‘Le mécénat des Guise: Art, religion et politique au milieu du XVIe siècle’ Revue de l’art,
94 (1991), pp. 27–54, at p. 29.

22 Zerner, Renaissance Art in France: The Invention of Classicism, 67; Jacquart, François Ier,
pp. 303–29.
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the French court in 1518, worked as one of François’s many agents in
acquiring works of art, although according to Vasari he squandered the
money and never returned to France. At Fontainebleau around 1540
François also surrounded the chateau with a new Italian Renaissance
garden reflecting classical ideals of beauty and order. On 28 June 1528
he married his cousin and sister-in-law Renée de France to Duke Ercole
II d’Este of Ferrara at a ceremony at the Sainte-Chapelle in Paris. Five
years later, on 28 October 1533, he married his son Henri (afterwards
Henri II) to the Florentine Catherine de’ Medici. These marriages
solidified Franco-Italian bonds, created allies for France’s Italian
campaigns and insured continued northern-Italian cultural influence
at the French court.

The absorption of the Italian Renaissance and support for
humanism also shaped royal musical establishments. François I recruited
the Milanese lutenist Giovanni Paolo Paladino, known in France as Jean-
Paul Paladin, to his court in 1516. In her analysis of court records,
Christelle Cazaux has shown that by the end of the 1520s François I’s
Écurie (stables) consisted of two bands of jouers d’instruments: a French
band consisting of violons and an Italian band consisting of saqueboutes
and hautebois.23 These ensembles, both the French violons and Italian
saqueboutes and hautebois, performed at occasions of state, such as
fêtes, solemn entries, banquets, balls, religious processions, and
funerals.24 The Italian musicians would have brought with them their
Italian instruments, thereby shaping the sonic experience of court
festivities. By 1529, the same decade in which the Italian band was active
at court, the renowned Mantuan virtuoso lutenist Alberto de Ripa
(Albert de Rippe) became joueur de luth du Roy.25 Cazaux suggests that
François I perhaps recruited the celebrated lutenist through Lazare de
Baïf, the French ambassador to Venice and father of Jean-Antoine de
Baïf.26 (The younger Baïf would later become one of the founders of the
Académie de Poésie et de Musique.)

23 Cazaux, La musique à la cour de François Ier, pp. 114–16. The Italian musicians in 1529
included Berthelemy de Florence, Pierre Pagan, Christophe de Plaisance, Melchior de
Millan, Françoys de Bridge, Nicollas de Bresse, Françoys de Cremonne and Sanxon
de Plaisance. By 1547, the only remaining Italians were Dominique de Lucques, Nicolas
de Lucques and Barthélémy Broulle. The French musicians during the same year
included Jehan Fourcade, Nicolas Pironet, Pierre de la Panche, Jehan Bellac and Pierre
de Champgilbert. See F-Pan KK 100, fol. 84v.

24 Cazaux, La musique à la cour de François Ier, p. 112.
25 R. W. Buggert, ‘Alberto da Ripa: Lutenist and Composer,’ 2 vols. (PhD diss., University of
Michigan, 1956); L. Nordstrom, ‘Albert de Rippe Joueur de luth du Roy’, Early Music, 7
(1979), pp. 378–85, at pp. 378–9, 381, 383, 385; J.-M. Vaccaro, La musique de luth en France
au XVIe siècle (Paris, 1981).

26 Cazaux, La musique à la cour de François Ier, p. 138.
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In the 1550s, Charles de Guise, cardinal of Lorraine, accelerated the
absorption of Italian artistic andmusical influences in France. François de
Guise, count of Aumale, married Anne d’Este (daughter of Renée de
France) in 1548, thereby solidifying a political and familial alliance
between the house of Guise and the duchy of Ferrara. Charles de Guise,
François’s younger brother, cultivated an interest in the latest Italian
fashions. When he departed Rome in 1550 after spending several years
residing there, he shipped twenty-five cases of statues back to France.27 In
1552, the cardinal de Lorraine purchased the palace of Meudon, which
had been the residence of François I’s mistress Anne de Pisseleu d’Heilly,
duchess of Étampes. Primaticcio designed a grotto there to house the
cardinal’s antique statue collection. Under Primaticcio’s supervision in
1556–7 Italian artists including dell’Abbate, Domenico del Barbiere and
Federico Zuccaro completed the work, and the grotto functioned as a
private museum for the cardinal’s collection.28 Around the same time the
singer and composer Alfonso Ferrabosco the elder and his two brothers
also entered the service of Charles de Guise in Lorraine.29 Charles further
had a salon installed on the first floor to house his collection of antiquities.
The Guise family, soon to lead the militant and uncompromising Ligue
catholique in the Wars of Religion, aligned themselves politically with an
Italian faction at the French court, and patronised the Italian artists
François I had lured to France. Italian fashions began to shift, to signify
not only an interest in humanism and noble refinement but also a
political alliance projecting a confessional identity, as increasingly violent
conflicts shifted battlefields from the Italian Peninsula to France itself.

The French court likewise continued to accumulate both southern
and northern Italian musicians and instruments under the influence of
Henri II and Catherine de’ Medici. In 1552, the Italian lutenists and
singers Fabrizio and Luigi Dentice came to the French court as part of the
entourage of Ferrante Sanseverino, prince of Salerno. Sanseverino
accompanied his own singing of Neapolitan songs. A few years later the
Neapolitan bass singer Giulio Cesare Brancaccio joined them at the
French court.30 A disputed legend claims that between 1564 and 1574
the Cremonese luthier Andrea Amati delivered a set of violins to the
queen regent of France, Catherine de’ Medici, on behalf of Charles IX,
her sonwithHenri II. These Italian violins, each of which was painted with
Charles IX’s coat of arms on the back, would have been played by a band

27 Jestaz, ‘L’exportation des marbres de Rome de 1535 à 1571’, p. 442.
28 Brooks, Courtly Song, p. 292.
29 Ibid., p. 270.
30 For more about the emergence of the French court as a rival to Rome for exiled
Neapolitans, see ibid., p. 258.
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of Italian violinists also brought to the French court.31 Some of the Italian
violinists working at the French court originated from Cremona, and in
1572 Charles IX gave Nicolas Delinet 50 lire to purchase a violin in
Cremona ‘per il servizio del Re’ (for the service of the King).32 The
Queen’s violin band participated in court spectacles such as the Balet
comique de la reine in 1581. Some of the music for this ballet was composed
by the bass singer Girard de Beaulieu and was performed by Beaulieu and
his wife, the Genoese soprano Violante Doria. Although there were no
Italian musicians documented as viol players for the French court
(Beaulieu accompanied himself playing what Jeanice Brooks has
identified as a lirone), northern Italian influence permeated French
musical establishments in the sixteenth century.33

V I O L S A T THE F R ENCH COURT

Possibly the earliest mention of the viol in France comes from an
Italian source. In a letter written in Rome from Cesare Borgia, the
illegitimate son of Pope Alexander VI, to Ercole I d’Este, duke of Ferrara,
on 3 September 1498, Cesare asked Ercole to lend him his ‘violas arcu
pulsantes’ (violas played with a bow) for a diplomatic mission to France,
where such instruments, he claimed, were highly regarded.34 Under

31 For more on this set of violins, see F. Cacciatori (ed.), Andrea Amati, Opera omnia: Les
violons du roi: Catalogo mostra (Cremona, 2007). In complementary essays, two scholars
have disputed the veracity of claims about these instruments and the French court:
F. Lesure, ‘La commande à Andrea Amati: Parcours d’une légende obstinée’, Musique –
images – instruments, 5 (2003): Musiciens, facteurs et théoriciens de la Renaissance, ed.
F. Gétreau, pp. 61–8; K. Moens, ‘Analyse des instruments conservés’, ibid., pp. 71–96.

32 Cacciatori (ed.), Andrea Amati, p. 16.
33 J. Brooks, ‘“O quelle armonye”: Dialogue Singing in Late Renaissance France’, Early
Music History, 22 (2003), pp. 1–65, at p. 10. For Italian violin bands and individual
violinists connected to Catherine de’ Medici beginning around 1554–5 and to later
queens in the decades that followed, see Brooks, Courtly Song, pp. 82–4.

34 Ferdinand Gregorovius, Lucrezia Borgia: Nach Urkunden und Korrespondenzen ihrer eigenen
Zeit, 3rd edn (Stuttgart, 1875), p. 265, n. 2. This letter has been cited repeatedly in
musicological literature, but scholars seem to only have had secondary and tertiary
knowledge of the letter. See e.g. N. Bridgman, La vie musicale au Quattrocento et jusqu’à la
naissance du madrigal (1400–1530) (Paris, 1964), p. 203; Hoffman, The Viola da Gamba,
p. 79. In private correspondence, Stuart Cheney has shared a letter from Cesare Borgia
in Rome to Cardinal Ippolito d’Este in Ferrara, which he discovered with the assistance
of Camilla Cavicchi in I-MOs, Archivio Segreto Estense, Cancelleria, Carteggio con
principi esteri, Roma, b. 1337/64, fasc. Cesare Borgia. In this letter, also dated 3 Sept.
1498, Cesare inquires about borrowing ‘violas arcu pulsantes’ for a short trip to France. It
remains unclear if Gregorovius described the same letter with a misattribution of the
recipient as the father Ercole d’Este instead of the son Cardinal Ippolito d’Este, or if
Cesare composed two letters on the same date. Connecting the term ‘viola’ to a specific
instrument during this period remains problematic as the term could be used to refer to
a viol, a rebec or a lira da braccio. For iconographic evidence of viols in Ferrara, see
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Ercole d’Este’s regime, Ferrara developed into an important center of
musical experimentation and performance. Lewis Lockwood has shown
that the city ‘supported the growth of a vitally important school, even a
dynasty, of viol players’ owing to the presence of the renowned Della
Viola family.35 It was perhaps players from the first generation of this
dynasty that Cesare brought with him on his diplomatic mission to the
French court. This letter offers evidence that it could have been Cesare
who first introduced viols to the French court.

Only six months before Cesare’s letter Louis XII had abruptly
become king of France.36 From 1501 to 1504 he was also king of
Naples, a prize from the second of three Italian military campaigns
during his reign. During this campaign, it was Cesare who occupied
both Milan and Naples as condottiero (mercenary leader) for the
French crown. On 17 August 1498, Cesare had announced his
decision to resign the cardinalate. He then married Charlotte
d’Albret, sister of John II of Navarre, and Louis XII named him
duke of Valentinois. The diplomatic mission referenced in the letter
was probably a trip to France to negotiate his wedding, during which
time he was named condottiero. Eager to impress the French court,
he spent lavishly on clothes and other finery for this trip, and part of
that projection of wealth might have included requesting to borrow
the famed Ferraresi viols.

