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GIOVANNI CELLINI, PIFFERO OF FLORENCE
Timothy J. McGee
Editor’s Note: The following article appeared in Rivista Italiana di Musicologia 32 (1997):
201-21, in an Italian translation by Roberta Faroldi. Prof. McGee’s English version is printed
here with permission of the editors of Rivista Italiana di Musicologia.
Service for a municipality offered one of the most secure sources of employment for a
musician during the Early Modern Period. All cities of any size employed instrumentalists
for a variety of functions ranging from signalman to entertainer, and occasionally including
services such as messenger and spy.1 In Florence—where the situation for musicians was
fairly typical of European cities—the position provided steady employment with a salary
that was comparable to a number of other trades, and was more or less paid regularly.2 It
also could include a variety of perquisites such as housing, clothing, food, tips, the possibility of earning additional pay by performing at private functions, and a decent pension
after years of faithful service.3 Employment as a civic musician, therefore, held an ideal
combination of advantages for someone in the artisan class.
These civic musicians must have been the most constant daily source of musical sound
for the average Florentine citizen of the period, and yet we know very little of their lives or
professional careers. Their repertory was rarely written; it consisted of traditional material
passed on only by rote, and much of it was improvised. Some of what they played could
hardly be classiﬁed as musical—military signals, for example, or the fanfares for jousts—but
not all of their contributions can be so easily dismissed. The needs of the commune for
instrumental music expanded over the centuries, beginning with the earliest known ensemble in the late thirteenth century, the trombadori, consisting of six large trumpets, one
drum, and a cenamella.4 As the city became increasingly conscious of public ceremony,
the need for musical ensembles grew until, by the end of the fourteenth century, the civic
musicians had evolved into three separate ensembles;5 the original trombadori remained,
and two new groups came into existence: the trombetti (seven small trumpets), and the
pifferi (three shawms plus, after the middle of the ﬁfteenth century, a slide trumpet and
by century’s end, a trombone).6 Each ensemble had speciﬁc functions and repertory, and
shortly after its origin it was the pifferi that began to develop into a fairly sophisticated
musical ensemble. A close look at incidents from the life of one of the members of the
Florentine pifferi at the end of the ﬁfteenth century will allow us to see these musicians in
a clearer light.7
The one civic musician about whom quite a bit of information has survived is Giovanni
di Andrea di Cristofano Cellini (1451-1527), who was a member of the Florentine pifferi
between 1480 and 1514. In addition to various types of civic documents that record speciﬁc
kinds of employment information, we also have the narrative account in the autobiography
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of his son, the artist Benvenuto Cellini, which supplies a few candid details not usually
available concerning this type of minor ﬁgure. There is reason to suspect exaggeration in
some of the stories and personal claims made by Benvenuto, and we shall see that not all of
those concerning his father stand up to close scrutiny either.8 But much of what he relates
in reference to his father’s career with the civic pifferi can be checked against the surviving
civic records. When put together, the two sources render a rather compelling portrait of
some aspects of the father’s career, and by extension therefore, of the lives of civic musicians
in Florence.
In an attempt to establish a long and distinguished family lineage, Benvenuto claims
both to be a descendent of one Fiorino of Cellino, a captain with Julius Caesar’s army,
and he further professes to be related to other distinguished families in Ravenna and Pisa.
This exalted ancestral claim can probably be dismissed as wishful thinking, but we can
afﬁrm as accurate his list of the ancestors closer to his own lifetime; he identiﬁes himself
as the son of Maestro Giovanni, son of Andrea, son of Christofano (sometimes written as
Christoforo) Cellini.9
Benvenuto does not mention a profession in conjunction with his great-grandfather,
Christofano, but the Florentine pay records establish the presence of several men with
the name “Cristofano” as members of the civic musicians. A Christofano Andree (i.e.
