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Chapter 13
Documenting the Violin Trade in Paris, 1930–1945

The Archives of Albert Caressa and Émile Français

Carla Shapreau, University of California, Berkeley,  
Jean-Philippe Échard and Christine Laloue, Musée de la musique, Paris

A large number of Nazi-era spoliations in France involved musical instruments. Confiscations 
began soon after the German Occupation of Paris on June 14, 1940, and were carried out by two 
divisions of the Nazi Einsatzstab Reichsleiter Rosenberg (ERR)—the Sonderstab Musik, which 
was tasked with the confiscation of musical material culture, and Möbel Aktion, an ERR division 
that confiscated the contents of homes of Jews who had fled or who had been deported.1 German 
musicologist and head of the Sonderstab Musik, Dr. Herbert Gerigk, set up his office in Paris 
on August 17, 1940.2 By September 1940, the Sonderstab Musik had begun targeted seizures of 
musical instruments.3 Before shipment to Germany, looted musical instruments were stored in 
the Austerlitz and Bassano depots, the Palais de Tokyo, the Louvre, and other locations.4 Relevant 
evidence of looting is referenced in historical records, including, but not limited to, records of the 
Sonderstab Musik,5 claim files housed in the archives of the Ministère de l’Europe et des Affaires 
étrangères, summarized in the Répertoire des biens spoliés en France durant la guerre 1939–1945 and 
its supplements,6 files in the Centre de Documentation Juive Contemporaine, Paris, and in cap-
tured German and other records in the US National Archive.7 

In addition, anecdotal evidence suggests that those persecuted during the Nazi era may have 
engaged in both sales and purchases under duress, involving the liquidation of instruments into 
cash for emigration, as well as the purchase of instruments as a vehicle to convert cash into 
moveable property that could be taken out of Europe. Transactions made under duress with per-
secuted individuals would have been considered void after the war and may still be considered 
illicit today, depending on the specific facts and the applicable law.

Carla Shapreau, Jean-Philippe Échard, and 
Christine Laloue

Documenting the Violin Trade in Paris
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190	 Carla Shapreau, Jean-Philippe Échard, and Christine Laloue

Current State of Research on the French Market for Musical Instruments in the Nazi Era

Scholars and institutions are currently engaged in provenance research regarding French art 
market transactions during the Nazi era, as illustrated by international conferences and publica-
tions,8 research programs,9 and a report commissioned by the French Ministry of Culture.10 

Musical instruments, as a category of cultural heritage artifacts, require specific skills and knowl-
edge for provenance and authenticity analysis, in part, in light of unique techniques and materials 
utilized by instrument makers in many nations over centuries. Such analysis requires access to 
and an understanding of a disparate array of historical records. This area of research has been 
explored through conference papers,11 publications,12 and research programs.13 Some national pro-
cesses have resulted in the evaluation of Nazi-era musical instrument claims and resolutions. 
For example, Austria’s Commission for Provenance Research is conducting a systematic review 
of wartime acquisitions by the Sammlung alter Musikinstrumente in Vienna. Some restitutions 
have resulted,14 and Germany’s Limbach Commission issued a recommendation in 2016 involving 
a 1706 Giuseppe “filius Andreae” Guarneri violin.15

This study explores the trade and circulation of violins16 in Paris during the Nazi era through the 
lens of one major violin workshop, Albert Caressa and Émile Français. Focusing on the business 
records for this violin firm provides an important opportunity to connect instruments with owners, 
hopefully enhancing the available data for this field of research. We have examined questions 
of provenance, considering each instrument’s creation and its owners and possessors (buyers, 
sellers, dealers, performers, teachers, and institutional and individual collectors), and focused 
on attribution, description, geographical considerations, and market value. This study also ad-
dresses the methodological approach to analysis and interpretation of such archives. 