The reign of François I offers the first sustained evidence of the use
of viols in France. A copy of ‘L’état des officiers domestiques’ of
François d’Angoulême, the future François I, lists four musicians of
the chapelle as ‘violeurs’ in 1514, but in all other court documenta-
tion they are described as singers.37 During this period viols often

I. Godt, ‘Ercole’s Angel Concert’, The Journal of Musicology, 7 (1989), pp. 327–42;
C. Cavicchi, ‘L’autoportrait de Garofalo en Roi David’, in Les figures de David à la
Renaissance entre profane et sacré, ed. E. Boillet, S. Cavicchioli and P.-A. Mellet (Geneva,
2014), pp. 315–28. W. Prizer, ‘Isabella d’Este and Lorenzo da Pavia, Master Instrument-
Maker’, Early Music History, 2 (1982), pp. 87–127, at p. 102, has suggested that viols first
appeared in northern Italy around 1493 and were used in Bologna and Ferrara by 1497,
only one year before this letter. See also the next n.

35 The court records of Ferrara suggest that members of the Della Viola family, originally
from Parma, first appeared at court in 1467; they are called ‘pulsatores lirae et familiares
sue Excellentiae’ (players of the lira and members of his excellency’s household) in
1468: L. Lockwood,Music in Renaissance Ferrara 1400–1505: The Creation of a Musical Center
in the Fifteenth Century, 2nd edn (Oxford, 2009), pp. 159–60, 105. For more on the viola
bastarda tradition that flourished at this court in the second half of the century, see
J. Morton, ‘Will Wonders never Cease? The Viola Bastarda at the Ferrarese Court’, Early
Music, 50 (2022), pp. 1–15.

36 He succeeded his brother-in-law Charles VIII, who died unexpectedly of an accident, on
7 April 1498.

37 F-Pnm français 21478, fol. 39r. The four ‘violeurs’ are named Jean Baron, Nicole Baron,
Roger Cauche and Guillaume Bonville. Cazaux, La musique à la cour de François Ier,
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appear in descriptions of diplomatic events or political celebrations,
such as in Cambrai in 1529 when a four-part viol consort from the
household of François I performed to entertain Marguerite of Austria
at a conference.38 Similarly in Rouen in 1532, for the entrée of
Éléonore d’Autriche and the Dauphin, the muse of lyric and erotic
poetry or hymns, Erato, appeared holding ‘une violle et ung compas’
(a viol and a compass).39 In 1543, François I created the musique de la
chambre division of the royal household, an independent entity from
the musicians in the service of the chapelle. Although dedicated viol
players were not added at this time, most musicians performed on
multiple instruments, and the creation of the musique de la chambre
was an essential step towards Henri II adding two viol players four
years later.

Although viols were known in France during François I’s reign,
evidence of their broad use begins to accumulate during the reign of
his son Henri II. As mentioned above, in 1547, the first year of his
reign, Henri II reassigned Jean Bellac and Pierre de Champgilbert,
alias Pierre d’Auxerre, two players of the violon in the Écurie, as
players of violes in the musique de chambre. The following year, as
part of Henri II and Catherine de’ Medici’s sumptuous entrée, the
Florentine community of Lyon staged a performance of Cardinal
Bibbiena’s Calandria. These expats, beaming with civic pride at the
new Florentine queen of France, summoned a famed theatrical
troupe from Florence. In the play, a song is performed ‘by a single
voice accompanied by five lutes, a violone da gamba and a spinet’.
Later another song is performed ‘to the sound of two spinets, four
transverse flutes and four violoni da gamba’.40 As early as 1548, Henri
II had arranged the betrothal of his son François II to Mary, Queen of
Scots. The marriage occurred at Notre Dame Cathedral in Paris on 24
April 1558. The Discours du grand et magnifique triumphe was published

pp. 140; 238, n.8, argues that their presence in the chapelle, which during this period
had no instrumentalists except organists, suggests an error on the part of the copying
(the manuscript is a later copy) and that these four were singers. While supporting
evidence proves that these four were singers, it is possible that they also played viols.

38 E. Vander Straeten, La musique aux Pays-Bas avant le XIXe siècle: Documents inédits et annotés,
8 vols. (Brussels, 1867–88; repr. in 4 vols., New York, 1969), iv, pp. 189–90: ‘quatre
jouheurs de viole du roi de France’.

39 A. Pottier, ed. Les entrées de Éléonore d’Autriche, reine de France, et du Dauphin, fils de François I,
dans la ville de Rouen, au mois de février 1531 (1532 suivant la supputation actuelle) (Rouen,
1866), sig. [b4]v.

40 La magnifica et triumphale entrata del christianiss. re di Francia Henrico secondo di questo nome
fatta nella nobile & antiqua città di Lyone : : : alli 21. di septemb. 1548 (Lyon, 1549), sig. O2v:
‘cantati in Musica da una voce sola accompagnata da cinque liuti, un violone da gamba &
una spinetta’; sig. Pv: ‘canto al suono di due spinette, quatro flauti traversi & quatro
violoni da gamba la seguente Canzona’.
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in Paris in May to commemorate and publicise the wedding
ceremonies and festivities. A large ensemble of musicians dressed
in red and yellow livery performed outside of Notre Dame. The
festival book names ‘Trompettes, Clairons, Haulxbois, Flageolz,
Violes, Violons, Cistres, Guiternes & autres infinis’ (trumpets, bugles,
shawms, recorders, viols, violins, citterns, gitterns and infinite others)
playing together melodiously.41 Viols in sixteenth-century France are
consistently associated with Italians, with political or diplomatic
maneuvering, and with public ceremonial and courtly display.

Henri II died in 1559 from a wound inflicted during a jousting
tournament held to celebrate the Treaty of Cateau-Cambrésis, which
formally concluded the Italian Wars. In an undated letter offering
condolences for his untimely death, one of the king’s former servants
addresses Catherine de’ Medici, now Queen Regent of France. The
retired servant claims that the king took great delight in singing the
psalms, as translated by into metrical verse by Clément Marot, to the
accompaniment of ‘lutes, viols, spinets and flutes’.42 Musicians
capable of performing on these instruments, of course, were all
employed by the royal household and placed in the musique de
Chambre. Less evidence of viols survives from the fourteen-year reign
of Charles IX, possibly due to the raging Wars of Religion. During his
reign, however, Léonor d’Orléans, the duke of Longueville, visited
Berne, where he was entertained by ‘the viols of Lausanne’.43

During the reign of Henri III viols continued to appear as part of
diplomatic and political festivities. In 1573, the year before he would
be crowned king, three viols are depicted on a tapestry commemo-
rating a ball held by Catherine de’ Medici at the Tuileries Palace in
honor of Polish envoys.44 These envoys were visiting to present the
throne of Poland to Catherine’s son Henri, duke of Anjou, the future

41 Discours du grand et magnifique triumphe faict au mariage de : : : François de Vallois, roy-dauphin
: : : et de : : : Marie d’Estreuart, roine d’Escosse (Paris, 1558), sig. [A iv]r.

42 ‘Coppie des lettres envoyées a la Royne-Mère un sien serviteur, après la mort du feu Roy
Henri II’, in M. L. Cimber and F. Danjou (eds.), Archives curieuses de l’histoire de France
depuis Louis XI jusqu’à Louis XVIII, ou Collection de pièces rares et intéressantes, 27 vols. in
2 series (Paris, 1834–40), série 1, iii, p. 356: ‘à chanter lesdicts psalmes avec lucs, viols,
espinettes, fleustes, les voix de ses chantres parmi’.

43 B. F. von Haller, Bern in seinen Rathsmanualen, 1465-1565, 3 vols. (Berne, 1900–2), ii,
pp. 282–3: ‘Man hat ouch Sytenspyl mit den vyolen von Losanna harbeischriben, denne
ouch Meister Jehan Plateanum, dem hofgsind allhie ze predigen’.

44 E. Kociszewska, ‘War and Seduction in Cybele’s Garden: Contextualizing the Ballet des
Polonais’, Renaissance Quarterly, 65 (2012), pp. 809–63, at p. 815, has shown that a Polish
account of the festivities casts doubt on the documentary value of the Valois Tapestries,
but nevertheless viols were at least seen as appropriate for such a political celebration.
The garden scene depicted on the tapestry was probably planned but aborted owing to
inclement weather.
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Henry III of France. Upon the death of his brother Charles IX, Henri
III abandoned the Polish throne, traveling back to France through
Venice. During his stay in Venice, 17–27 July 1574, accounts of his
expenses include a gift of 40 écus to ‘the German Martha and her
husband, who were twice sent for to sing and play the lute and viol’.45

Four years later the ‘viols et violons de Poitiers’ provided incidental
music for a tragedy, a comedy and a farce performed by les Enfants de
la ville (an umbrella association of festive societies) in the Halle
neuve. The performances were attended by ‘plusieurs gentil-
shommes, damoiselles et autres estrangers’ (Several gentlemen,
damsels and other foreigners).46 In 1584, following the path forged by
his colleagues Jean Bellac and Pierre d’Auxerre in 1547, Jean
Fourcade was promoted by Henri III to serve as a ‘violiste de la
Chambre’.47

Henri IV, owing in part to his Huguenot faith, has been depicted as
less of a melomaniac than his Valois predecessors and Bourbon
successors.48 Florence Gioanni, however, has discovered payment
records for broken string replacements suggesting that Henri IV
learned to play the lute. She has further discovered evidence of ‘a
little viol without strings and a little broken’ in an inventory from the
Château de Nérac.49 Marin Mersenne, in his Harmonie universelle,
recounts an anecdote that occurred sometime after 1589, when Henri
IV ascended to the throne, and before 1600, when the viol player
Granier died. In the household of Henri IV’s wife, Marguerite de
Valois, Granier, playing the bass viol, enclosed a young page inside his
instrument. The page sang the soprano part while Granier sang the
tenor and played the bass line on his viol.50 While historians have been
puzzled as to how a child singer could have fit inside of the body of a
bass viol, no one has observed that this probably would have been a
large Renaissance viol. If replicating string lengths close to northern

45 F-Pnm français 3321, fol. 20v: ‘la Marthe Thudesque, et son mary qui ont esté mandez
deux foix pour chanter et sonner du luth et de la viole’.

46 H. Clouzot, L’ancien théâtre en Poitou (Niort, 1901), p. 56.
47 F-Pan KK 139, fol. 33v; Cazaux, La musique à la cour de François Ier, p. 123.
48 For music at Henri IV’s court, see I. His, ‘Les répertoires musicaux associés au roi Henri
IV’, in Musique et société au XVIe siècle: Actes du XIIe Colloque du Puy-en-Velay, ed. M. Viallon
(Saint-Etienne, 2006), pp. 155–86; A. Robinson, ‘“Et le roi prit tant plaisir à la musique”:
Royal Taste and Music in the Renaissance: The Case of Henri IV of France, 1589–1610’
French History, 31 (2017), pp. 265–87.

49 F. Gioanni, La société aristocratique française du XVIe siècle et la musique: Le cas de Marguerite de
Valois (1553–1615), 2 vols. (Villeneuve d’Ascq, 1999), i, p. 40. Gioanni cites two sources:
F-PERad B. 2628; Inventaire des meubles du Château de Nérac, en 1598 (Paris, 1867), p. 12.

