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Abstract The viola da gamba was a popular musical instrument in Europe

between the sixteenth and eighteenth centuries. There were
numerous types and sizes of the instrument, all affectionately played
and enjoyed particularly by non-professionals like the aristocrats and
bourgeois. The popularity of the viols, however, sharply declined
towards the eighteenth century, especially at the dawn of the French
Revolution.

The revival of the viola da gamba became one of the essential
elements in the Early Music movements of the early twentieth
century. Many string instrument builders began attempting to
manufacture viols, especially after the Second World War. By then,
however, the tradition of the viola da gamba building had been
entirely disappeared. The modern viola da gamba builders first
imitated and adopted the technique used by the violin building. They
eventually learned that the viol making is an entirely different matter
from building violins or cellos. Today, various and numerous pieces
of information on historical instrument making became available, and
the viola da gamba builders of the twenty-first century finally began
producing a true (truer) copy of the viols.

At the same time, however, the modern viol builders now face
another problem. The builders of the historical instruments today
need to re-evaluate the aim and purpose of the viol making. Should
they keep searching the true essence of the viol making of the past,
or should they regard the viola da gamba as an instrument of the
modern times as well as an artistic output of modern instrument
builders? To find an answer to this question, this article looks at the




history of the modern viol making and compares the modern Early
Music instrument building with the modern Early Musi performances.
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TAKXT 5T NOBERS B,
JURC B B 15 Rear BAEDOZE & 4 12(1)

A I i

Ein guter Instrumentenmacher ist ein Geschenk des Himmels
1)

und darf nicht durch Kleinlichkeit verletzt werden. (

Annete Otterstedt
1. ST «A7 - & - ALNEXTBOBERW

GH, TA4FT - F AL ROETHb > TWD AL DH, £
LTHESICE BB OBBIIIL TREWH DT BV, FE— NV L
NV THDPAN TV EHBERIIEHAAEL, T4 4T - F - H U NEE#YE
LT EHEEERD, BB TEZNERENE w5, T2, K
ELTOTAFT - F - TN OWTD, T4 FT - F - D728
WCHPNZFRERICOVWTO, ZLTRECBITZ2T44+TF - 57 - F
NOWEEF IOV TOMRIE, HERFEOMHTHEHEWIATbRATETY
o TAFT T HUNICHLEHFEDL AL OERTH L [ha] bE
N ) OBOENHFEL, TRENEELLZBOZEZHL TV, HT
BAFYVRETAVIDT 4 F5 - F - By BRE, oEoZzhe 1t
BLUTEEBEDPL W TR, PR EEEE2 @I ITLTw 5
L, FRCERRESE RETw3Y, T2, 20X ) RIRREBRIKS S

(1) Annete Otterstedt, Die Gambe: Kulturgeschichte und praktischer Ralgeber
(Kassel: Barenreiter, 1994), p. 201.
(2)  The Viola da Gamba Society of America (7 * V) 51 &®KE, 19624E%3) B
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FRATVBDIE, TAFT ¥ - HUNDOTUDOWMBER, W, Sl
e, L CORBIEMEEDRZ A DICHBR AT YT 2T OERKIZLT
DY, WOOHEEEENSL I LIXTE RV, 15 OBIZIEM KB D
D, MPORLIERZZVISICEDIE, 200, SHOY A+ 5 -
Yo HYNBEED T BRENL, TYF 2T OFRFIEE LR S
ZETHA,

TAFT NP B AL LB EEIEEICA R EED—
DU, VD BRLERELTOTAFT - ¥ - TN THD, BAFT 5l
FOBBOBICRY BB Y, HOENLDOFDEL L HHEIH D Z &8
TELREZES> TV ARVSHIZBWTIE, HAOBIERICE DY 4 4
T ANE, ANAOERIEBCRE BT L, Ld>T, i
WCBWCTDTAFT - & - HUNh, EOL)BBlErs, 0k RE
BaFoT, ZLTCEDLI LI LZHBLTHEIESNTE TV ENEW
)T LERILET S L) L, SHOTELOIUR L S5 % BFT 5
FECROEELFENO—DOTHDLEF R 5,

TAFT - F NGRS, BIRBERTHE Y AT v
D, TOEBEZBET D L VHEHKD, 192 TERbRITLE-TH
D, BUROEGHIERIZZ ORGEZHEAT L2D12H72), ZREHIILS
NEBRLLTETWL, BUIZBWT Y44 F - & - s, FICBR
WCHEPNT-TBEMEHBET 20N T LD THIUL, BEDOLE
WEZNEIEETICORIET A LEIE 2 wOrd Lk, LALEDDH,
CORLHTHE SN TRIEMOKR N, 19 LENE S zboT
HY, Lo THHIORERE, wbwa [HEE] & LTHBERTS
NTWas, 2F0, T4FTF ¥ - HUNDLDOFREROZNEN)

X O The Viola da Gamba Society (£ F1) A, 19484E337) o Hi# 131,000\ %
MR ARAREHL T b, INSHIMEORBEMIIENEN, Journal of the
Violda da Gamba Society of America £ Chelys Th b, %3, #HFHIF20074
X0 The Viola da Gamba Society Journal & L CET Y v —FIWULENTWV5,
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FhNTGEE, AL ZOBEFITH L TMENIfRELCWwind, £LTE
DEICZORELEEHFEL TW2Dnbn) TEERIET A E W) Z &g,
COREEBRICBVWTHE - #ET 2 L TREANR LI ETH L, T
72, TINHRFBEENTWRWT 44T - F - HUNE, BEDOREENET
ENEFF oK RLER ARSI LR, [WEEHR] ITHT5D
DTIE RV, L5 TID L) BREHE SHICBTAY 44T - 7 -
BN EEEEROMTIC RS RnwETAh, L LATITICEXD
%Y x5,
SHEEESNTWE YA F T - & - HonnEIiE, IhE TICEM
ENTE, BEITHELZERICET AL  OHARASKBEES NS X9 I
HoT&TWb, ZLTIOZELEE) 2 LT, HADPIDORERIIONT
EDEI)BEIAHAETHRLTVLIONEVW)ZLE, SREDL S LR
HEZVT7TLALTEELRVONEV) ZEZILBTLIENTE b,
FOREWR, GHOT A FT - F - HNEER B RO KEEL, Dars
BHETEZWIEEICEL ZoTwh, TRERKIC, HrLVIEES 4
NTETWLIEDPHW Lz, TAZOFLVIEIE, Y445 -5 -7
YNBUWERTAT TR, TRTOHESEEAHEIE L2 TE A S AhW
METHDH LI W70 Thbb4HOWRGRRERE, 4% B
b AL, LX) RHMENRETHY, MEHIEL T
EEN TR0 V) 2%, BUERAGVHMEICHML Tz T
Babhwv, Fthi, BoNBBREHETLIRY, TLTIHITRE,
FOWEBEZHETHIWRICHEA TN LTI AR DRV E W #aIcE
THILENTED, bARAIZ, BHROWBHERERICLS, T4+ T -
G B NOBENEITR T B BB OLBITE RN T ORI, ChE
THRIEIZIZIEE AEITORTE TV ARV, S HOBERRIZOWT K
— e RFiakiE, PIZIET AT - F - N DBEBRP RS N2 LHT
filh o s 2 LiddbsrhY, BRICBILYT 445 - & - F o N EEOR
BOEBIZE THAAATELRSINNRIE, FEALHELELZVODH
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KTH s,
2. 20HHACHDERD S1970FRLANICH I B T4 F T - 4 - H2N

TAFT - F - HNE, SHOF =T AN TOBERoTWD, T7
AFV Y, Y4FT, Fxu, Y IINAREDEEELIIRE LR,
ST BEREFES TV 5, 18BN DO OREERGDOILDTY & L HITTHR
IR 2 S E e, ZRICX ) E5IE X ) BT T IRICHEA T
W £ LTHERY, MEHEAR BERIMEORM, #ino—&%
2Bl Db TOME, =7 AT THOOLNR TV,
FTREMTZOITIETLRYUHRDIMZON, wbWwd [EF VER] O
WAL STV —=H T4 4T - 7 - FonNig, FICENETHERHS
TWHERTHoTenHIT DD, T, FEMMODOUROM
RAIMAL AR ZEICIXT TICRZ TV W) 2L dH ", 181k#
KETIIZOBBEPHBATHONDE ZENIT LA LR ko720 €L
TZOREBOIODOFEMEM S HIPNR L e odzs R, 19K T TITE
ERoTWeT 4 1T - 5 - TR, LYVFEOEP->72F 21
WK ESNTLE D 2E2H o7

TAFT T NP ERBNREREFVED L L) IR0, 20
A ASTRLTH B TLTIDEEYAFT - & - HUNF, 20

(3) A, TAY b FF—=AF v FOFH (Otterstedt) R, £ 7~ 7 v
F74 =V I r7ua—7EF8FMO [ 744+ — V] Oid (lan
Woodfield, “Viol,” The New Grove Dictionary of Music and Musicians, 2000)
LENRDH L,

(4) T AFY) VR EDORERDPIIMALNCZTF HEYUBREO—DIF, v 7 EARK
DN D Do RAREFATLZE, DF DIEOAIETRIKIIHZ ST
kv 705, OEIYFFMIPIFITOENELIICED, EHITFZOREIH
LT oRTAHILT, RORHOMRIZE ZEROMMAK SNz, &
DEH)BRRAE, TAAT - F - HNETTIISIE MM F Tz s
TWizo L72Ao T, A v 7 OEHMOET L W) FETcogaEimg, 181k
RO TR T TIHFTE oot ELOLNL,

(B) —WICT 4 AT - F - Hrn, 19RO ESZKERIN T dh o
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AL B 2 R OFTHIEIR D 72012, b LIEZ oM/l s h
TeERERITEDbND 2 EAHNTROONZZOTIE %L, BEDFTRED
BEO—BE LT LiFohi, #EICHEINL, T44T -5 -
NOTDOTHEHEERHWICHE) OTHIE, FIZIETEEIPTVEF o0
GEEHOWTHEDEEEMEZHET LI ZLdbH o7 THAH ) L
AL, 20MRAENIC R S N8 EOFEAOBLIZIE, TTREZRY Uk
RRZHEETLEV), BOVAYF Y ZAOBENIMNL, 22TIE, 7
4T TN EEBRIIHCTEND DI HEP N ERERTEH L
W) ZERHEENZ, FDD, FouEORAREZTTIERL,
ISR 2 S 1AM DY 7 4 V) VICH SN2 X 9 %, YR HRH
HICADLDETREDOTAFT - & - HUNOTFHAL VYR ZMZTHL
WA TOREEIETHLE V) LI BRI ELEDBRDONLE o7, LlFn
20 E TIIX, YA AT - F - AN EEOFM OIEE IR e A
EHZ TV T, 20/ SN2 4 AT - F - F N, B
LRRE R LRITHROEN TLDH o720 TR E, Y445 -5 -
HYNDIDDEFHEOBFRIZETULELE 7201, B LTOT 44
T F A NOEIT - BUETH H o7z,

