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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 making. They
eventually learned that the viol building is an entirely different matter
from constructing 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 Music performances.
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Ein guter Instrumentenmacher ist ein Geschenk des Himmels
)

und darf nicht durch Kleinlichkeit verletzt werden. “

Annete Otterstedt

BT, T0ERMDICRESNZA— Vv =ta—-T - TFL
OIHFEY, FLCERCHTEY sy - T MY vy VoRCICERL, 20
ARBICBNT, HEBRTHLT AL T - & - H N, BRBEY,
HBR, TRPFEGZEIoTEDLIITHI SN TV 2D EWSH 2
EERMGEEL7. S6I121%, BEORROERTHLTA4FT -5 - TN
7%, 19804 T T2 L ORE T THACO R EMEE 72 5 \[CHR S Wk 72
DIPEVD T EERIEICB L.

B IR H B AT TIE, 1990 LIRE, BEFBUER - B AR 1 4
S F - UNEYEICET AHEBA DL I RLDTH oD nw) Z

(1) Annete Otterstedt, Die Gambe: Kulturgeschichte und praktischer Ratgeber
(Kassel: Barenreiter, 1994), p. 201.

(2) AIHH[T44+T -5 - FoNOWHE»POH2, BRICBIT 5 R ED
EES5%] [BERARFHEREACE] 825% (20104F) : 225-270,

(3) Carl Hugo Agren, “The Sound of Viols,” Chelys 4 (1972): 22-343 X UF Carl
Hugo Agren, “The Sweet Sound of the Viol,” Correspondence. Early Music 8
(1980): 72-75,

(4) John Rutledge, “How did the Viola da Gamba Sound?” Early Music 7 (1979):
59-69,
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OMFRIFEEWICATLNTETED, ZoOMR, BROBEHEERHIZ,
BEOERCEDEY, b LIGHEORROBELBERENESL Z LT
E2X91hoTE, L2LADOLIROBRIER-HIL, 48, &
FOREVRMET 2HBIN 2 HE—REOFEN T — & REEF R L
2ZITHRL, ZIORITL 2 BEOREBIMER L ORERB LY
HEANOT TU—F DL RRBNLRERE, LX) IHIL, £
LCTENE ED L) ICEBREEOBBICNY) AT DR bn) 2L x,
INFTULICEZALEPIHTETWLIEHONER 72, ZLT
20, BEROBFEEFHMELIEMRICBOTRIAL TV L) FTut g,

BROWEEHBER 2 BAROONTVLHHZOLDOTHY, i, %
SOIEHNE ) TH5H L HIZ, W EIED BN R ZEMEEI Th 5 L
ZBHTENTE A,

1. 1990F, MEOLI VY, RETZEEOBVM

1.1 75> RIH33 [#IF] xRk
FA—FUe - FAT—F, N TLEZF-TWAEI YoV -ay Yy
a Ik o T, 169LEICEE S NN R« NI T DM 2 it %
1990FEIZHE L TWVBY, ZLTIomFICLY, FhETHASRTVE
Motz HLIVEHENOWERZ LI DLl o7z, T4FT - F - H
NOBWER D - SOV TOF LWL ES Ll olze T AT
—IC X BRHE, BOL IAIBHDDIZFE AT N EWGE - %
BLEBREZMELZDOTH LS, T2, 1982FE0FmLTHEINT

Ivx-ays g

(5) Dietrich M. Kessler, “A Seven-String Bass Viol by Michel Colichon,” Chelys
19 (1990): 55-62.
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W2NAED P OBE» SHER SN2 2T TR, ZRURITIEH T Y iER
ENTI o7z, BEOREIBRBIER LI X 5B EHOTEHEICH DO W
2o ZLTCEDRR, T4FT -7 - ANl oTh ok bEERML
EYD—DoTh A, ITHRBEHO 75 v 2B 5%, HilkktL
TEDRVAE»SERET LI LWL o7z 9, TV T a 0%
AT 5 LT, UROIEIMER - HERPEDO L) LEE kD, TL
TENEHCWTED L) ITHEREZHF, 234810 LiFCnizori v
ZlE, BROBENOEZLZERNIVES o0 T2, 7T UK
WCBULREBELTOTAFT - F - HUNOREEZ, £ F) A CTHRAES
NTWRREOBRERET I LT, L) EARRCHERTEL L2
ol bRMI, FRAT—DRHEETo72T) Y a VITE BRI
WTIE, YUEr 25 —DOTFTEHWTWT, YA 57—k HITEBOFEMZ
BGEZ T -7, 75 Y AMBTA ) AEEORBREERTH LIV -
A=RA 5L TH, AT —DRRFORE SN BERITHILN 2
BHARZ SN THESRTWS,

ECliRAE 51, 19825ED 7 A5 —DFaLTid, THIIFT] BREh
TWBEMRIE, T4 4T - 5 - TUNOBEIEIBWTIEA ¥ AT
Hubh T olc IRl zE RN TEL, ZLTIDEZLN
Ty ZHPBEOREGRDOAEZR LA IR —Z 0% b E
Wi, BEEINEPo/T LD, 1996FED A=A TV OFETHERTE
5% 7z, 19M4EICHIE N, T FA Y RI2X B19ED TR

6) AFVADTAFT « F - HUNRNDT TV ANDEEIZOWTIE, BIZET
AT —DRRBDOREDRICRDI4EDF ¥ — AT v FOFHIZHORLZ L
T&5b0 A7 —=ZAT7 v NiE, AFVADTA4FT - & - WINPT T v AN
SN, ELTOEND 7TREOEHENUE SN2 L BT w5, Otterstedt, p.
151.

(7) =—=27 - F=D)=I2LARFIIBVT, Y ¥ a rORERIITOVWTIESL A—
~N A F ~ (Marc Soubeyran) @ F NI, MWE SN Tw b, Mark Daly,
“Viol Detective,” Strad 107/1270 (Feb. 1996): 124-129.

(8) Daly, p. 126.