50 M. Mersenne, Harmonie universelle, contenant la théorie et la pratique de la musique, 6 vols.
(Paris, 1636; facs. in 3 vols., Paris, 1965), iv (iii), p. 192.
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Italian viols of the time, this instrument would have a body length (a
better indicator of size than string length) of roughly 93 cm, which
using modern terminology would be classified as a violone. As Jean
Rousseau reminisced in his 1687 Traité de viol:

The first viols that were played in France had five strings, were very large, and
were used for accompaniment. The bridge was very low and was positioned below
the sound holes. The bottom of the fingerboard almost touched the table, the
strings were very thick, and they were tuned in fourths throughout.51

Mersenne’s context makes it clear that he is discussing a six-string viol.
These large types of French Renaissance viols could easily conceal a
young page singing the dessus.

Jacques Mauduit, according to Mersenne, was the viol player
responsible for adding the sixth string to French viols. After the death
of Jean-Antoine de Baïf in 1589, Mauduit continued to offer concerts
in the tradition of the Académie de Poésie et de Musique, but he
began to focus increasingly on instrumental music. The Huguenot
poet Agrippa d’Aubigné, a self-professed member of the Académie,
claims in an undated letter sent to Odet de la Noue to have heard in
Paris ‘un excellent consert de guitare, de douze violes, quatre
espinettes, quatre luts, deux pandores & deux tuorbes’ (an excellent
ensemble of guitar, twelve viols, four spinets, four lutes, two pandoras
and two theorbos).52 Sauval claims that Mauduit’s concerts ordinarily
had between sixty to eighty people, sometimes as many as 120.53

Mauduit spent time in Italy, and it is possible that he brought the
Italian six-string viol and its tuning to France during this time.

Evidence from Henri IV’s reign also suggests that viol consorts
appeared regularly with theatrical troupes, especially with the
comédiens du roi (Actors of the King), a theatrical troupe that
performed at the Hôtel de Bourgogne. In March 1598, two theatrical
companies – one represented by Valleran Le Conte and called
comédiens du roi and another led by Adrien Talmy and called the

51 J. Rousseau, Traité de la viole (Paris, 1687), p. 19: ‘Les premieres Violes dont on a joüé en
France estoient à cinq chordes & fort grandes, leur usage estoit d’accompagner: le
chevalet estoit fort bas & placé au dessous des oüyes, le bas de la touche touchoit à la
table, les chordes estoient fort grosses, & son accord estoit tout par Quartes’.

52 T. A. d’Aubigné, Œuvres complètes de Théodore Agrippa d’Aubigné, ed. by E. Réaume and
F. de Caussade, 6 vols. (Paris, 1873–92), i, p. 465.

53 H. Sauval,Histoire et recherches des antiquités de la ville de Paris, 3 vols. (Paris, 1724), ii, p. 493.
For more on Mauduit’s influence on instrumental music in France, see A. Cohen, ‘A
Study of Instrumental Ensemble Practice in Seventeenth-Century France’, The Galpin
Society Journal, 15 (1962), pp. 3–17; A. Cohen, ‘The Fantaisie for Instrumental Ensemble
in 17th-Century France: Its Origin and Significance’, The Musical Quarterly, 48 (1962), pp.
234–43.
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compagnie de comédiens français – signed a three-year contract ‘to
perform together comedies, tragedies, tragicomedies, pastorals and
other works agreed upon in this city of Paris, as well as elsewhere in
this kingdom of France’. According to the terms of the contract, Le
Conte provided costumes, stage properties and a chest of viols with
which his viol quintet would perform entr’actes. On 22 March, Fiacre
Boucher leased from the Confrères a loge des dépendances, a balcony
from which the viol consort would perform.54 In March, Valleran Le
Conte, leader of the comédiens du roi, contracted to teach the fifteen-
year-old Nicolas Gasteau ‘the science of acting : : : to learn to play the
spinet, the viol, and to sing music’. The contract was dissolved five
weeks later.55 In Saint-Maxent in 1599 a company run by Adrien
Talmy performed ‘plusieurs histoires, tragédies et comédies avecq
Musicque et voix, violes et regales’ (several histories, tragedies and
comedies with music and voices, viols and regals).56 Back in Paris on
3 May 1606, Valleran Le Conte, in order to pay his actors, was forced
to sell his chest of viols, his wardrobe of costumes and eleven
painted backdrops to one of his actors.57 On 1 December of the
following year, Le Conte founded a new company with Nicolas
Gasteau, Estienne de Ruffin, Hugues Gueru (later known as ‘Gaultier-
Garguille’), Savinian Bony, Loys Nyssier, Jullien Doielles, Gasteau de
Rachel Trépeau and an unnamed second female actress. Le Conte
furnished the costumes, viols and backdrops suitable for the aforesaid
performances of comedies, tragicomedies, pastorals and other
plays’.58 On 8 April 1609, Jacques Le Messier, the father of Pierre
le Messier (later known as Bellerose), contracted an apprenticeship
for his son with Valleran Le Conte, which included viol lessons. In
addition to providing him lodging, food and clothing, Le Conte
promised to teach Pierre ‘la science et industrie de représenter tous
trage-comédyes, comédyes, pastoralles et autres jeux, ensemble à
54 J. S. Powell, Music and Theater in France, 1600–1680 (Oxford, 2000), p. 9; ‘Contrat de
Société entre Valleran Le Conte et sa Troupe du Roi et Adrien Talmy et sa Compagnie
de Comediens Francais’, 16 March 1598, reproduced in S. Wilma Deierkauf-Holsboer,
Vie d’Alexandre Hardy, poète du roi: Quarante-deux documents inédits (Philadelphia, 1947),
pp. 171–2, appx 1.

55 Powell, Music and Theater in France, p. 10; ‘Acte d’apprentissage de Nicolas Gasteau’,
8 March 1599, reproduced in Deierkauf-Holsboer, Vie d’Alexandre Hardy, p. 179, appx 9.

56 R. Lebègue, ‘Le répertoire d’une troupe française à la fin du XVIe siècle (troupe Adrien
Talmy)’, Revue d’histoire du théâtre, 1 (1948), pp. 9–24, at pp. 16–18.

57 Powell,Music and Theater in France, p. 11; ‘Accord entre Valleran Le Conte et Estienne de
Ruffin au sujet du reglement de ses gages’, 3 May 1606, reproduced in Deierkauf-
Holsboer, Vie d’Alexandre Hardy, pp. 188–9, appx 19.

58 Powell, Music and Theater in France, p. 11, n. 37; ‘Acte d’association d’une troupe de
comediens du Roi sous la direction de Valleran Le Conte’, 1 Dec. 1607, reproduced in
Deierkauf-Holsboer, Vie d’Alexandre Hardy, p. 190–1, appx 21.
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jouer de la violle’ (the science and industry [required] to represent all
tragicomedies, comedies, pastorals and other plays, together with how
to play the viol).59 The use of viol consorts in the French theater has
been an understudied aspect of the history of the viol in France, yet
strong documentation survives of their persistent connection to
theatrical performances.

A MARK ET P L A C E FOR F R ENCH V I O L S : V I O L LUTH I E R S AND
BOURG EO I S AMAT EUR S

Although nobles commissioned ornate instruments made from exotic
materials direct from luthiers, playing the viol was not confined to
noble amateurs and professional musicians in courtly settings.
Around the middle of the sixteenth century, a marketplace for viols
emerged to cater in part to bourgeois amateur musicians. Inventories
of instrument shops and luthiers reveal a stock of new and used
instruments available for sale to the public. Gaspard Duiffoprugcar,
the most celebrated luthier in sixteenth-century France, was recruited
to build instruments for the French court. He set up his instrument
shop in Lyon, however, at a time in which viol tutors, often including
intabulated music such as four-part Parisian chansons, became
available to amateurs who played consort music in their leisure time.
Duiffoprugcar, although Bavarian by birth, was probably recruited
from northern Italy, and he maintained business links with other
luthiers of his extended family in Padua and Venice. Through his
recruitment to France, he therefore served as an agent of the transfer
of instrument-building techniques from northern Italy, and his
relocation must be understood within the broader context of
successive French kings collecting Italian artists and artisans.

Inventories of instrument shops from the middle of the century
demonstrate that luthiers offered viols of all sizes for sale to the
public – both professional musicians and bourgeois amateurs. On
23 March 1551, an inventory made after the death of Philippe de la
Canessière, facteur d’instruments, lists ‘Item deux grand viollons
garniz de leurs estuitz, une violle et ung petit viollon garniz de leurs
archetz prisez ensemble L s.t.’ (Also two large violins furnished with
their cases, a viol and a little violin furnished with their bows; valued
together, 50 sous tournois).60 On 27 November 1553, François Bonnin
59 ‘Acte d’apprentissage de Pierre le Messier’, 8 April 1609, F-Pan ‘Minutes. 1609 (MC/ET/
XV/19)’, reproduced in Deierkauf-Holsboer, Vie d’Alexandre Hardy, pp. 193–5, appx 24.

60 F. Lesure, ‘La facture instrumentale à Paris au seizième siècle’, p. 22; F-Pan ‘Minutier
central des notaires de Paris’, Document IV (IX, 133).
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or Bonvin, aged 15, son of Antoine Bonnin or Bonvin, enters into an
agreement to become a servant and apprentice at the shop of Denis
Viger, ‘faiseur de guitares, luths, violes et autres instruments’ (maker of
guitars, lutes, viols and other instruments), in the rue Saint-Victor. Viger
agrees to provide Bonvin with food and a salary.61 On 2 June 1556, in an
inventory made after the death of Yves Mesnager, facteur d’instruments,
lists ‘Item une bassecontre de violle de deux tailles non parfaictes prisez
ensemble X l. tz.’ (Also a bass viol in two imperfect sizes; valued together,
10 L.t.).62 These inventories and others often specify when an instrument
is Italian in origin, which is always listed by city or region of manufacture.
Northern Italian instruments were appraised at higher values than
domestic instruments. On 1October 1587, an inventory created after the
death of Claude Denis, facteur d’instruments, includes bows, strings
from Florence and Siena, a ‘bass viol from Brescia’, a ‘double bass viol
from Cambrai’ and two old ‘dessus de violles’.63 These inventories
demonstrate a thriving marketplace for viols, bows and strings. The
growing French viol marketplace, however, relied not only on importing
instruments from Italy, but also on recruiting luthiers like Gaspard
Duiffoprugcar to relocate to Lyon.

Gaspard Duiffoprugcar (Tieffenbrucker) was a member of a family
of instrument builders from the village of Tieffenbruck, near
Roßhaupten in Bavaria.64 In 1810, Choren and Fayolle, in their
Dictionnaire historique des musiciens, provided a biographical portrait of
Duiffoprugcar’s early career in France:
61 F-Pan ‘Minutes. 1553, 3 avril – 1554, 21 mars (MC/ET/XXXIII/38)’: ‘Mise en serviteur
et apprenti, pour trois ans, par Robert Rebours, seigneur de “Ballouer et Rezelles en
partie”, demeurant aux faubourgs Saint-Victor, de François Bonnin ou Bonvin, âgé de
quinze ans, fils d’Antoine Bonnin ou Bonvin, chez Denis Viger, faiseur de guitares, luths,
violes et autres instruments, rue Saint-Victor, qui lui fournira le vivre, etc., et recevra 13 l.
16 s. t., dont 46 s. t. comptant, autant dans un an, le double à la fin de la deuxième année
et le reste au départ de l’apprenti’.