MDOBERET, 4T - ¥ - HUNEZOFHEOHEBIZY - & b EHk
L7z Ao— A&, 4 F) ATHEEOREEZBIL/2T—/ IV - FILX
v F (Arnold Dolmetsch, 1858-1940) Td o720 KV A v F AL OB
BLCHIE LS, ~na -8 212k 5, [Early Music] iElZHE S

TZEIICEZONAEMCH LD, ZNEMENTHL, Yar - T vy
&5, WICETFLMLARLTWSE EHIC, 9RIC Y1 4T - - F Y
PR T B BT B D R 72 DSAFAE L 720 John Rutledge, “The Fretless
Approach to Gamba Playing,” Journal of the Viola da Gamba Society of
America 28 (1991): 21-47, John Rutledge, “Late 19th-Century Viol Revivals,”
Early Music 19 (1991): 408-418, John Rutledge, “Paul de Wit: Reviver of the
Viols,” Journal of the Viola da Gamba Society of America 23 (1986): 19-26, and
John Rutledge, “Towards a History of the Viol in the 19th Century,” Early
Music 12 (1984): 328-436.
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NZZITEDFRHFICT LD LN TS N ZZINIE RV Ay Fid E
¥, HEMHRPHWA D 5N TWD, EMRMEARE VAT > 2 M5
NTV RVl EDOERE LRI TLEIH 5 LR L7z, 2L TH
X, FooHEsi, FRo0EEEIEANIRUE BFE L2 ANRS 2
L, DENDHUBOBBRLENERTLT 7=y 7, ZFLTEOHEENAS
NIRRT O MIF O TR R T RN R L FEET LI L TOA, #E

DEZEDPFFOIOAIMELZ BT ENTEL L Lz, FLTEHITIE, M
FICHEINHFEOMTH, TRFRORLEERICL D ROOND DD
MRZLY, ENZFNTH L CHEFO MR & HZEHM OB RIS TH B &
Zx1ze 2%, HINROD DL TH PN G TER SN D HEH
Md L AXHBMIRDS, MOGTRIEZ T oL REETHEYEEDVHH &
VIO REEICE -2 UL, SHEEICEDL I ERS AL, LAY
TOHOFEHTIEHZ2, N ABBRTVWBE LI, FVAvFOTT
O—F1, FRIRERELEZRTZEELONTWAYKE LTI3AR
HLDTHol,

BV Xy Fid, MEDOFEZ L TEEICOVTOINIEZIT> 72721 Th
, TAFT - F - HNOEELRAAT VD, NT— =2 — -7
T 21E, 197840 [Early Music] #EICHR S N-FLFEOHF T, FiLx
vIPREEL T4 4T - F - N, ENGDIGBEEORELEE 2
E=L72bDTHoLilELTWwEY, LZLTIY VL, FuAyF
OBOWRDOT 44T - F - HNEEE-BIE, VX v Fo8F7-H
TS REICHEN, BEOEIBLBIDR YV RLLIRERETALT 5 A
UNERLTHES LI IR o TV E BT WS, F/2, 200w
CBTAT44T - 5 - HUNOETEEIIBCTE, 130 2014125

(6) Marco Pallis, “The Rebirth of Early Music,” Early Music 6 (1978): 41-45.

(7) Pallis, “The Rebirth,” pp. 41-42.

(8) Haward Mayer Brown, “Notes on the Viol in the 20th Century,” Early
Music 6 (1978), p. 55.
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WO TbIN e F 2 YN BRI AN K912, 5 VB EH—
TAFT - F TN TE T AF) B L iEF oy, FLTHF
NI OVTIRET /) —%RXR=ZAZLTWEDNEL DY, Fh
LI, AV VI NVORGELEIPEVEROH LD THo72, #iR, 77
TUARBL TS L), 1970 EREBEIC R T T4 T - 7 - A
NOFWERDUE, BITHNZ D B A AR L2258, B@EOHRKEIE
MECHF ST E, BURO T AL Vs Tniz, ZLTIO
KRB, T4+ T - F - A NEEFICE, BEOREORE SR L %
BEMEZMRZ ON TGV EHIENTEBN L ZVEILIDTH

’97):0
1970FERICHE T T F 7 - ¥ - A NOEEIRR

3.1 [=*TFL- bLTI]

FVX Y FIZEDBTAFT - & - HONDBEEORADS, EL 0%
WMOBECHLCEH T VEmINLZ Lid D o708, 1970448 1E
WEHBADBLHPRHITEEY, T4+ T - F - HUNBEEIIONWTE L
oMb LI otz TLTEORMNLSHICES T T, HEEHE
FEOBEZT DWW TR SN TE T D, FRIC, 19735 ICAIT) S
N7z [Early Music) 58121, drsrifER 2 L2 X 2 BIRE WSS
KBTI Nz T L) RIRWT, 19794E B L 19804E 12, v 4 4 T -
T HYNBPBETEENEIDHERETHEN L) T LIZDONVT,
[Early Music] i LT/ ERPRDENTZ TOmMPFORImE >
720E, AFXFVADT 4T - F NI DVEATT A E MR
[Chelys] 2R &E N, I—N=ta—T - 77L yDOII2EDFHFT
Hots I LTYay 58wy YA, [Early Music] 2272
LY ORI R@T 2 TR 1979 ICRE LY, ShisdLTr 7L

(9) Carl Hugo Agren, “The Sound of Viols,” Chelys 4 (1972): 22-34.
(100 John Rutledge, “How did the Viola da Gamba Sound?” Early Music 7 (1979):
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HRFEICT M)y VORLOL AR ZAEY, ZLTT M) v IYHED
TZLYOLVARY AIBELY, ZLTHEZETHY, HEBEELET
HHF—A b7 Lr® [Chelys] Oitde T M) v VORI
DWTOHREET-72Y, 512 M) v Vik, HEIWCX 1979405
WHEMZBINT 220X, TAVADTAFT - 5 - FUNHEEC
ML EFERELTVDY, CO@mFICHMT Z EDTTE 01, 197041812
BUFS, WERELTOYTA4A+T - F - HUNEENEIPN TR S
JOZEITHAEL T ZEME, 2L TE5HIE, BER- DA ->Tw
TR IS 2 K TH b,

19724E DT 7L v OFLH O FHEIBIZIE, DF2#E s N TnS ¢

WRERDS, T4 T - F - HUNEBES L BRI, SR
L CBERBENFAT 5. mmEHA I, CERERAECBT2) ¥
RCOEBRIZI6HAICD LTI E Tlcfrbh Tl Y, #ikoH
ERI=BDEIY) BF7z (T4 4T - 5 - o) 794 v a2WHT
HIEEAMETHLLEERLTVE L) ICEDNL, LELEDS,
TAKXT - F K UONEOHREE RIRICHRE T 5 Z L 13 T RET
HDHEMIES o BEROURDZDIZE, TAFT - F - FonpL
DEIIHEL TV 200%E, 5121, FE (power), EFHEOD)
¥ —1% (evenness), ZL THEDHEH S (ease of playing) IZDW
TIRKDFERZEL /2D, EDXHITT 44T - 7 - HU DT

59-69.

(1) Carl Hugo Agren, “The Sweet Sound of the Viol,” Correspondence Early
Music 8 (1980): 72-75.

12 John Rutledge, “John Rutledge Replies,” Correspondence Early Music 8
(1980): 75-77.

(13} Keith R. Hill, “The Dynamics of Viol Making,” Correspondence Early Music
8 (1980): 77.

(14 John Rutledge, “Hubert Le Blanc’s Concept of Viol Sound,” Journal of the
Viola da Gamba Society of America 17 (1980): 28-37.
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ENZREPEIFT HLEDFDH D", (THRITEHEHIZLZ)

BRI ORBIZ, T v VI BGHRFOBEIICII SN, K
DL DOWBHHIZ > T0hb, WFNIZELZOT7T 7L Y OFER, o
REEkoONEE, TLTHEMMERNE L CRlfzHvnizonrtn) 2
Lx, AWERREARTIEIH 20N LA TEL, L7doT, 771
VORFERREME LIRS R ENICBSET I, o7 Ly oFE
WOSZEL T IHRT 2 LER D 5,

TV U, MREOBBEERE (EREXRS] THY, Y14 T -
T NIH LOWEZEOBAFRIFATHWSELTWS, ZOME bW
ZHERICHLTT 7LV, HORTHEOARLRLE T 572 MWMAMLT
W, BREBRPOLYEDT 4 T - & U NOBEEIRME, T TR
55912, T7VYORBLEDRY B> Tz, MEEOHRIBRRIES -
Hid, BRWARBEOALZSEFTELEV) LI BRLNVETIIEHERTDH
B2TAFT F TN LT LS TR L T oz, BT
ZIH)TH DY, MIFORHEHEH-BIX, BRESNT4 4T - 5 -
HNE ZDOBIEEBRIZOWT, EIIHFET 5% DKM Tl % K
TEENET->Tw (ETHRRZEIIE, TREZE - T
BFOWELT I LRBLTWS), SO/ HIE, YRR
RI2HIIMEDC o] LTFENARE 2O LS, EMEIC
i, O ELLL2BEPSFERIFHIBRINTBY, [faiEE]

(15 “Unfortunately there is, in viol-playing and viol-making circles, a kind of
deadly reverence for tradition. The traditionalist argument seems to be that
all possible experimentation had already been done in the sixteenth and
possibly seventeenth centuries and that it is impossible to improve the
designs produced by the ancients. In fact, I believe it is quite possible to
improve the viol family very considerably. For this, an understanding is
necessary of how a viol really works and how it should be designed in order
to produce the best results in terms of power, evenness and ease of playing.”
Agren, “The Sound,” p. 22.
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EMHEN BT EFESL LA 2% 3 L T/ L BT 2 DI EETH - 72
TV Y HEOREOHOFEIT, RO VFEEREZ L TWEO
ML) i, BHRORLONELSILRTE %, MiriedizmL Tz
Rlzrolzlbid, oS EAD, [H U NEOEEZ RIEIZS RS
52 LIIMOTHRETHL] LVIRIIDHD, 77V rOalfidsEx, %
MEY L7z, EDLDTHEINEH LML TV - F oot Zho
ELEZRZDLDDTH D, T LTEOEBIFHLEDETCVEE, Phk
WA ZF DREBRFF R0 L FHE V) O, LoFIHEO#D
DIZH b, [Hr (power), (FED] H—M (evenness), Z L THZED
5 E (ease of playing) | L W) FBETRINT WD, LALEDS,
T7LVyOEBEHCFE T THEIIRWTH Y, HAREHIIED X
I BTFHEERDTOAONEV) ZEIE, IREZTTIRHADIZ Vv,
AL ABMT 22T, TV YPHBELTOZERIZOWTAK
FINCHID SN TED, ZDELT TV VIE, TA4 4T -7 - TN, b
WML TW - HYNOTHA VIR RER DL ELTWT, I
o7ay s hOWERIZRSTNS !