WEFHIZBVTH, 4 XY ZAOHNTERD [HTF] oFdfiidfEbh T
Mozl ENTWEY, LALAEDESr AT —i%, a)ya yOREs
MRRE L 724558, ZO16914EICE S N2 ERORIKD, — 2O A» HI) H
L72BBoWRERY fbe, THFs] ZETRBEINTWS I & 2R
L7ze STHIZEoT, R THIT] o, VFx—F-37-X
(Richard Meares, d. c. 1722) O¥EZH5E & Nz X 0 304E13 & W I
77 AT, 204 FY AENTHEDR TV LAV L7Z, 2
i, T2 SETRIET DY 44T - 5 - F v NORWOBAEHA
DIGED, BEEIN- B TOL=— 7 RBR TR o2 L 2 BT
boe FNEZAHD, TV IBRT L yORBFICHT LA LOHTHI
LCTWwWa, 176747 ANV L9370y 7O 7Y =Rk - 74 )bV A4
EFIHTAFR OFICRL LA TESL L)1, BB BWT
b FZ, 17K T I8 MDICA TV ATESNIT4FT - 7 -
HYNDOFFHRT SV ATHEDP-722E2EZNUE, A1 ¥V ATHYLR
TWBERAM L, 4 F) AN THM S NS I1Z 8B 2 FoTwiZ
EDRENDHRE o0 BRAICA—NAL S UIF, ) ¥ a ryorit
fRIZIE L, 17004572 517404 F T8 TRCRERZEMEL Tz a— K -
XLk y 445 5 - iy THF T B & - FAK005Mi 2
ThdEWELTNDY,

AT =1, 19824 H 5 WIF190EDTREDO EE HITBWTH, [l

(9) Martin Edmunds, “Venetian Viols of the Sixteenth Century Reconsidered,”
in A Viola da Gamba Miscellany: Proceedings of the International Viola da
Gamba Symposium, Utrecht 1991, ed. Johannes Boer and Guido van
Oorschot (Utrecht: STIMU, 1994), p. 24 = FA Y X &5, A FYATD
FMD THIT] OBME, BELOREL LTS FI)ATFLN TN DTIX
Mt T THEEL TS,

100 Rutledge, “How did,” p. 61.

1) Daly, p. 126. 7 AIZ7 AT =1, 20074 3 HIZEL o T3 285, o
FEIZIX, ZO¥ L (Claude Pierray) ®¥2F&, 16914ED ) ¥ 3 v DN
R HUNSDBEENRT W,
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Vo LLRDS, THIT] OFRMIIOWTTAT—LE 2 zBZ5L
FEL TV A—RSL 5, ZROEFE X ) WHICES Twb, ki
T, TP Cl &2 #ME, BENEL, TP ZICHEHITLIE
MHTELEL, 352, [TH) oFREH 727445 -5 - AN
&, BEECRORAR S (DF ) EFR L FEEOEE SN, ol
FCHEVELY] EBRRTVDE, TNOSDOFHIEBARAIL, LAy H U2
WOBBROFERIZOVTEREN TV EIBEBORLOPTHREEATY
5% bok b AT —iE, 190FEDHLORBEIT, EWOMELLTT
s, BREKOBAFMO—RELT, 3 ¥aro®ERg, [§
RTOFBIIBNT, E»THbLAGEHEH-THBY, HICLbboLd
BOE X262 LELTWT, L, FROBEIKE L
HMMLTWAETXr ZAT—DEZRZTVAEDREVALWVEZATHA ),
IVEHEED T ) 3 VICEBNA - FUNDOERAED L SN
PICDOVTIE, T AT =X OHR TRAENZIEHEEZBAL TVWEDT,
BAHHIBT LN TED, 7AT -1, BROE S DOFHEIZ263
DRBTHY, bolIMWOEIIFLII) L2k, bo & bEWEHR
TI343I VDB LA LTWAS, BAAIINSER/MEEL RAMIE, FK
ERODOTRLIMGORTLIPRMT I ENTELVETF AT —13HBRT
WABY, BIEIICRIE Y Y 3 YOBBROEKIE, AT —DFEVTWL
X TETHLHW] bOTH D, REDHT0L 0 FH 2 EMOM S
OFHMAP26I N RKFHE V) TOHTIE, D) ¥ a VITXDEED,

12 “Viols with a bent front have an extremely quick response in sound and
excellent carrying power.” Daly, p. 129.

@3 fi3, pp. 258-263% 1,

(14 “Tt [the 1691 viol by Colichon] has a rich and full sound in all registers and
responds to the lightest touch of the bow.” Kessler, “Colichon,” p. 59.

(15 Kessler, “Colichon,” pp. 58-59.

(16) “The whole of the front is very thin...” Kessler, “Colichon,” p. 58.
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)T a LB TAET ¥ - HAUNIHONS, TRETHISAT
b o BRI O—213, h v r EARKOETECH o720 F AT
—OICIF LA T N1 E R OREET, £ OREDEAEL RO IRRE L 5>
BB TWIDRED, 2y 2734 VFVTIERL, 192051 Fv x
Yy FOLETRYHERONTZZS DTV TOXRy ZI22WTT A
T—id, FAXDP TV 2 A =T TRESN TV D193 RO ) 3 VIZ X
BNA AN DAy 7 DZFNEF L TIEDEA, b T D HE,
RBOIRZ: EB%, AROLLIIRECERS>TWDETHS ) LHHIL,
Bk ZREME BT EICLEY, Hilwniky 2 0EEDT:
B, HOENREFMOA L Er 25 —1F, BEAREE OEHHIEA )
VIV THDBIEERMERLIZDEN, TOBE, v 7O T oI,
19904 4D, A v 7 & AREITHAE S 2 OIEHF ISR S LT 728 E
EERECRLZ>TwR I RH L, BIRoT 445 - 7 - Ao nil
FEIZBWTOA Y 7 ORE~NOWY FIT1L, £5 ¥ - T 744+ Y OBYE
FHH L 72 0P ERT, RMRISRy 2ERHOARR 70 v 7 280
VF, FSWEERERMRICI AT, Ay 7 EEETLHLENILDOTH
272 LLAAS, IV ¥a yORERTIE, v 7205 ONEERE

17 Kessler, “Colichon,” p. 59.

18) Kessler, “Colichon,” p. 56.