Christofano, son of Andree) was a member of the trombadori as early as 1394, moving to
the trombetti in 1399, and the name appears each year until 1458 when he is replaced in
the trombetti by Sandro di Christofani, presumably his son.10 This may seem too early a
date for this Christofano to be the great-grandfather of Benvenuto (born in 1500), but the
sculptor speaks of his grandfather Andree as being more than 100 years old in 1503.11 The
dates, therefore, would make this a possible connection, although no other name is ever
provided for this Christofano, and therefore the possible relationship must remain only a
conjecture based on the similarity of names and the observable tendency of certain trades
and vocations to repeat within a family.12
We are told by Benvenuto that his grandfather, Andree (Andrea), was an architect and
that his father Giovanni learned that trade from him and was also well versed in drawing as well as music. This would seem to be a bit of an exaggeration: in the 1487 Catasto
(tax records), Andrea Cellini lists his profession as muratore (bricklayer). His son Baccio
(Bartolomeo) Cellini, Giovanni’s brother and Benvenuto’s uncle, was an architect.13 One
also might be inclined towards skepticism in regard to Benvenuto’s claims concerning his
father’s versatility in arts other than music but for the historical fact that in 1504 Giovanni
was one of the eleven citizens—and the only musician—chosen to decide on the placement
for Michelangelo’s David. The jury on that occasion consisted of ﬁve artists, including
Andrea della Robbia, three goldsmiths, an embroiderer, the civic herald, and Giovanni
Cellini.14 Benvenuto claims that his father’s many talents also included both artistic craftsmanship—especially working with ivory—and that of an engineer; he refers to his father
having made machines for lowering bridges and other mechanical devices of that type. In
1480, however, as Benvenuto tells it, Giovanni set these other interests aside in order to
take steady employment with the civic pifferi so that he could marry.15
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The earliest ofﬁcial record of Benvenuto’s father is his appointment to the civic pifferi
in 1480.16 Giovanni was to take the place of Justus Cornelius, who had been a member
of the ensemble since 1472,17 and was to receive the same salary and beneﬁts given to the
other members of the ensemble. Giovanni’s career with the civic musicians, however, did
not proceed as smoothly as it might; eleven years after his appointment he was dismissed
and replaced by one Adamo d’Adamo from Freiburg, who was assigned to play the soprano
part—presumably the part formerly played by Giovanni. According to Benvenuto, the
cause of that dismissal was none other than Lorenzo the Magniﬁcent and his son Piero,
who believed that Giovanni was squandering his talents as a member of the pifferi, and
therefore arranged for his dismissal in order that he would be able to spend more time
developing his other artistic talents.18 This may actually have been the reason, although
it would seem to be an unusual way for the Medici to assist a talented artist. The ofﬁcial
civic documents fail to specify the reason for not reappointing Cellini, but the Priors are
careful to see that he receives all of the pay that was due to him for his services.19
In June of 1495 Giovanni was reinstated and appointed to play the contro alto and
contro basso parts, and it is in these ofﬁcial documents of reappointment that we encounter a statement that at least partially supports Benvenuto’s claim concerning the cause of
the dismissal. According to the document, “some private individuals” had requested his
removal. We may conclude that these must have been people with some political power,
but whether it was actually Lorenzo and his son remains a point of conjecture. Giovanni’s
return to the ensemble was far from reluctant as his son implies; he was quite anxious for
the reappointment. In order to ingratiate himself with the Signoria and the ensemble, for
several months he served as a substitute without pay—a position traditionally given to an
apprentice who was being considered for membership—temporarily replacing Daniele de
Johannis,20 and later made an ofﬁcial request for an appointment with beneﬁts but without
salary.21
This situation is not quite as odd as it may seem. The reason for the lack of salary in
the reappointment had to do with the ﬁxed number of members of the pifferi. The size
of each of the musical groups was set by ofﬁcial decree of the Florentine government and
money was allocated for a speciﬁc number of salaried employees. Since all four positions
in the pifferi were occupied, it would have been quite difﬁcult to add one more salaried
member, and therefore Giovanni had to wait until the resignation of one of the members
in order to apply for a salaried position, and thus he could be appointed only as an unsalaried substitute. We notice, however, that he was given an ofﬁcial appointment, and was to
receive the “beneﬁts” of the ofﬁce.22
“Beneﬁts” refers to several kinds of goods and privileges including the uniform which
was replaced twice each year: at Christmas time and the feast of St. John (June 24). In
addition, the pifferi (as well as the other musical ensembles) collected extra fees when they
played for other communities or private celebrations (processions, wedding receptions, etc.),
and the members of the group all shared equally in these rewards.23 Further, if he stayed
with the ensemble until he was deemed old enough to retire, Giovanni could look forward
to a comfortable pension.24 The two most basic beneﬁts for the musicians, and probably
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most gratifying, had to do with food and housing. Full members of the ensemble received
a housing allowance, although the records make it clear that this was not immediately
granted to all (see below), and the families of the musicians were allowed to eat at the mensa
in the Signoria on the days when they performed there.25 Thus, by appointing Giovanni
to the pifferi, even though it was in a traditionally junior position, the civic ofﬁcials could
provide the reward of beneﬁts, and in that way he also remained well placed to become a
full member on the occasion of the next opening.
