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Various Projects in Dutch Libraries

Music Centre of the Netherlands : Documenting and Bmoting Contemporary Music In All Genres
for Professionals.
Speaker:Els van Swol (Music Centre of the Netherlands, Asrdam).

Music Center the Netherlands (MCN) was formed bygimg the following institutions providing music
support to the professional market: Donemus, GaudeaDe Kamervraag, Nederlands Jazz Archief (NJA,
the Dutch Jazz Archives), the Jazzorganisatie (Qaganization), the Dutch Jazz Connection and thietD
Rock and Pop Institute (NPI). MCN/MIC's objectiwgetd introduce a variety of users ranging from semi
professionals to professionals and academics tadted value that crossover and synergies between t
various genres and organizational roles can offer.

Its two areas of focus are the connections betweares and organizational roles both in Dutch minsin
mainly the 28 century and at an international level. Usersgaren access to the combined collections,
made up of every conceivable medium including sheedic (in printed, handwritten and PDF form), sthun
recordings ranging from old tapes to CD-Rs provibdgdomposers and artists, music magazines and
journals, a book collection, documentation matdgay. press cuttings, articles, reviews and sarakd) and
photographs.

The materials making up the collection vary in eagit depending on the genre. At a later stagesttbeg
points of the various organizations having mergefibtm MCN may be developed to encompass other
genres.

[You are kindly invited to visit Music Centre oétNetherlands on Monday July 6, 17.30 h.
See the subscription list at the registration dédkase put your name on it before 13 h.
Thank you in advance! We hope to see you in ourtliebbuilding, Rokin 111, in the centre of Amslizm]

The Netherlands Music Institute as a Source for Musological Research.
Speaker:Ellen Kempers (Netherlands Music Institute, The t#gg

The Netherlands Music is the national depositorthefDutch musical inheritance in the broadestesens
Both, the storage and the preservation of thisritdrece belong to the main tasks of the institdtgood and
well-equipped library contributes to the availdlilbf the Dutch musical sources and archives feeaech,
teaching and performance, and makes the NMI otleedbest information centers in the Netherlands,
especially in the field of the classical repertoWarious examples will illustrate the wide scop¢he
collections deposited in the NMI. At the same tatiention will be given to some unexpected and amyn
respects unknown and hidden richness of Dutch rallie.

Het Nederlands Muziek Instituut in Den Hadegybewaarplaats van het muzikaal erfgoed van Neautkrl
Daarnaast heeft het NMI een functie als reseabthrly en als informatiecentrum voor het Nederlandse
muziekleven, vooral ten aanzien van het klassiegentoire. Aan de hand van enkele voorbeeldenigal n
alleen een beeld worden gegeven van de veelzigithectie die door het NMI wordt beheerd, maar gak
het rijke - voor een groot deel onbekende - Neddda muziekleven.




The Willem Mengelberg Conducting Scores in the NMArchives as a Source for Musical
Interpretation.
Speaker:Frits Zwart (Netherlands Music Institute, The Hague

Willem Mengelberg (1871-1951) was a world famousdigctor, contemporary of Arturo Toscanini and an
advocate of many contemporary composers such asaMsihler and Richard Strauss. His conducting
scores, kept in the Netherlands Music Institute,aarich source to obtain an insight into his intetations
and also form a connection to the composer's i@t Combined with recordings of Mengelberg those
scores are a treasure of information on performanaetices around 1900 and the first decades Qe
century.

Presented by the IAML Programme Committee.
Chair: Jim Cassaro (University of Pittsburgh, PA).

Monday 11.00 — 12.30

Musical Treasures, Great and Small

The Library of the Society for the Promotion of Mudc (Toonkunst Bibliotheek): Preserving and
Marketing a Treasure Trove of 17th and 18th CenturyMusic Publishing.
Speaker: Simon Groot (University Library of Amsterdam).

With joy we look to adventure movies like ‘Romargiime Stone’ and ‘Treasure Island’, in which hidden
treasures are searched with only the help of obsmaips and mysterious clues. The route on a rapy d
from the railway station to a library, with a maieén from the internet, is of course far less alopga
Though it might be the route to a hidden treaspirgshich the intrinsic value for the investigatarquestion
dulls the gold and the diamonds of the adventimesfi

Preservation of historical music collections isofirse very important, but marketing the musical
inheritance is no less important indeed. Peoplelghiaow were they can go for the possible findnfig
musical treasures. Collections that are not seéoase their support from the public and finditgm the
authorities as well. This is what happened to tibedry of the Society for the Promotion of Music
(Toonkunst — Bibliotheek). Happily a good solutame for this prominent collection of Dutch musical
heritage, but we have to learn from these factgalkel care that we don’t make the same mistakdn.aga

The marketing of the Toonkunst-collection — nowt mdithe library of the University of Amsterdams-ane
of the main tasks of the curator of this collectibnthis lecture he explains how he works withdstots from
the musicology departments of the Dutch universitimw the students from the conservatories do
researches in the library to make attractive cdameigrams as a part of their education programw, he is
creating a concert series with musical items frbenlibrary, how he tries to interest people fromment
scientific disciplines — like economists — for #tady of certain aspects of the musical life inphst:
preserving and marketing a treasure trove of 1ithl8th century music publishing.

La Bibliothéque de la Société pour la promotiodadmusique (Toonkunst Bibliotheek) : la conservat
le marketing d’un trésor de I'édition musicale dée et 18e siécles.

C’est avec plaisir que nous regardons des filmsediture tels que « A la poursuite du diamant vet »

« L'le au trésor » dans lesquels les protagoniséetent a la recherche de trésors cachés, aidiesramt de
cartes obscures et d'indices mystérieux. Le tgyetmene, par un jour de pluie, depuis la garejissta
bibliotheque avec une carte trouvée sur l'inteesttbeaucoup moins attirant. Il pourrait pourtaehlmener
a la découverte d’'un trésor dont la valeur intrineepour le chercheur en question fait palir, en
comparaison, I'or et les diamants des films d’'actio

La conservation des collections musicales histesaqest bien sdr trés importante mais le marketing d
patrimoine musical ne I'est certainement pas mdirgublic devrait savoir vers ou se tourner poouer
d’éventuels trésors musicaux. Les collections gusant pas visibles vont perdre le soutien du putlpuis
finalement celui des autorités. C’est ce qui J@sisé avec la Bibliotheque de la Société pourdaption
de la musique (Toonkunst Bibliotheek). Heureusemam solution satisfaisante fut trouvée pour cette
importante collection du patrimoine musical néettiEia mais il nous faut retenir une lecon de cette
expérience et nous assurer de ne pas refaire leesnérreurs.



Le marketing de la collection Toonkunst — maintenatégrée a la bibliothéque de I'Université
d’Amsterdam — fait partie des principales tachesahservateur de cette collection. Dans cette
communication, celui-ci expligue comment il tral@tévec les étudiants des départements de musieolog
des universités néerlandaises, comment les étsdiastconservatoires utilisent la bibliothéque darsdre
de leurs études pour composer des programmes dertoattrayants, comment il est en train de arger
série de concerts basés sur la collection de latiibque, comment il tente d'intéresser les chench
d’autres disciplines — comme les économistes etade de certains aspects de la vie musicale dé paes
conservation et le marketing d’'un trésor de I'é@ditmusicale des 17e et 18e siécles.

Die Bibliothek der Gesellschaft fir die Verbreitwin Musik (Toonkunst Bibliotheek): Erhaltung und
Marketing einer Schatztruhe von Musikverdffentligen des 17. und 18. Jahrhunderts.

Mit Freude sehen wir Abenteuerfilme wie ‘Auf degdanach dem griinen Diamanten’ und ‘Die Schatzinsel’
in denen versteckte Schatze nur mit Hilfe von obskuKarten und mysteridsen Hinweisen gefunden
werden. Die Route vom Bahnhof zu einer Bibliotheleaem regnerischen Tag ist viel weniger
ansprechend, obwohl es die Route zu einem verste8dhatz sein kann, wobei der intrinsische Wert fi
den Forscher das Gold und die Diamanten der Fiknelassen I&sst.

Die Erhaltung von historischen Musiksammlungenagirich sehr wichtig, aber das Marketing des
Musikerbes ist nicht weniger bedeutend. LeuteeoNtissen, wo sie nach musikalische Schatzen suchen
konnen. Sammlungen, die nicht angesehen werddigreerinre Unterstiitzung durch die Offentlichketd
letztlich auch von den Behdrden. Dies ist genayaas der Bibliothek der Gesellschaft fir die Veitumg

von Musik (Toonkunst — Bibliotheek) passierte. ZGiiick gab es eine gute Losung fur diese bedeutende
Sammlung des niederlandischen Musikerbes, abeniigsen von diesen Tatsachen lernen und aufpassen,
dass wir nicht die gleichen Fehler wiederholen.

Das Marketing der Tonkunstsammlung, nun 8eilBibliothek der Bibliothek der Universitét von
Amsterdam, ist eine der Hauptaufgaben des Kuraieser Sammlung. In diesem Vortrag erklart er, avie
mit den Studenten der musikwissenschaftlichen Abtgen der niederlandischen Universitaten arbeitiet,
die Studenten der Musikhochschulen Forschung iBddiothek fur attractive Konzertprogramme alsITei
ihres Studiums betreiben, wie er eine KonzertsairiédMusik aus der Bibliothek erstellt, und wie ersucht,
Leute aus anderen wissenschaflichen DisziplineseanStudium bestimmter Aspekte musikalischen
Lebens, zu interessieren, die Erhaltung und dageéfiag einer Schatzkiste vom Verlegen von Musikalie
im 17. Und 18. Jahrhundert.

"Musica Claromontana" - Music in the Greatest Marian Sanctuary in Poland: Attributions, Forms,
Style, Exchange of Repertoire.
Speaker: Aleksandra Patalas (Jagiellonian University, Krakow

In the archives of the famous Marian sanctuarpand Gora (Clara Mons), there are preserved c8. 200
manuscripts and ca. 500 prints containing reperfeérformed in the monastery in the 18th and 19th
century. It is the biggest Polish collection of measitems of that period, which - thanks to theug of
Polish musicologists - for a couple of years hamntsystematically investigated. These sourcesugve
insight in the local musical tradition within thenpod of more than two centuriddusica claromontana
contains pieces of various origins: not only congabs Poland, but - in majority - coming from other
European countries. At present, the musicologieséarch concerns many problems, such as:

guestion of false or conflicting attributions (st spectacular case being of compositions astribe

to Mozart)

functions of music in the sanctuary

style changes of catholic church music in the tetfitury in Central Europe

unknown pieces by local composers, some of theBuobpean renown (for example Marcin J6zef

Zebrowski)

exchange of repertoire between Poland and neighigpoountries

foreign composers active at Jasna Gora

So far, there results of the musicological actiiywe been as follows: publication of selected ausipns
and CD recordings, organisation of concerts andecences, publication of conference papers (in
preparation). There are plans of creating on-liimety of the whole collection of Musica Claromoméa

« Musica claromontana » : la musigue dans le plasdysanctuaire marial de Pologne : attributiomsnés,
style, échange de répertoire.

Les archives du célebre sanctuaire marial de Jaéra (Clara Mons) comprennent environ 2000 manisscri
et environ 500 imprimés représentant le répermigzuté au monastere au cours des 18e et 19essiécle
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Elles constituent la plus importante collectiongmalise de documents musicaux de cette périodd &ibn
I'objet de recherches systématiques de la partuwdgamlogues polonais au cours des derniéres ang@éss.
sources éclairent la tradition musicale localeuswg période de plus de deux siécles. Musica clantana
contient des piéces d’origines diverses ; certaime®té composées en Pologne mais la plupartgoent
d’autres pays européens. Les recherches musicaksjiont présentement pour objet plusieurs questions
telles que :

les attributions fausses ou contradictoires (ldeatus spectaculaire étant les compositions

attribuées a Mozart)

les fonctions de la musique au sanctuaire

les changements de style dans la musique d’églibelaque dans I'Europe centrale du 18e siécle

les piéces inconnues de compositeurs locaux, nerti@ réputation européenne (par exemple Marcin

JozefZebrowski)

I’échange de répertoire entre la Pologne et les paigins

les compositeurs actifs a Jasna Gora

Jusqu’a présent, I'activité musicologique a débéuslr la publication de compaositions choisies et de
disques compacts, I'organisation de concerts ebdé&rences ainsi que la publication d’actes de
conférences (en préparation). Des plans ont égalegbé élaborés pour numériser la collection emtiler
Musica claromontana.