19 Michel Colichon, 7-String Bass Viol, 1693, Genéve, Les Musées d'art et
d'histoire, La collection d'instruments anciens de musique.

20 Kessler, “Colichon,” p. 57.
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FINA Y 7 REETHFE LB TIUE, X201 IFE TRRE
BUETHIENTELE LTS, %, TV ¥ a Ol ETIE—KHT
2y 7 REETEDLY, MOFETIE, R¥4RM»25 & AN LT Z
HWTHES LTw 3%,

FAUNCBE L CHi 72 R RA D 5 2D1%, NAN—DHF L L& Z0%HE
WEIZOWTTH b, IOMERDOIT) Y a > Dy 4+ T - & - F N
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DEDDDIDTH o720 TD—HT, WAN—ODOIEIZ65I Y L2k dro
12D, BERRRREDT2YVyFHo772Y ThboiksiE, 3V
Va v OMAIMSKEEE N TWE LD TH LA, SHICHEKFEVDIZ, Z
DINZIN=HPY T SN TWfLEICH o7 7 AT —I2kiuE, 54

(@) Nicolas Bertrand (c. 1687-1725), Jacob Stainer (1621-1683).

22 Kessler, “Colichon,” p. 57. bR AICTF AT —1X, f FVATIEZIDLH &t
v 7 REE, BEARICERT A BERBRERON T o izl bR T
5,

23 Daly, p. 129.

24 Kessler, “Colichon,” p. 58.
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WKHRONEBDOTIERL, FTTHRZ LI, IV ya illaios
HFTDT4FF -5 - AN IEBLTVLHEWTH LA, 7AT7—1
Bl ld, NYICHRESNTWBI8IER DN - v "5 X O
EPARHTH S, Z 2V NV ZIZBAET A0 F oy Z27DORTHEH 5,
INZN=P1691FE R D FER L R E IS ONTwD 2 & 2R L7
EBRTWD, BT AT—IL, ZONAN—OFIREALEL, a3
YDTAFT T HNOEEEARNIIED L ) B ERoTWD
MEVH ZEIZDVTIE, Foz L TWwhw, /2, A=A TV}
FREIS, 2 ¥ g v OMUEO N ZN— DR E & S8 B Ao B DY IC
WTRERE R OMBFE- TR,

FAT—IE, TV a DN - FUNOBDMEIZONT, D
DEWER DTN D E DS EHETLHILEEZTWTZOPE NS Z
EIZDOWVWTER LTS, BOEEMNEIL, BWEZObOBKRELEDIZ, &
BHOBHEEREMN T IERELERO—D2TH b, L2LEDVL, FUY
FVORR, HEaRELBDIHAETITRESNTVE EW) F—RIiF, T4
35 F TV NHOLDOE LTIRIFEAERYEL ST, B2 T
WBRHAETY, TN, BEREEENLEATOEINIS TH IEMHICES
ENTVBREWVIZLiE, FoKBETLHIENTELY, ZHEDDB

25 Kessler, “Colichon,” p. 58.

26 Michel Colichon, 7-String Bass Viol, 1683, Paris, Musée de la musique, Cité
de la musique, E.980.2.667.

@27  Michel Colichon, 6-String Pardessus de Viole, n.d., Nuremberg,
Germanisches National Museum, MI/R782.
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o572k LTwaY,
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Kessler, “Colichon,” p. 56.
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T, TRTY [RIFEH] BNEIHFETLLEVS 2 &1, [T
EH ] A, THF ] oo Tndln) 2 20T LIRLT
WEDITTIEEWVEW) ZEEWMHEICELTWD, TEARYE [R5
MEZICHDDN L) R TL 2T, ZhICHLTHEZ L
LCr AT —1d, FEHAMBRMHEZHERZL WA, MR, EEXZ 5
WAERE SNTWT, ZORIZIE [RITFEE] 2R EPTELRV., £
LCZoMiE, DEVWHAEVOREICH > TVE, ZORME, [RJE
Bl BRONIEHRICIE, HEVWOHEETF AN nETr 25—
BRRTWEE, 2F ), Y2A5—0EZHIE, BEh#%aTIcEoT
TE&5 [RUFEH] & BRoOZ#HZF> Th /0 TERvhEw) o
TH b,

FAT—=1E, TV T a ICEBIFERDONR - H o NOHHELTD
B xES Z ETRFORLEMDOL L > TWD, FAT—IZIUE, B
BWLAa)va il&bya%5 -5 - Fonig, mEREMZH 2%
WAL > THONZIDOTHEELTWT, HOEECE, ZThET
HIEVERSNT I Lh o BB HER L, ZOMIC K 53RO FFEHA
LSHEDETHLEND T EIRBENT VD,

1.2 U3 DEFBIIDVTO LY FVIEER
FAG—IZEBHAY T a YDONK - H YNNI OWTOHIHE, 1691 4F 5L

DEE—DIERE R TDIOTHY, TNERELZBTF AT -1, W
CBERIC L 2MOBAFT 2 HBICOWTIE, TRHDH B D20 T

82 John Pringle, “The Founder of English Viol-Making,” Early Music 6 (1978),
pp. 506-507. Fi3F , pp. 259-260Z: 14,
33 Kessler, “Colichon,” pp. 57-58.
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16834EANH1693E T TE WV, DEFRNICIVEDBICHEE S N2 e LA
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MR BB A ORBE#T A5, BUFT 5 8 D% 2 AMRIHIZIE,
FRZENICOVTOFMA T — ¥ 2 EKOETHIE L TV 2%,