62 Lesure, ‘La facture instrumentale à Paris au seizième siècle’, p. 24; F-Pan ‘Minutier
central des notaires de Paris, Document VI (VI, 72)’.

63 Lesure, ‘La facture instrumentale à Paris au seizième siècle’, p. 38; F-Pan ‘Minutier
central des notaires de Paris, Document XXII (III, 194)’: ‘Item une basse contre de
Bresse prisé III esc. sol.’ (Bresse may refer to the region north-east of Lyon, but Brescia
was an important northern Italian city for luthiers; see pp. 263–4 below); ‘Item I double
basse contre de viole de Cambray prisé III esc. sol.’; ‘Item 77 archetz prisez 1 esc. sol.’;
‘Item 2 vieulx dessus de violles prisez X s.’; ‘Item 15 paquetz de cordes de Florence prisez
IIII esc. sol.’; ‘Item 21 paquet de cordes de Siennes III esc. XL s.’; ‘Item 6 paquetz de
vieulx reste de corde prisez L s.’; ‘Item en cordes de violles, tant grosses quemenues prisé
ens. XL s.’

64 For more on Duiffoprugcar, see H. Coutagne, Gaspard Duiffoproucart et des luthiers lyonnais
du XVIe siècle (Paris, 1893). For biographical information about Gaspar and the other
members of the Tieffenbrucker family, see T. Drescher and W. L. Lütgendorff, Die
Geigen- und Lautenmacher vomMittelalter bis zur Gegenwart: Ergänzungsband (Tutzing, 1990),
pp. 619–23.
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DUIFFOPRUGCAR, (Gaspard), famous luthier, born in the Tyrol region of Italy
towards the end of the fifteenth century. After traveling to Germany, he came to
settle in Bologna in the first years of the sixteenth century. François I, King of
France, having come to that city in 1515 to conclude a treaty with Pope Leo X,
heard of Duiffoprugcar’s superior talents and made such advantageous offers to
that artist as to convince him to come and settle in Paris that the latter accepted
them. It appears that the plan of the French monarch was to have the instruments
necessary for the service of his chambre and his chapel made in a manner worthy
of his age and of his magnificence. It further seems that the cloudy climate of the
capital did not suit this artist, as he asked for and obtained permission to retire to
Lyon, where he probably ended his career. He was still there in 1520.65

François I met Pope Leo X in Bologna in 1515. During this sojourn
the French king recruited Leonardo da Vinci, who lived in France
until his death in 1519. Duiffoprugcar’s birth in 1514, however,
invalidates the legend of François I recruiting the luthier from
Bologna in 1515 (or his being in Lyon in 1520). Branches of the
Duiffoprugcar family had workshops in Venice, Padua and Bologna,
so Gaspard Duiffoprugcar’s relocation to northern Italy would have
been a logical choice for the young luthier seeking to establish himself
while relying on family connections.66 Ian Harwood and Giuio Ongaro
postulate that Gaspar was a close relative or son of Ulrich (I), who, as I
will discuss below, was a luthier who worked in both Bologna and
Venice.67 Dates conflict as to when Duiffoprugcar settled in Lyon; both
1533 and 1546 have been suggested,68 but archival evidence survives
only from 1548 when he rented a house from Maître Pierre Pelu and is
referred to as an ‘Honorable homme Gaspard Duifobrocard faiseur de

65 A. Choron and F. Fayolle, Dictionnaire historique des musiciens artistes et amateurs, morts ou
vivans, : : : , 2 vols. (Paris, 1810–11), i, pp. 194–5: ‘DUIFFOPRUGCAR, (Gaspard),
célèbre luthier, né dans le Tyrol Italien vers la fin du quinzième siècle, après avoir voyagé
en Allemagne, vint se fixer à Bologne dans les premières années du seizième siècle,
François I, roi de France, étant venu en cette ville, en 1515, pour établir le concordat avec
le pape Léon X, entend parler des talens supérieurs de Duiffoprugcar, fit des offres si
avantageuses à cet artiste pour le déterminer à venir s’établir à Paris, que ce dernier les
accepta. Il paraît que le dessein du monarque français était de faire fabriquer les
instrumens nécessaires au service de sa chambre et de sa chapelle d’une manière digne
de son siècle et de sa magnificence. Il paraît encore que le climat nébuleux de la capitale
ne convenant point à cet artiste, il demanda et obtint la permission de se retirer à Lyon,
où, probablement, il termina sa carrière, il y était encore en 1520.’

66 E. Martin, ‘Gaspard Tieffenbrucker et la lutherie lyonnaise du XVIe siècle dans les
courants d’échanges européens’ (Mémoire demaîtrise d’histoire économique et sociale,
Université de Paris I, 2003), p. 31, has documented that in the sixteenth century, five
luthiers active in Lyon were originally from Füssen and six were from northern Italy.

67 I. Harwood and G. Ongaro, ‘Tieffenbrucker’, in Grove Music Online: https://doi.org/10.
1093/gmo/9781561592630.article.27940 (acc. 30 Dec. 2022).

68 Harwood and Ongaro, ‘Tieffenbrucker’, give 1533 as the date he settled in Lyon, while
D. Rosengard and R. Hopfner, ‘Tieffenbrucker’, in MGG Online: https://www.mgg-
online.com/mgg/stable/23601, give 1546.
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luth’ (Honorable man Gaspard Duifobrocard, maker of lutes).69

Dell’Abbate completed the fresco that depicts two musicians playing
large violes on the wall behind the musicians’ gallery (Figure 2) at
Fontainebleau between 1552 and 1556, after Duiffoprugcar had
relocated to France and probably after he had produced instruments
for the French court.

Henri II issued ‘Lettres de naturalité pour Gaspard Dieffenbruger’
(Naturalisation papers for Gaspard Dieffenbruger) from Paris in
January 1558 thereby making Duiffoprugcar a French subject. The
‘Lettres de naturalité’ begin:

Henri, by the grace of God, King of France, to all present and to come, health.
Knowing that we received the humble supplication of our dear and well-beloved
Caspar Dieffenbruger (German, maker of lutes, native of Fressin, imperial city in
Germany) containing that it has been a long time since he left the place of his
birth to come to live in our city of Lyon, where he is at present residing with firm
and entire deliberation to live there and to end his days under our obedience and
as our true and natural subject if our good pleasure is to consider as such and to
receive : : : 70

Henri II, the second son and successor of François I, referring to
him as ‘dear and well-beloved’ suggests a royal connection to the
Duiffoprugcar workshop and approbation of Duiffoprugcar’s talents
as a luthier.71 The archival evidence therefore suggests that perhaps
Henri II rather than François I spurred Duiffoprugcar’s relocation.

Pierre Woeiriot de Bouzey engraved a portrait of Duiffoprugcar in
1565 (Figure 372), six years before the luthier’s death. Among the
cluttered pile of string instruments depicted in his portrait is at least
one five-string viol with turned-out corners – a distinctive feature of

69 Martin, ‘Gaspard Tieffenbrucker et la lutherie lyonnaise’, p. 6.
70 F-LYad B, Livre du roi, fol. 43.2 ff., 1532–50: ‘Henri par la grâce de Dieu, roy de France,
à tous présents et advenir, salut. Scavoir faisons nous avoir receu humble supplicacion
de nostre cher et bien amé Caspar Dieffenbruger, alleman, faiseur de lutz, natif de
Fressin, ville impérialle en Allemaigne, contenant qu’il y a ja longtemps qu’il a laissé
ledict lieu de sa nativité pour venir se habiter en nostre ville de Lyon où il est à présent
résidant avec ferme et entière délibéracion de y vivre et finir ses jours soulz nostre
obéissance et comme notre vrai et naturel subjest si nostre bon plaisir est pour tel tenir et
recepvoir : : : ’.

71 For evidence that patrons had collaborative relationships with luthiers during this
period, see W. F. Prizer, ‘Isabella d’Este and Lorenzo da Pavia, Master Instrument-
Maker’, Early Music History, 2 (1982), pp. 87–127.

72 Figure 3, a coloured copy of this engraving, is taken from the front of a manuscript lute
book, D-W 18. 8 Aug. 2º, ‘Vierter[–Zwelffter] Thail Philippi Hainhoferi Lautenbuecher’,
assembled in Augsburg around 1604. Philipp Hainhofer (1578–1647), a diplomat,
political correspondent and art collector from Augsburg, is known today for the curation
of his own Kunstschrank (art cabinet) and for acquiring objects for the Kunstkämmer
(art chambers) of humanist nobles. These collections often included musical instru-
ments including a chest of viols.
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many French Renaissance viols – in the lower right of the image.73 It is
possible that Duiffoprugcar became acquainted with five-string viols
before he relocated to Lyon. Both German and French sources
describe five-string viols, albeit with different tuning systems. In the
first edition (1529) of Martin Agricola’s treatise Musica instrumentalis
deudsch, he presents fretted ‘grossen Geigen’ (large fiddles) with
either five or six strings tuned in fourths with a third.74 After multiple
reprints, Agricola released an extensively revised edition of his treatise
in 1545. In it he introduces the ‘grosse welsche Geigen’ (large Italian
fiddles), a family of instruments with frets and four or five strings

Figure 3 Portrait of Gaspar Duiffoprugcar, engraved by Pierre Woeiriot de
Bouzey. Courtesy of the Herzog August Bibliothek.

73 For more on five-string French Renaissance viols with turned-out corners, see J. Romey,
‘The Long Death of French Renaissance Viols’, Journal of the Viola da Gamba Society of
America, 52 (2021–4), pp. 80–109.

74 M. Agricola, Musica instrumentalis deudsch ynn welcher begriffen ist : : : (Wittenberg, 1529),
fols. xliiiiv–xlviv.

257

An Instrument ‘with which Gentlemen, Merchants and Other Men of
Virtue Pass Their Time’

https://doi.org/10.1017/S0261127924000056 Published online by Cambridge University Press

https://doi.org/10.1017/S0261127924000056


tuned in fourths with a third.75 Hans Gerle, in his Musica teusch
(German Music), first published in 1532, likewise claims that the
fretted ‘grossen Geygen’ (i.e. viols), have five or six strings tuned in
fourths with a third.76 Gerle included a woodcut depicting both a five-
string viol and a six-string viol.

These German tutors were all marketed to bourgeois amateur
musicians, and each included intabulated polyphonic music, thereby
allowing beginner musicians to play ensemble music socially without a
prolonged period of study to learn to read mensural notation. In 1523
or 1524, a Bavarian merchant named Jorg Weltzell, for example,
intabulated music ‘auff der Geygenn’ (on fiddles).77 Weltzell’s
manuscript preserves intabulations in German lute tablature of songs
and dances in four and five parts suitable for musicking with his
bourgeois peers. The extended title of the first edition of Agricola’s
treatise makes clear that he was providing instruction for amateur
musicians ‘how to convert [music] according to properly founded
tablature for : : : all kinds of instruments and strings’. Gerle’s complete
title likewise suggests that publications in tablature were aimed at
amateurs who could quickly get up to speed to play consortmusic: ‘Music
in German, on the Instruments of Large and Small Fiddles as well as
Lutes, Showing How it Should be Converted from a Song to Tablature,
Following the Basis and Kind of Their Composition; Combined with a
Secret Application and Art that Allows any Amateur or Beginner to Easily
Achieve an Exceptional Mastery on the Said Instrument, if so Included
Gradually through Daily Practice’.78 Following his introductory treatise,
Gerle includes intabulations (in German lute tablature) of German
Tenorlieder and Psalm settings for consorts of four viols. He responded
to changing tastes of bourgeois consumers in his 1546 publicationMusica
und Tabulatur, this time intabulating Parisian chansons.79

75 M. Agricola, Musica instrumentalis deudsch/ darin das Fundament und Application der Finger
und Zungen : : : (Wittenberg, 1545), fols. 36v–42r. He goes on to describe ‘Polish fiddles’
with four strings tuned in fifths.