"Musica Claromontana" — Musik in der grossten niasehen Klosters in Polen: Zuschreibungen, Formen,
Stile, Austausch von Repertoire.
In den Archiven des berihmten marianischen Klostergasna Gora (Clara Mons), sind ca. 2000
Handschriften und ca. 500 Drucke mit Repertoirs,idal8. Und 19. Jahrhundert im Kloster aufgefihrt
wurden, erhalten. Es handelt sich um die grosdteégotie Sammlungen Musikwerke jener Zeit, die, dank
einer Gruppe polnischer Musikwissenschaftler, aiaifpaar Jahren systematisch untersucht worden sind
Diese Quellen geben uns Aufschluss Uber die lonalgikalische Tradition innerhalb eines Zeitraumas v
mehr als Jahrhunderten. Musica claromontana er8higdke verschiedener Herkunft: nicht nur in Polen
komponierte, sondern — in der Mehrheit — aus eusopén Landern ausserhalb Polens stammend. Zur Zeit
beschaftigt sich die musikwissenschaftliche Foraghmit vielen Problemstellungen, wie zum Beispiel:

Frage falscher oder widersprichlicher Zuschreibidenspektakularste Fall war der einiger

Kompositionen, die Mozart zugeschrieben worden mjare

Funktionen von Musik im Kloster

Stilanderungen katholischer Kirchenmusik im 18 rfahdert in Zentraleuropa

Unbekannte Stiicke lokaler Komponisten, von deneigeieuropaweit bekannt waren (zum Beispiel

Marcin JézetZebrowski)

Austausch von Repertoire zwischen Polen und séilaehbarlandern

Auslandische Komponisten, die in Jasna Géra akairew

Bis jetzt gibt es folgende Ergebnisse der musikevisshaftlichen Aktivitdten: Herausgabe ausgewahlter
Kompositionen und CD Aufnahmen, Organisation vomiarten und Tagungen, Veroéffentlichung von
Tagungsreferaten (in Vorbereitung). Es ist gepleine online-Bibliothek der gesamten Sammlung der
Musica Claromontana herzustellen.

A New Catalogue of Works for Johann Joseph Fux. Exgriences in Lbraries and Achives Wthin a
Long-term Project.
Speaker: Thomas Hochradner (Universitat Mozarteum Salzburg).

The groundwork preceding the project begun in 1i83dreate a thematic catalogue for Austria’s most
significant baroque composer, Johann Joseph Fyerainmaster of music from 1713 to 1741, had been
fairly basic. Most contacts were made through gmoadence by letter. It soon appeared that Fuxiksvo
had been disseminated far beyond Vienna with arzimg@umber of copies of several editions of hisrtu
Gradus ad Parnassuireing found in the US and Canada. This led to #ugmphic extension of the
project. Furthermore, the political opening of EastEuropean countries and the increasing digihis af
RISM and other internet resources made virtual veorkhe project easier, though sometimes also
cumbersome. This paper will provide a critical fimtereport.

Un catalogue thématique des ceuvres de Johann Jeseph

En 1991, fut entrepris le projet de créer un cgtaothématique des ceuvres du plus important coteposi
baroque autrichien, Johann Joseph Fux, maitre degaeide la chapelle impériale de 1713 a 1741 dbeitd
du travail fut modeste. La plupart des contactsritigtablis par correspondance. On s’est vite aggre les
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ceuvres de Fux avaient été diffusées bien au-deldetme, et un nombre surprenant de copies d’étditio
réalisées par son tute@radus ad Parnassufarent retrouvées aux Etats-Unis et au Canadarajet pris
alors une dimension internationale insoupgonnéekre, I'ouverture politique des pays d'Europeotale
et I'acces aux sources numeérisées du RISM ainsi dlautres ressources virtuelles sur Internet rentle
travail plus facile mais parfois plus lourd. Le lolet cet exposé est de faire un bilan critique ke du
projet.

Ein neues Werkverzeichnis fir Johann Joseph FintioBieks- und Archiverfahrungen eines
Langzeitprojektes

Als die Recherchen und Quellenaufnahmen zu eineram®@/erkverzeichnis fir Johann Joseph Fux — als
kaiserlicher Hofkapellmeister von 1713-1741 dereogeindste sterreichische Barockkomponist — im Jahr
1991 begonnen wurden, waren die Grundlagen zurtincung eines solchen Projektes noch
vergleichsweise bescheiden gelegt. Uber brieflkbeespondenz wurde der Grofteil der
KontaktschlieRungen abgewickelt. Da sich bald eeidass Fux’ Werke weit Giber den Zentralraum Wien
hinaus Verbreitung gefunden hatten, Exemplare gerskn Auflagen seines Lehrwei®&sadus ad
Parnassunin erstaunlicher Dichte sogar in den USA und Kanaaizhzuweisen waren, legte das Projekt
eine ungeahnte geographische Dimension zu. Umso Inegfeiteten, erleichterten vielfach, erschwerten
aber auch manchmal die politische Offnung Ostewwogie fortschreitende Digitalisierung von RISM und
die Zugriffsmoglichkeiten der virtuellen Welt digleiten im Projekt. Das Referat wird eine kritische
Zwischenbilanz vorlegen.

Presented by the Research Libraries Branch.
Chair: Stanistaw Hrabia (Jagiellonian University, Krakow).




Tuesday 09.00 -10.30

Manuscript Culture

Alexander Medina Harrison and His Guitar Book
Speaker:Kendall Crilly (Yale University, New Haven).

The Irving S. Gilmore Music Library at Yale Univéys in New Haven, Connecticut, holds a volume of
guitar sheet music that is of great interest. Keyter the shelfmark Rare M125 G9683+, the volunge is
binder’s collection that brings together Americaud &uropean imprints of guitar solos, guitar methaohd
songs with guitar accompaniment. Binder’s collatidn which diverse works of music are bound ato
single volume, were extremely popular in the Unifdtes in the nineteenth and early twentieth cirstu
They are primarily collections of piano music antgs with piano accompaniment, and today these
collections are important social documents thasgmes musical works that amateurs enjoyed playmay a
singing in their homes. Binder’s collections of neu®r other instruments, such as guitar, are ¢@ssmon.
Bound in 1876 for Alexander Medina Harrison, th#temtion that is the subject of this paper was &egl
during Harrison’s wide-ranging travels as an amighe United States Coast Survey, the governiargau
that mapped the coastline of the U.S. during theteenth century. Included in Harrison’s collectaoa
European imprints that he acquired in Californigimythe gold rush, sheet music that refers toctlpi
events and personalities such as Jenny Lind, anddriptions of music by Stephen Foster and otbpular
American composers. As a unigue musicological aoethbartefact, Harrison’s guitar book provides a
glimpse into amateur guitar playing in the Unitadt8s during the nineteenth century.

Alexander Medina Harrison et sbivre de guitare.

La bibliothéque S. Gilmore Music Library de 'Unigité de Yale, a New Haven dans le Connecticut
posséde un volume de partitions de guitare de graéet. Gardé sous la cote rare M125 G9683+, ce
volume est une collection qui réunit des publigagiaméricaines et européennes de solos de guiéare,
méthodes de guitare et de chansons avec accompaghnaa guitare. Les collections reliées dasns
lesquelles divers morceaux de musique sont rasgesidans un seul volume étaient extrémement
populaires aux Etats-Unis d’Amérique au dix-neuvd@hau début du vingtiéme siécle. Ce sont
principalement des collections de musique de p&rmi® chansons avec accompagnement au piano.
Aujourd’hui ces collections sont d'importants do@nts sociaux qui préservent les oeuvres musicakes q
les amateurs prenaient plaisir a jouer et a chalates leur foyer. Les collections reliées de muesigpur
d’autres instruments tels que la guitare sont moingantes. Reliée en 1876 pour Alexander Medina
Harrison, la collection qui est le sujet de cetimmunication a été acquise durant les longs voydges
Harrison en tant qu’artiste dans le “United St&least Survey”, le bureau gouvernemental qui
cartographiait les cotes des Etats-Unis duranixi@euviéme siécle. La collection comprend des
publications européennes qui ont été acquises koG durant la ruée vers 'or, des partitions fpnt
référence a des événements d’actualité et a desnzités telles que Jenny Lind et des transcriptae
musique de Stephen Foster et autres compositdalzeg américains. En tant qu’artéfact musicologigu
social, le livre de guitare de Harrison offre uga sur le répertoire amateur de guitare aux ftais
durant le dix-neuviéme siécle.

Les partitions annotées dans les matériels de I'dnestre de la Société des concerts du Conservatoire.
Speaker: Cécile Reynaud (Bibliothéque nationale de Franaesp

La Société des concerts du Conservatoire (1828)1D6&Zcumulé au cours des années une tres important
bibliotheque d'orchestre aujourd'hui conservéeépardement de la Musique de la Bibliotheque natgoda
France. Les matériels d'orchestre imprimés ou naaitsisjui la forment comportent de nombreuses
indications ajoutées par les musiciens pendaméfesitions et en vue du concert. La communication
souhaite se concentrer sur ces indications présdates les partitions des symphonies de Beethoven
exécutées par la Société des concerts, principakesnes la direction de Habeneck (1828-1848). Les
annotations concernent les tempi, mais aussi bsgon et la dynamique, et permettent ainsi demieu
connaitre I'histoire de l'interprétation.

Annotated scores in the collections of the Sodiégconcerts du Conservatoire.

The Société des concerts du Conservatoire (1828)186& accumulated during its existence a very
important orchestral library, today held in the Bdpment de la Musique of the Bibliotheque natierts
France. The printed and manuscript orchestral piistday many performance annotations added by the
musicians during the rehearsals. This paper wilceatrate on those indications founded in the Beseth
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symphonies scores used by the Société des conaedts; the direction of Habeneck (1828-1848). These
annotations have to do with tempi, but also withregsion and dynamics, and allow us to know b#iter
history of performance practices..

Louisiana Baroque: An Eighteenth-Century Manuscriptfrom New Orleans.
Speaker:Mark McKnight (University of North Texas).

Few American cities have been the subject of asnierest from a musical perspective as New Odean
While much of the focus on New Orleans music haered on the city’s contributions to jazz and himyt
and blues, less attention has been paid to musicgiine early years of the city, perhaps becaesg few
primary documents from this period are extant. ur@iving source, a manuscript copy of a collectdn
Italian and French airs long held in the librantied Ursuline nuns in New Orleans, provides angaing
glimpse into musical life in eighteenth-century N&weans.

This manuscript, a copy dfouvelle poésies spirituelles et morales sur les peaux airs de la musique
francoise et italienne avec le bag3ev., Paris, 1731-1737), was copied in 1736 aiedgnted to the nuns of
the Ursuline convent in New Orleans in 1754. itassidered the oldest musical document from New
Orleans or the Lower Mississippi River Valley. Catsjng the first four volumes of the original, the
manuscript contains contrafacta of vocal selectieaiss, vaudevilles, etc.—from such composers afyl ul
Campra, Desmarets, Couperin, and Montéclair, fittgd new, sacred texts designed for moral guidamze
instruction. Such parody practice, common during time, allowed young women of virtue to enjoy the
pleasures of secular music devoid of its originaye worldly, connotations. This paper compare\ae
Orleans manuscript with the original and explotesmportance as one of few surviving documents of
eighteenth-century musical life in New Orleans.

Louisana Barogue: Un manuscrit du 18eme siecla éiouvelle-Orléans.

Peu de villes américaines ont été le sujet de@intérét d’'une perspective musicale que la Nowvell
Orléans. Bien que le focus de la musique de la BiteiDrléans est centré sur les contributions ze ¢a
rhytmes et blues, bien moins d’attention a été danla musique durant les jeunes années de ciitte vi
peut-étre du fait que peu de documents primaireetie période sont encore en existence. Un dodumen
d’origine primaire a pourtant survécu: une copieuszrite d’'une collection d’airs en italian et fcais
maintenue longtempts dans la bibliothéque des sdénsulines de la Nouvelle Orléans.