MR DR R LT T R, NR - N6 KEL ODTN

(89 Tilman Muthesius, “Michel Collichon, premier facteur da violes a sept
cordes?” in Aspects de la vie musicale au XVIle siécle, vol. 2, Musique,
images, instruments (Paris: Klincksieck, 1997): 40-52. 7= 7 V7 AL, D
FMETHLEEEML, FAVEBICHEELALZDOLRERL TV D,
Muthesius, “Michel Colichon,” Viola da gamba-Mitteilungen 28 (1997): 4-6. 7
B, INLTODF A PVOHT, 3 va ORI BRELZOE, BETS
I Y g YOBERITEINT WS FIRIVIZIE, "Collichon” & “Colichon” @ &
LEHHPMELNTNE I LICHET 5, RiElL, 7V TREES N TV B BRI,
BHEZIZOMDLDIZAZ ZENTE L, —HMIZIIHRENHONE Z &8
LS, 75 VAEOREIF ) TSN W) 2 bdHoT, I TR
FENTULEBRTHEDLDNTVIHEZ LT VAR ZTHALZEEDbR
%o ZORE FA VEERTIE, —BNEE I BZH LR Tw5,

89 Muthesius, “Michel Collichon, premier facteur,” pp. 51-52.
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INA =~ HINDOBPHIE, REROREE D671 v FO%EERIE, 16804,
ZLT70t v F OB I6FEMRITEES Nzl ) L 2ERET LI L
MTED, LPLAEYDS, AFYVTAORFITIE, 2 ¥ a r ok
WEEBHITHEBROTA A2 RELLEV) &) LHfifwmE BT 5 Tl
BEoTwiwv, ZhiE, BUFET2EBOT Y TVEBSRwEW) 2k
E,BETIRES, BBEERELTOa) Y a VICHTAERSH T
Az Tidhwhtlbhs,

DT NV—TIBT BN - HF Nk, B80TV —TIB/THEN
EDOMIIE, YA X722 Th SMIZHIER EAPAFIET b0 £ LTI O
BIENWEEATVDS, NEOOEROKIAONLEFEE, a)var
WX B1680ERD YT 4 T - ¥ - H Y NDREBEHD—DIZ %> T b,
HIEFTIIEB-TWAEIY Y a VDONR - FUNe2lE, KELEZBVT
DL S %2 HE o T B, BIZIEEMIE, SO O/MRESh, &
NOIEHID B LICX o TTERL T SHTHEShTwD, FEHRIC
LT, E—D7V—TDbDHR—HKroM-oTWEDITHL, HFEZD
TIN—=TDEFNEIZBOWTIEON TV EHA, ZOERIL, $EHEOFEIC
EWEAELDDTHD LEIIF VD20,

oD V=TRSO N RKDENIE, HEICHEDIL TV BHEIC

36 Muthesius, “Michel Collichon, premier facteur,” pp. 41-42.
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NTHLFE oL BB VDIFTIE RV, INERBELTE—IV—-TI128
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FHBEEDO< R =—="BHN 6N T WD, bRAICTA ¥ bk E
DR =—1F, I—a v XTHAETLIHMWTIERL, TORMOAFF
Beld, MRV OMATH -2, ZLTI7TIROMETINERNLL, »
WA Z—=PEELAMTH o772 n) TEIEIEHICHBTE 5,
LRAIRETN=Z—E, FHICBVWTHTI—=RAT 14 v 7 - F¥—OE
ELTHWONE ZEHE VDS, HERDOY R ==k, 73V M58
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THAFEDWEE R A TH 2%,
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KIZR AT Z=HbNTVWDLDIF, NEDD, FE—TNV—TITF/T HN
AR HINIDDHRTH Do MOEIERIZONWTIE, 1689FERDINA - I
NOEMIFEDONTVDEDAT, THLURICESNZTY) ¥ a v OREEHIC

B0  Swietenia mahagoni. KM OREFEIZ, 73 THRESIN TS, 16834EHD N
R o H N EFGT, 28 fib E Y A RE#FSERT (Laboratoire de Biologie
végétale du Muséum d’histoire) #A519934EI24T - T %, Muthesius, “Michel
Collichon, premier facteur,” p. 44.

By AHTIE, WERkoO~YKF=—ORHAMELT, T7VHE TITERE
DIBZT == b, LELEVLHEZE, I HO—MTHY, FHPLT
WABPIERT =Tl A\, 2O, WENES P OEMTAFTES L
VI REIED B
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i, AT Z—FRBTIEETELV, 2ED UL, IV a3 v,

BUET 23880 b ORI 5 2 L 127 575, 16904ERICIEE 572K =7k
Ho—% TRV EERT, REI6FERDELRICTTY ¥ 3 V2,

RARNZ—ZH TR VOPOHBIIHL A TIE RV, /2, AT VY
AHIDZLIZDVTOEREMLOFTIIHIT T D, EXHNLHH
ELTE IR =—DOFFRHLOEEPELMNE, ZTLTHLICATTS
IENTELRCZS>TLES2E VI LEEZOND, T/21d, ¥FF
=R LB EOEEEZ ) Y a YT E RS o7 L HENTE 5,
F 72, 1689FELBRICE S N/2T) ¥ a VIZKBNNZ - HUNiE, A4 AR
BLREVEW)ZEZEBICANDE, T ard, ZodL X%
B, YA —BAEATHL AW Lz MREED DD LI 1
Bbihd, 72720, WA - HUNEINEBNIT/NEN, FLTIV - HUN
EUV R Z212BWT, aVyavidvhRl =2 Fo LT
WRWODT, YA XEAMOMICIE, BHRBERIFELZNIEDEZD
s,

AT —OWEDOHT, WAL L7Z16914ERD N - U NDOKE %
B o—o0, [HF] OBMAROENTWE 0372012, W% 0 #
CTELNTVD W) Z LI T TRz, UL, 16914ERD N - 7
UNGEE, FARICA TV =2A0MibhTwb ) ¥ a VI X 2 o%EIC
LIBELTCVAHRTH S, LELEDNS, IFT==H LTS
FROESIL, ZLHRDVPHDEL B> T0b, AT VT AR, IFT=—
DEMRDIELIZOWTIE, HFT S 3D0%HRD ) b D& HlE LS L
TWDH, wWIhd, ATV —ZAOFRELELTO5I U251 3I Y1
EIEL o Twa™, ZOERBIEIBZELL, MEDEVICHET 2072
ERDOLNDBA, ZOZEIOVTLAT VY AT il Tw v,