76 H. Gerle,Musica Teusch/ auff die Instrument der grossen und kleinen Geygen/ auch Lautten : : :
(Nuremberg, 1532), sigs. A iiv–Br.

77 J. Weltzell, ‘Mathematik- und tabulaturbuch des Jorg Weltzell’ (1523–4), D-Mu 4º Cod.
ms. 718, fols. 89r–150v; online at https://epub.ub.uni-muenchen.de/24888/. For more
on this manuscript, see Woodfield, The Early History of the Viol, pp. 111–15. Hoffman, The
Viola da Gamba, pp. 120–1, decodes his tunings, which are identical to Gerle’s fourths-
with-a-third tunings.

78 For more on these and other 16th-c. German treatises, see Hoffmann, The Viola da
Gamba, pp. 90–97.

79 H. Gerle, Musica und Tabulatur/ auff die Instrument der kleinen und grossen Geygen/ auch
Lautten (Nuremberg, 1546).
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The earliest known French tutor for the viol is Premier livre de violle
contenant dix chansons avec l’introduction de l’acordes, et apliquer les doits
selon la manière qu’on a acoutume de joüer, le tout de la composition de Claude
Gervaise (First Book of the Viol, Containing Ten Songs with an
Introduction of Tuning and Fingering According to the Way We Are
Used to Playing, the Whole Composed by Claude Gervaise) from
around 1547.80 Although no known exemplar survives, we know of
some of its contents because the seventeenth- and eighteenth-century
composer and bibliophile Sébastien de Brossard owned a copy of the
second edition. In a catalog of his extensive music library created in
1724, Brossard documented his ownership of Gervaise’s tutor, which
was published by Marie Lescallopier-Attaingnant, the widow of the
recently deceased Parisian music publisher Pierre Attaingnant. This
‘curious collection’ (‘recueil curieux’), to use Brossard’s term for the
bound volume in his collection, began with an introduction that
included instructions for tuning and fingering the viol and concluded
with ten chansons first presented in French tablature and then in staff
notation. Brossard’s catalog includes the following annotation for his
entry for Gervaise’s Premier livre de violle: ‘All of these chansons are first
presented in tablature using a, b, c, d & e for the viol, and then the
subject is very well noted in music and ordinary notes. 32 folios or 64
pages’.81 In this instance Gervaise was an innovator by publishing the
first viol tablature in France and for adopting French lute tablature for
his project.

Duiffoprugcar was living in Lyon when the Lyonnais composer
Philibert Jambe de Fer published his Épitome musical: Des tons, sons et

80 D. Heartz, Pierre Attaingnant, Royal Printer of Music: A Historical Study and Bibliographical
Catalogue (Berkeley and Los Angeles, 1969), p. 372 (no. 169). Little is known of
Gervaise’s biography except that he composed chansons and instrumental dance music,
and he worked as an arranger and editor for the music publisher Attaignant. See L. F.
Bernstein, ‘Claude Gervaise as Chanson Composer’, Journal of the American Musicological
Society, 18 (1965), pp. 359–81. ‘Répertoire alphabétique de noms d’artistes et artisans, des
XVIe, XVIIe et XVIIIe siècles, relevés dans les anciens registres de l’État civil parisien par
le marquis Léon de Laborde, dit “Fichier Laborde”’, 161 vols.� 17 boxes, F-Pnm nouv.
acq. fr. 12038–12215, lxxiv (nouv. acq. fr. 12111), no. 29845, describes Gervaise as a
Parisian ‘musicien compositeur’ and notes his wife’s name, Marguerite Perrin, and the
baptism of their son Noël on 1 Aug. 1555. This document names one of Noël’s
godparents as Julien Le Maitre, an oboist and violinist also in the service of the court of
François I.

81 S. de Brossard, ‘Catalogue des livres de musique theorique et prattique, vocalle et
instrumentalle, tant imprimée que manuscripte, qui sont dans Le cabinet du S.r
Sebastien de Brossard chanoine de Meaux, et dont il supplie tres humblement Sa
Majesté d’accepter le Don, pour être mis et conservez dans Sa Bibliotheque. Fait et escrit
en l’année 1724.’, F-Pn Rés. Vm8 20, p. 257: ‘Toutes ces chansons sont d’abord en
tablature par a, b, c, d & e pour la violle, et ensuitte le sujet est tres bien notté en musique
et nottes ordinaires. 32 feuillets ou 64 pages.’
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accordz, es voix humaines, fleustes d’Alleman, fleustes à neuf trous, violes, &
violons (Musical Epitome: On Tones, Sounds, and Tunings, for
Human Voices, German [transverse] Flutes, Nine-Holed Flutes
[recorders], Viols & Violins) in 1556. In the chapter about ‘violes’,
he asserts that it was ‘an instrument with which gentlemen, merchants
and other men of virtue pass their time’.82 Once again the amateur
status of the instrument is affirmed. Jambe de Fer dedicated his tutor
to ‘the virtuous and honorable’ (‘vertueux et honorable’) Jean Darud
‘marchant es franchises de Lyon’. Darud was from a bourgeois family
of spice and linen importers and a Huguenot like Jambe de Fer.83 On
two pages describing how to tune viols individually and in consorts,
Jambe de Fer first provides notes on a staff and then gives fingerings
(a form of tablature using numbers and lines to identify strings by
name) ‘for those who do not understand musical notation’.84 With his
shop in Lyon and a renowned family name of lute and viol builders,
Duiffoprugcar would have been positioned to sell five-string viols to
the bourgeois ‘men of virtue’ described by Jambe de Fer. Perhaps the
viol with ornate marquetry depicted in Jambe de Fer’s treatise
(Figure 4) was modeled after one of the renowned luthier’s
instruments.85

The Duiffoprugcar workshop in Lyon maintained strong ties to an
Italian branch of this family of luthiers and instrument wholesalers.
Due in part to the propensity of family members to name their sons
after themselves and in part to an incomplete historical record, the
family lineage has been the topic of much debate and confusion. The
elder Ulrich (I) (Odorico, Rigo) Tieffenbrucker (d. before 1560)
established an Italian branch in Venice and Bologna. Ulrich (I) had
three sons: Magno (I), Ulrich (II) (Odorico, Rigo) and Jacob.86 Ulrich

82 Jambe de Fer, Épitome musical (Lyon, 1556; facs. in F. Lesure, ‘L’Épitome musical de
Philibert Jambe de Fer’, Annales musicologiques, 6 (1958–63), pp. 341–[386], at pp. [347–86]),
p. 62: ‘Nous appellons violes c’elles desquelles les gentilz hommes, marchantz, & autres gens
de vertuz passent leur temps.’

83 Jambe de Fer, Épitome musical, pp. 3–6; Lesure, ‘L’Épitome musical de Philibert Jambe de
Fer’, p. 344. See also L. Guillo, Les éditions musicales de la Renaissance Lyonnaise (Paris,
1991), pp. 264–6. Jambe de Fer also acknowledges George Obrech, ‘a man of noble and
liberal courage’, whom Guillo identifies as a financier from Strasbourg linked with the
Darut brothers.

84 Jambe de Fer, Épitome musical, pp. 56–7: ‘Pour ceux qui n’entendent la Musique, la figure
leur est fort propice, avec c’est exemple lequel se raporte au dessus, de point en point.’

85 Jambe de Fer’s woodcut (mutilated in the unique copy) was re-cut for Mersenne,
Harmonie universelle, iv (iii), p. 191; this is reproduced in Lesure, ‘L’Épitome musical de
Philibert Jambe de Fer’, p. [383].

86 For more on the Venetian branch of the family, see S. Pio, ‘The Tieffenbrucker Family
and its Collaborators’, in Viol and Lute Makers, Venice, 1490–1630, ed. S. Pio (Venice,
2011), p. 262–343; G. M. Ongaro, ‘The Tieffenbruckers and the Business of Lute-Making
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(II) Tieffenbrucker was described as a ‘liuter’ (luthier) in a 1567
document and had an instrument workshop in Venice called
‘all’Albero verde’ (The Green Tree). Magno (I) had a workshop
named ‘all’Aquila negra’ (The Black Eagle) in Venice and produced
three sons: Magno (II), Moisé and Abraam. After the death of Magno
(I), his two sons Magno (II) and Moisé ran the Black Eagle workshop.

The two brothers bought Abraam out of the family business
because he seems to have been as poorly suited to handling his

Figure 4 Dessus de viole: Jambe de Fer, Épitome musical, first unpaginated
fold-out at end. Courtesy of the Bibliothèque nationale de France.

in Sixteenth-Century Venice’, The Galpin Society Journal, 44 (1991), pp. 46–54. For more
on the extended Tieffenbrucker family, see F. Liguori, L’arte del liuto: Le botteghe dei
Tieffenbrucker prestigiosi construttori di liuti a Padova tra il Cinquecento e il Seicento (Padua,
2010).
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personal finances as he was talented at attracting legal trouble.
Although all three brothers were accused of Lutheran heresy by a
servant in 1565, they were not subjected to any consequences at that
time. Abraam, however, was again accused of Lutheran heresy by the
Inquisition in 1575, and witnesses stated that he travelled regularly to
‘French lands’ carrying several hundred ducats worth of lutes. This
time Abraam was accused by the family of the painter Domenico
Misani of marrying and abandoning Misani’s daughter. He appears to
have gone into hiding, and a Father Inquisitor charged with locating
Abraam corresponded to the court of Venice in a letter about the
matter:

With the most secrecy and diligence of which I am capable, and in response to the
orders given to me by you in two of your most affectionate letters, I have looked
and looked for Abraam the luthier but never found him. It is true, however, that
nineteen or twenty days ago someone alerted me to the presence of a lute player,
not a maker, who trades lutes with Lyon and transports five or six hundred scudi
of them there at a time. His name is Simonetto, a small and false man, and from
what I hear he does not have a good reputation with regards to his faith. It could
be him, the one about whom you have written me, having changed his name. In
my opinion it would be better that you not only write his name, as you already did,
but his features, where he comes from, and if he has family and where, because
that is how we will find information about him. If he is the one you are looking for,
we can arrest him on his way back from Lyon. I write this offering from my heart
and I return in order the [?] of Your Illustriousnesses. Vicenza, 6 August 1575.87

Relying on this letter and other documentary evidence, Stefano Pio
has argued that Abraam was using the false identity of Simonetto,
which he appropriated from a deceased trader of lutes known as
Simone of Vicenza or Simone Cerdonis. While living, Simone was
both a commercial partner and a friend of the Tieffenbrucker family.
In 1545 Magno (I) had purchased land near Vicenza through Simone
Rossi, whose was referred to as a ‘suonatore’ (player).88 According to

87 Quoted in Pio, ‘The Tieffenbrucker Family and its Collaborators’, pp. 278–9: ‘Con quella
maggior segretezza et diligenza a me possibile conforme alla comissione datami da lei
per due sue amorevolissime, è stato cercato et ricercato Abraham lautaro, né mai è stato
ritrovato, è vero però che 19 o 20 giorni sono si passati di qui da quando son avisato uno
che suona di liuto, no fa liuti, ma che fa mercantie et porta a Lione liuti per cinque et
seicento scudi per volta, il cui nome è Simonetto uomo picciolo contrafatto et per
quanto sento, non di troppa buona fama intorna alla fede, et potria esser questo, di cui
ella mi scrive, et che si fosse mutato il nome, poi al mio giudizio sarà ben fatto che non
solamente mi scriva il nome come ha scritto per tra adesso, ma anco le fatezze sue, di che
paese è, et se qui ha famiglia, o dove, perché per tal via si potrà meglio venir all’intento
suo, et se questo sopradetto fusse quello che si cerca, nel ritorno suo, che egli farà da
Lione, si potrà esseguirgli contro: in questo mentre m’offerisco di cuore, et gli rimando
la [?] de i SS Clarizzimi secondo l’ordine suo. Vicenza lì 6 agosto 1575’.