Ce manuscrit, une copie tmuvelles poésies spirituelles et morales sur les peaux airs de la musique
francoise et italienne avec le bagSev., Paris, 1731-1737), a été copié en 1736é&tgmté au couvent des
soeurs Ursulines de la Nouvelle Orléans en 1754n&wuscrit est considéré le plus vieux documenicalis
de la Nouvelle Orléans ou de la vallée de la revidu bas Mississippi. Dans ces quatre premiersnesude
I'original, le manuscrit comprend des contrafradgasélections vocales -- airs, vaudevilles, etle--
composeurs comme Lully, Campra, Desmarets, CoupeMontéclair, adapté de nouveaux textes sacrés
désignés pour les conseils et I'instruction mordiee telle pratique de parodie, bien que couramtettia
époque, donnée aux jeunes filles de bonne vertadsion de prendre plaisir a la musique séculaire
dépourvue de ses connotations originales et moaslaette communication compare le manuscrit de la
Nouvelle Orléans avec 'original et explore son artpnce comme I'un parmi peu de documents qui ont
survécu la vie musicale du dix-huitiéme siécle Bldaivelle Orléans.

Presented by the Bibliography Commission and the IML Programme Committee.
Chair: David Day (Brigham Young University, Provo).

Tuesday 09.00 —-10.30

Portals and Archives

Federating Performing Arts Archives at a National Level: the Portal of the French Orchestras and the
Portal of World Music.
Speakers:Marie-Hélene Serra and Rodolphe Bailly (Cité dmigsique, Paris).

This paper describes two projects intended to tgdeat a national level in France, digital resesraf
musical institutions with concerts venues. One eang the French classical orchestras and the séveral
centres devoted to traditional music performance.
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If the preservation and the promotion of the Fretlelsical orchestras' heritage are the main obgscof
this federative project, it is in line with a largambition, that of encouraging the use of digitelans within
musical institutions, some of which have more th@@ years of existence.

The three main functionalities offered by the ploftancert schedules ; access to sound and viddnivas
via multiple search criteria ; information retriéfieom the concert database) give a global vievwhef
orchestras’ activity, for general discovery or pasional use. Making the portal dynamic and cagrsiss
the real challenge because it implies each of tbleestras' contribution. A specific web application
metadata input and a shared vocabulary were desfgnéhat purpose.

The portal for traditional and world music harvaskstadata (OAI-MPH) from different performing arts
institutions in Paris and proposes geographic bireywas well as filtering with people and instrungentThe
metadata describe events that have been savedjthaodio and video recordings or fixed images. Khan
to digitization and metadata aggregation, the nessurelated to this artistic domain get a betigbity on
the web. A common vocabulary has been set upirggdrom the merging of the existing thesauri. The
portal includes an audio and video player for thestltation of excerpts. Depending on the legal
authorizations, complete versions of audio ando/idgeordings are accessible either on internetsidé the
institution's documentation centre.

http://www.viedesorchestres.fr
http://www.spectaclesdumonde.fr

Cette communication présertteux projets de mise en commun au niveau nationktance des ressources
numeériques d’institutions musicales ayant une @ognation de concerts. Le premier de ces projets
concerne les orchestres francgais de musique dessige second plusieurs centres dédiés a la oaisiq
traditionnelle

The Organ Archives of Utrecht University: Documentsof a Mid-20th-Century Protestant Revolution.
Speaker: Stephen Taylor (Utrecht University).

Shortly after World War Il, Scandinavian statedoétart organ building was hailed as the cure te\als by
progressive church musicians in Holland. The movamaeas as fiercely promoted as it was opposed, and
this chapter of Dutch music history, well documenitethe Utrecht archives, vividly reflects not ynl
musical but also social and religious opinionshef time. Many of these archival documents have been
digitized recently and are now available througiernet for musicologists, theologians, historiand all
other researchers.

Les archives relatives a I'orgue conservées a /&lsité d’Utrechtivrent des informations non seulement
sur la vie musicale mais aussi sur le contexteasetireligieux. Un grand nombre de ces documents
d’'archives ont été numérisés récemment et sonttem@nt consultables sur Internet.

Digital Archive of Greek Songs (1870 — 1960) in thdusic Library of Greece.
Speakers:Valia Vraka and Alexandros Charkiolakis (Music laby of Greece "Lilian Voudouri", Athens).

The Greek Music Archive has been established astegral part of the Music Library of Greece “Liia
Voudouri” from the first day of the Library’s furion. The Archive comprises Greek composers’
manuscripts from the 19th century till nowadaysjous collections and miscellaneous archival materi
(photographs, video recordings, notebooks etc.g @rhe collections that has been widely develapede
Archive of Greek Songs, which contains approxinya®l00 songs in sheet-music form and covers agerio
of almost 90 years (1870-1960). This material lesbrecently digitized. In this paper we intendpecify
the historical role of these songs in the genr@rafek Popular Music. Moreover, we will try to shtive
significance of this collection and the impact thaould have on the research progress concefaregk
music history. Finally, we will focus on all issusat have occurred during the digitization process
including technical ones, and issues that have gegdewhen handling the final product.

Les archives de musigue grecque de la bibliotheduiBan VVoudouri »comprennent des manuscrits de
compositeurs grecs depuis I€° $#cle jusqu’a nos jours ainsi que plusieurs faratsportant différents

types de documents. Une des collections ayant clenplus d’enrichissements est le fonds d’archoles
chants grecs qui comprend approximativement 60@atsrsous forme de musique en feuille et couvre une
période d’au moins 90 ans (1870-1960). Ces doclsr@ritété numérisés récemment.

Dans cette communication, nous nous proposonséaéspr le réle historiqgue de ces chants dans leaohan
de la musique populaire grecque et de montrer titgmce de cette collection pour la recherche thégie
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sur la musique grecque. Enfin, nous nous penchewarn®utes les questions qui se sont posées darant
chantier de numeérisation, en incluant les aspectmiques, et sur celles qui ont émergé une fabkdatier
acheve.

Presented by the Archives and Music Documentation &htres Branch and the IAML Programme
Committee.
Chair: Marguerite Sablonniéere (Bibliothéque nationale cenEe, Paris).

Tuesday 11.00-12.30

The Prosopography of Renaissance Singers : a Newl{@otive Program / PCR: Prosopographie des
Chantres de la Renaissance.

Participants from the PCR program: David Fiala & Philippe Vendrix, directors Grantl®icDonald &
Camilla Cavicchi, post-doctoral researchers

From 1400 to 1550, European musical life was dotath&y five generations of musicians born and &@in

in a geographical area delineated by rivers SaideMarne in the south, Meuse (Maas) in the eastlzand
canal from Amsterdam the Rhine in the north. Histdly centred on the 15th-century political entifythe
Burgundian Low Countries, this so-called “Franceshish” area encompassed the French regions of Haute
Normandie, Picardie and Nord Pas-de-Calais, asasgelhe present-day Belgium and southern Nethesland

The data given by musical sources is incompleteumedenly preserved. A prosopography based on all
available documentary sources, tracing this liméed united musical elite who travelled through all
Europe, will thus be an indispensable tool fordbetextualisation of music history. It is also erpbrtant
achievement in the social, economic and culturgtbiny of artistic practices, and of their dissertioraand
professionalisation.

The PCR will consist of an online biographical iinary of 15th- and 16th-century singers. It wil b
enlarged along two lines: 1) the inclusion of psidid data (monographs and articles on a predederass
of musical institutions — European princely chapelairches of the Burgundian lands and northern
France); 2) the inclusion of previously unpublisideda submitted by scholars associated to thegtrdfes
due to be launched in the first weeks of 200% thus envisaged that the panel session will @sesas a
first feedback from the scholarly community.

After a presentation of the methodology of the @cbjprosopography, archival sources, historicatext,
etc), the functioning of the database and of thlesite, and the result obtained and awaited, a sison will
be organised with 3 to 5 respondents (such as Regmdn, Alejandro Enrique Planchart, Véronique
Roelvink, Marie-Alexis Colin — list to be finalisgdnvited by the organisers of the session.

Tuesday 11.00 -12.30

Public Library Horizons

Flanders (Belgium) Developments.
Speaker:Johan Mijs (Bibnet, Antwerp).

Zoeken.bibliotheek.be is a next generation OPAGHersix greatest Public Libraries in Flanders ¢aeh).
Working closely together with the Dutch organisatMedialab and Centrale Discotheek Rotterdam (CDR),
Bibnet configured an Aquabrowser which meets tlq@irements of many music lovers. Introducing FRBR-
concepts through grouping and faceted search ocafilg more than 300.000 CD's and 3,5 million tsack
finally shows return on investment. Adding Lastdma recommendation engine, MyDiscoveries as a 2.0
statement and DigiLeen as a service, it makes fraotiessional librarians and library patrons eagdisten

to more and other music. Not only music, that isinlike many other environments, music in the search
engine is fully integrated with other public libyanaterials.



Al coda? The Dutch Librarians’ Vision on the Future of Music Collections in Public Libraries.
Speakers:Hanneke van der Veen and Frank Huysmans (Univestifymsterdam)

As a consequence of the digital revolution in st Hecade, getting access to music and sheet hassic
changed dramatically. Musicians (both professiamal amateur) and music lovers alike have started to
legally and illegally access digital sources ofe@t) music. Peer-to-peer distribution of mp3 fikaes
through services like Apple’s iTunes, and free as@heet music databases have negatively afféated t
number of library loans of both music CDs and shaetic books. What perspectives do music librarsses
for the future of the public library’s music coltemns? What, in their view, can be done to couateat least
mitigate the falling trend? To answer these quastia web survey was conducted in May/June 200&i@mo
representatives of 30 music departments of puibliarly organizations in the Netherlands. Among pthe
things, the results show that a majority of the imdspartments surveyed is sceptical about thedwtithe
public library’s service (sheet) music provisiongital service provision is seen as a promisingraktive to
physical collections, but only a small minoritylddraries has started experimenting in the digialm.

Digital Lending of Music, the Next Chapter.
Speakers:Ole Bisbjerg (State and University Library, Arhus)ichiel Laan (Centrale Discotheek,
Rotterdam) and friends.

During the last 5-7 years, libraries in these coesthave started offering digital music collecida their
patrons. Each country has chosen slightly diffeteciinical platforms, providers, repertoire anchalle had
their own experiences on negotiating with relevagtits organizations. Questions were raised agio h
these services are to be funded and who should\Wég® would be the balance between the digitaltaad
physical music collection and how does copyrightt e national law play in? Have we been abletractt
new user groups to the libraries with the new ser¥iThis presentation will be a follow-up of thet€hinrg
conference

Presented by the Public Libraries Branch
Chair: Hanneke Kuiper (Public Library, Amsterdam).

Tuesday 11.00 —-12.30

Partnerships and Special Collections

Ethnomusicological Collection Close to Home: Why Gommunity Partnerships Matter.
Speaker:John Vallier (University of Washington Libraries).

Ethnomusicology is intertwined with the developmehsound recording technology. In its aspiratiofé
recognized as a scientific discipline, ethnomusiggldepended upon a sound recording'’s ability to
objectively represent music.

With the production of field recordings came thedh¢o care and provide access to them. Archivee wer
established in such centers of ethnomusicologtaalysas Berlin, Vienna, Washington, BloomingtonsLo
Angeles, and Seattle. But far from only being kremge storehouses, these collections became sites of
knowledge production that embodied disciplinary poand intellectual privilege.

With this paper | describe my attempts to decowrsthe aloofness and authority of the ethnomusggolo
sound archive and library. By drawing upon the etxgpe and energy of local communities, | have bege
to breathe new life into, what can be, moribuntirsgs. At UCLA | oversaw two community archiving
projects that partnered with local communitiesdoument and celebrate a slice of LA’s varied music
scenes. And at the University of Washington | hewksted the help of community members from both in
and outside of the university to document, collaot] reflect on the music of the Pacific Northwest.
Ethnomusicology collections live longer and brigHiees when local communities care.