)3 a  ZEBBUNEDDONR - FUNFRTIZ, Ih T ==K

39 Muthesius, “Michel Collichon, premier facteur,” p. 51.
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RERIEbNTHWDL w2kl FRORBRILLENSEDD 5K
OWASHHY, Z2IiE [HF] oHEMsHw s Twd 2 v 2 i,
INOLOREHEDD S LML AEETH LI LIZFHEVDLVLIATH
b0 L2LGS, INOERPEROGTHEIIEDL S B2 5250
v TR, BIZIEHRURERICE S, o Esfibh w3
EHELT, EDXHIC [H] BPELLONPLVHIT LI, 2YTa il
X744 F ¥ - HNOEEET) ETERTRE L HITEDbIL A,
COZLIZOVTIFAT VI ADmLDOHTIEER IR TW RV, HEHD
BN EYNHI T 5120%, HERELFSHFPN LT — 5 OERETD
ZWVIRY, EBCRREDSEH LI LRSI TH L, DL HR
FEE, ATV AORMADOERERZZHDOTHY, MHEEEEDORRIZ
DWTIRSBROMESHRFEN S,

ATFVIRIE, TV arDT4ET 5 HUNIIODONTEBLIIIA,
INFTERSINT I aho 2B ERFTwEY, —D2HIZ, kAL
WOBHOFHIBNT, WMEDHIRLRL L VI HTHD, )T avy
&, BRMISREOBICOHS OIEZ B Ligiozh L ) K& CHo
TWwb, 2, FERDA F) Z20ESEZEIZERONEVWTRT, =
ML D ZNENOED, FICWumOZEARM LICER L (RBEEINSL S
Lled, T7AF) VICAONA LI %, KRB LBEHOERF—E W)
X BRREE ST A+ T - 7 - HUNOEA, BOVnLOnIE, Sty
55R%& E I o THINS, D% ) B0 OHOHEG N S % RO
IIBBTMOMNTONE LI DI EEHTHLY, Zhid, i
WA, WA= DTIRDL9S LNBVBAELREN 2 TEIN
HZEIThDB, TN LTaY) ¥ a VOEGZTROLNTWD FH AL VR

40 Muthesius, “Michel Collichon, premier facteur,” p. 43.

4y TrAF) COEERI L LMD, B0 L E PiniBolEs Kk E R
%5720, TRTOEIE, EROLLDOHLRIIMD > TRRT 5 EVgiff %
FoTEONE, TD7280, RAOHIEE K IR OEIH—Tdh->TD,
ARARGIE TSRO LICEINS Z L idk v,
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HAWoNTWE Ty —ATIE, M¥OEOMESER L b7ETTEHL, %
WOTEICHDLTDLNOOWUEL LI LN TELWEEND 2L B
bbb,

AT VAN T A, IV Y a v ORERIIEBES, TRETELS
NTZhho MO 2HIZ, v 7 OBBISICHL ZEHNTE S,
Ay ZIIERTE LN TV L bIF 72208, BEAEO LmifilcBnwTit, %
v 7 HERICH D AATI VO TR ZRICTFE, OBV T
By ZICLDEFEOYR—- ME2ZIT RV ZD72OIRO Z D5 &3
BARKEMICIEIDEIBEDAR=APFAET LI LD, TNIE, Sy
I REAEI ) R ) BOIEICRE SN TWS720TbH b, £V 7
DFRRMEIBIE L7223> T, BB o2 &L —HOBEDO X HI2b X %,
) vavid, o [H] ofSommBICRAmLREE TS, 20
W, YA AT 5 T NERED RIFDEALD T 5 L FICHEN
WAONDZENL VDN, ZZIFEFD L E, FHHETIES L
Bho TOLIHRTLRIE, BEOTHELIIEBEMRTH 275, HaBIEH
T53)TarORBEM)TENTE S, T avid, FEHEEL
Pefli % i S e Ao 7285, FORM, 7 AT =M ERN: X 91,
HIERE CILRERA Z EDTE D —MOBEBATH > 722 LI1TFE Vv,
ZLTC, AFVIANERLTVD, FEAERROTHICEEL5 25
CEDOBRVEI BRI LAZZODOHETE 2, IhaEd Xz Twa X
HBDbND,

KT TV AIE, 20024128 ) HEEW AR IR S, T 2ITRESNT
WBIGSMEHMD ) ¥ g VK BN - HUNOIEE LG S E LD
TwaY Zo7rayzs M, AFYYAR, BfFETHLaY Y a itk
5TAFT  F - HINOTRTEFMIFRELIZE N 2 &b H DS,

42 Muthesius, A Copy of 7-String Bass Viol by Michel Colichon (1683, Paris,
Musée de la musique, Cité de la musique, £.980.2.667), Paris, Musée de la
musique, Cité de la musique, n. n.
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Wd &b EBNIBHBEERTHAH L) ZEIZHHERL TS, /YY)
I ECBAET 240 VF NI, BB LU v 7 DI S B
ENFZIRECTRIE, BRI TWT, @RTIROREIZR W, /2, B
WRELRBHESAONED, BEHOTFEIILRVEKRTH L, 1T I 7RI
XBaE—IE, WHYAT) Y 3 VICX BBUEOSREZ L2
WA EBH Y, 168FHMDONR - H o NP Twi-LBbhs [#]
2, PBRYVDUNRNVETCHHTAIENTELREHGLEZLILNTES
ThbHH)o B Ld, ToX) AN, HEROBELMKIFEL /) 5
HHEMEIC L o ThEINIZE VW) T ELIEHLNTH 5,