88 Rosengard and Hopfner, ‘Tieffenbrucker’, in MGG Online.
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Pio’s argument, then, Simonetto/Abraam was avoiding Venice by
exporting lutes by land routes from Vincenza to Lyon, where he had
family connections through his uncle Gaspard’s shop, by traveling
through Padua. Although Gaspard Duiffoprugcar had died in Lyon in
1570/1, his son Johann (Jean) continued to operate the workshop
from his father’s death until at least 1585.89 Another of Gaspard’s sons,
also named Gaspard, moved to Paris upon the death of his father,
married the sister of the Parisian instrument maker Jacques Delamotte
and established a workshop on the rue Pot-de-Feu. If the two branches of
the family maintained a working relationship, then it is probable that the
Duiffoprugcars living in France imported instruments or wholesale parts
from their relatives in northern Italy and sold them in their shops.90 A
document from 1580 demonstrates that Claude Denis, the Parisian
instrument builder and dealer discussed above, had ordered 200 lutes
from Padua from a ‘Symon de Lus’ in Lyon.91 ‘Symon de Lus’ was
probably the same Simonetto/Abraam who made a living selling
wholesale lutes from his family in northern Italy to various French
instrument shops. Seven years later, at the time of his death, Claude
Denis still had 35 lutes from Padua, 14 lutes from Lyon and 9 lutes from
Venice in his inventory. When his son Robert died two years later, his
shop’s inventory included an ‘old lute’ from ‘old Gaspartt’.92

Pio has further discovered two Brescian documents indicating that
Simonetto/Abraam, while en route from Vicenza to Lyon, stopped in
Brescia to purchase bowed string instruments from Gasparo da Salò.
Both documents identify Simone dal Liuto as purchaser of two violins
from Gasparo da Salò in 1580, five years after the letter between the
Inquisitor and the court of Venice.93 Gasparo da Salò further lamented
in 1588 that ‘my business does not go to France as usual’ (‘per non andar
l’arte mia nella Franza secundo il solito’) suggesting that the death of
Simone dal Liuto around 1580 interrupted this trade route of
instruments between Brescia and France.94 If it is true that Abraam
Tieffenbrucker, in hiding from the Inquisition, adopted the name of his
deceased lute-playing friend Simone dal Liuto, and if it is true that

89 Harwood and Ongaro, ‘Tieffenbrucker’, in Grove Music Online.
90 For the most complete family tree of the Venetian branch of the Duiffoprugcar luthiers,
see S. Toffolo and M. P. Pedani, ‘Una famiglia di liutai tedeschi a Venezia: I
Tieffenbrucker’, Il ‘Fronimo’, 13 (1985), pp. 56–62.

91 Lesure, ‘La facture instrumentale à Paris au seizième siècle’, p. 34; F-LYad ‘Minutes
Santons, 3 E 923’.

92 Lesure, ‘La facture instrumentale à Paris au seizième siècle’, p. 41; F-Pan ‘Minutier
central des notaires de Paris, Document CV, 225’.

93 Pio, ‘The Tieffenbrucker Family and its Collaborators’, pp. 277–83.
94 Ibid., pp. 282–3.
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Abraam was the purchaser of bowed string instruments from the shop of
Gasparo da Salò, then it is likely that Gaspard Duiffoprugcar (and after
his death, his sons) sold Venetian lutes and Brescian bowed instruments
in France. Comparing appraised values for northern Italian instruments
to domestic instruments in dealer inventories suggests that northern
Italian stringed instruments were prized in sixteenth-century France,
especially lutes from Venice and bowed instruments from Brescia.

While many lutes attributed to the Tieffenbrucker family survive,
only three viols attributed to Gaspard Duiffoprugcar have survived, and
all three have been discredited as fraudulent. One of these instruments is
known as the ‘Plan de Paris’ (‘Map of Paris’) viol, which is today part of
the collection of the Musical Instrument Museum (MIM) in Brussels.
The luthier and restorer Shem Mackey has offered convincing evidence
that ‘the shape and construction details of this viol place it firmly in the
second half of the 1600s and within the French/English style of
making’.95 The two other viols attributed toDuiffoprugcar also both have
similar elaborate ornamentation and are likewise misattributed. The
‘Plan de Paris’ viol includes a handwritten inscription inside the back:
‘This viola da gamba, made by Duiffoprugcar in Paris in 1515, belonged
to François I. From the Dictionnaire of Choron and Fayolle. 1830’
followed by the signature of the nineteenth-century French luthier Jean-
Baptiste Vuillaume.96 The inscription in pencil is difficult to read today,
and Mackey relies on an exhibition catalog, in which the last part of the
inscription was plainly misread. It became fashionable in the nineteenth
century for French luthiers like Vuillaume to put false labels in violins
reading ‘Gaspard Duiffoprugcar’; some luthiers even carved a scroll in
his likeness based on the bearded engraving produced in the sixteenth
century. French scholars also contributed to the construction of
Duiffoprugcar’s legend: ‘a totally fantasist biography was built up,
amplified, repeated, watered down’.97 While no viols survive from
Duiffoprugcar’s hand, he became a symbol of French nationalism in
the nineteenth century, a tumultuous century when some in France

95 S. Mackey, ‘The “Plan de Paris”: WhoMade this Viol?’, Early Music, 47 (2019), pp. 479–97.
96 Mackey, ‘The “Plan de Paris”’, p. 479: ‘Cette Viole da Gambe faite par Duiffoprugcar à
Paris en 1515 a appartenu à François premier. Par la Dre de Chox de Fayolle. 1830’.
See pp. 254–5 above, with n. 65.

97 F. Gétreau, ‘Instrument Making in Lyon and Paris around 1600’, in Musikalische
Aufführungspraxis in nationalen Dialogen des 16. Jahrhunderts, ed. by B. Schmuhl with
U. Omonsky and M. Lustig, 2 vols. (Michaelstein, Augsburg, 2007; online at https://www.
researchgate.net/publication/32230991), ii, pp. 179–204, at p. 180, with nn. 8–15. Gétreau
provides a literature review on Duiffoprugcar and debunks many of the legends about him
still circulating.
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gazed backwards to the Ancien Régime as a source of stability and
patriotic pride.

A N I N S T RUMENT O F V I R TU E : V I O L EDUCAT I ON TO TRA I N
BOD I E S AND SOUL S

Because by the early sixteenth century viols and the lutes emerged
as instruments suitable for nobles to perform for their leisure,
educational programs for princes included instruction on how to read
mensural notation, sing, and perform on these instruments.
Castiglione connects these two instruments in the Cortegiano. He
advises courtiers that ‘Singing extempore polyphony : : : seems to me
a beautiful kind of music : : : , but singing to the lute is even better’
because it is easier to understand the words. He then continues to
note that ‘no less delectable is the music of four bowed viols, for it is
very sweet and artificial’.98 The iconographic record from the
sixteenth century supports Castiglione’s claim; plucked and bowed
instruments are depicted performing together at affairs of the
French court.

But more than instruments signifying leisure and refinement,
learning to play lutes and viols persisted as part of the education of
princes and their urban emulators because of the belief that these
instruments held the power to balance a soul by mirroring ratios
present in musica mundana, or the harmony of the spheres.99 By
reproducing the proportions of the movements of celestial bodies
through audible music (musica instrumentalis, or terrestrial music
created by voices or instruments), noble musicking, according to the
Neoplatonic philosophy in vogue by the middle of the sixteenth
century, could mould princes to live a moral life and to rule through
the equitable dispensation of justice. The relationship between
audible and celestial music was also mediated through musica
humana, or the internal harmony of the human body, which
regulated the body–soul relationship. The proportions reflected in
this threefold system could therefore shape princes into just rulers,

98 Castiglione, Les quatre livres du Courtisan, ii, fols. XIv–XIIr: ‘Chanter sur le livre : : : me
semble ugne belle musicque : : :/ mais encores plus chanter sur le luc/ : : : car cela
donne tant de grace & defficace aulx parolles que cest grandmerveille. : : : Et nonmoins
est delectable la musicque des quatre violles a larchet/ car elle est tresdoulce &
artificielle’ (cf. Le Courtisan nouvellement traduict, fols. lxxxiiv–lxxxiiir).

99 The literature about the music of the spheres is vast. For a brief introduction to
Pythagorean, Neoplatonic and Boethian discourse, see G. Ilnitchi, ‘“Musica Mundana”,
Aristotelian Natural Philosophy and Ptolemaic Astronomy’, Early Music History, 21
(2002), pp. 34–74.
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heal the body and soul and mystically bind the earthly realm to the
spiritual. Through a Pythagorean and Neoplatonic lens, music, in
short, connected the incomprehensible beauty of God to human flesh
by linking the carnal to the soul and the soul to the universe. By
playing divinely attuned music, nobles were mirroring divine
perfection.100

The Académie de poésie et de musique, founded in 1570 by the
poet Jean-Antoine de Baïf and the musician Joachim Thibault de
Courville, pursued a humanistic revival of Greek and Roman poetry
and music to unlock their combined power.101 By composing French
poetry using ancient poetic metres (vers mesurés à l’antique) and
setting this measured poetry to measured music (musique mesurée à
l’antique), Baïf and his collaborators believed they could induce a
structured social order that was moral and just. The profound power
of music, they argued, would serve the beleaguered French crown in
creating a revitalised and more harmonious France to prop up a
monarch weakened by recent outbreaks of confessional violence.