The Importance of Violin Provenance

Early studies in the history of violin-making primarily focused on attribution through observations 
of technique, materials, and stylistic characteristics of instruments of the past.17 These observa-
tions, together with labels found inside the sound boxes (often indicating the maker’s name, city, 
and year of making) resulted over time in the assessment of makers’ working periods and the 
identification of schools and dynasties of makers.18 

Parallel to this emerging field of expertise, the trade in antique and other used violins developed 
in the nineteenth century and luthiers (makers of stringed instruments19) took on new roles. As 
they began to serve as makers, experts in tonal adjustment and instrument setup, repairers, sup-
pliers of accessories, and dealers, they developed a central role as intermediaries in transactions 
between musicians, amateurs, and collectors. Instruments made by Stradivari, the Guarneris, and 
the Amatis were and are among the most highly valued. 

In addition to the fame of the instrument’s maker and its state of conservation, provenance has 
become an important facet of the instrument’s history that may increase or decrease its economic 
value. The celebrity of a past owner, such as Niccolò Paganini, can increase the cultural, heritage, 
and market values of an instrument. Locating, analyzing, and interpreting documentation of prov-
enance in order to reconstruct a sequence of ownership and possession is an important part of 
research for historical violins. However, readily accessible historical records and information are 
often lacking, and primary sources are scattered internationally in private and public archives. 
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Documenting the Violin Trade in Paris	 191

Most instruments of the violin family do not bear a manufacturer’s serial number, in contrast to 
instruments produced by larger-scale companies, such as pianos, which are usually stamped 
on the frame. Such serial numbers have made it possible to identify and restitute pianos looted 
during the Nazi era.20 Furthermore, historical descriptions of instruments are rarely unambig-
uous: The description “A violin, Antonio Stradivari, Cremona 1721” may correspond to 10 au-
thentic Stradivari violins made that year that are still known,21 or to thousands of fakes, forgeries, 
copies, or inexpensive mass-produced instruments. 

Evidence of a violin’s provenance is related to authenticity analysis, and is relevant to confirming 
valid ownership. Therefore, the question of provenance is of crucial importance in the context of 
Nazi-era transactions. 

Sources: The Archives of Caressa and Français between 1930 and 1945

A rare opportunity to study the provenance of instruments of the violin family is offered through 
analysis of a unique collection of records authored by the Parisian violin dealers Albert Caressa, 
and later by Émile Français, who directed a Parisian violin-making workshop from 1938 through 
1981.22 Their business records are part of a larger archival collection from this workshop and its 
various successors, which was founded in Paris in 1796 by Nicolas Lupot.23 

These records were split apart in the twentieth century and are today housed in two national 
collections: the Musée de la musique in Paris and the Smithsonian Institution’s National Museum 
of American History in Washington, D.C. Émile Français’s son, Jacques Français, took the US 
portion of the records with him to New York presumably for use in his violin business, Jacques 
Francais Rare Violins, Inc.; the precise timing and sequence of this records transfer from France to 
the United States is unclear. Jacques set up his New York violin shop in or about 1948, which con-
tinued until his retirement in 1994. The records today in the Musée de la musique were donated 
by the Français family after the 1981 retirement of Émile Français and presumably never left Paris. 
Upon Jacques Français’s death in 2004, he bequeathed a portion of his New York violin firm re-
cords and his specialized library to the Smithsonian Institution “for its general use and purposes.” 
Jacques Français “felt strongly he wanted the materials to be available to everybody.”24 This study 
seeks to bridge the transatlantic archival gap in this collection, providing analysis and a portal into 
the world of violin commerce during the prewar and World War II period.

While many informative records from the Caressa and Français workshop have been preserved, 
including ledgers, notebooks, journals, and other documents, others are missing, including in-
termittent ledgers and notebooks, correspondence files, certificates of authenticity (with minor 
exception), tax-related documents, records settling the annual state of instrument stock and 
debts (which exist for earlier periods), and records regarding employees and apprentices. Record 
keeping seems less organized beginning in mid-1938. Albert Caressa retired in May 1938 and 
passed away on February 17, 1939, replaced by Émile Français.25 