Au travers de deux expériencéane a l'université de Los Angeles, I'autre Biiversité de Washington,
réunissant différents partenaires a I'’échelle cahe autre approche des collections d’ethnomiggjizoa
été proposée permettant de les faire revivre atidax les faire connaitre localement.
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The Collection "Jaap Kunst".
Speaker: Willem Rodenhuis (Amsterdam University)

The collection "Jaap Kunst" consists of bookselsttphotos, recordings and a few movies colleoyetthe
well-known "ethno- musicologist" between 1920 af860d (he coined the term ethno- musicology himself i
1950). His personal collection of books, letterd photos have been incorporated in the "special
collections” of the UvA. The sound archive remaiaadpen collection that grew especially in the(97
through the efforts of his disciples. Kunst himgedfl collected some 600 78-RPM records that are now
extremely rare. His disciples collected around 188@RPM records, that are also difficult to finddan
recorded several thousands of hours of unique-feddrdings on reel-tape. The UvA entered into an
agreement with the NIBEG with the object of diditggsthe complete sound-archive and storing therualg
with NIBEG itself. For this, the description of thellection has been entered into a databasedlaatilable
online. Subsequently the process of digitisingdtaged with an initial grant by which about 10qaart of
the tape- recordings could be digitized. This hasdver been done in a very unsatisfactory manngatso
there is no funding (and apparently no interesnftbe side of NIBEG) to continue the work. As suitie,
collection is now difficult to access, in a precais state and without any clear perspective fofuhee.

Les archives personnelles de I'ethnomusicologup Baast(1891-1960), comportant des ouvrages, lettres
et photographies, ont été intégrées dans les «fgpéciaux » de I'Université d’Amsterdam. Les areki
sonores sont restées un fonds a part, qui s’est daos les années 1970 grace aux collectes efscpar

les disciples de Kunst. Lui-méme avait collectélgues 600 enregistrements en 78 t. extrémemerg.rare
L’université d’Amsterdam a passé un accord avedtlBEG dans le but de numériser la collection congplé
d’enregistrements sonores. La description des dentsra été effectuée dans une base de données
consultable en ligne. Le projet de numérisationsuite débuté mais les subventions ont été arrdeéesrte
que la collection est maintenant difficilement asible et dans une situation de préservation peécai

The Creation of a National Electronic Database of Msic Document Collections, Special Collections
and Archival Projects in South Africa
Speaker: Santie de Jongh (Stellenbosch University, Soutlcafr

Research on South African musical materials is faegby the inaccessibility of primary sources. didly
are archives spread across a vast geographicalbartaantil recently no nationally coordinated detse has
existed to locate materials or to ascertain theeistaf such materials. Perhaps not unusually fiteneeloping
country, South Africa has little resources to sgarehe development of libraries, archives andptasision
of properly trained professionals to administesthimstitutions. Political agendas, past and ptekene
also frequently determined funding decisions retato the care and unlocking of archival materials.

In 2007 the current author started to develop alieste to enable music researchers to get an owerfie
primary sources nationally. The project was laudalreder the auspices of the Documentation Centre fo
Music (DOMUS) at Stellenbosch University in Soutfriéa, and aims to provide continuously updated and
expanded information on the location and statysriofiary materials relating to music in South Afrittais
hoped that this development will stimulate reseamtimeglected materials, as well as raise awarafess
preservation concerns regarding many collectiohss paper will provide a background and overviewhef
database, the information it unlocks and the p@kmtolds for similar projects and music reséairc
general.

En Afrique du Sudia recherche dans le domaine musical souffre micliessibilité des sources de premiére
main. En effet, les archives sont réparties suraste territoire et, jusqu'a réecemment, il n‘exigas de
base de données centralisée au niveau nationalefiant de localiser les sources et de précisestatut.

En 2007, l'auteur de ces lignes entreprit de d@peloune base de données permettant aux chercheurs
d'avoir une vue d'ensemble des ressources exaianteau national. Le projet fut lancé sous lespmes

du Documentation Centre for Music (DOMUS) a l'umgi®® de Stellenbosch en Afrique du Sud et se fixe
pour objectif de fournir les informations les phmmpletes possibles et mises a jour sur la lodalisat le
statut des sources. Cette communication proposenéstorique et un apercu de la base de données, le
informations qu'elle contient ainsi que les podiséis qu'elle offre pour des projets semblablgsoetr la
recherche musicale en général.

Presented by the Archives and Music Documentation &htres Branch and IAML Programme
Committee.
Chair: Marguerite Sablonniéere (Bibliothéque nationale cenEe, Paris).
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Tuesday 11.00 -12.30

Répertoire International de Littérature Musicale (RILM)

The Carl Nielsen Edition: Before — During — and Afer.
Speaker:Niels Krabbe (The Royal Library, Copenhagen).

After 15 years of workThe Carl Nielsen Editiogent out its final volumes in March 2009. Theiedit
which is a practical/scholarly edition of all Niefss finished works, consists of 35 volumes inrtren
series, and has been housed at The Royal Libra@pjienhagen since 1994. Because of its funding by a
combination of private and public money — combingith the position of Nielsen in Danish music liféhe
edition has attracted considerable national atiaritir good and bad. In my paper | will outline the
historical and philological background of the eafiti the editorial principles under which it hasheamsrked
out, and the implications of the fact that the ltoguvreis now available in a “collected” edition. In
conclusion | will discuss future needs in Nielsecwmentation and briefly reflect on the future
dissemination of editorial work based on musicqibdy.

Apres 15 ans de travaithe Carl Nielson Editioma publié ses volumes ultimes en mars 2009. L’aditiji
est une édition pratique/scientifique de tous legages achevés de Nielson, comprend 35 volumesldan
série principale et est abritée a la Bibliotheqogd®e de Copenhague depuis 1994. Puisqu’elle est
subventionnée par des fonds privés et publiques er eonsidération du statut de Nielsen dans la vie
musicale danoise — I'édition a attiré une attentiationale considérable, bon et mauvais. Dans mon
intervention je vais exposer brievement le contéigeorique et philologique de I'édition, les pripes de
rédaction qui I'a guidée et les implications du tpie I'ceuvre est maintenant disponible dans uii®eéd

« collectionnée ». En conclusion, je vais parler loesoins futurs de la documentation de Niels@n et
réfléchirai brievement sur la diffusion de travédlitorial basé sur la philologie de musique.

Nach flinfzehnjahriger Arbeit ist im Mé&rz 2068r letzte Band deCarl Nielsen Editiorerschienen. Die
praktische und wissenschaftliche Edition aller eatieten Werke Nielsens besteht in der Hauptreis&au
Bande und ist seit 1994 and der Koéniglichen Biblgitin Kopenhagen beheimatet. Da die Edition aus
privaten und 6ffentlichen Geldern gefordert wird si@ — verstarkt durch die Position Nielsens im
Musikleben Danemarks — landesweit Aufmerksamkea#gtr im Positiven wie auch im Negativen. In
meinem Vortrag werde ich den historischen und fitjischen Hintergrund der Edition, die
zugrundegelegten Redaktionsrichtlinien und die &wolder Tatsache, dass das Gesamtwerk nun in einer
“gesammelten” Edition erhéltlich ist prasentier@bschlielRend werden zukiinftige Erfordernisse in der
Nielsen Dokumentation und redaktionelle auf Musilgdbgie basierende Arbeiten reflektiert.

The Bohuslav Martinid Complete Edition — Commitments and Challenges.
Speaker: Eva Velicka (Bohuslav MartinInstitute, Prague).

The Bohuslav Martinu Institute has just launchera big project of th€omplete Critical Editiorof
Bohuslav Martinu’s musical works (1890-1959). A €izeomposer has written more than 400 pieces and
spent his life in various countries in Europe amel WSA. His manuscript scores, correspondenceoted
documents are therefore deposited in many puldittinions or in private hands all over the Worthding
and processing these materials represents chaltpagirk for Bohuslav Martinu Institute over the ceeiof
many years. The project of the Complete Criticdtifa has to both struggle with these problems, eredte
a new standard of publishing Martinu’s works (os@me cases to publish them even for the first)titke a
result we can talk about a new image of Martinuisical work, which should have an impact on the
accessibility of his work and its practical perfeamee. How could the image of a composer’s workiamnfte
its sound? This query will be exemplified in somaraples from a prepared volume of the Martinu
Complete Edition.

L’Institut Bouslav Martirii vient de lancer un grand projet nouveidtdition Compléte et Critiqueles
ceuvres musicales de Bohuslav Martfh890-1959). Un compositeur tchéque, il a éctismjue 400
ouvrages et a passé sa vie en plusieurs pays @E&etcaux Etats-Unis. Ses partitions manuscriges, s
correspondance et des autres documents sont airsgrwés a plusieurs institutions publiques ou tens
collections privées partout dans le monde. Le ttaeatrouver et d’appréter tous ces matérielséspnte
une grande besogne pour I'Institut Bouslav Marpendant plusieurs années. Il faut que le projet de
I'Edition Compléte et Critique lutte contre ces lpifames et qu'il crée des nouvelles normes d'édiioar
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les ceuvres de Martinet dans quelques cas qu'il les publie pour lanpgee fois). En conséquence, on peut
parler d’une nouvelle image de I'ceuvre musical®ldetint qui doit influencer son accessibilité et
interprétation. Comment pourrait le son de I'celdwecompositeur étre influencé par son image? Cette
question sera illustrée par quelques exemples\iume préparé de I'Edition Compléte.

Bohuslav Martinu-Institut hat gerade ein grossegeRt von der kritischen Gesamtausgabe Bohuslav
Martinus (1890-1959) Werke angefangen. Der tsclseblei Komponist hat mehr als 400 Werke verfasst und
hat sein Leben in mehreren europaischen LanderdemdJSA verbracht. Seine musikalische Autographe,
Briefe und andere Dokumente liegen deswegen imtiifaen wie privaten Archiven in zahlreichen
Landern. Zu den wichtigsten Aufgaben von Bohuslartiu-Institut gehort seit Jahren diese Materzaie
suchen und zu bearbeiten. Die Bohuslav Martinu-Gé&sasgabe muss sowohl diese Schwierigkeiten
bertcksichtigen als auch einen neuen Standard eoaudgeben von Martinus Werke etablieren (und in
manchen Fallen die Werke sogar zum ersten Mal faariithen). Als Ergebnis kann ein neues Image von
Martinus Musik entstehen, das sowohl die Zugéangedhals auch das praktische Auffliihren beeinflussen
kann. Wie kann das graphische Bild von Komponi¥tark auf die klangliche Seite wirken? Diese Frage
wird in einigen Beispielen aus den ersten BandemMdetinu-Gesamtausgabe exemplarisch geldst.

Presented by Répertoire International de Littérature Musicale (RILM).
Chair: Barbara Dobbs Mackenzie (RILM Editor-in-Chief, Citpiversity of New York, N.Y.).

Tuesday 16.00 — 17.30

Pop Archives and Audiovisual Heritage

Popular Music as Cultural Heritage — The National Library of Norway as a National Archive of
Popular Music.
Speaker:Richard Gjems (Head Curator, National Library ofrNay, Oslo).

A 2005 report by The Norwegian Archive, Library addseums Authority (ABM-utvikling), described the
need for a more thoroughly and systematic collg¢tiimcumenting and preserving of popular music in
Norway. As a result of this, the Norwegian parliatgecided to give the archival responsibility tiois
genre to the national library, and at the same &stablish a national museum and experience ckmtre
popular music (Rockheim) in the city of Trondhelmmy presentation | will discuss joint strategies
developed by the national library and Rockheimciatecting, documenting and preserving differentrses
to the popular music history of Norway. What hasrbdone, and what can be done in the future?

Preserving and Marketing Dutch Audiovisual Heritage The Netherlands Institute for Sound and
Vision.
Speaker: Eerde Hovinga (Netherlands Institute for Sound disibn, Hilversum).

Audiovisual archives keep and preserve our musieatage so that it will not get lost for later geations.
The reasoning behind this proposition is aboutucelpreservation. But let’s consider the argumesnat
With what aims and for what purposes we spendadbtisne and money on these archives? Eventually,
archives are legitimised only by the use of thellections, now or in the future. Access, availipihnd re-
use are essential: that is the real mission fdriages.