One enduring legacy of Baïf’s Académie stems from its influence
on the Balet comique de la Royne, an elaborate court spectacle
performed at the Hôtel de Bourbon in 1581.102 Created under the
auspices of Queen Catherine de Médicis, the ballet featured Baïfian
measured music and dances tracing geometric shapes regulated to
the ratios of celestial harmony. On one side of the hall stood the voûte
dorée, an elongated wooden vault concealed by radiant billowing
clouds gilded with stars. Inside the clouds ten concerts de musique
(combinations of instrumentalists and vocalists) echoed the musique
mesurée performed in the spectacle. Although the composition of
these ensembles remains elusive, on the basis of court records of
instruments available in royal musical establishments and icono-
graphic depictions of suitable celestial instruments, viols could have
been included. In the program, Baltasar de Beaujoyeulx, a violinist
and the author of the text, describes the voûte dorée as representing
the ‘true harmony of heaven by which all things that exist are

100 Plato describes the relationship between musical harmony, harmony of the soul and
cosmic harmony in the Timaeus.

101 For an edited collection of primary source material related to the French académies of
the late 16th c., see É. Frémy, L’Académie des derniers Valois: Académie de poésie et de musique,
1570–1576, Académie du palais, 1576–1585, d’après des documents nouveaux et inédits (Paris,
1887). For the most comprehensive study of these academies, see F. Yates, The French
Academies of the Sixteenth Century (London, 1988).

102 Although Baïf’s involvement with the Balet comique was not directly documented, Girard
de Beaulieu, the composer of much of the music, was closely associated with Thibault de
Courville, a co-founder of the académie.

266

John Romey

https://doi.org/10.1017/S0261127924000056 Published online by Cambridge University Press

https://doi.org/10.1017/S0261127924000056


preserved and maintained’.103 The geometric figures of the dances
combined with the voûte dorée echoing the musique mesurée of the
singers unlocked, for the ballet’s creators and its informed spectators,
music’s ability to shape moral and spiritual life at court, which
reverberated throughout the realm.

The plot of the Balet comique is concerned with the establishment of
the harmony and order of the soul. It unfolds through the presentation
of a series of mythological characters with musical powers.104 During the
first intermède, a Triton and three Sirens – known for the alluring power
of voices – enter through one of the trellised arches and perform a song
in musique mesurée in praise of King Henry III. The musicians in the
voûte dorée respond to each couplet with a refrain, symbolising
sympathetic resonance with the heavens. The queen and her ladies-in-
waiting next enter on a cart decorated as a giant fountain drawn by two
sea horses and accompanied by eight of the king’s musicians dressed as
Tritons, who sing in praise of the queen (Figure 5). According to the
image in the printed program, the tritons self-accompanied their song
with a viol, lute, harp and trumpet. While the viol and lute are
instruments that signified aristocratic leisure and harmonic proportions,
the harp (played by King David, the composer of the Psalms) and
trumpet (played by celestial choirs of angels) represent biblical musical
power. The divine power of music in both ancient Greco-Roman and
Judeo-Christian traditions are thus melded in a single vignette.

Painted nearly three decades before the performance of the Balet
comique de la Royne, the fresco behind the musicians’ gallery in the
Salle de Bal at the Château de Fontainebleau (Figure 2 above) also
depicts viols as instruments with cosmic symbolism. As analysed by
Anne-Marie Lecoq and Luisa Capodieci, the doorway ruptures the
space into contrasting halves with distinct groups of musicians.105 On
the left, according to Capodieci, the concert takes place in a clearing

103 B. de Beaujoyeulx, Balet comique de la Royne, faict aux nopces de monsieur le duc de Joyeuse &
madamoyselle de Vaudemont sa sœur (Paris, 1582), fol. 5v: ‘& d’aultres plus instruits en la
discipline Platonique, l’estimerent estre la vraye harmonie du ciel, de laquelle toutes les
choses qui sont en estre, sont conservees & maintenues’.

104 Yates, The French Academies, p. 240.
105 For a hypothetical reading of the iconographic plan of the Salle de Bal, see A.–M. Lecoq,

‘L’iconographie de la salle de bal à Fontainebleau: Une hypothèse de lecture’ in Henri II et
les arts: Actes du colloque international, École du Louvre et Musée national de la Renaissance–Écouen,
25, 26 et 27 septembre 1997, ed. H. Oursel and J. Fritsch (Paris, 2003), pp. 381–403. For
another reading of dell’Abbate’s fresco, see L. Capodieci, ‘Le roi, la lune et l’amour dans la
salle de bal à Fontainebleau’ in Renaissance en France, renaissance française, ed. M. Bayard and
H. Zerner (Paris, 2009), pp. 293–322. For a review of the literature about the ballroom at
Fontainebleau, see Primatice, maître de Fontainebleau (Paris – 2004): Les fiches exposition ([Paris],
2016), pp. 383–97.
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protected by an enclosure of rocks and massive trees reminiscent of
Parnassus.106 In support of this reading, multiple drawn and engraved
copies of this half of the fresco bear the title ‘Concert of the Gods’.107

Lecoq argues that the left half of the fresco should be read as a
celebration of love and celestial harmony. She highlights Amor,
Venus and the Graces dancing in a circle, which represents the
Platonic concept of love serving as the current that animates the
cosmos and binds the soul of man to God. The female and male viol
players, cloaked in classical drapery, gaze tenderly into each other’s
eyes while seated in a hierarchically superior position on a platform,
which, argues Capodieci, mirrors the placement of the king on a
raised platform at the opposite end of the ballroom.108 In the other
half of the fresco, four beautiful young ladies assemble around a

Figure 5 ‘Figure des Tritons’: Beaujoyeulx, Balet comique de la Royne, fol. 16v.
Courtesy of the Bibliothèque nationale de France.

106 Capodieci, ‘Le roi, la lune et l’amour’, p. 311: ‘Le concert se déroule dans un clairière
protégée par une enceinte, des rochers et des arbres massifs qui n’est pas sans évoquer le
Parnasse.’

107 See e.g. the drawing from the Bolognese school, ‘Concert des Dieux’, F-Pl Inv. 8679
recto; the 17th-c. engraving by Alexandre Bettou catalogued as ‘Concert des Dieux’
(Est0305-02), F-Pneph Rés. BD-19 (B)-boite fol. (Collection Marolles, vol. 46), R070596
(the first cutting in the collection). Primaticcio’s preparatory drawing, known as ‘Le
Concert’, is F-Peb Inv. M. 1154.

108 Capodieci, ‘Le roi, la lune et l’amour’, p. 313.
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musician playing a lute and a faun playing a tambourine. Lecoq argues
that this half of the fresco represents worldly music as a foil to celestial
harmony. This concert appears at a lower visual plane than the
transmundane viol players, and the king’s musicians performing from
the balcony would appear lower still to the vantage point of the
spectators in the hall. My own Neoplatonic reading of the fresco would
rework and expand Lecoq’s interpretation with musica mundana
represented by the concert of the gods on the left, musica humana
depicted in the humans and faun on the right, and, I would add, musica
instrumentalis present in the sounds produced by the terrestrial
musicians performing in front of the fresco. This interpretation
resonates with the overarching mythological plan of the other frescos
around the ballroom, which Lecoq reads as the balance between
concord and discord.

Understanding that celestial harmony could forge the philoso-
pher king into a just and equitable ruler, harnessing its power could
heal a kingdom divided by confessional violence. The bowed viol,
in this iconological reading, symbolised cosmic order and the
power of terrestrial music to both mirror and tap into the divine
beauty of the heavens. Performing terrestrial music and under-
standing its proportions were the mechanisms through which
humans could contemplate the divine. The ballroom was therefore
not merely a space for royal entertainment but also a portal
between realms, with the royal musicians taking an active part in
enacting elaborate ceremonies of cosmic order.

Because learning to play the viol and the lute came to signify good
manners and education, artisans, merchants and anyone with
aspirations to be perceived as a person of quality pursued a basic
musical education. In 1546, the city of Marseille subsidised a school
founded by the luthier Barthelemé de la Crous to teach the young
children of the city ‘viols, lutes and other instruments’. To convince
the city leaders of the value of his endeavor, De la Crous crafted a
moral argument. He suggested that if the children devoted their
energies to learning the science of instruments such as viols and lutes,
they would not have idle time and would stay away from vice.109

109 F-Mam, série B. B., cited in A. Gouirand, La musique en Provence et le Conservatoire de
Marseille (Marseille, 1908), p. 38: ‘Sur la requeste faite audict conseil par Barthélemy de
la Crous, faiseur de violes, de lutz et autres instruments, tendant afin que, attendu qu’il
est venu nouvellement en la présente ville, et qu’il a bon voulloir de monstrer et
enseigner les enfancs de toucher et sonner les dits instruments, et qu’il n’y a point en
ceste ville d’autre escoullier que revient l’honneur d’enseigner cette science, et garde
encore que les enfans, par ainsi, ne se desbauchent en aultres mauvais usages, lui être
pourveu par ladite ville de quelque petite maison et lieu convenable pour monstrer les
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Playing music, especially on the viol and lute, was a suitable way to pass
their leisure time. By January 1548, only two years after the school
opened in Marseille, viol players had dethroned the local minstrels,
who were forced to earn their keep by dispersing to neighboring
villages.110 Gervaise published his Premier livre de violle in Paris around
1547, and Jambe de Fer published his Épitome musical in Lyon in 1556,
both of which targeted bourgeois amateurs by offering guidance on
issues such as tuning, holding the instrument and fingering, and
Gervais included intabulated chansons to facilitate the performance
of four-part polyphony. Some with the financial means could also
contract for private instruction. On 6 September 1555, Michel Dales, a
Parisian musician living in the rue Charretière near the Hôtel de
Coqueret in the house called the Green Trellis, entered into a
contract with Pierre Nepveu, instructor at the university, living in the
rue Saint-Nicolas-de-Chardonneret. For a payment of 12 livres, Dales
agrees to teach Nepveu to sing frommusical notation and play the viol
in his home for one hour every day beginning on 7 September for a
period of four months.111 Whether through formal schooling or
private lessons, the bourgeoisie had access to musical instruction for
their children. The rapid acceleration of printed material targeting
amateur musicians suggests that many, Catholics and Huguenots
alike, availed themselves of the opportunity to emulate the nobility.
That the language of Neoplatonism was legible to the bourgeoisie is
demonstrated by Jambe de Fer’s dedication to his Épitome musical, in
which he wishes to the merchant dedicatees, ‘God keep you both and
yours in continual good friendship, concord and the consonant
harmony of your virtuous affections.’

One rare example of a sixteenth-century French image portraying
a consort of viols performing together – as opposed to the mixed

dicts enfancs et le dict suppléant fera son devoir de mieulx en mieulx.’ Délibération du
4 novembre 1545 et 8 janvier 1546, ibid., pp. 38–9: ‘Après lecture de la dicte requête faite
audit conseil, Jéhan Blancard, premier consul suivant la commission à luy donnée et à
ses compaignons de trouver lougis au faiseur de violes, auronts loué la maison de
Isabeau Descalis pour six mois au prix de quinze florins. : : : A plu audict conseil
réfformer que la dite somme soit payée des derniers communaux par le trésorier
général de la ville.’

110 Gouirand, La musique en Provence, p. 34: ‘Déjà, les ménétriers détrônés par les joueurs de
viole sont forcés de se disperser dans les villages voisins pour gagner leur vie. C’est ainsi
que l’usage du tambourin s’est perpétué dans la campagne provençale.’