The records show that he served in the unsalaried position for the next two years
without incident until June of 1497, when Adamo d’Adamo resigned, and Giovanni was
elected to a full appointment with salary, and assigned to play the contre basso and soprano
parts, a position that was conﬁrmed three months later.26 Were it not for another document
we might assume that the resignation of Adamo and resultant appointment of Giovanni
were simply fortuitous events. The documents record, however that Giovanni did not leave
anything to chance; he apparently bought the position from Adamo—a practice that was
clearly against the law, although in this case for an unspeciﬁed reason, the charges were
dismissed.27
[margin: notiﬁcation was declared not valid as below.]
Corradus Pandulﬁ of Germany, hatmaker of the parish of S. Felice of Florence, and Johannes Ambrosius Dominici of Milan, cloth weaver of the parish
of San Lorenzo of Florence, have testiﬁed under oath how Johannes Andree
Christofori Cellini, piffero of the city, in order to obtain that ofﬁce, bought
it from Adamo Adami, formerly piffero of this community, in whose place
he was elected, and to that same Adamo he paid ﬁfty ﬂorins in the month of
April 1497 or approximately at that time. And they were mediators of this
sale so they know all these things, and therefore they petition that the laws
be observed against the said Johannes and that he be ﬁred.28
This document gives rise to several interesting questions that, unfortunately, cannot be
answered: Was Adamo’s departure from the pifferi the result of the offer of ﬁfty ﬂorins from
Giovanni, or was he intending to move on and wished to sell his place? What caused the
two mediators to turn on Giovanni and report him to the authorities after ﬁrst acting on
his behalf? Since Giovanni had clearly violated the law, why was he not dismissed?
From this point until his retirement in 1514, the records document Giovanni Cellini’s
membership in the civic pifferi without further incident. Benvenuto writes that his father
remained loyal to the Medici family throughout their exile, and when Cardinal Giovanni
de’ Medici ascended to the Papacy in 1513 as Pope Leo X, he invited Giovanni Cellini
to move to Rome. According to Benvenuto, his father refused that invitation, and as a
consequence he was dismissed from the Florentine ensemble.29 It was at this point—his
father’s dismissal—that Benvenuto claims to have begun to devote most of his time to
learning the art of the goldsmith. (In addition to the reason that Benvenuto was probably
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more interested in being a goldsmith, because Giovanni was dismissed, Benvenuto lost the
opportunity to succeed his father as a member of the pifferi.)30
The facts regarding Giovanni’s retirement are somewhat confused by yet another
version that Benvenuto tells in conjunction with an anecdote involving another of the civic
musicians. In the second story the dismissal is credited to some underhanded activity by
Pierino da Volterra, one of the pifferi who is identiﬁed as Giovanni’s former student, and
who had received a recent promotion in the civic ensemble. The story is told as a confrontation between the two men when, in the heat of the argument, Giovanni accuses Pierino
of being the cause of his dismissal from the pifferi; a deed, he points out, that was hardly
a just reward for Giovanni’s assistance in respect to Pierino”s promotion.31
Once again the public records tell a slightly different story, but one that leaves some
room for Benvenuto’s versions. The ofﬁcial statement in the documents of 1514 is that
Giovanni did not play very well any more and was considered to be too old to be able to
execute the daily obligations of a civic piffero. Instead, citing his thirty-six years of faithful
service to the commune and the fact that he was a pauper, the civic government awarded
him the usual pension for retiring civic musicians, eight lire per month.32
Although Benvenuto’s story does not seem to agree exactly with the records, the ofﬁcial reason of “not able to fulﬁll performance services” could actually be an allusion to his
reluctance to travel to Rome. And someone must have told the ofﬁcials that Giovanni was