W N LT - RO TFHAL Y2 I &, fAhEns A
TORLTN - HNT, BEH3603I Y ORI, HEOHE R
B ORWRAHKMA0NVY, DFE D ad b, TN, KROTTA
2 (Wood Prime) "2 OMF DO —~F 2 % =T FTH ba
Gt (58] Lo 2HDO 7Ly bOHTHAI EEERT S, &
L, KRL)THEIREDBDINEEAEE . TLTIDIZ L,
¥, WM RTFFEL ORI L TV - BN DORKZEO D#H (56
) S, EAEVIEEICHVOOBETHL, SHICERIE 4,
440NV v DI, IR DO 3HEICR D, 07D,
d BRETOLNIZEE, RIEEODBLIEHT S, Zhid, EHROM
FOIANF =W TLF Vv, EEFFEORD BV ADILE
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(Wood Resonance) ZHHFEFITHHLTLE) 2 &Ik b, BARDZ
EaNb, THIEZEIND b0TIREWY,

COXFEIIH L, [ADT T4 2L (Wood Prim) | & [AD I (Wood
Resonance) | &\ 9 L, HICEAEHFICHT 5 EEFOHEMO R T
bbb T, FIHFFEMNLEERATHY, BHETEMAFRTHL, 22
T, 77V yDBH UL THA Y LAZEROIELEEZE D b OTIR LD
T, TNHHFEOFMEHIIIEL . LT 7LV OLEOEE R RA ~
M, KO3 EICHRD
1) 7703, FLTU- HUNORETH S DRBIEREZ YT, &
DEHADEZOYEL HIEL T 5,
2) REEOHFEREDZDIZT 7L VIE, FL TN - B NDOFEWROIR
BEEEAETITLENH L EEZT VD,
3) MEEZTFAZLICLY, [WHNARTYA V] 2FO LT - 7
UNPEREL LT TR TENLEbNTLE>TWS, BEFI
L 2HBROIBE, EOTHRETOENIZLETEIRDRTLEDLRY
ZrtzHELTWS,
TV, WEOEME, BEFO¥ETHDL, h—)—r Ny T
VA, TNTA4 Y R YT, ZELTCILTFY v - VY=L B,

(16) "Taking a treble viol of the classical design as an example, measurements
have shown that a top plate for a cornerless model with a length of 360 mm
has a frequency for its fundamental c. 440 Hz, that is, . This means that the
wood prime comes one octave lower than this, namely « on the second fret
of the G string. This is a perfect fourth higher than it really should be, and is
the major explanation for the notoriously weak bottom D string of the
classical treble viol. Furthermore, the ¢ at 440 Hz happens to be the third
partial of the open bottom D string, which means that when this note is
played, the bottom D string also vibrates. This absorbs the energy of the top
plate fundamental and in turn this means that the strongest wood resonance
of the whole instrument is effectively eliminated altogether, which is
certainly not desirable.” Agren, “The Sound,” p. 24.
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19604EICFER SN2 7 4 ) ¥ OFMOMFEIC DOV T O L - T
Wh, TOMLICIREINTWAEEREIRICT 7LV, MLTV - TV
NOWMFEZ EORWERICERETLIREPEZFEHIVH LTV D, Ny F U AL
DX TIE, Y74+ ) VEORELGZDO [y F- 774 A5 (Wood
Prime) | 1, ZNENOEBRORBEROTOEFH LTHERETHL L
LTwa2, 77V i3, MAOFIOME, v445 - - FoniC
LRABOZ EAUTIEEL L LTWRY, HRELLTT 7L VI, B
BAFT 72 T=ZF L - LT - A ] LIfEh s, [Hkme 7
AV EZROMNLTN - T NODZENIN T FHEYEY, 4303V
HOLFEREHNTIL T - HoNE8EL 7,
TIZVYHRIOX) R e B ELERE, RN LTV -8
UNDREEOFEOUGETH S, TNEHIRET S L, HOLHOFH
BTSN TWES, [HE (power), (HFHE®D) ¥H—M (evenness),

17 Carleen M. Hutchins, Alvin S. Hopping, and Frederick A. Saunders,
“Subharmonics and Plate Tap Tones in Violin Acoustics,” The Journal of the
Acoustical Society of America 32/11 (1960): 1443-1449.

) NyFrRE, FI .7 7AFY /@i*ﬂ“lﬂiaﬁﬂﬁ%t FRLOTSLDIEF M,
ZH O B ICFEE L 72, 12 1%, Carleen M. Hutchins, “The
Physics of Violins.” Scientfic American 212/5 (1962): 78-93; Carleen M.
Hutchins, “A History of Violin Research,” The Journal of the Acoustical
Society of America 73/5 (1983): 1421-1440; Carleen M. Hutchins, “A Study of
the Cavity Resonances of a Violin and their Effects on its Tone and Playing
Qualities,” The Journal of the Acoustical Society of America 87/1 (1990):
392-3977% EXBH B, X HITIE, WIZETHWMEZ FEEWICHNT, 7L
/kﬂtivﬁﬁﬁ%mwf,%L<@méhﬁﬁ74%U/ﬁ@&¥%ﬁ?
& % [Octet] instruments % 84k, &K L Tw b, Carleen M. Hutchins, “A
30-Year Experiment in the Acoustical and Musical Development of Violin-
Family Instruments,” The Journal of the Acoustical Society of America 92/2
(1992): 639-650. /Nv F Y ADYEBELET F Ly OENE OEERENIE, WH
ZEY VEEEZRELIZOTH Y, HBAIZOIE, R Rzl wI L

ZHhbo
19 Agren, “The Sound,” p. 23.
@0 “Magnam Treble Viol,” Agren, “The Sound,” p. 29.
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LCHZEDOES S (ease of playing) ] & \W9) SEEOEEFD WD CTHMEIZ
hhe DFN, TZLYOEHILIAD [HE|I ARLER Y445 -
T H NI R GRS B VE WD XD RN AR L EELT
WBDTIERL, FLTW - T UNDPERE > TOLREFERD, REK
O D ME RIS, BEROME LORBETRIFITVWD EW) T2 EKRL
Twab, $72, kB Lv)old, RERO DBEIMEOR LY 5
WEW) ZEERII/L TS, [HEORSH ] ORZEVIDIL, T
T Uy ORI L7288 [Hl 2 79 A ] ORIV EEFEL 22
DT, WEIMRZ LT DLV L, BRINIEELELRHDT,
BWRY Y a yof (BEEBOE) OFERLIVES IR Ew) LR
RELTW5,

TV KD, MAIN R REROBEL, BIEA SRR TWS XD
WCEBRNZRDDTHNY, RedWizd5L, HOEBITFIIELY AR
WEEGAZRATH o EZ B TELLII RV, T/ L VI,
WEDT4FT - F - HNBERT- B, RESELBO, 2FESEL
TEE o BBORIERZITo T w) 223, BET A BEDORE
POLAEBICHBGETELELTWAEY, Zhud, iy 1445 - % - A
NP CBWELTHIC L %, BUET 2B 2 RAMICHET 2 L /T
WarZENTELY, 2%, BRICEESATVEYT 44T - 5 -

@) Agren, “The Sweet Sound,” p. 72.

@2 Agren, “The Sweet Sound,” p. 72.

R TV, NYTVITLEERE->Twe, Gny - 74 )% (Joachim
Tielke, 1641-1719) Z #IICH Y F1FTw b (Agren, “The Sweet Sound,” p.
72)0 BT T4 NTICEDHEE, vy — AWy ICE->TY A}
b &1 Tw % (Gilinther Hellwig, Johann Thielke: Ein Hamburger Lauten-
und Violenmacher der Barockzeit, Frankfurt am Main: Das Musikinstrument,
1980)c F72, REVBEL DT A4 FT - 5 - HUNEFKRLIAFY ADNT
v 2 - ) —=< > (Barak Norman, 1651-1724) |2 & 2BIfF§ 580 —EiZ,
RYTIX IV - AN=MIEoTHEELEINTVED, TIUIld, BHOVFAX
BREIHhRYON) - a v ERBTI LN TES (Benjamin Hebbert, “A
Catalogue of Surviving Instruments by, or Ascribed to, Barack Norman,”
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NPLEIZ, BRICBWTIEE T ST LBIRE R 72880 L (bR,
ZNHOHICE, BZOLERNGEREZL T IRLEGbEEELDH o
7o RETE I

DFENT LU, BEOERBEER LI To TV THA ), i
DFRMEERATVRRICFE L DO/2DIFTH D, L Lesoifid, BRo%d:
WHhWBLEY VR EIFENL D DI L TERET o720 TIRRL, v
4FT T - HNENS, ZOREHRDIZOIIE LD OB
ESAYS B TIIMEM S B SN TW A2, W Tlal oG8 IEN 2
FOBMPOHFE LUHBT 5OIANREERE LT, 2F 0 %]
ELTHZONT VAR ERER -7z, S5, HAFLRELTWS X
AN, W L ALE L2, BICHEOL =) —2HET 57
DHDTHY, FHLVKERDOZDOH L EEHICYMA DI TE%E
W o F ), 7L Y OERICE, RS 2NRELTWEDT,
JELRR B O DEGEPRLEI LB n) T BDIEN, T/ L YO
FIZEZNDPEEITRINL T 2o OB L7225, BRI 2 Bmih
LEDL ) BEREF > TWAONE W) WL, FMNICIERFohT
BRENBERETH o720 FLTINDBRIFTTVIZEN) T ED, Y
v DI X BT 2L HOSGROTE TG SN 5w X &2 k% L7 E R O
—DThb,