It is possible to study the purchases and sales of antique and other used instruments by the 
Caressa and Français workshop, since its business ledger (accession number in the collection of 
the Musée de la musique: E.981.8.29), cataloged as Registre: Achat, réparation et revente d’instru-
ments et d’archets, is available for the 1920–1944 period.26 Supporting and additional records and 
information are contained in the notebooks cataloged as “Sales Books” for the years 1937–1938, 
1941–1942, 1943–1945 (which continue through 1972), “Receipts,” and other historical records.27 
The Sales Books, more informal than E.981.8.29, identify contacts, clients, dates, instruments 
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192	 Carla Shapreau, Jean-Philippe Échard, and Christine Laloue

(some with inventory numbers, many with vague or ambiguous descriptions), prices, and in some 
instances commissions. The accounting ledger, Journal: Exportations (E.981.8.30) gives insights 
into the general business of the workshop and how its various activities categorically impacted its 
economy.28 Additional information on this topic can be found in the payment and money transfer 
ledger (E.981.8.7).29 

Clientele

Caressa and Français had a French and international clientele, who are identified in the work-
shop records. Business ledger E.981.8.29 documents purchases by the workshop and its sales 
of antique and other used instruments. Entries are chronological, one line per instrument, each 
given an incremental inventory number associated with the workshop’s purchase (and possibly 
consignment) (figure 13.1). There are four sections in the ledger for violins, violas, cellos, and 
bows respectively.30 The title, last name, city (if not Paris), and country (if not France) are usu-
ally indicated for both the seller and the purchaser of each of these instruments. Sometimes the 
street address is indicated. These dates of purchase and sale by the workshop confirm changes 
of ownership and are thus crucial provenance evidence. 

A noticeable change in record keeping occurs in July 1938. Prior to this date, information re-
garding the date, price, and seller’s name was systematically entered in the ledger E.981.8.29 
(123 entries for violins purchased between 1930 and June 1938). But most entries after July 1938 
do not state the date of purchase by the workshop or the price it paid the seller, whose identity is 
intermittently missing. For the violins alone, after the middle of 1938, the date is systematically 
missing (about 170 violins), the price is missing for most of them, and fourteen of them have no 
information at all regarding provenance. At this stage, it is uncertain whether this change in re-
cord-keeping methodology was due to Émile Français’s new leadership of the workshop in 1938 
and his less systematic approach to recording purchases, an intentional omission of information, 
the economic and political environment in this period, or to some other cause. 

A Change in International Clientele during the Occupation of France

Most of the clientele in the Français records involve French customers, but there are also many 
international clients, and a quantitative analysis of workshop sales to clients is possible based on 
the review of the two ledgers E.981.8.29 and E.981.8.30. These ledgers reflect a spike in sales to 
those from Germany during the Occupation of France (figure 13.2). 

From 1931 to 1944, there is a strong decline in the number of instruments sold, according to the 
two ledgers E.981.8.29 and E.981.8.30. This may be due to the difficult global economic context 
in the aftermath of the Great Depression. An even stronger decline occurs in 1939, certainly due 
to the beginning of the war and the invasion of Belgium and France by the German army. 

Sales increased notably after 1939, and peaked in 1941 (see figure 13.2). That year, as well as in 
1942 and 1943 to a lesser extent, the records reflect sales to German clients, including German 
authorities, occupation armies in France, and individuals in the military. Finally, the year 1944 
shows a drop in sales with only five instruments sold over the entire year, according to ledger 
E.981.8.29. This decline in sales could be understood, in part, within the context of a French 
economy that had suffered after a four-year period of war and Occupation with shortages of 
food, clothing, fuel, industrial raw materials, energy, the basic supplies of commerce, and other 
hardships.31 
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Documenting the Violin Trade in Paris	 193

Caressa and Français historically engaged in a significant volume of repeat business with violin 
dealers in France and internationally before the German Occupation but sales to those in Allied 
nations were cut off during the Occupation. A few violin dealers who appear in the Français 
ledger E.981.8.29 and in the Sales Books also appear in the records of the Reich Ministry for 
Public Enlightenment and Propaganda and other German Nazi-era records as suppliers to the 
Reich. These dealers include Fridolin Hamma in Stuttgart (discussed in a case study below) and 
Peter Vogelweith in Strasbourg, and to a lesser extent Emil Herrmann, who operated in New York 
with an agent in Berlin.32