unable to play well any more—perhaps this was Pierino. As ﬁtting and just punishment for
Pierino, Benvenuto adds the following tale: shortly after the confrontation with Giovanni,
Pierino was repeating the story to friends while repairing his house, when the ﬂoor gave
way and he sustained injuries that resulted in his death, thus fulﬁlling a curse placed on
him by Giovanni.33
The civic records are again lacking in all the details necessary to conﬁrm Benvenuto’s
story, but some of the elements are present. Pierino, noted in the pay records as Pietrus
Nicholai de Vulterris, was appointed to the pifferi in 1509 and assigned to play contro alto,34
although he was not given the beneﬁt of the housing subsidy until 1512, quite probably
what Giovanni referred to as his “promotion.”35 Pierino was replaced in the pifferi in 1521
by his brother Girolamo (Hieronymus Nic[ol]o de Vulterris), and the records state that
the reason was because of Pierino’s death.36 Cellini’s story, therefore, is at least partially
supported by the documents, although the actual circumstances surrounding Pierino’s
death, including Giovanni’s curse, may have been somewhat embellished (or invented) in
the telling.
After Giovanni’s dismissal, his position in the pifferi was assigned to one Gianjacomo
Stephani de Cesena,37 and seven months later all four Florentine pifferi were sent to Rome
to perform at the request of Giuliano de’ Medici (brother of the Pope).38 This trip to Rome
was only for a short visit, and there may not be any connection between it and the story
Benvenuto relates involving his father’s refusal to go to Rome. We do know, however, that
the Medici popes continued to recruit Florentine musicians for their own ensemble.39
Benvenuto tells a story from later on in his career about being invited to perform for Pope
Clement VII (Giulio de’ Medici, nephew of Leo X), and then to join the group on a perma-
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nent basis. His invitation came through one Gianjacomo de Cesena whom he identiﬁes as
a musician in the pope’s ensemble. The date of the event must have been somewhere after
1526, the date when Gianjacomo was granted a leave of two months from the Florentine
ensemble in order to return to Rome once again to serve the pope; a leave from which
he never returned.40 From 1514 until 1526 Giovanni Cellini’s name can be found among
those retired members of the familia who were receiving a pension.41 Benvenuto relates
that when he returned to Florence from a short trip to Mantua in 1527, he learned that
his father had died of the plague.42
Benvenuto’s autobiography provides ample testimony that both he and his father
were quite versatile musicians. Benvenuto claims that his father not only performed on a
number of instruments but that he also constructed some. At various points of the narrative
he describes his father as playing bowed strings (violi), and woodwinds (ﬂauto = recorder,
piffaro = shawm). On another occasion he mentions that Giovanni constructed organs with
wooden pipes (organi con canne di legno), harpsichords (gravicemboli), lutes and harps (liuti,
arpe), and that he taught Benvenuto to play recorder, cornetto, and shawm, to sing, and to
compose. From this we can reasonably assume that in addition to the instruments named
above, Giovanni probably also sang and performed to some extent on cornetto, keyboard,
lute, and harp, and the he must have had considerable theoretical and compositional training in order to teach his son.
The autobiography also makes it clear that Giovanni believed that Benvenuto was
unusually gifted in music, and had hoped that his son would devote himself to a career of
composing and playing with the pifferi. The son records having played with the Florentine
pifferi at the Signoria when he was still so young that he performed while seated on the
shoulders of a servant. He identiﬁes these performances as during the time when Piero
Soderini was Gonfaloniere, thus establishing it as prior to Benvenuto’s twelfth birthday.43
There are no ofﬁcial records that support this claim, but we know from other documents
that the members of the civic musical ensembles had apprentices who often were members
of their own family, and that when sufﬁciently proﬁcient, these apprentices performed with
the ofﬁcial ensemble.