2. RHBAEKLNDOHE

2.1 B
FAG—BIPATIIR, HHVIAN—F - NF IR —F 4
YL FAYXOMEN, BRELTOYAFT - 5 - HUNIZOnT
ZLOFLWERE 6L, Ihbicky), Nay roftic, 5
WIEIV R 2 ZAORHMRICHE S N8N, ED X ) R R o T
DPEN) ZEIZDOWTOIEMRIFZHOND L) hoTE, £D
B, TS OfgeE, RERRIEREZ LT 0T, BEIIBITLY
44T - F - HND [F] ZHRBETLDICLELRMMOER, 5F D,
WWEARIZTTHL, BBROFTHICKREREEL25 25, HIZIZHO L)
%, BWEBARO—FTIE 2T BHOMIEE TIZEE TRV, Ll
TS, 19904 o TL B INSIZE L TOMELELIZTIEH S
MPrbh b X5k o7z,
INSDOMEOHTE o & HPRFENH OD—25, A7)V - 713
YTk, TA4FT - F AN T W B OROERTH
Y% T4 F TG T HNOBNL, V7 A F ) YEOREROZE N LA

43 fidF, pp. 258-265% i,
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12, F72030 2a— FRF Y — L EOBERBOZTNEITEL D, JEHRAK
CREEINTOREV, ZRREERO EIZEPRTWAEZETTHY, O
FENCEoTHEEEINTVWEDARATH S, 2O LDHHDEIL, ALk
PHECEL T TRVWIREBTHRINZELTD, TRELDIRESINT
WRT—AETL i TH D, T2, BEAKRERLY, =A% EOREN
MEONTVALILENIEIEALLR o770, HEVOHEEIE)Z LD
Shotz, EHICE, BOETNTFTIXHICEINSIZE»hb o3, &
DI Z BB FMIABZR D LI REHS TV E 720, Pt TEHLIC
fishTidwhdh ol bAARITLVI V27, HEz OBt s
EHRRTWEY, TROEHIEMICEZ TALE, HETLIHORIC, ¥
WCI7THACLIRT O S DD ZNIIRY 25H 5 &) T ERIHFEHITHBETE b,
Z L CRRRIZ, BIdbEInTnize LT, BlxEhhdisis & IR
SNTWE LT, SEIELMEIFELET 5. IS, BEzodbors
&, TRDPCOFRIC L o TEMES Nz E v ) X9 R EMET I X HT 2 &
WEETHY, FLTRHAEZFIFRINTWEIEEIIBWTIE, ZOMTIE
TEIZIZEDE ) 5 4 TOBEDT2DIESNT-Dh V) 2 &2 AT
EIC W EBHETEDL, ITNHDL ) RMT, 4% F -5 -V
NOFNZDO VT OWGEL, TOEREMESERIN TV LI 00bLTH
IV TI hd ol

7V IV OMRIE, BIEEROEREERIC, SHIHEHEOT 7 =
JICHRELPERZE5 2L, FIXZORRICOVTERL TV,
F72, BOMEICLER L, Bbo 2HEOAM TEMEL 2B 2 w725
BbiT->Twd, ffgelx, 1S, A XV ADT bI v FABRTAD/N K
Yoeok—v (BE) ERENTVEEERRE LTV, 1 F) 204
W, ZLCI7THROZLMOTICREE I ENTELTA AT - ¥ - F oD

44 Michael Fleming, “A Bridge to the Past: Investigating an Old Viol Bridge
at Haddon Hall,” Early Music 27 (1999): 235-247.
45 Fleming, “A Bridge,” p. 237.
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BidBRIhTwb,

NERY - R=VOEIZOWTORMIL, H2BEOFHKUIMIAHTD
5o BICESNTWS, BEZIFANL DD ) ARDOHD S 6 5EDO%E
WO, D2FVT4FT - F - A NADDTHDEZ ERWAHETH 5,
Zhix, NFY R VIZERENTWALLErLd, £2TY 447 -
T A UNPHEASNEICb o THEIN TV 2L W) BHENDS b
ITENTED, LHLLEDD, ZOD, LoV A XDT4+45 -5 -
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FLTW - FUN, LN EDDTF— - HUNNDOLDTIE LRV
WL TBD, Tz, BAESNER AT, 164D L <1d17ik#
DN T2 W) ZEDRNFENRTH D, BIOMEIZONWTS, 7L
SVTRBELRREERIT) LN TERDPSTZOTHETEZVELTY
3",

TLIVIDTAET - F - HUNDEICOWTONETEELFEA ~
FeBRBDIE, NFY - A= VITERIN TV LEN, L TBZH L HKE
ROMDEZ L DHLEH) THo72L 91, SHIZBWT—HKMIZT 1 %
T NITHOLN TV E R s TVRDHFEZVREVn) LT A
WZhbo NEY - F—VOBDOFIRIZOVWT7ZLI v F7id, ¥, BoL
HOT7—FIZERLTWEY B LHO7—F%2KELT5E, 2%
EDEMTECDHDICT R L, FREEMLTHELRLT B b, 2OT
—FOREEET AT - ¥« H DRI L ORINIZ B BRSEE
T5, Thbb, A7 7y FT74—=VFOEIRLTWVS LI,
DT 4+ T - & - FHNZE, ENFETOREBTIIN L DD05E%
BRICHZR SN OWHIHRTH - 720k LT, FIE Tl e & iz
BIENROOLNIZEVHEZAPLERL TS LD T, b

46) Fleming, “A Bridge,” pp. 235-239.
47 Fleming, “A Bridge,” p. 240.
48 i, pp. 2568-259% M,
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BEHLIED Y 4 5 - ¥ - AU NIZIE, HARETORERT —F &
STEBPFELN TV T THDL, ETAPNKFY - F—ILOIE, 7L
IVIZOBINC LD L, LT —F2E TORP IR > TnT, K
B EBREBEUNONBOFIZONTIE, —ARDARZHEST L OPBENIC
BEATRETH D, 7L I V7L, OB, HEBIfHLNEDOTIER,
R Z EABRE L T2, fame LT, OB OHZBICH W
BNTWEEZTWD, EW) I Lid, ZOEMibLTW RO
4T - F - AUNZE, BFRETREET LI LATRO SN TW2 T
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ZOWTIR AU EDHEE Z 4T T v, ZHIE, 72olz—208I05
MW T AICEHEVICHRELRT—THEoEEDNE, wTh
X, ZNENOREMT L THETE ZWVIEZEORNT —F 2R o7z
BEwInk, GA0T4F5 -5 - Honole LTHwsREZ Lid
T, TOZEIZDOWTIE, BIREBRORELZT TR, BFEOFTREDH
B R DD, ZANGHRNTOMBEILETD S,