Figure 13.1. Two pages of the ledger E.981.8.29 before and after July 
1938. Source: Musée de la musique, Archives of Caressa and Français.
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The records studied indicate that Peter Vogelweith was an occasional customer of Français’s 
workshop. He is mentioned regarding three instruments in the 1941–1942 Sales Book, which may 
reflect sales or potential sales, and he is listed as the buyer of seven violins on November 12, 
1941, for a total of 84,000 francs. Vogelweith supplied instruments to the Sonderstab Musik and 
assisted this ERR division in late 1943 and 1944.33 In a letter of November 6, 1943, Gerigk, head of 
the Sonderstab Musik, notes the planning of a meeting with leaders of the French musical instru-
ment industry, with Vogelweith in the mix.34 

The Sales Books for 1941–1945 and ledger E.981.8.29 include apparent discussions or transac-
tions with various members of the German army and other German customers. These clients 
include the Oberkommando de la Wehrmacht abteilung Inland (OKW), which appears to have 
purchased six cellos on April 23, 1941, all identified by price and inventory number. These ap-
parent sales to the OKW do not appear in ledger E.981.8.29. 

Additional possible sales appear to have been made to the Dienstelle L. 20-65135 and to Dr. 
Rudolf Rahn, German ambassador to Paris. According to ledger E.981.8.29, Rahn purchased two 
violins from Français in February 1941: a 1735 Andrea Castagneri violin and a 1786 Simon Straub 
violin for 10,000 and 8,000 francs respectively.36 Different possible sales to Rahn are entered 
in the Sales Books on December 27, 1941: a Pietro Guarneri of Mantua violin and a d’Alleglio 
violin, for 400,000 and 4,000 francs respectively.37 Five instruments were apparently sold to 
other German troopers or officers—including Commandant Behrendt, and Lieutenants Riesch 
and Strauch—between February 1941 and February 1942.38

Additional German customers included: “Mr. Gessner Kammer Berlin Orchestra (Benda)”; “Mr. 
Below Hans—Orchestre de Berlin (Benda) ami de Mr. Gessner”; Officer Dannehl of the German 
Army; chef Marine allemande Faessler; Werner Kopp of Berlin; Heinrich Leesmeister and Walter 
Möritz of the Berlin State Opera; Professor Friedrich Risch of Speyer; Captain Schweitzer; 
Lieutenant Staffeus and Dr. Schmid, stationed in Rouen at the “Sodaltenheim” [sic],39 and 
others.40 Many of these apparent purchasers seem to have acquired multiple instruments. Often 
there are inconsistencies between the Sales Books and ledger E.981.8.29, raising questions about 
the nature of these documents.

Figure 13.2. Number of antique and other used violins and cellos sold by year according to the residence 
of clientele as indicated in ledger E.981.2.8.29, Musée de la musique, Archives of Caressa and Français.
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The Violin Trade

Like every workshop dedicated to violins, Caressa and Français were involved with several ac-
tivities, including the sale of accessories, adjustments and setups, repairs and restorations, and 
appraisals. They were also active in the market for antique and other used instruments. This 
latter activity—the trade of used instruments—is of particular interest in the context of this 
study. Indeed, Caressa and Français, during the process of expert appraisal of an antique violin, 
may have attributed the maker, its date, and/or city of manufacture differently than prior experts 
based on their connoisseurship and evolving scholarly opinions. Provenance researchers must 
take into account the added layer of complexity that the same instrument may have been de-
scribed differently by varying experts, sources, and through different time periods.

The ledger E.981.8.29 contains information regarding the trade in rare and used violins, violas, 
cellos, and bows. The study of this ledger focuses on all violins and cellos purchased or sold in 1930 
through the end of this ledger in 1944, which represents a total of 541 instruments.41 Since there 
are no date entries for workshop purchases after July 1938, it is not possible to analyze purchases 
on an annual basis after 1938. The workshop bought, received, accepted on consignment, or acted 
as an intermediary for 14 to 23 violins and cellos per year between 1930 and 1937. Whereas this 
number is quite consistent and stable, the corresponding cumulated value of the instruments 
shows a strong decrease in 1933 (figure 13.3, bottom right). The value of these instruments was 
clearly above 600,000 francs until 1932, but it reaches only 80,000 francs in 1933, and stays 
below 200,000 francs thereafter (figure 13.3). It is probable that the French market for leisure 
objects such as musical instruments, especially highly priced instruments, was more impacted by 
the effects of the global Great Depression than other consumer markets. 