Benvenuto chronicles his own extensive involvement in musical affairs during his
youth, much of it promoted by his father, and which became continually of less interest
to young Benvenuto as he began to exploit his talents as sculptor and goldsmith. In addition to performing with the civic pifferi, Benvenuto states that his father sent him for six
months to Bologna to study the shawm with a master known as Antonio, with whom he
studied daily.44 Upon his return to Florence, Benvenuto continued to perform with the
brothers Pierino and Girolamo da Volterra, both (successively) members of the Florentine
pifferi, indicating that he probably played at a high level.
In the process of ﬁlling in the impersonal facts preserved in the civic documents,
Benvenuto Cellini’s autobiography provides a rare glimpse of the life of a civic musician
and allows us a chance to see that at least some members of the Florentine pifferi were
well-schooled musicians.45 In an analysis of the music performed for banquets in Ferrara
in 1529, Howard Brown discusses a sophisticated repertory of composed polyphony and
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speculates as to how many performers it might take to present the variety of instrumental
and vocal ensembles described in the account; he speculates that the court musicians in
the early sixteenth century were probably quite versatile.46 A number of recent studies of
musicians in various courts during that period make it clear that instrumentalists were
expected to play a number of different kinds of instruments.47 Both Giovanni and Benvenuto answered that description and would have been capable of performing much of the
written repertory of their day—both vocal and instrumental—in addition to the traditional
improvised repertory of the pifferi.
The events surrounding the musical careers of both Cellinis give us some insights
into the musical world in which they lived, and provide strong evidence that the Florentine pifferi was a very musical ensemble. There is no doubt that Giovanni was quite
talented. As suggested by his involvement in the important decision about the placement of
Michelangelo’s David, he was also recognized as an artist of some stature. In addition, the
list of the members of the pifferi, (tibiatores in the documents), on several occasions single
out Giovanni as maestro—leader. The extent of his versatility as performer on woodwinds,
keyboard, bowed and plucked strings, as well as instrument-making, undoubtedly was
not duplicated by all members of the pifferi, but there is no hint in Benvenuto’s narrative
that it was unusual for a single musician to play several kinds of instruments and sing. He
mentions himself performing on cornetto and recorder with members of the Florentine
pifferi, and since neither of those soft instruments is usually found in the company of a
loud shawm, the other musicians must also have played some soft instruments.48
We are also given here a glimpse of the way in which an aspiring musician learned
the tools of his trade, which would seem to have been through apprenticing himself to a
master. The relationship of student and teacher is only hinted at in the documents, but
on a number of occasions in the wording of the ofﬁcial appointment of a new musician to
the civic ensembles there is the implication that the candidate is known to the ensemble
and has already demonstrated his proﬁciency—which suggests a system of apprenticeship.
Giovanni taught not only his son, but also Pierino da Volterra, who must have been his
apprentice, and when Benvenuto went to Bologna for further study he associated himself
with one Ercole del Piffero, and reports that he was able to earn some money from performances through this connection.49 In addition, there were throughout Northern Italy
some rather famous performer-teachers, and although Giovanni was himself a maestro, he
sent Benvenuto to Bologna to study with a master. William Prizer has documented both a
Mantuan piffero who sent his son to Ferrara to study trombone with a master, and another
member of the same pifferi who taught a school for young players of wind instruments
at court.50 We can see, therefore, that the musicians in the various cities of northern Italy
maintained a network that kept them informed of who and where were the master players
and teachers, as well as where were the desirable jobs.
There may have been some hierarchy in the part assignments within the Florentine
pifferi, because many of the ofﬁcial notices of appointment specify the part that the new
musician is to play: soprano, contro alto, or contro basso. Originally Giovanni was hired to
play the soprano line, but upon his reappointment in 1495 he was given the contro alto and
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contro basso part. That assignment would seem logical: we can assume that once Adamo
was hired to play soprano, that part would have remained his responsibility even when
Giovanni was re-admitted. But in 1497, when Adamo left making way for Giovanni’s full
appointment, he was assigned not to the soprano part but to “the contro basso part, or in
some cases the soprano line,” meaning that someone else was given the soprano part as
a principal assignment. This suggests a possible ascending hierarchy of assignments such
as: contro alto, contro basso, soprano, and that seniority played a part in the distribution of
parts. It also attests to quite a bit of performance versatility on the part of the performers,
since the three different parts require completely different types of lines in improvised
polyphony—which must have still made up a major part of the repertory of the pifferi.