This idea is not new. However, new technologicastalities can help realizing this. Digitizatiorakes
that archives can improve their availability andreéase the actual use of their collection enornyousl

In the previous years, the Netherlands InstituteStmund and Vision has shown, with projects such as
www.fonos.nl(devoted for a large part to popular music), thegital access to obsolete music collections is
not only technically — and with respect of the auglyt issues — attainable, but also from a comraépoint

of view. The success is not only defined by thekating-benefits for the institute as a whole, but
commercially it proves that the concept of on detinamnblishing is possible for audiovisual materidlad

at the same time it illustrates the principle af ttong Tail: why the future of business is selliegs of

more.
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Split a Collection — Access it Remotely.
IASA's Guidelines TC 03 and TC 04.
Speaker:Pio Pellizzari (Fonoteca Nazionale Svizzera, Lugano

Increasingly, archives and libraries are offereltections and holdings which are composed of mdtia
material -- meaning the estates include documerdasaide variety of media or carriers: written dmants,
photographs, audio recordings, video, film, etés tustomary that such holdings remain closedthmre is
scarcely an institution, which can handle all fomhslocuments and recordings in a competent manner.
Therefore, various centres of competence shoutdgod collaborate in dealing with such holdingsatTh
means the content would be split according to tfierdnt media, and handled and archived by theveait
experts. With the newest communication methodslihgs can be recreated “virtually” and displayediag
to the users. A further possibility is offered ®care online access to the contents of holdingseat
different participating archives.

Immer h&ufiger bekommen Archive und BibliothekercMasseind Sammlungen angeboten, die aus
multimedialem Material zusammengesetzt sind — é&sst) sie bestehen aus einer grossen Vielfalt von
Tragermaterialien: Papierdokumente, Fotografiemtreger, Video, Film usw. Es ist Gblich, einen Nash
geschlossen aufzubewahren, doch sind die wenigstétutionen in der Lage alle Tragerformate in
kompetenter Weise zu bearbeiten. Deshalb soll@mvarschiedene Kompetenzzentren vernetzen und fir
die Bearbeitung solcher Dokumente zusammenarb@&tenbedeutet, der Inhalt eines Nachlasses wird
abgesplittert nach den verschiedenen Medien undigarentsprechenden Spezialisten bearbeitet und
archiviert. Mit den neuen Kommunikationsmaglichkeikann dann die Dokumentation eines Nachlass
“virtuell” zusammengefihrt und dem Benutzer gess$dm zur Verfigung gestellt werden. Eine weitere
Mdglichkeit besteht fur die beteiligten Institutemmin einem sicheren online-Access zu den Inhaidvst.

Presented by the Commission on Audio-Visual Materis.
Chair: Inger Johanne Christiansen (National Library of\ay, Oslo).

Tuesday 16.00 — 17.30

Multi-national Collections

Building a Collection: Sammlung Rudolf Grumbacher,Paul Sacher Foundation, Basel.
Speaker: Daniela Macchione (Universita di Roma).

The Paul Sacher Foundation (Basel, CH) is a resemnmater primarily devoted to the music of the tieth
and twenty-first centuries. Surprisingly, it alsegerves, on deposit, a largely unknown colleabion
nineteenth-century autograph musical manuscript$,qf the Rudolph Grumbacher private collection.

For almost fifty years the Swiss banker and musied Rudolph Grumbacher, who died in 2004, coliécte
more than 1100 items dating from the Baroque pdndte twentieth century, but the collection
concentrated particularly on the nineteenth cenfling documents can often be traced through the
antiquarian autograph market, often appearingsales catalogue, then seeming to disappear al&geth

From instrumental music to opera, from tonal tanatenusic, this unique collection features a vgradt
autographs by J.S. Bach, W.A. Mozart, F. SchubtrBerlioz, G. Donizetti, G. Verdi, F. Liszt, J.&8mms,
C. Debussy, F. Poulenc, A. Schénberg, K. Weill, En&tockhausen. In this paper, | plan to desdiilee
collection and the way Grumbacher arranged it {ipe™). | will also analyze some of the most impoit
items, often fascinating and unknown pieces.

La collection privée de Rudolph Grumbacher, La Fdioth Paul Sacher (Béle, Suisse).

La Fondation Paul Sacher (Béale, Suisse) est umecdatrecherche consacré principalement a la meisigs
XXe et XXle siécles. Etonnamment, elle conservesiags dépbt, une large collection inconnue de
manuscrits musicaux autographes du dix-neuviénudesiisant partie de la collection privée de Rpldo
Grumbacher.

Pendant pres de cinquante ans, le banquier suiss&@mane Rudolph Grumbacher, qui est décédé en
2004, a recueilli plus de 1100 objets datant geétéode baroque jusqu’au XXe siecle, mais cettectibn
se concentre particulierement sur le dix-neuvieidees Ces documents peuvent parfois étre retiagde
marché des manuscrits autographes anciens, pddiassles catalogues de ventes des antiquairesa@aén
semble toutefois en voie de disparaitre.
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De la musique instrumentale a lI'opéra, de la masigoale a la musique atonale, cette collectioquani
présente une multitude d'autographes de J.S. Béch, Mozart, F. Schubert, H. Berlioz, G. Donize@i.
Verdi, F. Liszt, J. Brahms, C. Debussy, F. Poulén&chonberg, K. Weill, et K. Stockhausen. Darts ce
expose, je vais décrire cette collection et lafagont elle fut organisée par Grumbacher. Je \gateéent
examiner quelques piéces parmi les plus importastes/ent fascinantes et inconnues.

Aufbau einer Sammlung: Die Sammlung Rudolph GrurhbgdPaul Sacher Foundation, Basel.

Die Paul Sacher Foundation (Basel, CH) ist ein ¢farasgzentrum, das sich hauptsachlich der Musik des
20. Und 21. Jahrhunderts widmet. Uberraschendeeweisl hier auch als Zeitleihgabe eine hauptsakhlic
unbekannte Sammlung von autographischen Musikharifteo des 19. Jahrhunderts gehalten, sie ist Tell
der Privaten Sammlung Rudolph Grumbachers.

Uber einen Zeitraum von fast fiinfzig Jahren samerdtr Schweizer Banker und Musikliebhaber Rudolph
Grumbacher, der 2004 verstarb, mehr als 1100 Stimke&ler Barockzeit bis ins zwanzigste Jahrhundert,
wobei der Schwerpunkt allerdings auf der Musik ti@sJahrhunderts lag. Die Dokumente konnen oftldurc
den Handschriftenmarkt verfolgt werden, wo sie erkaufskatalogen erschienen um dann zu verschwinden

Diese einmalige Sammlung umfasst ein reiches Raipeston instrumentaler Musik bis Oper, von tonaler
zu atonaler Musik, und beinhaltet verschiedene guatohen von J.S. Bach, W.A. Mozart, F. Schubert, H.
Berlioz, G. Donizetti, G. Verdi, F. Liszt, J. BraBpC. Debussy, F. Poulenc, A. Schénberg, K. Waild K.
Stockhausen. In diesem Referat plane ich die Besazhrg der Sammlung und wie Grumbacher sie
organisiert hat. Ich werde auch einige der bedeisten Stiicke, oftmals faszinierend und unbekannt,
analysieren.

Nadia Boulanger and Louise Talma: Portrait of a Redtionship.
Speaker: Sarah B. Dorsey (University of North Carolina, Greleoro).

After my sabbatical at the Library of Congress @& when | organized the collection of composenisit
and pedagogue Louise Talma (1906-1996), | reatizatthe original documents in the collection were
treasure trove, so | am writing a book about Taiiéé.

The relationship between Nadia Boulanger (1887-18né Louise Talma was close and turbulent. The fac
that Talma was the first American (male or fem#éh@t Boulanger invited to teach with her at Forghleau
is significant. Talma was devoted to her teachdrBoulanger trusted Talma’s abilities.

In addition to the more than 500 pieces of corradpace between these two women held at the Lilmfary
Congress and the Bibliothéque Nationale, this prtesien will draw on notes Talma took at Fontairegioi
over the years.

These documents give insight into the intense arimitent bond between Talma and her teacher and
godmother Boulanger. In this presentation | airpddray these players in the history of 20th Cgntausic
in light of these newly uncovered documents.

Nadia Boulanger et Louise Talma : portrait d’'unatien.

Aprés ma sabbatique a la Bibliotheque du CongréX86 au cours de laquelle j'ai organisé la calbecte
la compositrice, pianiste et pédagogue Louise T&li86-1996), j'ai pris conscience du trésor que
représentaient les documents originaux dans laatah et ai décidé d’écrire une biographie de Balm

La relation unissant Nadia Boulanger (1887-197%)oetise Talma était a la fois proche et tumultuelse
fait que Talma fut la premiere personne de natithaméricaine que Boulanger invita a venir ensaign

avec elle a Fontainebleau est significatif. Talrzdt @évouée a sa professeure et Boulanger avaitoce
dans les capacités musicales de Talma.

En plus des piéces de correspondance conservadilidibtheque du Congres et a la Bibliothéqueamatie
(plus de 500), cette présentation s’appuiera sundées que Talma a prises a Fontainebleau au desrs
années.

Ces documents éclairent le lien intense qui a alih@ et sa professeure et marraine Boulanger. &b
de cette présentation est de faire le portraitedefigures de I'histoire de la musique au 20e siadh
lumiere de ces documents nouvellement découverts.

Nadia Boulanger und Louise Talma: Portrait einezi€&eung.
Nach meinem Forschungsurlaub an der Kongresshikkatn Jahre 2006, als ich die Sammlung von
Komponistin, Pianistin und Padagogin Louise Tald®06-1996) arrangierte, merkte ich, dass die
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Originaldokumente in der Sammlung eine Schatztdarstellten. Und so schreibe ich nun ein Buch tber
Talmas Leben.

Die Beziehung zwischen Nadia Boulanger (1887-1@ir@) Louise Talma war eng und turbulent. Die
Tatsache, das Talma die erste Amerikaner/in warBdulanger einlud, mit ihr in Fontainebleau zu
unterrichten, ist von grosser Bedeutung. Talmailarar Lehrerin ergeben und Boulanger vertraute Balm
musikalischer Fahigkeiten.

Zusatzlich zu den mehr als 500 Stuicken Korrespanaerschen diesen beiden Frauen in der
Kongressbibliothek und der franzéschen Nationaibibék, wird diese Prasentation sich auf
Aufzeichnungen stiitzen, die Talma in ihren JahndRantainebleau machte.

Diese Dokumente geben einen Einblick in das intensnd turbulente Band zwischen Talma und ihrer
Lehrerin und Patin Boulanger. In dieser Prasemat@folge ich das Ziel, diese bedeutenden Spielder
Geschichte der Musik des 20. Jahrhunderts im Iddger neuentdeckten Dokumente zu portratieren.

Chopin 2010 - The 200th Anniversary of the Birth.
Speaker: Mariusz Wrona (The Fryderyk Chopin Institute, WarsaPresentation in German.

The aim of the address is to present the Polisitelgerof Fryderyk Chopin belonging to collectioristee
library, phototeque and phonoteque of Narodowyytnst-ryderyka Chopina (the Fryderyk Chopin
Institute) as well as to the composer’'s museum arsdwv. The NIFC collections consist of differenieyof
mementos of Fryderyk Chopin and people closelyaats with him: his family, friends and beloved.
Among the most significant objects are manusc(gisographs, letters, drafts), documents, portraiigects
belonging to the composer, first and subsequetibadiof music, and biographies written by Chopin’s
contemporaries as well as in modern times.

The phototeque gathers images of all sorts of tbj@elonging to the NIFC and foreign collectionkeT
phonoteque is an archive of audio records creatédgifestivals and music competitions including thost
interesting chronicles of the International Fryde@Ghopin Piano Competitions in Warsaw. The coltatdi

are supplemented by the Institute’s publicatioasgimiles) and recordings of historical music unstents.

We would like to present to the IAML community thewest technical methods of overcoming material and
thematic problems associated with the creationpaatkction of such extensive and diverse collecti

the 200th anniversary of Fryderyk Chopin’s birthéagpproaching, we would also like to present wairk
dynamically expanding NIFC’s Centrum Informacji @ivaowskiej (the Chopin Information Centre) to the
group of music librarians and archivists.

We wish to revitalise remaining cultural achievetseand protect them from being forgotten. We have a
vision of future of the modern world, which joinsaful achievements of mankind (like medicine, pbysi
and other science) with sources of beauty — culinckarts.

Chopin 2010 : le 200e anniversaire de naissanéeé&tteric Chopin.