Even though there was a sharp increase of instruments sold in 1941, these were on average less 
valuable instruments than those traded in the early 1930s. Additional analysis of the trade by 
maker, school, purchase and sale values, and other factors beyond the scope of this study may 
result in additional information, including assessment of whether transactions occurred at fair 
market values, or not. 

As for the possibility of definitive identification of instruments, it will rarely be possible with only 
the instrument description in ledger E.981.8.29. Instruments made in the nineteenth century by 
Vuillaume, Gand & Bernardel, Gand & Bernardel frères, and by Caressa & Français are notable ex-
ceptions, since these workshops generally used handwritten serial numbers on the labels. When 
such instruments appear in the ledger, they were generally identified also by the serial number. 
The conjunction of information—a date, an instrument described even vaguely, and an owner—
represents precious data in terms of provenance.

Challenges of Interpretation

The nature of the studied archival records, including the meaning of written entries and their 
omission, raises serious questions of interpretation. Analysis may depend on cross-referencing 
records from the same or different collections, or with other evidence. For example, the Sales 
Books utilized by this workshop from approximately 1937 through 1972 (the notebook for 1939–
1940 is missing), raise concerns about meaning and intention. The purpose itself of these note-
books is not explicit. Titled with a general indication of a time span (e.g., “1937 1938”), the Sales 
Books mention instruments described by the maker’s name, date of entry, prices (sometimes in 
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code), and at times instrument inventory numbers, instrument date, calculations, commissions, 
and a client address. The entries in these Sales Books appear informal. 

Ledger E.981.8.29 raises additional questions—why did Émile Français omit dates, prices, and 
intermittent client names for instruments that came into the workshop for sale from mid-1938 
through the end of this ledger in 1944?42 Should partial or missing information be interpreted 
as careless, or as intended to obscure transactions in these troubled times? Infrequently, there 
are entries with erased fields or later postdated inscriptions, raising additional concerns about 
interpretation.

In addition, there are significant and unexplained inconsistencies and ambiguities in and between 
Caressa and Français’s traditional purchase and sale ledger, E.981.8.29, and the more informal 
Sales Books (figure 13.4).43 One example of these disparities is the Dérivaux case study discussed 
below. It may be that the Sales Books in some instances contain draft notes, offers, or proposals 
and do not represent realized transactions, while other entries appear to document completed 
sales. Français may have kept formal and informal business records during the Occupation. 
Caressa and Français’s abbreviated and incomplete attribution notations result in further chal-
lenges to interpretation. These references draw on their expertise in authentication and may or 
may not have been correct at the time, or by contemporary standards. 

Figure 13.3. Antique and other used violins and cellos purchased and sold by the Caressa and Français 
workshop between 1930 and 1945, as indicated in the ledger E.981.8.29, Musée de la musique, Archives 
of Caressa and Français: number of instruments purchased (top left) and sold (top right), cost of the pur-
chases (bottom left) and income of the sales (bottom right) in francs. 
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The incomplete primary sources and the questions these records raise lead one to be cautious 
about drawing conclusions. What is clear amid these imperfect and uncertain sources is that they 
contain information regarding provenance, authenticity, values, geographical demographics, and 
the wide network of people involved. Such records in public collections are exceedingly rare, and 
their analysis has led to some new discoveries, with further investigation warranted.44 