Apparently, at this time in the Florentine pifferi the trombone played the tenor, since
that is the only part that is never mentioned in conjunction with the shawm assignments.
Johannes Tinctoris tells us in his treatise of 1477, however, that it is the bombard (tenor
shawm) that plays the tenor part, and the trombone plays the contratenor.51 There are two
possible explanations for this obvious contradiction: it is possible that the practice in Florence was different from that of the locations familiar to Tinctoris. A more probable answer,
however, is that Tinctoris was describing an earlier practice, as seen in the compositions of
Dufay and Binchois, for example.52 During that period the soprano and tenor parts were the
controlling outline of the composition, with the contratenor serving mostly as harmonicrhythmic ﬁller. In imitation of this, Tinctoris tells us that matching instruments—soprano
and tenor shawm—were assigned to the structural lines, leaving the harmonic ﬁller to the
trombone. The earliest statement about speciﬁc assignment of parts in the Florentine pifferi
is 1480, and by that time the compositional practices had changed; harmonic control of a
polyphonic composition—and therefore an important structural element—moved from
tenor to bass, and at the same time the range of the lowest part was extended downward.
It is possible, therefore, that the assignment of parts was changed to reﬂect both the new
structural arrangement of the compositions and the practical problem of range: that the
low bass part was assigned to a bombard or a bass shawm, while the tenor part, now in approximately the same range as the old contratenor part, was given to the trombone. This is
not a completely satisfactory explanation, because in the late-ﬁfteenth century distribution
of four voices, the functions of the parts do not align themselves as earlier. Although the
tenor of a four-part composition is no longer the harmonic bass, it is a melodic line and
thus retains a structural function, albeit melodic structure rather than melodic-harmonic.
The line that corresponds to the earlier contratenor function—harmonic-rhythmic ﬁller—is
the alto, a part assigned to a shawm. Whatever the reason, the Florentine documents make
it clear that after 1480 the shawm players performed the soprano, alto and bass parts, and
that all performers were expected to be sufﬁciently versatile to handle any of them.
The music performed by the Florentine pifferi must have included written polyphony, although the exact repertoire is not known. The principal instruments they played,
shawms and trombone, were capable of encompassing the ranges and chromatic demands
of anything written at the time, as were many of the other instruments Giovanni Cellini
is reputed to have played, and thus their repertory would not have been constricted by
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technical limitations. Benvenuto describes his experience playing cornetto on the soprano
line of motets in the pope’s instrumental ensemble in the 1520s, which underlines the point
that instrumentalists adopted vocal repertory (sacred as well as secular).53 The members of
the Florentine pifferi were very capable musicians, and there is good reason to believe that
they participated in performances of a variety of repertory for the enjoyment of the noble
families of Florence. The Medici took special interest in the ensemble, and Benvenuto’s
claims of close friendship between his father and members of that family may not be entirely fabricated. When in 1489 the trombone position in Florence became vacant, Lorenzo
de’ Medici became personally involved ﬁrst with an unsuccessful attempt to recruit the
Mantuan trombone player Bartolomeo Tromboncino,54 and then with a successful offer
to the German trombonist Augustein Schubinger (who also performed on the cornetto).55
One may be certain that this type of Medici involvement in the membership of the pifferi
had to do with their own private needs for instrumental performance, supplementing the
vocal performers and composers that they had carefully placed in the various church and
cathedral positions.