Sy VL, WOBLIHTETZL VDL AR Y A2 5 LOH
WCRDEHIZENTWVES

The Galpin Society Journal 54 (2001): 285-329) . H 7 A2, 4 H D4 7k
WHMEZDO—ANTH LV, BEOREHFUER-BIE, BHOoREZOLD
B L DEBRD LAY o Tz Z &% RELTW5S ("The attitude and
method of past masters was one of experiment, reflection, and comparison.”
Hill, p. 77)o

249 “Why do we play viols? The most important reason is that there is a great
store of extremely fine music for the performance of which there is no
acceptable substitute, for reasons of range, tuning, and tone colour.” Agren,
“The Sound,” p. 23.
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JERADOBNE, FEREHKT2DOTIE RV, FRHCEHEIZBWT
i (2hoirEtls) WETLLDTH S, HRIZIML L THETE
BTV, FRIZFEINEFTEIONTEZDLONEDY, SHOY 1%

< NBYELERIL, OIS, BRNAEEROMETEL
TiE% 50w,

COF M)y VICEBFRIFERTH), O LIE, ZOFENEBEIC
BN BRIEICE PN, 77 L v ORFIIHKHTIRER STV
WOMLDOIER L o T D TV VL, FREES LML T N -4
RO [HR] BEY Y U r AT OENEBZLELY, ThaE
BOBETHLL LTS, LELAEDS, BRGNS Z OERRERE
BEEZTHDE, HB—20RMPHTI L TELE 6LV, #EDT 1
FT T B NOENER LV S FSERROEHELAEL TwizE L
726, MREDVE, TZLYPE-bDIZHEM L2885 e d e
WCIEWRE %o 72RO BEDS, WEITB W TRRA S N2z fEtk L
B, ZLTZOE, Y, BEORBENEEZLY, 77 L VI
EML7- &) Xtk EBROREBZ THEIEL 2 >7207%, Sz
W, %, 77V OBBICEP L0, HEBELRPOITH MK
fLah, H2BELPLOHIEON, ZLTENLIBUFTLICEL R
MolzDh, L) EETHL, ZOmENH k7L v,
[H3e% | OMEOBERZ WHT Z EAITE, FEEHER % R 2 857
LERTELITTH o7
BRAIZ, TZVVARELAZLIE, PLTIW - FUNZHEHETLH

(25 “An interest in history is not necessarily antithetical to music; especially in
early music there is an important symbiosis. Music cannot exist in a vacuum:
it must have an ‘informing tradition’ behind it, and present-day viol-building
and viol-playing must be partially the result of historical studies to get at
their tradition.” Rutledge, “Rutledge Replies,” p. 75.

@6 Agren, “The Sound,” p. 29.
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ROBEERIZ, LN %P IAREEO DI & v ) FBikidF > Tw
LOTIIBRDS ) Do ZLTINIE, YRORBUER, WER, EHME
bilEoTh@MSN TS . THAY b - FF—ATF v F
X, FLTW - FUNDTOI R ER LIAEME DI, ZOREHED
RARR A BN WA BRSO e o e LTwaY, E5124 %
=27y R, (Yo r~-a970]) PICABTIENTEDLI LY
IV - TV M) ADOXFEEZILIZ, PLTW - FyNOEEHOERD,
IKEEEEE, P 17RO R4 v 45 ) 7Tk A LWwbo
LTI TV LTwaY, L Lads, 20X RIRRATAE
L7722 hhb o, 77V rog) Ll sro, [WlINETFTFA V] %
Froz L TN - FroNidES kT 7z, BERBMER - B, —HoE%
K2 SPIIREE LTHAE T2 Bz AT ERN 2 7~
Z, ZEMLVTN - HNOEEIZHCET 72O TH A I e T OHERO
B, UROTRRLLOMSEMGEL—— FICBRR5 X512, MY
Y VDM OMBIIEIIILEHE—WON ML TV - oGt
EDXHIHATOZDRILBTLIET, HAMELNLEEHTI L
HTELTHAHIe WTFNIZEE, 77V UMRAZED B KR T
WA V] R VEROEER, ZOX ) RERIRTLENMIE, BAF
FTHMED ML TN - HNOENEHELT, UEO AL OREIFIZAER
LTWADPo72E W) XA R EERTIENMIZ, TRy YDEHI &S
, TR RERORE] 2HIARAREELLILIANTRETDH S,

@) BIZIETAy b AT =Ty N, TMLTN - FNEHIZ6ETH->
7205, ZORBEVEE (D) FEAEHuSN o7 (FAEA F) A8
BOHTIRITZEAL, 79V AFRTIET 7K (08T 2E) &
SR LEN-72).] LIBRTWw%, "Das Instrument war immer sechssaitig,
aber die tiefste Saite wurde selten verwendet (ich habe sie in englischer
Musik selten und in franzéischer Musik iiberhaupt nicht gefunden).”
Otterstedt, p. 134.

28 Ottersteadt, p. 133.
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3.2 BEDPLFEIFE

TV YRFEDERERBTRETH - 2RI, EDX ) BREDOT
BYWHGAETHDO0ERLIZON, 77 L YORHFD TEBITHEERSNT,
TRy DLW TH D, 2L, LIZEVLIHIE, T7Lroit
HPOLOFIHTHT Y, MEAENEL R LToRale b5 2 580
BEFHDLRTVE, S M)y ViR, 77V [REORKRE] 2 LK
DDA, (AR LBET b0 (R7F L FLTIh - HN) iE, T4
FT 5 A NORIEINI B 5 T RGBT LT e A CHRER 72D
OTRBEVT] LFEL, [TV PMEM%E (T4 %5 -5 - Fon)
OEMEBRHL - L L, UROLHMEZR L Lh o722 &%, HEoAE
19 72 R BB > & BRSO AE 2 3 72Y ] LT TWwb, EHI2T b
VoD, TZLYOEEDOF AL AHFWHEDOLDI D KENI LEZHAL
et (7702, I=Fa7 - FaurkiEs HcroTwd L)
1Y L EFTHRRTW S,

M)y Ik, TV OEBROBH AT 5 721k, HOGLOAKDH
WCTHD, T4FT 5 - TUNOFBPFMEICBTEI VW) EI %D
DTHoTehe V) T EWRTLFREERT S, HITFEd, BFETL
BMEOREREMET 5 LICOVTERT S, 7 M) v DI, [HEEEME
HLWMBEFOPIIE, BEOEHRITTITHL A VHELTNEDT, £
CIIEBEOFITTIHELET, (T4 4T -5 - o) Ffo—
MTHoMEZTTICEDRTVEEEZZTVWBIEDRLLRPLT WV
%] L LTwa, BETAMRED T4+ T - 5 - Hunph, SHICH

29 “What he actually achieves bears, in fact, little relation to the musical taste
of the periods in which the gamba was popular.” Rutledge, “How did,” p. 59.
80 “Precisely his disregard for traditional tone colour and his failure to take
contemporary documents into account lead him to some fundamental
misjudgements and anachronisitic assumptions.” Rutledge, “How did,” p. 59.

(8) “Agren seems to be well on the way towards producing a miniature cello!”
Rutledge, “How did,” p. 59.
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W, ZTNZNOEEIFF o> TWARROFLEEIMTI LI TERNnE
W) R, MRS OFRE LT T A2 ENTE S, BT —
J— VT, TAFT - - HoNTIELRL, §RTDOT VT4 —%
EIH L CTRDPRD & 9 1Tl T v 5

BEEDFEOE OFFHADS, T OREROFEMELIT L o> TRIBITRHES
NTWRWnEWV) T eHLREHNTHNL, TOREGLIHETH
WAEREIRVIZHLH7EH ), BRELRDD, TOLH)HRr—Ridb
T LPEAEL RS,

COEI)BEBERIGRTA2HhDLICT M) v ik, —EOREREED IS
THEDBHIT B, )0V bOIEET L E L, ZoRE LT17
AU FYATHEONZT AT - F - Foxohizid, HELTLE
272 DBENICE L H o7z, ENTHENS DI ZLITBWTIE
FRFLERENTORZEVIASEFBALTVLEY, ZIHhHT b
oy Vi, BUET A2 BEDOREEMET L L) 2 ik, #EORELROE
B HGET 2 AR FEO—DOTHDH L LT,

82 Some modern builders and players maintain that the old instruments no
longer sound as they once did, that after many years the wood ‘wears out’
and no longer produces the brilliancy that was part of the sound in its
years.” Rutledge, “How did,” p. 61.

83 “If we can be reasonably certain that the playing characteristics of an
instrument have not been substantially affected by age, the justification for
use in performance may be great. Unfortunately, such certainty is rarely
experienced.” Cary Karp, “Restoration, Conservation, Repair and
Maintenance: Some Considerations on the Care of Musical Instruments,”
FEarly Music 7 (1979), p. 81.

84 J. P. Eisel, Musicus autodidaktos (1758) L176T4EICY ¥ =T F 4 A b =
7Y b 7+ V27 L (Jean-Baptiste Antoine Forqueray) 2372 Y7 D 7
Y—KYvrt 74~ 2A (Friedrich Wilhelm) F7-12%8 T 72 FHKA5 | H
SN TWw5b, Rutledge, “How did,” p. 61.
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TNy VDO L O TR A L7z 72 o—21%, BULOE
TIMER L, BEICBVWCTTAET - F - NP ED L) e ffun
STV dwn) 2 LIZOVnT, BEDERNLEY, EHICIFERLE
hiﬁﬂ%bfux#&(fci&%&wkuv‘):kf“z}i)é“’ vy, MY

DI LNV TIHRRDE LEOHP TR 2 & BT W5S, iE, [
BHEABWTZELTUNDA YA L—Y a v &2 hvwE, #Eoses
FHIZAY - 27215 TlE, BEOEHIFORBNORELZRZ L L
BTERWT] L, 22, HRESRTVEZ YT 44T -5 - TN

OB, FTRL - FTA—=Nr, NFv 7 - J)—=<r, =35 )b
SV EDMEOFELGEEE L BBEBOINIHIFIEL BT LD
WEIRIBENRTWAEY, ZLTI M)y Ydend, SHOY 4+ 5 -
o I NOBER I B 35 R AT 5 T e\ & v 9 AR & BLAH LT
LHFEL LT, UROBEFLREERD, BUROBERICL 2 HETIE %L,
WEOREE B 2 COROMH T 5 M558  FFAET 5 LIBRTW5BY,

L9704E MR IC BT, BEREER DS T ICBE ORI LFATEDS
T, VDS HIETAD, [HICa¥—F5] ZETERIZITATVEA
WwWekw)Z k%, 770, T M)y VOMEPRREINDEEICH T
%, 19784E I TITHBRT W5 ¢

(oA DRHNIER] HEHFEH - BIE, HO DOEDLHEEHICUR
EMZIRD, BHEN RGO EZMIE L7225, Ihbid, 17 & 18
AN E SN BEBRITEB IIHUL T o fze £ L THREYE
Blbid, R, wRKOMEKL, BEIGEBEOREL IV —T 50

85 Rutledge, “How did,” p. 61.

86 “ .. mere mindless, uninspired copying of (often worn out) antique viols
does not capture the qualities essential for expressivity.” Hill, p. 77.