Case Studies

Hamma and Company, Stuttgart

Entries for violin dealer “Mr. Fridolin Hamma” or “Hamma à Stuttgart” in ledger E.981.8.29 reflect 
sales of 26 instruments to Hamma by Caressa and/or Français from 1930 to 1945, only two of 
which appear in the Sales Books. The Hamma and Caressa and Français workshops had a long 
history of professional relations since at least the beginning of the twentieth century. These busi-
ness relations were interrupted during World War I,45 but began again after the war with interna-
tional trade in instruments and collaborative work on a publication following a 1937 exhibition in 
Cremona.46 Hamma engaged in both purchases and sales with Caressa and Français, including 
what appear to be many valuable Italian instruments between 1928 and 1930. The Musée de la 
musique keeps documentation showing that one of the Hammas was a very close friend of and 
partnered with Émile Français, as we can see from a letter from Fridolin Hamma in Stuttgart to 
Émile Français, dated November, 23, 1938, which states:

Dear friend Emile. Thousand of thanks for your pleasing letter and I am happy to hear that we have real 
friends in the disagreeable times we are having currently. All the laws and paragraphs [sic] mean the 
death of the tradesman. When it will change, everybody tells us now how we must not do our lutherie 

Figure 13.4. Volume of the dated sales of violins and cellos indicated in the ledger E.981.8.29, Musée 
de la musique, Archives of Caressa and Français, and in the Sales Books, Français Archive, Smithsonian 
Institution, Archives Center, National Museum of American History.
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trade but nobody tells us now how we are allowed to do our trade, because if one wants to follow all 
these laws and paragraphs, it’s better closing one’s shop. . . . Forward my warmest greetings to Lulu, 
your sons, but also to your father and your step-father, and tell them that I think more than ever to the 
merry and free long-gone times. Hugging you / your friend Fridolin.47

How did the war modify these professional and friendly relations? During the war, we see in 
ledger E.981.8.29 that 23 violins were sold by Émile Français to the Hamma workshop between 
February 1941 and July 1943. Among these, the names of the prior owners were entered in the 
ledger on 15 occasions.

It should be noted that in November 1943, German records show that the Reich Ministry for 
Public Enlightenment and Propaganda made plans for stringed instrument acquisitions in Paris. 
Planning discussions included the possibility of using violin dealer Fridolin Hamma as a pur-
chasing agent in Paris, or alternatively using musicians of Radio Paris as the direct purchasers 
in order to conceal the identity of the Propaganda Ministry as the true buyer.48 After November 
1943, no sale of instruments by Français to Hamma is recorded in the studied Français records. 

Historical records confirm that Fridolin Hamma procured instruments of the violin family for 
German orchestras that were funded by the Third Reich. For example, he acquired 67 stringed 
instruments for the Reich Bruckner Orchestra and his invoices for May and June 1944 state, in 
part: “We sell to you in the name and by order of the Reich Ministry for Propaganda and Public 
Enlightenment, Berlin . . . .”49 The provenance of most of these instruments is presently unclear. 
Records that have been located to date, which are incomplete, do not contain a match between 
the 26 instruments acquired by Hamma from Français listed in ledger E.981.8.29 and the instru-
ments referenced in Hamma’s May and June 1944 invoices to the Reich Bruckner Orchestra. 
However, a July 8, 1944, letter from the Bruckner Orchestra manager to Hamma confirms that 
the Caressa & Français firm had prepared certificates for instruments that had been provided to 
the Bruckner Orchestra but had been lost, suggesting, but not confirming, transactions may have 
occurred.50 

Marie and René Louis Dérivaux

A client named Dérivaux from St. Dié, Vosges, is listed in Français ledger E.981.8.29 on May 
12, 1938, for the purchase of a 1761 Johannes Gagliano violin. In contrast, there are 11 entries in 
the 1937–1938 Sales Book for Dérivaux, eight instruments and three bows (figure 13.5). Marie 
Dérivaux reported to the French government that Germans confiscated nine of her violins and 
violas during the Occupation. Her undated theft report is today found in the archives of the 
Ministère de l’Europe et des Affaires Étrangères with detailed instrument descriptions51 and these 
losses were published in 1948 in the Répertoire des biens spoliés en France durant la guerre 1939–
1945.52 Two of the stolen instruments, a violin and viola by Joseph Hel both dated 1889, appear 
to match instruments entered by Français in his 1937–1938 Sales Book under the name Dérivaux 
(but not found in ledger E.981.8.29). These Dérivaux entries seem to confirm that the Sales Books 
reflect actual sales, at least in part. These records also provide an important source of evidence 
regarding provenance and authenticity for these still missing instruments.53 

Violinist Charles Cyroulnik and Professor Jules Boucherit

Amid the sales entries in the Français records are many stories that warrant further investigation, 
which might shed additional light on Français’s activities and intentions during World War II. One 
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striking example includes Français’s business dealings with Jewish violinist Charles Cyroulnik 
(1923–2003) during the German Occupation of France. 