TAFT T HUNDHOBIRIZOWT T LI V7L, BT —
FIZOWTHEITFTLHLAMO TS VIEEIIOVWTHEER LTS, T
WX, BT, BRICESNETAFT - 57 - TV NOBOK
T DTN TH S, TOO5HORERERZ, W, BoTH 1 ¥
MEORE R, ¥y 7Y VI HRAY R EICAShE AL T A NS
ZIRELTHDEY, 2L, ZLIVZHERLTVWL LI, 1 FY
A DR T, WFEICHDSIE SN TWAr —ANIE L AL RV, 2072
O, NFY - F=NVOBOTFTHFAL V95, JLTx==20230%0hdH
ZVIZHIN R LD TH o 720Oh VIR EIT) L3 L v, #Fl2E
KV o F=NVOBE, Y7V OBRBAEROTICRAZENTELZEN
LRTEREKREL RRBLDED, TOBENPMEZRLTVEDINEN) Z

49 Christopher Simpson, The Division-Violist (Lonson, 1659).
60 Fleming, “A Bridge,” p. 241.
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i, "FY - A= NVOBOADPLITHELRET LI ERRETH S,

L Lad3s, GHICBT 2 EGEREORN ZILET 2 L) Blrrs,
NFY - F=VOBE T U BIlE A4 5 A MRS S E, EEL
BEWERBT LN TESL, TNE, SH, AFVR-A4TDT 4%
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DL, NFY - F=VOM, $50WEy 7Y rHnf 52 MRS
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TREVEIICEDbNL, LeALENES, 7L I V7P BHLTwS L)
2, EY VDY 7AFY U ERIZF 2 uOBOBROBEO—DTH S
(R 25, T44T - F - B NOBOTFHFA N20HALH I B W TiE
EEAEDr—2AT, ZLTHAETH ZBHEIRY AN TWEY, =
NICHLTHARY - v= VDR v Ty Y 5D A MIALNS, 18
AL Y A ORROBO ¥ 1 1%, TH] 2SEEFRCET L L)1k
5> TWh, 2F ) ZDL) BT WBRE RS 7251x, T I2F 2Tt
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GHOY A FT « &« Y NBYERHT 7 4 4+ ) Y EORERENEO @A A
LM EEEZITITVDEV) T L, WIS 2R XD T D iTbhT
ETWaholzb ) FHERM) ZENTE b,

T A X)) VIROBEBROBIERED, SHOTA4XT - ¥ - DK
WRECHELTVWEEWS 2805, FIOMEORIUZ S WIS
TWhb, NFY - A= VOBOMEIZOWT 7L I V7, FHemaisk
REMT L TEL D720 LT 2 2 2 TE Loz LI
FTTICARz, ENTHMHIE, KEXHBTHEL, Zhd, 4H, v«
T T HINPEFTEL, T AF) VIEOEBROBOMELE LT—

6) Fleming, “A Bridge,” p. 243.
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BNV SN TV B TIE RV EV I RRIELTWEY 2L T7 L
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T A ) VEOREEDOE Y Ty TEFREL, CHFILOTLOESIC
RELTWAB T —APHYD, 2DEIH 7%, EEMIZZEI ZoTwEED
WZHIENTELMOBBEMBEIN L THCVERM A7V - b
—ViZ, 19814E12 [Early Music] # LT, Hwax >y b2 WwWIHETIERD
B0, BIORRERHTICOWTOMERRE 27> 72" e—LolRhE %
STWBEDIE, TA4FT 7 - FUNADBHINTVEBEORETH 5,
FizrhiE, Fhsicid, B CHFILoPROFEIICREIN TS Y

62 Fleming, “A Bridge,” p. 239.

63 Fleming, “A Bridge,” p. 244.

64 Michael Heale, “Viol Soundposts,” Correspondence, Early Music 9 (1981):
521.
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DFBHFIZOVTIE, BZoW TR, S4HOMEIES RS,

65 Heale, p. 521.
66) “...it was decided not to stand the bridge in line with the bottom of the C
holes (as depicted in so many pictures). . .” Kessler, “Colichon,” p. 56.
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67 BEOF Yy PRIZOVWTORITWRREICIE, KOWIXHH %, Djilda
Abott and Ephraim Segerman, “Strings in the 16th and 17th Centuries,” The
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Ephraim Segerman, “Gut Strings,” Early Music 4 (1976): 430-437.

68 Ephraim Segerman, “Deep Tensions (Part 3),” The Strad 99/1176 (1988):
295-299; Segerman, “Highly Strung (Part 2),” The Strad 99/1175 (1988):
195-201; and Segerman, “Strings through the Ages (Part 1),” The Strad
99/1173 (1988): 52-55.
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69 Oliver Webber, “Real Gut Strings: Some New Experiments in Historical
Stringing,” in The Italian Viola da Gamba: Proceedings of the International
Symposium on the Italian Viola da Gamba, Magnano, Italy, 29 April-1May
2000, ed. Susan Orlando (Solignac: Ensemble Baroque de Limoges, 2002):
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6) Mimmo Peruffo, “The Mystery of Gut Bass Strings in the Sixteenth and
Seventeenth Centuries: The Role of Loaded-Weighted Gut,” Rececare 5 (1993):
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Ay FEIZDWTOEM%Z RO LD H Tk X Tw b, Stephen Bonta,
“Catline Strings Revisited,” Journal of the American Musical Instruments
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62 Mimmo Peruffo, “Italian Violin Strings in the Eighteenth and Nineteenth
Centuries: Typologies, Manufacturing Techniques and Principles of
Stringing,” Rececare 9 (1997): 155-201.
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Peruffo, “Italian Violin Strings,” pp. 162-165.

Peruffo, “Italian Violin Strings,” p. 160.

Weber, p. 170.
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67 Weber, p. 174.