(37 Nicolas Bertrand (c. 1687-1725), 75 ¥ A, 731) OIEEEBUER,

(88 Hill, p. 77.

89 Rutledge, “How did,” p. 613 X OF Hill, p. 77.
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HERIZHEOLNZEVH) ZLEEZBREL TV LBEBRINDY,

EBICT IR, OIS RBERIC X A EBPELNTVWD T, 5T
[ZNADFEIEERS72DD] DX HdDFETHY, BOREEE
ZWEBTAFT - F - NDOWEIEID ) OIERSH L E L TN
RREERCTH D, A= b - NF oo L LRI 19784EIC, HEED
WRIREER B8, FERERLLZBEREE-STVWLEVITTIT D
R AR BIEE2 1T > C0bhe NF T2 A41E, /=< rhEicfiEsh
%, 1THHRED A F) ADBYER-BICL BT 4T - 5 - VNP, Y
BEORP-OFEEHER DI > TELSNTWLIERDETIVICR - T
WHRHEL T, INHIZE, HEHICX o THEEIZIZA SR, Bl
R THR - ZEIMZ SN TVD ERRTWEY, by, [UFRAILC
T ZENTERWIHRTH S, ) BHENBIHBO S =Y 2Nz, %
FRORERER S (MK - MK - AR &) 2ELHES ] Lwv) 2T EDIERIC
[Ay 7 [(F)TFVICHRT) L) RELMETHEBROBFINCKE
ENTW5D, ZhiE, B2Ed 2 X0 KEREFEITD 2R % E
LY ELTwE, CoZEbHY, UKRELNTVWE T4 AT -5 - F
YONOBNE, TRE D ESOHHRE VD, 19 LT ORI IR 2 75
WIICAOND L) RBOL L, L LAZOMT, B L VIEOLIK

40 “But then makers inevitably began to ‘improve’ their products and to
develop standard patterns that did not exactly resemble anything made in
the 17th and 18th centuries; and they are still in the process of learning that
the biggest improvements come paradoxically with their ability to copy old
instruments ever more closely.” Brown, p. 55.

4) Brown, p. 55.

42 Robert Hadaway, “Another Look at the Viol,” Early Music 6 (1978), p. 537.

43 “ .. apart from internal strengthening and thickening of the instruments,
the instruments have been modified. . . the neck has been put back at a
greater angle, which results in a higher bridge and a greater bridge
pressure. . .” Hadaway, p. 537.



TAFT 5 T NOYr B RS, BB B FOAE L 4T(1) 245

EVEWVI IR EEFTHBRRTVEY,

FNVTHRIEY, 7T VK, 1970 YR O R EIER - B 25,
BWEOEEDP S THICHEATHEVE W) ZEZREBLTWS, £LTE
DGR, MIFOEIRBER - L OEEL NVIL, ) VFIVEROFEHE R
A¥—%@ELETICDES>TWARWVnELTWS

MEDORGEZ A —F 2L, BUFT L4 VT VEGRD S H ORI
THLEDE TS (HHklo] HERNLZFELY, o) VT
WHEBRAMENFFo TOITROF R LIFEIC L DBV D22
TR RAIRMEL TSNS A Thd, ISCHIZT S, BER
A —RKEOBYE, HLVEZNTOMEZ, +) T FVEHOM
MEVELET L L) TROIEBETHL, Zhid, 40, F)TF
VG Z A =T 5 L) AN TIITER L T, oRER
BNTHDH) o LELEDVSL, W HLOFNZRNTID L) K
WiFEEFR TV, Lea-> T, BEIKKE L TE->Tw 5%,

CZTHNTIE, HBAETAF ) VR VEERICEARDOHEEITEDN TV
LWV T ERFIHRC, AV YV FVEROIE T, KR THIIMMEE
R ZENTELDLDTHHE LTS, LALARDVSHE, 19704E/8
BIRFORELBUER - H I, PISZRWT, BEROEEIFOHLE T4

44 Hadaway, p. 537.

“5 “Doing so [duplicating original instruments] will presumably give us an
instrument with more nearly the original musical properties of the prototype
than the prototype itself currently possesses. This is the basis of the familiar
argument for making an using ‘good copies’ in preference to using ‘originals.’
Where our ability to copy advanced enough to permit this, there would be
no problem—but with a few notable exceptions it is not, so the problem
remains.” Karp, p. 81.
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WCRAIEZD LN TEDRBEEDL LN TERVEEZTWDI
HENTH S,

S5 VTR, WORROERGRIEF 2B, BEOREG, L0
WCHEATHWEWE W) ZEZFIOBEDIS BTV E, 7TV TIL, #E
DEBRZDHDOITTHRL, BEICBIT 2 HERECET 230k bk
L, ROXHTHBERTWED

(B2 AROLETREET A WD) BEICELET 5 T,
HEOBEEEEDEHICE T 2 2 IE 723l 2851, oh
SOBRBEFEICIL TV EWI) T3 E 2 LRETHLY,

FIVTDOREONRIE, T4 FTF - F - FHUNEERESNZLDOTIE
BV, WEDPLFERLEICONTIRIFEEEZ M CFL TS, €L T
VTR, TNEBEHTALLIIC ROIHIEAZITLEDHTVS

WIAFES TV B ARKDGE 2R TH UMD, FRIORHEIC X 218
HBORONBEVBEORBRETAL, S5 TORREHET H
WEBIIOTTWE, RENGEELZ NEDD DT TENEHITT
Z121E, BN TLF o B> TREE D &V ) Bl 2 524
RHDIZLTOR%L TRELZWVT,

46) “Until the goal [of being able truly to experience early music on its own
terms] is reached, assuring the continued survival of these documents of
earlier instrument-making traditions should be of major concern to all who
own or use them.” Karp, p. 81.

@7 “If the possibility of producing authentic instrumental sound is not to be
the exclusive privilege of the elite fortunate enough to possess both old
instruments undamaged by time and the ability to play them, we will have
to perfect our ability in building instruments according to discontinued
traditions.” Karp, p. 81.
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TRy VL, IV TEIRRLRY, BUFT A EEOEEORIZIE, ES
NEBPOIL T4 Y3 ERoTVEHEDHLLELTDLEWV) Z LT
FTTICHRze LL, 727V IYNOGaTHE DD L O T )i
LA L TWE0IE, BHFETE2F) VP VERTEET LI LT, L0k

) BTFEHPFMEIIBNCT, TA4FT 5 A NITRODEN TV DRk
WY ZERBEL LV T LETREEL, LA, CHIVEERE NE - MRRET
BIENERNLFETHLLV)HTHD, 2 LTHIE, WwXohT (@
Zor | OBEERFICHAL TV, I M)y ViIckiug, BE0Es
BHE, TAFT T NOFEN, TV INRRDE [EHE
(power), [(FHE®) ¥B— (evenness), =L THZEDHYS & (ease of
playing) | &V FZId o TWirdholz b iamttiT 22 3 T& 5 &
LTwaY, UREDS, ShY vy VHEDEHLTWA X1, %o
FESAMEET 2 2 LICHED E 5 2 VDI Tld B v, BB R 2D
BN, TOFEELLLOWE, [H] 25RICTHILOWLETHY,
LCERIINZFENILEALDORE, BN L WIEMENTHD L
A ZAIEH D, Tz TA4FT - F - A UNOFMIET B ICHE,
LTEHLBEENTVELDTIEAVWEW) L ZAICHIENH L (0
HOFKNELTT M) v DL, 17 - 18IS BWTIE, 445 -5 -7
YOBHFEEDN T W2720, A4 23 2 TRLERIZ L &0 B LD 7
Mol lE L TWAarb e LTwd), BEOLMERET L VIHIEEZD
LDIZHMEENH B RERSIX, TDXD RIEEITIE, BRI L5
NDBVETHLPLTH LY Tl L, ThoomIE, 7271V v
BlY FAF72 3882 TH B V) 2 E ZWHEIRLTW A,

48 Rutledge, “How did,” p. 63.

19 Rutledge, “How did,” p. 63.

60 T MYy IICEBTA4FT - F A NEEO A, ROFCITH
M3 2 EDNTE D, Rutledge “Hubert LeBlanc’s Concept;” Rutledge, “Late
19th-Century Viol Revivals;” John Rutledge, tr., “A Letter of J. B. A.
Forqueray,” Journal of the Vzola da Gamba Society of America 13 (1976):
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TE)wY, TIwy, VT, FLTELICIE, SHEIEELR L,
BROERBEERTLH DIV TE 2, 19704 03 8512,
WEOHERDP ST HICFEATES T, —HMOPISNNRBEREZ VT, %
LOHEDHEIE, HEDOZNIIEDL I ETHTETWRWEFRLTW
LD DBNEZATHE, T2, 797 UPBIMLTVS LI,
TAFT T HNOBEREOMIE, [HEICBEOREEEIE—TF
5] vy Zliciifiz R L TWARWESHE CHEL, ZLTESIC
CD LD BRRWA, TTUAMBINIC, FLTERWREREZTHTI,
HHEHTHL ML TN - AN ZYGET H LW 2 EITH DV 20IXH
SHhTHb, SVIIIE, 77 L YOERIE, UEOHEEIESL,
DEEDORMTHH o7z, b L, UBOWEEBEER-bOMIZ, T Y
vV, 799y, ZLTH VORI LT, BEDOREGEDPHFERE W
WML RBENFAEL TR 51X, 77 L ryo%ERIE, b2 LAoK
THDONIZOTREVTHA )0 F72, FRTEH L2, 77 L I,
FICHBARZEH 12, UROHBEHEER D% [oRERE] LT,
MERICH L CBERBEIHFAET L] LT TE-TWAEA, Zhid, 4
RO W RERENEL - B AR BEDOBBR P SFERE V) BEZ DL h 5 TH-
TVt TLILEHTEL, TNIEIBRROZ L LS, T2, 7
WTHRBALTWDLIERDEN, EELZDOEF, WODZOBENELEE
RraTidhhrotzb v 2, URoWRREELL-BIX, TSL Y
2 (e TSR] EMBEINATLEINIEE, BEILEREV) Z LIl
WHDHEN) ZERHMIIHT I ENTE T Dozl )T THb,