There have been speculations about a repertory written speciﬁcally for the pifferi in
various cities, but although that point is still under discussion, there is general consensus
that instrumentalists of the time played vocal music as well as their traditional repertory
including improvised polyphony.56 Although we shall never know the exact nature of the
unwritten repertory, several music manuscripts of Florentine origin survive from the period
under discussion, which stand as clear evidence of the repertory current in the fashionable
circles for whom the pifferi would have performed. The music they contain represents the
entire gamut of sacred and secular music written by local composers as well as those of
international reputation.57 We can be fairly certain that during the time of Giovanni Cellini, the Florentine pifferi, playing both on their traditional instruments and on a variety of
others (and perhaps even singing), were capable of performing all of the written polyphonic
music of their day, both sacred and secular, and there is little question that they would have
chosen from all those sources to augment their traditional repertory when performing in
their ofﬁcial capacity for the Signoria, and in their unofﬁcial capacity for the private affairs
of the nobility.58
We may wonder what were the daily activities of these musicians. The only regular requirement for the services of the pifferi, at least as speciﬁed in the Statutes, was to
play at the mensa for the members of the Signoria each day before and after the noon and
evening meals.59 The Statutes also specify that they were to accompany the Signoria when
they moved about the city on ofﬁcial business,60 and to be present for special ceremonies
including those in conjunction with distinguished state visitors, but these would have occupied them only for short periods of time and on only a few days in any month.61 The
total commitment for the pifferi, therefore, would seem to have been daily duties at the
noon and evening mealtimes, and occasional calls for processions and ceremonies (in addition to time spent in rehearsal). We are left to speculate as to what they did during the
remainder of each day, and the possibility exists that they spent it at other trades.
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There is one curious statement in Benvenuto’s autobiography that his father, as well as
all civic musicians, were members of the guilds; as he puts it, some even of the greater guilds
of silk and wool.62 It is possible that they functioned as musicians for events sponsored by
the guilds,63 but it is more likely that actual membership in the guilds is a sign that they
carried on the trade that was a part of the jurisdiction of the particular guild. And the
fact that the musicians were members of several different guilds would seem to eliminate
the possibility that membership had to do with their status as musicians (i.e. a musician’s
guild).64
The suspicion arising from this is that membership in the civic musical ensembles
may not have required full-time attendance nor precluded the practice of other trades.
The evidence for this is scanty, but includes, in addition to the above, two incidents that
curiously involve barbers: in 1511, one Francesco de Bartholomeo di Giuliano, a barber,
was appointed to play the cemmamelle with the trombadori, which suggests that he may
have been practising both professions at the same time,65 and earlier, in 1414, a barber who
was petitioning for admission to the guards of the Signoria found it important to note that
he could sing, play instruments, and knew foreign languages.66 Benvenuto also states that
he accepted the musical position offered by Pope Clement VII but continued to work as
a goldsmith,67 and that during the period from 1502 to 1511, his father, while a member
of the Florentine pifferi, also served the civic government as an engineer.68 Luca Landucci
records that in 1509, after the death of the architect Simone del Pollaiuolo whom he had
employed to build a temple to San Giovanni Evangelista near the church of San Lorenzo,
he involved Giovanni Cellini to pursue the project; again suggesting that Giovanni was
actively involved in trades in addition to that of musician.69
In context, Benvenuto explains the guild membership as something that was true
during his father’s day, which implies that it was no longer possible; that by mid-century,
musicians in the employ of the Granduke were fully occupied with their ofﬁcial musical
duties.70 I have no further information along this line, but it would explain how Giovanni
could have supported his family during the two years he served in the pifferi without pay,
and how he also practised the trades of instrument maker and engineer during a career
that would seem to have been completely occupied by membership in the pifferi. If this
speculation is correct, a position with the civic musicians was potentially even more beneﬁcial ﬁnancially than it appears; in addition to a decent salary that was comparable to the
other (full-time) members of the familia, the musicians would have had the opportunity
to substantially increase their incomes outside of their obligations to the Signoria, both in
their capacity as musicians and in the practice of their other trades.
Giovanni Cellini obviously enjoyed the life of service as a civic musician and
urged his son to follow in his footsteps.71 Benvenuto, as we know, chose to pursue his
other artistic talents after age fourteen, although he apparently continued to enjoy music
and play instruments for many years. For Benvenuto, who had much larger aspirations in
both the artistic and political arenas, the career of civic musician was far too conﬁning.
But for someone such as Giovanni Cellini, possessing a high degree of musical talent and
an ambition to exercise that talent daily in the beautiful city of Florence, membership in
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the civic pifferi was ideal; it offered secure employment, a rewarding musical career, and
time to pursue other interests.72
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