111 F-Pan ‘Minutes. 1568, août – 1568, décembre (MC/ET/XVII/51)’: ‘Michel Dales,
musicien demeurant à Paris, rue Charretière près l’hôtel de Coqueret, en la maison
appelée le Treillis vert, promet à Pierre Nepveu, pédagogue en l’université, demeurant
rue Saint-Nicolas-de-Chardonneret, de lui montrer et enseigner à chanter enmusique et
à jouer de la violle en se rendant chez lui une heure tous les jours à partir de demain et
durant quatre mois, moyennant 12 livres’.
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consorts featuring one or two viols more commonly found in
contemporary iconography – originates from a moral, spiritual, and
pedagogical initiative. In the eleventh and last of a series of drawings
depicting his Maison de la Charité chrétienne (House of Christian
Charity), the Parisian apothecary Nicolas Houël exhibits a school of
music (Figure 6).112 In the right foreground four students play large
five-string viols while reading from published part books like those of
Parisian chansons produced by the Attaingnant firm. This image
demonstrates the connection between musical recreation and
morality for ‘men of virtue’.

Houël envisioned his Maison de la Charité chrétienne as a charitable
foundation that would provide ‘education in the profession of
apothecary : : : for the instruction of poor orphan children and for
the shameful poor, priests, schoolboys, gentleman, merchants and
artisans of the city and suburbs of Paris’. The boys would be charged
with maintaining a medicinal botanical garden and with dispensing
the medicine they grew to the urban poor of Paris.113 As Houël
envisioned the curriculum, boys would ground their education on a
humanistic foundation in languages and letters. The Maison, with
financial support from the crown and wealthy bourgeois Parisians,
would order social relations and provide the destitute with
opportunity to learn a trade.114 In return for royal support Houël’s

112 F-Pneph Rés. Pd. 30, ‘Procession de Louise de Lorraine femme de Henry III allant du
Louvre au Faubourg St. Marceau pour poser la première pierre de la Nouvelle Maison
dite Maison Chrétienne, projettée même commencée en 1584’, no. 11. For more on
Houël and his Maison de la Charité chrétienne, see F. Yates, Astraea: The Imperial Theme in
the Sixteenth Century (London, 1975), pp. 187–94, 204–7; V. Auclair, ‘Un logos pour l’âme
des rois: Nicolas Houel (ca. 1520–ca. 1587) et les dessins de procession à la maison de la
Charité chrétienne pour la famille royale’, in Henri III mécène: Des arts, des sciences et des
lettres, ed. I. de Conihout, J–F. Maillard and G. Poirier (Paris, 2006), pp. 40–54;
S. Broomhall, ‘Hearts on Fire: Compassion and Love in Nicolas Houel’s Traité de la
Charité chrestienne’, in Ordering Emotions in Europe, 1100-1800, ed. S. Broomhall (Boston,
2015), pp. 121–60; L. K. Elliott, ‘In Pursuit of Charity: Nicolas Houel and hisMaison de la
Charité chrétienne in Late Sixteenth-Century Paris’, in Experiences of Charity, 1250–1650, ed.
A. M. Scott (London, 2016), pp. 149–69.

113 PL-Kc 3092, ‘Traité de la charité chrestienne’, p. 1: ‘Avec l’Institution de
l’Apotiquarerye, College & Chapelle de ladicte Chartié Chrétienne, tant pour
l’instruction des pauvres enfants orphelins, que pour les pauvres honteux, Prestres,
Escoliers, gentilzhommes, marchans & artisans de la ville & faulzbourgs de Paris,
détenus en extremité de maladie’.

114 Houël relied on the language of Christian charity in seeking financial support for his
Maison, which he received from both Henri III and the Parlement de Paris. On 18 Dec.
1576, he presented a proposal to Henry III; in response he received space within the
orphanage of the Enfants Rouges. In early 1578 the old hospital of Lorraine, located in
the faubourg of Saint-Marcel, became available, and theMaison relocated there. Houël’s
Advertisment before the drawings of the imagined procession was dedicated to the ‘very
Christian, very illustrious and charitable princess Louise de Lorraine, queen of France’.
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institution would serve as the spiritual home for the Queen’s soul.115

Houël was part of a growing number of Catholics who grew weary
from decades of the Wars of Religion and turned to the doctrine of
‘good works’ and charity as a means to demonstrate Christian values
while supporting those ‘faithful Christians’ who suffered ‘the
dangerous and pernicious effects of civil wars’.116 The Council of
Trent had recently affirmed the practice of seeking salvation through
charity and other good works as official Counter-Reformation church
doctrine.117 Charity was a means to counter the aggression and
violence of the religious wars, and it was also seen as an effective

Figure 6 School of music: Houël, ‘Procession de Louise de Lorraine’, drawing
11. Courtesy of the Bibliothèque nationale de France.

Auclair compares real maps to the idealised procession to demonstrate that the Maison
was smaller than Houël’s aspirational representation of it.

115 In the dedicatory epistole to N. Houël, Les memoires et recherches de la devotion, pieté, et charité
des illustres Roynes de France (Paris, 1586), sig. ẽ, Houël says, ‘C’est assez, Madame, d’avoir
edifié tant de maisons pour la commodité de vostre corps, il reste de loger vostre ame’.

116 N. Houël, ‘Advertissement et declaration de l’institution de la maison de la Charité
chrestienne’ (1578), F-Pnm français 5726, fol. 5r: ‘des dangereux & pernicieux effects
des guerres civiles’.

117 The Canons and Decrees of the Council of Trent Celebrated under Paul III, Julius III, Pius IV,
Bishops of Rome (London, 1687), p. 27: ‘Abound in every good Work, knowing that your labour
is not in vain in the Lord. For God is not unrighteous to forget your Work and Love, which ye have
shewed toward his name. [1 Corinthians 15:58, Hebrews 6:10] : : : And therefore Life
Eternal is set before them that do good, and hope in God to the end, and Grace is
mercifully promised to the Sons of God through Christ Jesus; and is faithfully to be given
them as a reward for their good Works and Merits.’
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weapon wielded against Huguenot heresy. Jean Martin, the governor
of Paris’s Grand Bureau des Pauvres, made the same point in his 1580
treatise when he claimed that ‘almsgiving keeps and battles like a
strong spear against our enemy’.118 Charity was therefore central to
Counter-Reformation Catholic theology and was a necessary response
to the countless orphans created by decades of bloody violence.

Besides housing and educating orphans, growing medicinal
botanicals and administering medicine to Paris’ poor, Houël
emphasised the establishment of a chapel where divine service would
be conducted for the health and prosperity of the Maison’s royal
patrons. The chapel would have four chaplains who are ‘learned men
and well versed in good letters’.119 These chaplains would take some of
the children to serve the chapel and learn music and plainchant, while
others would study the art and science of apothecary in order to treat the
sick poor in their homes.120 Some of the children would therefore repay
the financial support of the royal family by singing and praying for them
in the chapel. As part of their training, they would learn to read music,
which in their leisure hours could be applied to performances of music
on viols, lutes and other instruments played by ‘gentlemen, merchants
and other men of virtue’. The viol, like the lute, was therefore
propagated from aristocratic circles to aspirational bourgeois amateurs
down to well-born but impoverished orphans who were trained in a craft
and provided an opportunity for a respectable future. Even if Houël’s
‘Escole de Musique’ never became a reality, the chapel was created as a
crucial component of his spiritual project. Civic and religious leaders at
the Maison and other charitable organisations saw performing on the
viol and lute as part of moral and spiritual project to reduce idle time of
youths and focus their energy on training and uplifting their bodies and
souls with activities that kept them away from vice.

118 J. Martin, ‘Un petit traicté de l’aumosne tiré des Sainctes Écritures’, in La police et
reiglement du Grand Bureau des Pauvres de la ville & faulxbourgs de Paris (Paris, 1580), fols.
33r–70r, at fol. 47v: ‘car l’aumosne tient & bataille comme une lance forte contre nostre
ennemy’. Martin cites Proverbs 25, but the reference is actually to Ecclesiasticus 29:15–
17 (version of the Bible de Louvain, 1550): ‘L’aumosne : : : bataillera contre ton
ennemy, plus que l’escu du puissant, & plus que la lance.’

119 N. Houël, ‘L’ordre et police gardez en l’institution de l’appothiquairerye, college &
chapelle de la Charité chrétienne’, F-Pnm nouv. acq. fr. 19737, article iiii, p. 14:
‘hommes doctes, & bien versez és bonnes letres’.

120 Ibid., pp. 14–15: ‘Et sera prins une partye desdictz Enfans pour server en la chappelle,
ausquelz l’on enseignera la Musique & plein chant, Et à l’autre partye sera monstré l’art
& science d’Appotiquairerye, pour puis apres aller traicter & medicamenter les pauvres
maladies en leurs maisons.’
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CONCLU S I ON

In sixteenth-century France, the viol came to symbolise a virtuous life.
Early in the century, alongside artworks and artisans, viols were
imported from northern Italy by French kings as part of a project to
fashion a vision of the court that was both skilled in arms and refined
in social mores. The French court used the viol, alongside the lute, as
sonic symbols of a new humanistic lettered culture and of noble
leisure and wealth. Musical institutions at the French court were
therefore reworked to incorporate professional Italian musicians and
viol players, and noble amateurs began to learn the instrument.
Throughout the century the instrument appears featured in court
and diplomatic festivities, especially when Italians were connected to
celebrations. As Neoplatonic philosophy came into vogue in the
middle of the sixteenth century, viols and lutes became entangled
with discourse about the music of the spheres and as instruments
capable of producing the proportions that bound terrestrial to
celestial harmony. Playing the viol therefore contributed to the
training of the minds, bodies and souls of young members of the elite.

By the middle of the century, bourgeois amateurs adapted the viol
as an instrument suitable for social musicking. Gervaise published his
Premier livre de violle in Paris around 1547, and Jambe de Fer published his
Épitome musical in Lyon in 1556. Alongside the publication of these viol
tutors, amateur and professional musicians intabulated polyphonic
music to allow amateur musicians quick access to social musical
exchanges without requiring lengthy study to learn to read mensural
notation. Although the luthier Gaspard Duiffoprugcar was recruited to
France by the king, his workshop in Lyon and his familial connections to
wholesalers and instrument makers in northern Italy positioned him to
take advantage of a thrivingmarketplace for viols. Aspirational bourgeois
amateurs, Catholic and Huguenot alike, saw the viol as a suitable
instrument with which to pass their leisure hours. The viol was further
adopted inmoral educational initiatives that sought to limit the exposure
of youths to vice. InMarseille and Paris schools were founded that in part
educated youths on playing viols and lutes.

The French court was effective in its efforts to shed its reputation of
barbarism. Throughout the sixteenth century, the Valois monarchy
refashioned itself and forged a new identity in the fire of decades of the
Wars of Religion. Adopting the viol as a symbol of noble refinement
played but a small part in this endeavor, and it remained a potent symbol
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of the Bourbon monarchy throughout the seventeenth and most of the
eighteenth centuries. French viol players added a seventh string to the
instrument, and indigenous traditions of viol lutherie and solo
performance thrived into the eighteenth century. The viol, with its
sweet and subtle timbre, proved to be an enduring symbol of cultural
refinement, and aspirational bourgeois amateurs embraced it as a means
of social elevation.
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