Le but de I'exposé est de présenter I'héritagenaadode Frédéric Chopin, faisant partie des cadiastde la
bibliotheque, phototheque et phonotheque de Narpdiostytut Fryderyka Chopina (I'Institut Frédéric
Chopin), ainsi que du musée du compositeur a Vasbans les collections de la NIFC, sont rasseeslé
des pieces de différentes natures provenant déficéchopin et de personnes étroitement associkgssa
famille, ses amis et ses étres chers. Parmi lessolgis plus significatifs, figurent des manuscrits
(autographes, lettres, brouillons), des documelets portraits, des biens ayant appartenu au cotepnsi
différentes éditions de ses ceuvres musicalessdtidgraphies écrites par des contemporains dei€kop
de I'époque moderne.

La Phototheque rassemble des illustrations des@atdes d'objets provenant des collections ddR& Mt
de provenance étrangére. La Phonotheque est we ckatchives sonores constitué d’enregistremenéiissc
lors des festivals de musique et des concoursjantldes reportages importants de I'Internatiomgdéryk
Chopin Piano Competitions de Varsovie. Ces cobbastisont complétées par les publications en faitésim
de I'Institut de méme que des enregistrements dgednstruments de musique anciens.

Nous aimerions présenter aux membres de I'’AlBMplas récentes méthodes techniques développées pour
surmonter les problémes matériels associés adsianéet a la protection de ces collections siesmst

diverses. Comme le 200e anniversaire de naissanEeédéric Chopin est proche, nous tenons égaledment
présenter aux bibliothécaires et archivistes musitas travaux d’expansion du dynamique NIFC’s @ent
Informacji Chopinowskiej (le centre d’informatiorhGpin).
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Nous voulons revitaliser les réalisations cult@®kxistantes et les protéger de I'oubli. Nous avore
vision de I'avenir du monde moderne qui réuniebgaloits de I'humanité (comme la médecine, la muesi
et autres sciences) aux sources de la beautditlaecet des arts.

Chopin 2010 — Der 200. Jahrestag seines Geburitstags

Das Ziel dieses Vortrags ist es, das polnische fhd-ryderyk Chopin, das zu den Sammlungen der
Bibliothek, Photothek und Phonotek des Narodowwtas Fryderyka Chopina (das Frederik Chopin

Institut) sowie des Museums des Komponisten in Weas zu prasentieren. Die NIFC Sammlungen
bestehen aus verschiedenen Sorten von Erinneriiogesatvon Fryderyk Chopin und Leuten, die mit ilmm i
enger Verbindung standen: seine Familie, Freundegetiebten Menschen. Unter den bedeutendsten
Objekten befinden sich Handschriften (Autographief®, Konzepte), Dokumente, Portraits, Objekte aus
dem Besitz des Komponbisten, erste und spéatereadesgvon Musiksticken, und Biographien aus Chopins
und spaterer Zeiten.

Die Photothek sammelt Bilder aller moglichen Obgettées NIFC und auslandischer Sammlungen. Die
Phonothek ist ein Archiv von Tontragern, die wakr&estspielen und Wettbewerben, einschliesslich der
hdchst interessanten Chroniken des Internatiorfatgeryk Chopin Klavierwettbewerb in Warsaw,
entstanden. Die Sammlungen werden bereichert dliectieroffentlichungen (Fakzimile) und
Tonaufnahmen mit historischen Instrumenten degurst

Wir mochten der IAML Offentlichkeit die neuesten tleden im Hinblick auf die Probleme mit den
Materialien und thematischen Problem mit der Hétstg und Sicherung einer solch weitreichenendeh un
diversen Sammlung, vorstellen. Wie nun der 200re3tag Chopins Geburtstags immer naher schreitet,
mdchten wir auch die stetig ausbreitende ArbeitNlé<C’'s Centrum Informacji Chopinowskiej (das Chopi
Informationszentrum) der Gruppe von Musikbibliotaedn und Archivaren vorstellen. Wir mochten
Uberlebende kulturelle Errungenschaften wiederigafien und vor dem Vergessen schiitzen. Wir besitze
eine Vision der Zukunft der modernen Welt, wo nigtet Errungenschaften der Menschheit (wie Medizin,
Physik und andere Wissenschaften) mit Quellen wavd8heit — namlich Kultur verbinden.

Presented by the Research Libraries Branch and theAML Programme Committee.
Chair: Stanistaw Hrabia (Jagiellonian University, Krakow).
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Wednesday 09.00 —-10.30

Training for Specialists and Non-specialists

Sheet Music for Dummies: Short Local Instruction fa Non-music Librarians in the Public Library of
Rotterdam.
Speaker:John Valk (Public Library Rotterdam).

The Rotterdam Central Public Library provides fagel for the most part open access to a large tioltecf
sheet music, presented as an integrated part efire library collection. Opening hours are estea and
skilled staff is retiring so there is a shortagdilwfary staff with a music librarian backgroundhehle of
assisting clients in finding their way around tledlection of sheet music. The management is awati@
problem and in order to improve employees' skilld knowledge, a program has been started with the
intention of linking music librarians to non-mudigrarians.

Part of this program is a short course consistirg mresentation with images and sound, a readkaan
handout. Daily routine in dealing with customergstions will be the starting point for explainimgisical
features and the meaning of specific terms whigieapin the local music catalogue, how to sear¢hdn
local catalogue for scores. In order to be ablatirpret clients' questions, it is important tanhow
popular music is made, learned and taught nowadays.

Besides sheet music, other aspects will also heséaton such as what sources and tools are used for
making music, how the internet is used for findmigli files and how programs like "band in a boxhdze
used for musical accompaniment purposes. Furthesmattention will be paid to the role of sheet rausi
making or studying music today and in the past.l&rmg musical theory will be put into the contesft
how sheet music is presented in the library arttiéncatalogue.

Noten fur AnfadngerDie Rotterdamer Zentralbibliothek stellt als Tieiles Gesamtbestandes eine grol3e
Menge an Noten meist kostenfrei bereit. Da die Qffrszeiten der Bibliothek sehr lange sind und eetess
Personal demnéchst in Ruhestand geht, gibt es invaiger Mitarbeiter mit guten musikbibliothekahst
Kenntnissen, die den Benutzern bei der Suche inadbaistand behilflich sein kbnnen. Dem Management is
dieses Problem bewusst. Deshalb wurde ein Programigelegt, um Musikbibliothekare und Nicht-
Musikbibliothekare zu vernetzen.

Dieses Programm enthdlt u.a. einen Kompaktkursadgreiner Prasentation mit Ton und Bild, einer
Broschure und einem handout besteht. Ausgehendeméiglichen Anfragen der Bibliotheksbenutzer
werden Musikkenntnisse vermittelt und die Bedeutwgrgchiedener Ausdriicke erklart, die zur Suche im
lokalen Musikkatalog notwendig sind. Um die Benuérdragen richtig zu verstehen ist es notwendig zu
wissen, wie populéare Musik heutzutage gespielergélund gelehrt wird.

Neben Informationen zum Notenbestand werden dabgere Kenntnisse vermittelt, z.B. welche Hilfswiitt
zum Musikmachen verwendet werden, wie im InteraehrMidi-Dateien gesucht wird und Programme wie
"band in a box" zur Musikbegleitung eingesetzt veerdAul3erdem wird auf die heutige und friihere Rolle
der Noten beim Musizieren und beim Musikstudiungegangen. Musiktheorie wird im Zusammenhang mit
der Prasentation des Notenbestandes in der Bibkaihd im Bibliothekskatalog vermittelt.

Les partitions pour les nulsa Bibliothéque Publique Centrale de Rotterdamroffeatuitement et dans
'ensemble ouvertement accés a une collection déreible de partitions, qui fait partie intégrédade
collection de toute la bibliothéque. Les heuresdésture sont longues et du personnel qualifié gposen
retraite, donc il existe un manque de bibliothéxsaavec de I'expérience professionelle dans une
bibliothéque de musique qui peuvent aider les tdiarcomprendre et utiliser la collection de parig. La
direction est conscient de ce probléeme, et a doaigsance a un programme dans l'intention d’étailir
lien entre des bibliothécaires de musique et dags®bibliothécaires, afin d’améliorer les compétnet les
connaissances des salariés.

Une partie de ce programme comprit un petit course compose d’'une présentation visuelle et analiti
un manuel et de la documentation. On commencereguaidérer les occupations journalieres, pendant
lesquelles il faut s’occuper des questions poséedes clients, pour expliquer les particularitésicales, le
sens de termes précis qui paraissent dans le gaélocal de musique, et comment chercher degipasti
dans le catalogue local. Afin de pouvoir interpréte questions posés par les clients, il faut cemgre
comment on produit, apprend et enseigne la mugigpealaire de nos jours.
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En plus de partitions, le cours portera aussiesisburces et les outils utilisés pendant la pitaziude la
musique, sur l'internet comme outil pour trouves fiehiers MIDI, et sur 'usage des programmes geis
“band in a box" (“une bande dans une boite”) paaoanpagner de la musique. En outre, on prétera
attention au réle de partitions dans la productibdans les études de la musique aujourd’hui etfaig. Le
programme expliquera la théorie musicale dansmiéeste de la présentation des partitions dans une
bibliothéque et dans un catalogue.

Combining Music Librarianship Courses for Masters Sudents with Professional Training at the
Media University in Stuttgart.
Speaker:Juergen Diet (Bayerische Staatsbibliothek, Miinchen)

The Media University in Stuttgart offers a bachelod a master programme in "Library and Information
Management". The master programme lasts four semes¢quires a bachelor's degree or diploma iarljb
science, documentation, or information managenaamt,includes a facultative module in "music
information management" (MIM) that is also offerxiprofessional training for external participants.

The MIM-module in German takes place every wingentand consists of the four courses "Cataloguing
Rules for Music", "Music Business and Music Sersi¢éDigital Music Libraries", and "Digital Music
Archiving". It starts with a two-days Kick-Off in &ember, followed by a three-months e-learning phas
and the two-weeks bloc seminar in February. Neat e two courses "Digital Music Libraries" and
"Digital Music Archiving” will be offered also in iglish during the summer school of the Media Ursitgr
in May 2010.

This talk will present the contents and the orgatitin of these music librarianship courses in §arttthat
have been set up by Prof. Krueger and are nowragedi by five lecturers.

Die Kombination von musibibliothekarischen Veraltsitagen fiir Masterstudenten mit berufsbegleitenden
Weiterbildungskursen an der Hochschule der MedieBtiittgart.

Die Hochschule der Medien in Stuttgart bietet eiBaohelor- und einen Master-Studiengang "Bibliothek
und Informationsmanagement" an. Der vier-semeshaster-Studiengang setzt einen Diplom- oder
Bachelor-Abschluss im Bereich Bibliothek, Dokumeiata oder Informationsmanagement voraus und
enthalt ein Wahlpflichtmodul Musikinformationsmamagent (MIM), das als Blockveranstaltung
durchgefuhrt wird und auch von externen TeilnehnzeimwWeiterbildung besucht werden kann.

Das MIM-Modul wird jeweils im Wintersemester angédiound umfasst die vier Veranstaltungen
"Regelwerke Musik", "Musikmarkt und Musikservicedtingen", "Digitale Musikbibliothek" und "Digitale
Musikarchivierung”. Es beginnt mit einer zweitagigkuftaktveranstaltung im November, gefolgt vonegin
drei-monatigen e-Learning-Phase und der zweiwochjeckveranstaltung im Februar. Erstmals im Jahr
2010 werden die beiden Veranstaltungen Digitaleikiisliothek und Digitale Musikarchivierung auchfau
englisch im Rahmen der HdAM summer school im Mai®@drchgefiuhrt.

Der Vortrag stellt die Inhalte und den Ablauf diesrisikbibliothekarischen Ausbildung in Stuttgaot \die
von Prof. Krueger aufgebaut und nun von funf Lebtlfgagten fortgesetzt wird.

Combiner des maitrises en bibliothéconomie musi@ade de la formation professionelle a I'Universies
Medias en Stuttgart.

L'Université des Medias en Stuttgart offert unetice et une maitrise en ‘la bibliothéconomie gielstion
de l'information’. La maitrise dure quatre semesgerequiert une licence ou un dipldme en
bibliothéconomie, en documentation ou en gestiarfa'mation. Elle comprit un module facultatif en
‘gestion de l'information musicale’ (prenant I'aocnone MIM en allemand) que peuvent faire aussi des
participants extérieurs en tant que la formatiafgssionelle.