68 Peruffo, “Italian Violin Strings,” p. 182.

69 Peruffo, “The Mystery,” pp. 142-144 and Peruffo, “Italian Violin Strings,”
pp. 182-184.

(M) Weber, p. 177.

(7) Peruffo, “The Mystery,” pp. 145-147.
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@@  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).

(73 Karel Moens, “Problems of Authenticity in Sixteenth-Century Italian Viols
and the Brussels Collection,” 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): 96-113.
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from the Hill Collection at the Ashmolean Museum in Oxford,” The Galpin
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Edinburgh, London, and Paris,” The Galpin Society Journal 56 (2003): 132-146.

(76 Simone Zopf, “A Study of Three Viols Attributed to Antonio Ciciliano,” in
The Italian Viola da Gamba: Proceedings of the International Symposium on
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Susan Orlando (Solignac: Ensemble Baroque de Limoges, 2002): 194-203.
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of Viol Making,” Correspondence, Early Music 8 (1980), p. 77.

@7 Fred Morgan, “Making Recorders Based on Historical Models,” Early
Music 10 (1982): 14-21.

8% “One of the most important things a maker can do towards becoming a
real instrument maker, rather than a copier, is to think long and hard about
the likely reasons for an old instrument being the way it is.” Morgan, p. 18.
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9) Morgan, p. 19.

©02 Morgan, p. 18.

03 Hermann Moeck, “Recorders: Hand-Made and Machine-Made,” Early Music
10 (1982), p. 12.



40

Y2k B a=F—iF, BEEOTEBZTTRL, YROFRIRIICE
bEDLEVD, HENREAHR KIS THESR TV TH 2 L H
BT HIENTEL, BRAICA Y 71X, 192D TH T2, 412
TN VFMISEAT Y ZER DY) 32— 5 — OAPEIIZEERE L Twiz,

CORFORTA v 71%, HENLIEHA,S, BLUMAEHRL TR L2
HFrVA—F—OFTHA VIZMDAATEELTVWD LWV, 545
BlaZFTw5hH, Nay ZHISESNZY 3= —1F, 1970FN—#%
fEsNTwiznay 7 - EFLVOERELY, 4V Foaf (IRERAAR
) 0% 0k TETWD, LBLEYWS INERMT S L, HERED
WEAPLHO, FiZ7 4y 7V (Fuyy) WKL, ¥vF, HHICHE
WRENI S 2 L, HBRICEEE 727, BAIC ko T, HERISED
Fo/oK B B2 VIZLIBETES, COZLE#MTFHI LD
WAy Z71F, 192D TIE, Hr Ty 7IRROTH AL V2R L
Twin®,

FTHY) B2 RTI980FEROLIKIC R Z LB TEZHDTH
BN, L OBFET HBEDEBRIZOVTOHAMR T — ¥ PEB SN TE
TWAREHIZBWTY, BREEHICL MR, &R rh
LHRPNIMLENTVD L) IBbhd, 2F 0, BAETLBEORED
L35I ETED, BROVESHEDET— % 245 HOBERZ, £~4
AHEOREERE TR X - C [HR] BLOWMR LK, ToE 4HO
HREHOMIIL, Pl ZNDFE—DB/EDERNBR—AT > TWVDHEL
TOREGERNEIET S, ZLTIOL) RRIIE, SHHRECEL
LTwprihnkdiclibhsd, 20—5T, BETEHVERIZOVWTO
M7 — 2 3EEICRD, JISHROIMABIT 2D ETH L, £
LTZHICEY, 77V UDBBEL- L) R%EE FLTAHAT—F - 24
Y= 7T U505, YROWEREEZTOMICHLE L, #BEo%

©49 Moeck, p. 13.
©5 Moeck, p. 13.



TAFT 5 I NORI O RS, BURIZBT 2R FOLEE 5142) 41

T RHEROANR L VD) L) IHORGR L o7z, BEREIERIC X
BRI VI I DNz, B LIZZED L) LHEKELCEATRS
HRBOBEZ, HEICPRL B> TV DRMEVZVWE ) ITEbR
Bo ENMHYIENoT, [Bna¥—id, SEFHIOTFAL L2 oM
BLEHIVIENRTVED L, LALEDS, #EORELHITHE
DNTVLEWPEN TV B EERE, HEZIV—L ) IERTHE2H L
MW L7228 o5 LZsr0 [HELZaE—] —F =50
R TTbh TR nE 52 DRz IV—b I HIlHEETNE—D
Bid, BAETRL RS B->TWwAETHAH) L, 5HIFEHITHP LTS
THHH. T, BRITBVTE, BEOEENBENTWARWAITEDY
A, BEESRE L QMO R E 2500 L was, s
LT, 727V yoidErin#mrnzmRind, Lomuitionge 2
52LL5HBTHHI,

FROENVT OFFITEHOMIE ST 5o LR EER OHIZIE,
HWEDOEIBIHETAERERGLET A 2T, HERBIRTOWEVINEE
WCHIEL TV 225 ) L LN BEHROBEEZIT) H D VWD, ZOFIE L
TENVAVIE, YWYz A b0 - FFy vEDY a—F—HHAARNIZH
HIEMEIIC, HEDBTFHA Y L2V A vy Y ABRO) a— 57— 2/
LTWwaY EVHFVICED [HFy - FFN] AL, T oL AR
WCIERL, BETAEBIILLR ) OMFEEEL TH D25, wihic
LI TENF VI, BT8R0 —28ET S, T4bb, 3
HTHEEPOMONI-T—5 & [HFR] LEIESW-av—%i%
BUET B L) L TANLIE, —HREAM L CREOBEL KA, O F

00 . pp. 228-240% 18,

07 “A good copy may be better than a bad instrument of one’s own design.
But a good instrument of non-historical design may also be better than a bad
copy.” Morgan, p. 18.

08 Sylvestro Ganassi, Opea intitulata Fontegara (Venice, 1535).

©09 Morgan, pp. 19-20.
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Summary

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

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 making. They eventually learned
that the viol building is an entirely different matter from constructing 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 Music performances.