LAHMIT MY v D, BRROHEGEEOBUIRE A MICEBIL T
D, LFLLT7 7Ly —AICHLTHE LTV L DT TERVDZEN, K
DIWXTIE, 77V yORFDOHRE BARNIIY LIFTLEoTw5, 2
DZEETTVVREMICEMRL TV 58y YORLISHTHL

12-16; Rutledge, “Paul de Wit;” and Rutledge, “Towards a History.”
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RUYZAOFHEBIZBNTHIE, [7 )y VIEREZEWITEATLE -7
E37Y] ENTWS, ZOTFLYORSHRED, Yo pmalfE
KizHb ORI, BEOEERNP S THITERE V) BEP DL h ol b v
ITLEILCELTVD, 2F), 77V YDL) RSB EF- TR
%475 CVBED, TZLYARANETTRLLEPILEE VLW B
OB, TE] L) SEIMENTVDLLEEZ LI LN TE b,

3.3 BRESNAEETFIDOAEN—Z & L -E2E8E

EONTWEERD, WEDORLZZETNE LERSE IRV )Y
FUVERLZ SO THoT2E V) T EDIFHIC, 19704 BIT B 1
TG 7 HNOBERBICIE SR L MEPFELEL Tz, NT 7o
ARYELES N TV T 4 4T - & - RO RED, 17RO A
FYVADOEHRZETIVICL TV LM L2 L33 TR, Th
FEE2RTE, BREOT 4T - 5 - HUNEEEBIX, FRLGETE
FENDBEOEAL DKL, 75 VA, FA VR EDMOMILTESNT
WIZEBHICIFEIRZ R L TV - 722 L2 FKRT 2% ZoZ kit v
AFT T - HNDIODOEREEE WO 16 DY 77 F 27—k
WZonWTHEDPNZ, A7V - FU—|Z X B1TVEDFHTIZHIFHENT
Wb, ik, INHOFEIHBEINDLOEBBICANT, [FHOKF:
DTA4FT - F - HNBHEIToNDHEL TS, HHIRDTNS
DL, HOWDLHBIH VDL ZENTED, —~DOT AL T - F - BN,
—8 ) OWBEBAM, FLTHEOWBRROATH LY, | &, e

6) “John Rutledge seems to have selected me as a target.” Agren, “The
Sweet Sound,” p. 72.

62 FIRL7Z&9icenid, A FVAD ) =< r0lEh, FAYDOF 4 =7,
TIYADNRE T L BEED, BRROBERSELTA4T - F - AN
DETNERHS>TWD EIBRRTWAS, Hill, p. 77.

63 “Most modern viol players, on the other hand, are all too cheerfully
complacent. All they ask for is an all-purpose viol, an all-purpose technique,
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TEDM 720 T (BTN T A2 RB O PH L T b, ZOAERIITTY
Y, BIROFRLOHRT, TOL) BRSO LR TET L
EWE LTS, Hid, [8EWD R ARIVEDORT, (Y4 4T -5 -4
YN) OEBEFIINVA v AW OEEE, 17 - It OREHEEET VL
LTWBEdA BT 44T - ¥ - A nNE2HWT, bRRPERLANTHS
I LBRTVD, COFENSLLHETE D L), 19704 % 0
KEpiC, YDA 4T - & - U NBYER -5 ORI ARIRD) lheo 7z &
Wz, CORHICIEE 2D 24 ORBNDRESHFEL T 203
LN TH 5%,

75y Y OFUNIMHERE 7 WD H -7z T, 7TV HEBIE
L TWA L)L, WAa vy oy ZAMOEERTHT 5 BB E ) DD
HY, EBIZHRIROG DTSV L OpRR I NIz L v ) FHET
Hbo TOHTHNAFT=THRDDIF, 197T4FRITHISNIA 7V - HN—
vy FICE DML TH B n—2y FidET, Yoy 15 -5 -4
NOFWHLNFIZOWT, LICRRLEe—0FH#EEZFHL, vivH v
AMB LONay 7 o ERENEZE IS L&, Ny 7 BEIPIE
DIEIFIFEAEMHHEIN TV RV E W) BEEORRNZRE L TWbH, N
=7y FIZEE, MO T AT - 5 - FUNRHIE, FOPTHIFIC
4 ¥ AOHBEH I, 17BN E TIcEINA FY AFROARIER
L, ZNEEET L0, TNFELNZHBORN, 2T ) Nay 7B
WCESNTZTAFT - F - W NEHTWz, ELTIDL) ilkEE
N— vy FiL, TONay 7 BHOREFIHCONTHED, )] SHOY

and an all-purpose style.” Michael Morrow, “16th Century Ensemble Viol
Music,” Early Music 2 (1974), p. 163.

649 “Doubtless within the next ten years performers will no longer play music
of the Renaissance on viols of a sort built in the 17th and 18th centuries.”
Brown, p. 55.

65 Ian Harwood, “An Introduction to Renaissance Viols,” Early Music 2 (1974):
235-246.
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4FT T - HNROFER, 4T L N= FOFEIHEINLHE
RN ERFPZENERTHRICETEEIECHES>TWLI2b Lk
W ERRTWE, LT TR, BHETAV Ay 2MIcES R
7T U kT TN ERE BB LHBRELT, ZRH0picn
v B 7RO TR L E ) T LD, MENCRBEINTNS,
WA AMDT 4 F T« & - B NI RTAETE L v & v
I DEFFIIN—" v FiL, fHaE LTHOLNICHATINS Z L2 TE 5,
s oy 2 BMOERLOMOMERE, T4+ T -5 - AR
RNF IR R 5 Eb Ty, SIS R TWARWY, v
7 OAREIIHT b HER AR, BMOMEREIKRE L RL D, NAN—
DIR) BHEEL BV R EDVWLOPE2RITT0D, TRHARLTWD
D, VR AMOT 4 F T - F - HUNAPRTEHFIE, Nay sk
MOEBOZNL NI TH 7280 2L THEY,

NF AL, T URFELTWAIINEIIZT TIE, [F2bid
SIBEE, VAR B ZMOT A xS - F - YN (wa¥—-) #FICL
TETWVABY| LRELTBY, NOv 7 BHLROBBEADOELAS, /N
=7y FOGCURBEDMGE L THIEL TWAZ L EZIEF L TWhH, NTY
A DIDOFEER, WL D EITV ARy H v AWNTHE S N O MR
HOWXOPIZHBTIENTELDREN, £ TlE, ZREFNOHELED

66 “. .. the viol sound of today might be almost as wrong for the music of
William Byrd as would a string quartet.” Harwood, p. 236.

67 VAt v A AL OBERRC O W T OEERBIZED 1970ER B P ThI T
Wb, THIE, A7V 7y FTIL4—=NVFIZLD, TA44+T -5 - Ao
%, FEMEGHOPIIREIN TV L EEHEERGET 2 2 & THRL TS 5D
T &» % (Ian Woodfield, “The Origins of the Viol,” PhD. diss., University of
London, 1977)s SN OWE O —#1%, Ian Woodfield, “The Early History of
the Viol,” Proceedings of the Royal Musical Association 103 (1976-1977):
145-15712 7 5 2 L AT & A, F 7219844E 12 1%, Tan Woodfield, The Early
History of the Viol, Cambridge: Cambridge University Press, 1984 & i1
TWwh,

68 “We have had for several years the ‘renaissance’ viol.” Hadaway, p. 539.
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WML S T2 A ANV EFFS TV DA NLE V) TEPFMBICR o TS,
ZLTCIOL) BB EFH o m X Er NI, FEHPET-T
WBLVA Y ZMDT 4 F T - F - AN OWT O, HEEER
EFIC L > TREWIZZTANSN LD TR L, H5HICE DR D5
ERRIICHEFE L CTH SV 720 E W O DSHFLEL Tnb, Lo
BNTNAT T o 41%, TR, Nay 7Hongs (227 VI L3R
TAFT - F AN WIRONE LS %, BRSNS LW 2 DS
BRILZVWIEEEEGY] LRRTWT, WSPICHKIE, FhIToy
4FT - A NBEOLHB AP LT 5 EFIEIC, RS
SHFFORESBELRE ) & LT

197845 @ [Early Music] #Ei2i&, ViR vy 2oy s+35 - ¥ -
HYNICHT BRENE SIS N, —2Ik, N—T v FAT 4
FT e F B NBERTCH oI~ —T AV T RLA VA VT a—
THEVIRELSLRFTH LY TFRAYZFZ T, 16O Y =
AFTCHIESNIZTAF T - 5 - H IOV THBRTWDEDEDR, Z
DOWEIZ, ZORINVEICHLELTEED LN, S 5ICIXIMEICZH
BT AEMERA B EhTwaY, “oHOREE, Yary - Sy
TVICE A, 16 RICT Y FYyTy 44T - 7 - F U NBERIT-> T
72, Vary o a—XEWICE ABEORBRICEEEL TR TH LY,

69 “I hope it won’t suffer the same standardization as the baroque
instrument.” Hadaway, p. 539.

60 “Reconstructing 16th-Century Venetian Viols: Ian Harwood Talks to
Martin Edmunds,” Early Music 6 (1978): 519-525.