Le module MIM en allemand est offert tous les seérmeesi’hiver et se compose de quatre cours, arsée®i
regles a suivre pour cataloguer la musique’, ‘fégiras et les services musicaux’, ‘bibliothéquesnériques
de musique’ et ‘'archivage numérique de musigll&ommence par un évenement de demeurage Durant
deux jours, suivi par une phase d'apprentissadigea qui dure trois mois et puis en février un s&ine en
bloc durant deux semaines.

L'année prochaine les deux cours ‘bibliothéquesérnispes de musique’ et ‘I'archivage numérique de
musique’ seront disponibles en anglais pendanivarsité d’'été qu'organisera I'Université des Med@n
mai 2010.

Cet exposé présentera le contenu et I'organisdtiore formation en bibliothéconomie musicale gutava
mise en place prof. Krueger en Stuttgart et quéimeeront maintenant cing ensiegnants.
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Spreading the Message: Using Distance-Learning Sefare to Deliver Courses in Music Librarianship.
Speaker:John Wagstaff (University of lllinois at Urbana-Ghgaign).

We all recognize the importance of appropriate ation in music librarianship to the future of our
profession. But because of the specialized natuoerowork it is often difficult to interest schaobf
librarianship in offering courses in music libravgrk. Furthermore, increasingly varied patternsvofk
and study mean that students of music librarianaredooking for more flexibility in the way thabarses
are offered and delivered. Library schools nedaktable to cater to this demand.

Today'’s presentation will concentrate on (but retbnfined to) the Music Librarianship and Bibliaghy
course currently offered by the Graduate Schodilmiary and Information Science at the University o
lllinois at Urbana-Champaign. Originally offeredagraditional, classroom-based course, two yegodize
course was transferred to an online format usingde” distance-learning software. The strengtits an
weaknesses of delivering a course in this wayhlaltliscussed, and the potential of distance-legrnin
software to help deliver future courses will beegsgd.

Qu’on se le dise: le réle du logiciel de format@distance dans I'enseignement pour les biblioihgésa
musicaux.

Il est reconnu que la formation professionnellepasticulierement importante dans le développerdent
notre profession, mais le caractére spécialiséotte métier ne facilite pas l'intérét des écolesrpo
I'enseignement axé sur les bibliothéques music&8esutre, le développement de nouvelles habitddes
travail motivent les étudiants a se rapprocher dgems plus flexibles qui leur offriraient plus dei, a la
place d’un cours magistral. Les écoles et cendsmnations se devraient de répondre a ce besoin.

Cette conférence se focalisera sur le couBiéothéconomie musicale et bibliographie de lasique
proposé par la Graduate School of Library and mfdfon Science de I'Université d’lllinois a Urbana-
Champaign. Originalement tres traditionnel, ce s@arécemment été transformé en cours a distaece av
I'utilisation du logiciel « Moodle ». L'auteur préstera et discutera les avantages et les problensegés
par cette méthode d’enseignement ; il aborderaeéuait les perspectives a venir des logiciels
d’enseignement a distance.

Die Bedeutung von e-learning-Programmen fir dieikiiigiothekarische Ausbildung.

Wir alle wissen, welche Bedeutung eine professlemausikbibliothekarische Ausbildung fur die Zukunf
unseres Berufszweiges hat. Wegen der Besonderigster Arbeit ist es jedoch haufig schwierig,
bibliothekarische Ausbildungsstéatten davon zu Udagen, spezielle Kurse fur Musikbibliothekare
anzubieten. Zusatzlich fihren veranderte Modelle Abeit und Studium dazu, dal? angehende
Musikbibliothekare grossere Flexibilitat winschéndie Art und Weise, wie die Kurse angeboten werde
Bibliotheksschulen missen diese Nachfrage befréedig

Mein Referat wird den Kurs ,Music Librarianship aBibliography“ an der Universitét lllinois in Urban
Champaign vorstellen. Urspriinglich war dies ein¥dler traditionell in UnterrichtsrAumen stattfanot;
zwei Jahren wurde er auf Basis der Software ,Mdodleinen Fernstudienkurs verwandelt. Die Vor- und
Nachteile dieser Unterrichtsmethode werden présenthd die Moglichkeiten der Software fur kiinftige
Kurse abgeschétzt.

Presented by the Commission on Service and Training
Chair: Geoff Thomason (Royal Northern College of Music,ndiaester).

Wednesday 09.00 —10.30

Digital Tools and Endowment Funds

Saxonian Library Cooperation: The Digitization of Dresden und Leipzig Music Sources.
Speaker: Barbara Wiermann (Hochschule fir Musik und Thebé&pzig).

Saxony is an area with a long and rich musicabhystoeginning in Medieval times and still flourisp
today. Accordingly, in Saxonian libraries there allaypes of musical sources. In my paper | intemd
present digitization projects, dealing with musiamascripts, sheet music, letters and concert pnoges.
They all use the same digitization system, calléddbi”, which is hosted at the Saxonian State tipna
Dresden.
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Advanced Research Tools for the Database of DutcloBgs in the Meertens Institute (Amsterdam).
Speaker:Louis Peter Grijp (P.J.Meertens Institute for Laage and Culture in the Netherlands; Utrecht
University).

The Dutch Song Database of the Meertens InstiRibgdl Dutch Academy of Sciences and Arts) is a laoth
tool for scholarly research and a resource fogdreeral public interested in popular and traditionasic.
Typically, research databases concentrate on dleeon or repertoire; however, the Dutch Songdbatse
covers a period from the Middle Ages to presentfadgt recordings, combining several repertoirés. |
contains 125,000 references to songs in manuscpipised songbooks, broadsides and field recosdiltgs
available on the internet (www.liederenbank.nl)oAb7,000 audio-recordings can be listened to, abou
4,000 musical transcriptions are available andrélai amount of full texts. Continuously grants applied
for in order to provide full texts and music fot thle entries. Special features are advanced seatans.
Apart from the usual fields as first lines, refigitune indications etc. there is a possibilitgedrching
stanza forms ("strophic heuristics"). Thanks te thption and the fact that the stanza forms of 60000
songs are available, unexpected links can be meithebn texts and melodies, which may have been
separated for centuries. This is essential fophtsdtl song research as until the 19th centurybtlile of
Dutch songs were contrafacta.

A second conspicuous search facility is "musicattent”. A search engine on musical content is agpez

in the WITCHCRAFT-project (together with Utrecht Mersity), using recent Music Information Retrieval
techniques and adding new algorithms developedibyetves. The challenge is to overcome the seewing|
unpredictable variation due to oral transmissiofolk and popular melodies. Other important reseaools
are the identification possibilities which provifie all variants for a given text or melody, and &l songs
written to a given melody. A geographical seardi i®in development (the "Singing Map"). While Wing
on content and organisation ot this Database veeasisourage scholars to make use of it by orgagpizin
conferences and publishing editions, monographsalekctions of essays on Dutch song culture.

A Force for American Music: The Alice M. Ditson Furd at Columbia University.
Speaker:Elizabeth Davis (Columbia University, New York, N)Y

Based on the archival collections at Columbia Ursi Libraries, this paper presents activities anrds
funded by the Alice M. Ditson fund at Columbia Uaisity. Begun in 1940 with a $400,000 bequest from
Alice M. Ditson, the Fund'’s resources have growsdweral million dollars today. The Fund commiseibn
new works from unknown and notable composers, asdBernard Wagenaar, Peggy Glanville-Hicks, Lou
Harrison, and others. It supported premieres inotuGian Carlo Menotti'S he MediumVirgil Thomson'’s
The Mother of Us AllandGiants in the Eartlby Douglas Moore.

In its early years, the Fund sponsored an annwsivaéof American Music. The first concert dedaxto
the music of Charles Ives was presented in thigigas were works by Walton Piston and Howard Hanso
Although defunct for several years, the Festivad wetently revived, with a concert last year intBos

From its earliest days, the Fund supported pulaarings of music, in the form of live concerts,ametings,
and radio and television broadcasts. It funded eda®f American music in the Far East; initiatatkay
recordings label, American Recording Society (AR®Ww defunct; and was instrumental in the founding
and support of other labels, notably Composers Riaugs, Inc. (CRI). For over 20 years, beginninghie
1960s, the Fund underwrote the publication of temre series of new American works by Columbia
University Press. It has supplied support to S@sedctive in American music, including criticahfling to
the American Music Center, from its earliest daythe present.

With a record of over 2,400 grants in all areathefcreation and promotion of American music, tlitsdh
Fund has been, and continues to be, a major for8enerican music in the 20th century and into thet2

Presented by the IAML Programme Committee.
Chair: Thoma Kalk (Stadtbiichereien, Musikbibliothek, Dided ).
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Wednesday 11.00 — 12.30

Amateurs and Professionals Alike

Music Library and Access Facilities for Amateur Mudcians in the Netherlands.
Speaker: Tom de Rooij (Kunstfactor Amsterdam).

For several decades, the Dutch government faeititatRepertoire Information Centre dedicated to the
amateur music sector. By the end of the last cgrnhér centre was integrated in a larger Music imiation
Centre serving both professionals and amateursglasdly connected to the publishers of new mudiice
years later, we are looking at a completely neuasion, with a strong focus on online access, close
cooperation with specialized institutions in andsaie of the Netherlands, and a potentially monedrtant
role for (public) music libraries.

Jeroen Schrijner will reflect on innovative waysrepertoire development as implemented by Kunsifact
on information needs of amateur musicians in ge@@ on the ways in which these can be served by
public and specialized institutions, helped by meadia.

I-MAESTRO! Technology Enhanced Music Education ForAll.
Speaker:David Crombie (Dedicon, Amsterdam).

Recent innovations resulting from the developméibmputer and information technologies have the
potential to change the way we learn and play music

The I-MAESTRO project explored many aspects of muasaking in order to produce methods and tools for
music education with innovative pedagogical panagigtaking into account key factors such as
expressivity, interactivity, gesture controllalyiland collaborative work among participants.

The I-MAESTRO tools allow students to use interactcores and collaborate online with other stugent
and their teacher. The teachers can use the oleate lesson materials, monitor student devetopsrand
enhance the accessibility of music learning foraimgd users.

The I-MAESTRO projects shows that technology enbdnmousic education provides an attractive and
effective alternative, with wider access for all.

‘One World, Many Musics’ - An Interactive Multimedi a DVD ROM Project by the Rotterdam
Conservatorium.
Speaker: Aleksandra Markovic (Codarts, University for theeg\rRotterdam).

The DVD Rom serie®ne World, Many Musids an interactive multimedia publication in theaof world
music. It is a guide to sixteen major musical geraned the modern reference work for listeners esttsdand
teachers. One World, Many Musics puts both musitransicians centre stage.

Internationally acclaimed artists lead you intoitieorlds of music.

Central to each musical genre is an audiovisuardétg, which is used as the basis for elucidadihg
aspects of the music. Each performance is analpseal time.

On another level, a concise music theory expldiagiusic from a musician’s point of view. An intetige
timeline takes you through the history of the mupgresenting musical works, famous musicians, hicsb
recordings and recent developments. Other chafgahsre the main instruments and biographies of
prominent artists backed up by interviews. Eacleggiges access to a glossary of musical termghall
entries are richly illustrated with musical exangpleotations and relevant pictures.

The complete production covers nine regions on Bivi® ROMs. The CDs will be available in
combination with a small booklet with short artlatroducing the main artists, musical genressiyiés.

Presented by the Public Libraries Branch and Libraries in Music Teaching Institutions Branch.
Chairs: Hanneke Kuiper (Public Library, Amsterdam) and $eekhter (Academy of Music and Drama,
Goteborg).
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Wednesday 11.00 — 12.30

Swiss Digital Building and Modular Ontology Construction

Building a Comprehensive Digital Library for Nineteenth-Century Swiss Composers.
Speakers:Laurent Pugin (RISM-Switzerland) and Andrew HankimgMcGill University, Montréal).