Cyroulnik studied violin at the Conservatoire de Paris with violin professor Jules Boucherit. 
After the German invasion of Paris, Jewish violin students were prohibited from continuing 
their studies at the Conservatoire in September 1942.54 Jules Boucherit rescued his Jewish stu-
dents, Serge Blanc,55 Charles Cyroulnik, David Erlih, Lionel Gali, Ivry Gitlis, Michel Schwalbe, and 
Denise Soriano, by hiding them from the authorities and continuing with their violin studies until 
Liberation. They reportedly lived in Bourron-Marlotte, about 75 km south of Paris, in a villa made 
available to Boucherit by pianist Magda Tagliaferro, who had fled to South America. These brave 
acts won Boucherit the award of Righteous among the Nations.56 

The Français business records confirm that Émile Français conducted business during World 
War II with Boucherit and Cyroulnik. He sold violin supplies to Cyroulnik on a regular basis from 
November 1940 through the Liberation of Paris. Ledger E.981.8.29 states that Français sold 
Cyroulnik an eighteenth-century Florentine violin by Giovanni Battista Gabrielli in 1941 for 31,700 
francs.57 This entry does not appear in the Sales Book for 1941–1942. The Sales Books contain en-
tries for Jules Boucherit and his apparent purchase of eight instruments, some rare, in 1941, 1943, 
and 1944, four with the notation “pour lui-même” (for himself).58 None of these Sales Book entries 
appear in ledger E.981.8.29. It seems likely, although unconfirmed, that Français understood that 
it was dangerous for Cyroulnik to make wartime trips between Bourron-Marlotte and Paris to buy 
violin supplies from Français.59 

Figure 13.5. 1937–38 Sales Book entries for Dérivaux. Source: The 
Jacques Français Rare Violins Inc. Archive, Smithsonian Institution, 
Archives Center, National Museum of American History.
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Conclusion

This chapter is the first attempt to systematically analyze the business records of a major European 
violin dealer in order to link prewar and World War II trends involving the movement of instru-
ments geographically with the related political and economic evidence. By reuniting this record 
collection through analysis, one obtains a rare view into the stream of international commerce 
involving instruments of the violin family during the 1930–1945 period in Paris. The records reflect 
possible evidence of provenance, authenticity, and valuation of rare violins and contribute to an 
understanding of the social, economic, geographical, and political landscapes and also the network 
of experts, dealers, musicians, teachers, collectors, suppliers, and others in the world of violins. 

The business records of Caressa and Français reflect a complex landscape of transactions filled 
with rich information, ambiguity, omissions, and conflicts, and these gray areas raise many ques-
tions. For example, why did Français omit significant purchase date and price entries in ledger 
E.931.8.29 after July 1938 through Liberation? Why are the business ledgers created by Caressa 
or Français inconsistent with the Sales Books for the period under study? For instruments with 
questionable provenance in the Français records, can further provenance evidence be found? 
For the many still missing instruments of the violin family confiscated during the Occupation, 
what additional provenance research can be accomplished through analysis of dealer and other 
historical records? 

The many questions that remain require further investigation. But this study, which has rejoined 
the Caressa and Français workshop records in the Musée de la musique and the Smithsonian 
Institution, has provided new insights into the collection. These primary sources complement 
archives of all sorts documenting the art and instrument markets before and during World War 
II and cultural heritage trafficking, including spoliations. While interpretation of these sources is 
sometimes difficult, the wealth of information they contain is very encouraging and will stimulate 
further study of the Caressa and Français archive, as well as similar and related record collections. 
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