6) Martin Edmunds, “Venetian Viols of the Sixteenth Century,” The Galpin
Society Journal 33 (1980): 74-9138 &£ OF Martin Edmunds, “Venetian Viols of
the Sixteenth Century Reconsidered,” in A Viola da Gamba Miscellany:
Proceedings of the International Viola da Gamba Symposium, Ulrecht 1991,
ed. Johannes Boer and Guido van Oorschot (Utrecht: STIMU, 1994): 15-26,

62 John Pringle, “The Founder of English Viol-Making,” Early Music 6 (1978):
501-511,
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WTFNOREFIZBWTHIY RIFSNTw2 0, ~Nay 7 BILEo Y
1FF - F - FNTHY, TNETTEREL S HED S ORLERED
ISR ISR S T W B,

WA T RO T 4T« F - HUNORGER, N1y F G osk
DIDKI DIHBER LB EEE I X - THEH Sha @M< Rohe
19704ERIC & 9 R K WEIZ TR Y 1D 72D 2%, TD—HTIOEHIZ T 7,
Ny 2K (I8 HE) OEBIIOVWTONEII o7z ZD b
S BB ST, T4 AT T W N ROREEIBOEIRTH 5,
2V Ky X2 (pardessus de viole) T 5o 18MHPE T TIZIX, V7 4
TN VOHEDRH LW LERICBVWTKREL T4 4T - 5 - TV NIEE
TLOREN, ZORNO—DH, 75 AIBIT L7000 Ky A 2DfTT
Hbo CORENEEEIN-DE, FMHOK, ZLTHhrRY)RESI
7o (75 2 AGEE) OARLROTH LD, Hiwe L TOMIFRIBENE
TN, BHEOFELZ E 72, TOEEE ZOREDTDIIHEINTH
WEERTHILT, 77 AEMUHOEEACZBIRS S L) Bl
Mo, 7OV 22N RE LTRIEBERL LD TH D, SV
A2, HIZPLTW - Ao g/hsd L, Be—KgS Lz w) L9
e MR 2 FE O Tl <, HIED N 2 OF BT % i < s
LIETHEN, SHITITZORBECELR O T, BEWICKE 221
EHRELEDDOTHoTe TOTLETTRL, T A4 VIEORAETH
%7 v b (quinton) & OMEBRZ EOBEILH, HEONL L
DI ERE, ZLTEDL) Rtz Rio TR EHIIRLE AT
WD E W) LX) T EEIRTAHICE, 2V Fy 2 2 ORFRIEAT K
Thb, T, BIFETDLTAFT - F - Ho3DI L, 7SV ZAa ks
VI UBEDBEAEE, PRI TvTIUPE=F— - =1
POFEROLEBRCCTZMAFEL TV, BETL2Y1445 - 5 -

63 Peter Tourin, Viol List: A Comprehensive Catalogue of Historical Viole da
Gamba in Public and Private Collections (Duxbury, VT, 1979) (A Privately
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HYNDY A FOGHIC LR, AEFTLI6% OV w22 115%, 7 ¥
b 45%) L%, INR - HUNDR2% I KIER VA, MLTN - F Y
IND16%IZVERT 5% 78V Ko 2wk, MoF 2 NRO%EE X D I3
B LOERICZ DO REDE SN TV B DT, WRIZBET 280 %L
BELEWERBRINLDS, ENTH ZOHTE, 7OV Koy X 2 OFEN
RBEAFEIZBW TP E P72 DTH LN L V) T EETHITIRL
TWde, LALEdS, TORFICHT LT, LI - PV vy FI
X 219664 IS E AN RMT IR RHET, =4 FY 7y - m—X"Lan
— b )= VX BBRORKL, FLTTA—F - Frry—I12L3
WL EhH B2, ZORBOHEE, MEEORIZ, BAEICE

Printed Booklet) ®F—% X—2Z « 77 A VBLPFo—) Y OW%E/ — b
Thomas G. MacCracken, “Italian Instruments in a List of Extant Viols Made
Before 1900,” in The Italian Viola da Gamba: Proceedings of the International
Symposium on the Italian Viola da Gamba, Magnano, Italy, 29 April-1 May
2000, ed. Susan Orlando (Solignac: Ensemble Baroque de Limoges, 2002), pp.
127-129.

64 MacCracken, p. 140. &2, BAFT L7790 F o 29 OR30% 1INV A - 7
x )V~ (Louis Guersan, c. 1700-1770) 12X % b D TdH %, MacCracken, p.
132.

65 Cécile Dolmetsch, “The Pardessus de Vile ou Chanterelle,” Journal of the
Viola da Gamba Society of America 3 (1966): 56-59.

66 Adrian Rose, “Music for the Dessus and Pardessus de Violes, Published in
France, ca. 1650-1770,” Journal of Viola da Gamba Soceity of America 16
(1979): 40-46 and Adrian Rose, “The Solo Repertoire for Dessus and
Pardessus de Viole,” Chelys 9 (1980): 14-22.

67 Robert A. Green, “Charles Doll¢’s First Work for Pardessus de Viole,”
Journal of Viola da Gamba Society of America 18 (1981): 67-75; Robert A.
Green, “The Pardessus de viole and its Literature,” Early Music 10 (1982):
301-308; Robert A. Green, “Recent Research and Conclusions Concerning the
Pardessusde Viole in Eighteenth-Century France,” in A Viola da Gamba
Miscellany, ed. Johannes Boer and Guido van Oorschot (Utrecht: STIMU,
1994): 103-114; and Robert A. Green, “The Treble Viol in Seventeenth-
Century France and the Origins of the Pardessus de Viole,” Journal of Viola
da Gamba Society of America 23 (1994): 64-71.
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WTHWE DL VOPBIRTH 5o
4. 1980FAR, BEICHFIE L 2EREUFAEDBRER £ TDXE

4.1 [HTT] 2R

1980 MR B, WA F T - & - HUNOBREFIRIE, X D IGERk
WE RS, 2L THRAT 285805, L FEMICHREE - ZE3hTnw(
9% b, ZLTI98AEICIE, 7T 7 VIT &k - THMMICERZZHLD
TAKFT T T NOBERO— NEMENT SNED, Fa—bU v
e AT—I2k5b, ENECORGIMEOMS X OHIEITKE LS
EL7HT LIz AREEEND Y ZORLTRIE AV

68 Tina Elizabeth Chancey, “Gender, Class, and Eighteenth-Century French
Music: Barthelemy de Caix’s Six Sonatas for Two Unaccompanied Pardessus
de Viole,” Journal of Viola da Gamba Society of America 33 (1996): 47-78; 34
(1997): 16-47 and Tina Elizabeth Chancey, “Gender, Class, and Eighteenth-
Century French Music: Barthelemy de Caix’s ‘Six Sonatas for Two
Unaccompanied Pardessus de Viole:” An Essay, Edition, and Recording,” PhD.
diss., The Union Institute, 1997.

69 LELDIFH, ROWZED H % : Christiane Dubuquoy-Portois, “Le Pardessus
de viole au XVIIIe siécle: un nouvel instrument de divertissement,” in
Instrumentistes et luthiers parisiens, X VIle-XIXe siécles, ed. Florence
Gétreau (Paris: Délégation a I’Action Artistique de la Ville de Paris, 1988):
135-148; Myrna Herzog, “Is the Quinton a Viol? A Puzzle Unraveled,” Early
Music 28 (2000): 8-31; Myrna Herzog, “Is the Quinton a Viol? A Puzzle
Unraveled,” enlarged version, Journal of Viola da Gamba Society of America
40 (2003): 5-35; Hazelle Miloradovitch, “Eighteenth-Century Manuscript
Transcriptions for Viols of Music by Corelli and Marais in the Bibliothéque
Nationale, Paris: Sonatas and Piéces de Viole,” Chelys 12 (1983): 47-73; Terry
Pratt, “The Dessus and Pardessus de Viole in France from the Sixteenth to
the Eighteenth Centuries” (PhD. diss. Basel, 1977); and Richard Sutcliffe, “Re-
Examining the Pardessus de Viole and its Literature,” Journal of Viola da
Gamba Society of America 37 (2000): 5-30 and Journal of Viola da Gamba
Society of America 38 (2001): 27-77.

(70  Brown, p. 55.

(7)) Dietrich M. Kessler, “Viol Construction in 17th-Century England: An
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&, MREOBBIERI-BICKE L EEELH 2, TLTHESIE, Y14 F
T A NOBEERICOWTIRAN ZHE L2528 ko2,

FAT—D@mXD My 7%, 17RO FY) A TESNIZT 44T -
G H U NDFEROFWEHIIIOWT TH Bo FEEBMOEPUZ, LD
LEEDETVLEY - HrREDITSb - L bEELR -V, HDWIiL
Bl bbb bHEELNN—YD—DThb, CAHPEDIHIESNR
TWENT, ZNENOERVFEOFOUPRKELEDLS>TL b, T A
F—1F, WABHT LI LI o7z, 16604ETAHEES NI F X —F -
37— X (Richard Meares, d. c. 1722) 12X B8 « & ¥ NDFMW % F:40
IR L72E A, TORMERED, 7AT—%2 &S8O Y 4+ 5 -
T NBEROBTIEZ 072K HVOHLN TR WL DO THD Z LH
L7z 7 AT -1, MR LBRORERELEERNIIHT, 37
— R X DEBOREBELEREEL IR L T LTRXTIE, £
DEEFT DR E ZF IOV TOEBEOREREZTL LTV 5,

BREDT AT - & - FUNBERIE, ERERET212H72), 77
AF) Y, Farlwozd 743 VIEORBROZENEEDL & X IV
5hER, TRTOYA4FT - ¥ - HYNOFYWRIRIRL Tz Z08
fEICBWTIRET, BUEEZ LAROAM %, $2TREML X9 2L
ZoEL, SNERCOEROMEL LY BRI (KRodubEt) 25dus
e 2B XHITRYEDLE—HORET S, ZLT, ThaEMELs L
)P KRE D REIE 24T o 728, FAROWITAS, #5111
b7 —FRUCR B L9, B ADELREEB L UEDPSHLHIWTNL
DTG, LIAPT AT, BHOZODIT—RIZLBNA -
HYNDOFEWRE REP S A L7 & &——Z ST E =M 2 5 760
BGET 2HEXPME 6N L 2 L 2 BRT 52— 2 ORROBEERED, v
A Y OEROENEBEL T —MEWMT LD THS I LICRIMF Tz,

Alternative Way of Making Fronts,” Early Music 10 (1982): 340-345.
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RELELZSTWRMIE, IS T—ADNA - HYNOFEWRD, 7744
VODEND L) IO HE > TWBDTIERL, THOMH S
BENTwiztwy el ZLTCINLDOWRTRTY, Y74 F) D
BUEBBETHEON TS X %, HIVBT I Lo THRIEEINTWED
TE%RL, HIBREOHI LIFEAEDE TRV ENZTNONE, B
T2 SECE o TERROEIMESN TV W) FHETH S,

TAFT T A NOERHEI L Tla% < THFT) fEshT
Wbk nw) ZEid, FEF o oHLWIERTIE eh ol ¥ AT —I2
IhE, MDY+ T - ¥ - HNBESORTIE, [T oS
HWHNTWBEBA, S L IRADOBEDERIIMZ SN TVD
WS N TV THNT] ORROFHEDIEZ SN TW2DIZIE, 7
A G — LA OBEIREMERIZ DA, BEOEROEH LR L EL L
W LTV W) BEDRH 572720 TH b, 1o, BHETLIT 14
T HNOA—FBEL L) E L2, T A4 VEAEICE
L7 CHIE L7 e W TR ZMAV. TS &, & F S 2MED
HEUTLEI DD o7z TORTET AT —IE, KOLFETHEEKL
TWw5h :

(BEOREBOIEM ) JEE2 MO HROBER S, ROEHIC
L0 (FEHIC) DEVERPAEL LR, $2E%TARLZENT
ERVHOINV T HEERFORELIBMECTE R nih, BEORERIE
FHH, EDXICLTEZDL) LMW EREZELZENTELDOTH
%9 HT?

(7 Kessler, “Viol Construction,” p. 340.

@) “How, for instance, could old makers construct such thin fronts when
modern makers using the same measurements produce instruments that
distort terribly under the pressure of the strings or have an unacceptable
number of wolf notes?” Kessler, “Viol Construction,” p. 340.
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CORBERICH L CUROT 4 4T - F - F BRI, BEORROa
Y — 2 IEMEICEET 2720121, #YREZ 28 EIMS TR L
5720 LLARDS, &9 L TGHREDBBRIIIFELZVAEAED, Fh
AL TERTEET L EBNTLE ) Oh L v BRI L COMER
REE, r AT =R L, T Tl #RE BT 5 &) BeE
THEZERMWICHET2EFTRRANINEZ Lid 0o T

4.2 1980FMLIFNICH B [#T] ORIAMICOVWTOHBET X T —
D

AT —=ARNE, FWRO [HIF] OFHFID W TLI60FA DM D
THIZLALIEFE L Twb, LALARDS, 1982 DI RIFE TITIE,
[HF T B SNZZERIT DOV TOFEMARIEENE TIfrbhiTw
LholzbBRTWES, FEMZMRIEIAFIEL 2h 07228 [HIFT] 5
ERIZOWTIE, EET AT — ORI N LHNII W O 0O
L RBFTERENRTVE, IRHOHICIE, LT TICIY FiF7z, v
AVH YA H IOV TOFMLBEENS, BREVDIL, 197845
@ [Early Music] &1 THIF] ORI OWTHRRS LTV FL
AIOWHRENTVBEIETH S, HIZIE, N—y FEZFLY XD
RTIE, TFAVAREBVA YT VA - HUNOWROFTH - L B E
ERFERO—2N, [HFT] B SN T B EWE Fo DG
BB L2EWH) ZETHY, TOHRTHoLHHwhoid, 16fHidH
B ON BB TH DL VD 2 EDFBER TS,

N A BRI, RPBAE L2V Ay 2 A - H Nz, Tl
Tl OFRIPEDLDNTNDE ELTWD, TNZT TR, EnkHk
HHT THT] OFWOSHAOND LI IZho7zh b)) 2L DR,
I 22 DR ATV B0 BIHAEICRER SN T WD Y v B 7 4 =)L FOffE”

() “Reconstructing 16th-Century Venetian Viols,” pp. 520-521.
™  Woodfield, “The Origin” and Woodfield, “The Early History” (1976/78). %
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THSPZ R olz, TATT « F - HUNDPEROEEFRBIZETE LD
NH, EOENENZM L THET L HEIIR-oTuolzbn) T L%,
WEROMEEDOH LR, LT 4+ T - ¥ - FUyNOEKIZ, B
TRRCHEFLELTRTONDL Z EICEREIN0, BEZLIOY
MEZT 572012, BZFLTT—F /2L Ilh > Tz Tk AR
WHLHERL TS, ZLTINEHEHT L o Ll LA TIETED, &£
WE THFT] BETALVw) T EThHo bl RT VA", 72, 20
MXOHTNT T 2 41E, BEOVA YTV A - H Y NORKO I % 1T
S TWBH, FMAS THIF] TldZe CHID B L THRIE S LT 5 38875,
16T 2 A F T R ETEES NS OORICHFET L L) 2 &
KAERL TV, ZLTCIORMOBESEIZ, THIF] ozhe ik
LT [#Lw] HifE RS Tniztw) RIgZRLTWwWE™,

TN Y TNVOGmLIIBVTE, [HIT] ORRANOF KT TS,
TV, BT A, B FUTIOIREICYa vy - u—Xilk o T
BEISNTAFT - ¥ - HNRNORERIT 12D, Zoho, o—
AL T4 4T - F - HoNTRboEEEVWEEZEZOLNTVD, T4
7 M) T &T W= MEMEEDOINZ - I NDNTHRRT WS LEITIE,
T ZH T OFEBIZOWTOHE T Tw 2 &
EICEN TV D, HHIEZOREHZOFIIL, SHOR» SR I TWT,
Z05 L, FINILET 2 —K2s THFC) S hTwT, hos o
BIFEI D LICE 2D D MHFICL - TEZOLNTVD ERRT WS, I
DO THIFT] 520 T EORPIR>TWEDD, T—XDU
BMOEROBEMOEKIZRAL ZENTEL, [RFEHE] THHLEVH Z
EBHLTWVDE, 20 [RIFEH] IZDWTO—RNRIERS 7)) > 7
TV, [RTEH] IEERE T 58, AERee gkl

BAMINT T 241, Ty F74— NV FORLICEER LTV ARV,
(79 Hadaway, p. 531.
(7 Hadaway, pp. 533-535.
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LEICTEDLDDREEZZONTWANDT, NI LG, WA
THFT] MEERTVwBERLT I EDNH L EBRTVE, LA LK
FE, HIDHLTHRESRTWRIMIONRIZE 2o k) % [0 EH]
PHEAETLHIEND, TOFEZH IO —ZOERIFTEULanELTY
T, LoD THNF] TEARCHIDIELICE 2 D TH B LfmmflidT
Wbo FME, [T oFRAMEbR TR KOHEEIE, BFEWL
b O—FMOEWELE AR OFFEIL, [HIT] OB %2 H 27523,
HIDHLOFEZRSL LD BN E—TH B E0) AELRL
TVB® TV T VOBENREL VLD THEHE D ET I Tk

wds, Al d, TV YIVOLENSE, THIF] OFRIEREL
TWBEWH) ZEDRELMENTVT, BEFY, Z0 X9 RFERIAMAM
FRIBLTOWARWIZLA, ZhafibhTuniziwvng 2 LiZonTidiEkE
BTRBRVWEW) ZEDBHLLTH S, T, T THNFT) HbVviE
Bl HLICK > TRIEEN TV 2 00% Bt 2 itk o —o & LT, #
WOERIZ [RFEH] PHETINEI DL V) T L, ERIZE-T
G THT] EHID WL oW G OB S S N TERDPEE STz
LV FEETLTTIHEME LTHEL T2 W) T %E, FTY TN
DEENSEHITHANDL ZEHNTE S,

19804 ICHRENIZ T FA VY AD@mXLIZS, T4+ T -5 - F VDR
BIZOWTOREKREVILRE LD D TE D, TRA Y ADMHLONE
E T TIIITSEDW &N —"7 v FE DR FOTTH HREHA ST
WBD, T TRYEHHEE SN TV, BAETA120Y 2 2 F 7 THLN
VA H YR - TUNDI) L, 62DV TORMEREI TR Sh
T3 TRAV R, TROTRTOEBOERICOVTERLTE

(78 Pringle, pp. 506-507.

@ rAIT—E, BUHFETE2AFIVATEONITAFT - F « ORI OH
WZiE, 3BT EINTWEHOPEHY, Thony L, HLofitd Tl
FC) B0, AMIOZKOMIZOWTIE, BIVHLTHETHA) &ML T
W5, Kessler, “Viol Construction,” p. 345.
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N, ZNOHREDIHNITHELNTVENREV) ZEEFLLTWAEIT TR
, ZNHOME EOBLICERL, ShIZOWTHBADE 2 T 2H#R L
TWwhb, TRAVRARET, ELAEBEOFTL oD HwEIhTw
579 vF A3 -YFual (Francesco Linarol) ®FF— - # ¥ 3%"0
FWAHS, THFT) REENRTVWDE I L2 BRRTWVD, MOBEDFEMRKIC
DVWTIEELDLENS, VFuloZEnE TR > Tnbs I &L
ELTWwa, FRICHEBICHET 20, Ty b=t FFI)T7 =7
(Antonio Ciciliano) 12X 22N « H o A\®T, ZoFRBIE, [HITF] &H
DH Lo OBEMPEDNTRIEEN TS LT FA Y ZE#HE L T»
5%, 2T, TV ERLTVWS, B—ADHBRTHLNS X
I7%, THFT] HB2WEH Y B SN THEIEEN TV HMA L DHET
HEOTIERL, EREHNNZHE, S5 [MFs] Z&TREMET —
FREZEET 5 L) BEFEEZRL TS, T FA VR, ZO%HE
DBOBRIESNI T 2 A FTOTAF T - 5 - HURNOERD, Hb
WMLOFEOADPHCONTHEEENRTVWE W) ZE2BE 2T, Hlwv
TS [HTF5 ] 2w Ez, Ry co, THiFs] 2EorTH
WEBIET 280 L, BOBUICETS, B0 H Lo & o2 H
HERE 5O TEZVUREHEINLTWE, baARIIZIDZEZTIE, ki
RLZEIE, Ny oA ORLOPICDRMT I ENTED, T FAY
g7z, [IF] EHIY B LOWHOEMBHLENTWEFF) 7 —
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Summary

The Viola da Gamba Today:
Is It a Historical or a Modern Instrument? (Part I)

Akira ISHII

The viola da gamba was a popular musical instrument in Europe between the
sixteenth and eighteenth centuries. There were numerous types and sizes of the
instrument, all affectionately played and enjoyed particularly by non-professionals
like the aristocrats and bourgeois. The popularity of the viols, however, sharply
declined towards the eighteenth century, especially at the dawn of the French
Revolution.

The revival of the viola da gamba became one of the essential elements in the
Early Music movements of the early twentieth century. Many string instrument
builders began attempting to manufacture viols, especially after the Second
World War. By then, however, the tradition of the viola da gamba building had
been entirely disappeared. The modern viola da gamba builders first imitated
and adopted the technique used by the violin building. They eventually learned
that the viol making is an entirely different matter from building violins or cellos.
Today, various and numerous pieces of information on historical instrument
making became available, and the viola da gamba builders of the twenty-first
century finally began producing a true (truer) copy of the viols.

At the same time, however, the modern viol builders now face another problem.
The builders of the historical instruments today need to re-evaluate the aim and
purpose of the viol making. Should they keep searching the true essence of the
viol making of the past, or should they regard the viola da gamba as an instrument
of the modern times as well as an artistic output of modern instrument builders?
To find an answer to this question, this article looks at the history of the modern
viol making and compares the modern Early Music instrument building with the
modern Early Musi performances.