Over the past decade, numerous music indexes,tonenand digitisation projects have been launched
around the world, providing users with extremeljuahle resources. In the digital world, howevee, th
material often remains unconnected, and the usghage to access multiple resources in order teexet
the information he needs. This paper presentsjaqirtat provides a comprehensive digital librany
nineteenth-century Swiss composers in which digialges, sound recordings, source metadata and
biographical information are brought together siragle digital environment. The project pays palac
attention to providing the user with music spedifiols, in particular for viewing the music sourcébis
project is conducted by the RISM Switzerland idatmbration with the Swiss National Sound Archive.

Construire une bibliotheéque numérique complétecdespositeurs suisses du XIXéme siécle.

Au cours des dix derniéres années, dans le domais&al, nombreux index, projets d'inventairesest d
numeérisations ont été lancés partout dans le mgmdeurant aux utilisateurs des ressources tres
précieuses. Dans le monde numérique, toutefoimatériau reste souvent isolé et les usagers peuvent
étre exclus de nombreuses ressources au lieurdavet I'information qui leur est nécessaire. Cet
expose présente un projet qui met a dispositiorbibimthéque numérique complete des compositeurs
suisses du XIXeme siecle au sein de laquelle images, métadonnées et information biographiques
sont associés en environnement numeérique uniqupetdps porte une attention particuliére a propa@ser
I'utilisateur des outils adaptés a la musique, motent I'affichage des sources musicales écrites. Le
projet est produit par le RISM suisse en collahionaévec les Archives sonores suisses.

Aufbau einer umfangreichen, digitalen Bibliothek $ithweizerische Komponisten des 19. Jahrhunderts.
Uber die letzten Jahrzehnte wurden in der Welt iosibereich viele Indices, Inventare und digitiale
Projekte ins Leben gerufen; diese haben Nutzerlsenwertvoll als Hilfsmittel gedient. In einer
digitalen Welt bleiben jedoch die eigentlichen Metéen oft unvernetzt, und die Nutzerlnnen missen
eventuell mehrer Onlineresourcen ansteuern, urmtbemationen zu erhalten die er/sie bendtigt. Bies
Vortrag prasentiert ein Projekt, das eine umfasseligitale Bibliothek fur schweizerische Komponiste
des 19. Jahrhunderts bietet; eine Bibliothek, mdigtal Bilder, Audioaufnahmen, Metadata und
biographische Informationen an einer einzigen @igih Anlaufstellen zusammengebracht werden.
Dieses Projekt achtet besonders darauf, den Betuiee musik-spezifischen Werkzeugen anzubieten,
speziell was das Betrachten von Musikquellen amiggldas Projekt entsteht unter der Schirmherrschaf
der RISM Arbeitsstelle Schweiz und in Kooperatioih ader Schweizer Nationalphonothek fiir
Tondokumente.

Presentation of the Methodology of Constructing Modlar Ontologies with Focus on the Music.
Speaker: Guy Maréchal (MEMNON, Brussels).

In the MEMORIES project, a methodology of constingtontologies in a modular and evolving way
has been developed. The approach allows constnuatieery simple “Documentary Objects” but also
rich constructions. It is based on the FRBR abstraotiel and well known standards (DCMI, RDF,
OAIS, OWL ...). The key constructs are the Terms ¢doents / Entities / Packages. The methodology
and the ontologies developed are intended to lme@lem the UNESCO open source repository.
MEMORIES has proposed that IAML should collaboriatés newly decided effort for defining a music
ontology. The presentation will be illustrated mncrete examples in the musical sector.

Présentation de la méthodologie d’élaboration dilmies modulaires, avec gros plan sur la musique.
Dans le projet MEMORIES, une méthodologie pour @abdes ontologies modulaires et ouvertes a été
développée. Cette approche permet de construir®liess documentaires simples ainsi que de plus
riches systemes. Elle est fondée sur le modele FRB&S standards bien connus (Dublin Core, RDF,
OAIS, OWL...) Les éléments clés du systeme sont &#mi€s/Documents/Entités/Paquets. La
méthodologie et les ontologies qu’elle produit stestinées a figurer dans le répertoire des ajtiés
source de 'TUNESCO. MEMORIES a proposé a IAML dollaborer et a décidé de faire un effort
particulier sur la définition d’'une ontologie denfusique. L'exposé sera illustré par des exemples
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concrets pris au domaine musical.

Prasentation zur Methode der Konstruktion von maicui Ontologien mit einem Fokus auf Musik.

Das MEMORIES Projekt konzipierte eine Methode zongtruktion von modularen und sich-
entwicklenden Ontologien. Der Ansatz erlaubt dist@&lung von sehr einfachen “dokumentarischen
Objekten” [“Documentary Objects”], aber auch vohrsemfangreichen Konstruktionen. Es basiert auf
dem FRBR abstract model und sehr bekannten Stan{a@MI, RDF, OAIS, OWL ...). Die
Hauptelemente sind “Begriffe” [“Terms”] / “Dokumegit[“Documents”] / Datenséatze [Entities] / Pakete
[Packages]. Es ist beabsichtigt, dass die entwiskdliethode und Ontologien als Teil des UNESCO
»open source” Repositoriums zur Verfligung gestedtden. MEMORIES hat vorgeschlagen, dass
IAML sich mit dem krzlich gestartetem Projekt nkadischen Ontologien zu definieren beteiligen soll.
Der Vortrag wird durch konkrete Beispiel aus demsMsektor illustriert werden.

Translations thanks to Elizabeth Giuliani, BnF, Baand Clemens Gresser (BL, London)

Presented by the Information Technology Committee rad the IAML Programme Committee.
Chair: Antony Gordon (British Library Sound Archive, Longjo

Wednesday 11.00 — 12.30

Libraries and Collections

Truth and Fiction about the Kiev Fate of the MusicCollection of the Berliner Sing-Academie.
Speaker:Elena Zinkevych (Ukrainian National Tchaikovsky Alemny of Music, Kiev).

Circumstances of appearance of Musical collectidBeoliner Sing-Academie (SA) in Kiev (during the
Second World War), places of its keeping. Compasitf Kiev part of collection: autographs and sarit
editions of Bach’s family, Pergolesi, Vivaldi, Tetann, Haydn, Handel, Mozart, Beethoven and other.
Sensational reports in the world press about desgoef Bach’s archive. Information about the first
performances of works “being silent” during 200 iged8y whom and when they were first performed in
actual fact. Role of Igor Blazhkov in the acquairt& of musical public of Ukraine with works of aadtion
(1970-90th). Personality of Igor Blazhkov as proeminmusical figure and conductor, his contacts Wwith
Stravinsky and other signs figures of musical eeltf the XX century. Works of SA Collection in the
programs of I. Blazhkov's concerts. Discussiona fgress about the further use and scientific wgrkiin
archive. Disputes about restitution of archive tri@any, pro and con. Homecoming of archive of Berli
Sing-Academie (2001).

Padre Martini and the “Pagliarini Collection”: A Re naissance Music Library Rediscovered.
Speaker: Alfredo Vitolo (Museo internazionale e bibliotedalla musica, Bologna) and Kate van Orden
(University of California, Berkeley).

This paper presents the discovery of a substartlkdction of Cinquecento and Seicento prints pcaty
unknown to scholars. At 275 titles, it outstrips tibraries of Columbus, Fugger, and Lumley, ardls
those of Herwart and Werdenstein, making it ontheflargest collections of the time. In a bibliqgna
world where music has suffered catastrophic detstrucompared to other sorts of printed books, such
large library is a rarity; we retrace the fortunségies of events that account for its survivagjitneing with
its formation ¢.1580. The books were acquired byr@&iovanni Battista Martini (1706-1784) from the
Libraria Pagliarini in Rome, but their provenanes lheen obscured by the fact that the tract volumes
containing them were unbound and the part-bookaraggd. Our reconstruction thus works between
Martini’'s correspondence with his book-sleuth imi&g Girolamo Chiti, and the parts now in Bologng. B
piecing together the acquisition history of the kmyave have discerned 1., the habits of early moder
bookmen, 2., Martini's motivations in building hisllection of 17,000+ volumes, and 3., the prastick
Gaetano Gaspatri, librarian in nineteenth-centurp@ua. Finally, we identify items from the Paglrari
Collection now held by other libraries and disctiesscope of the Roman book trade.

La coleccién inédita de manuscritos del fondo Vidaf Llimona.
Speaker:Laura de Miguel Fuertes and Ruth Piquer Sanclem&mtizzersidad Complutense de Madrid).

El fondo Vidal y Llimona actualmente ubicado eftUlasiversidad Complutense de Madrid, cuenta con casi
tres mil partituras datadas entre 1820 y 1925,pgtas en dos grandes secciones: la coleccion titeljzesr
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impresas y la inédita de manuscritos. A travésstie @municacion presentaremos el catalogo inédito
manuscritos, trazaremos la historia del fondo,lidetamos el trabajo realizado con dicho legado, su
catalogacion, identificacion y la metodologia @b#jo seguida. La relevancia del fondo que preswerta
reside en la gran variedad de Operas y autoresaqnine asi como en sus diferentes formatostynagi
completas, de estudispartitinos particellas reducciones y versiones. Contiene en su mayte ppmplos
de Opera italiana decimondnica, con una represéntatayoritaria de obras de Rossini, DonizettiiBieb
Verdi, entre muchos otros, directamente relaciogatn la gran influencia que la 6pera italianacgper
sobre la programacion del teatro lirico en Espaiiarde el siglo XIX. La presencia de la 6pera femag
principalmente a través dedaand 6pera, opereta y 6pecamique junto a otros ejemplos de éperas
compuestas por autores alemanes, es destacaldegancupan un plano mas discreto, al igual queless
escritas por compositores espafioles. Resulta deérgeaés el estudio derivado de los sellos, etagig
anotaciones que figuran en las partituras, quepansiten saber quién distribuia las partituraséiges eran
los copistas e incluso dénde fueron utilizadasande. Por otra parte, el tipo de escritura y notaci
indicaciones escénicas y de interpretacion, pemaisgmismo desvelar informacion vital para reconace
este legado la trascendencia que tuvo.

Mozarts Skizzenblatt in Tokio: Eine Fundgrube zur Shaffensperiode nach seiner ersten Prager Reise
1787.
Speaker: Ryuichi Higuchi (Meiji Gakuin University, Tokyo).

Wolfgang Amadé Mozart (1756-91) kam aus seineearBrager Reise wahrscheinlich um 12. Februar 1787
nach Wien zuriick. Uber die Schaffensperiode naesediReise ist leider nur wenig bekannt. Zur Fasign

in der er normalerweise seine Akademie veranstaltetl mehrere Werke auffiihrte, unternahm er
anscheinent kaum. Ein Skizzenblatt im Besitz deediéa(Mayeda) Ikutoku Stiftung in Tokio enthalt aber
einige sehr interessante Skizzen, die kompositmeistintergurund zu seiner nachstehenden
Schaffensperiode verrat. Es handel sich z.B. unTama zum langsamen Satz des Klavierkonzerts D-Dur
KV 537, die Urform des Hauptgedankes des g-moll @yonie, KV550, das Hauptthema zum 4.Satz des g-
moll Streichquintetts, KV 516 usw. Die einzelnenz2kn wurden von Ulrich Konrad in seiner bekannten
Arbeit, Mozarts Schaffensweise: Studien zu den Werkautbgrgskizzen und Entwirfeaottingen 1992,
zwar quellenkritisch beschrieben. Hier wird abeisueht, sie im Hinblick auf die Schaffensgeschichte
Mozarts zu tiberlegen. Die Uberlieferungsgeschidhgses Skizzenblatts nach Japan wird auch berichtet
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Thursday 09.00 —10.30

BBC, MCO and Cadence

Widening Patrticipation: Audience Development at theNetherlands Radio Music Library.
Speaker:Martie Severt (MCO Muziekbibliotheek Hilversum).

The Netherlands Radio Music Library contains a Varge collection of musical scores in differenhigss,
reflecting the extensive repertoire performed amdtcast over the past eight decades by the musical
ensembles of the Netherlands Radio and TeleviSioa library’s collection is easily accessible tbaltch
broadcasting employees but access for outsideralivags been limited.

This has changed in recent years because sinck2@806 the library is giving the public online assdo the
library’s catalogue (English version since Novemd@®7). In doing this the library offers to outgisle
advanced searching possibilities, often to repertovhich is not available elsewhere in The Netreit.
The library’s website has a news section and id trsélirect attention to the catalogue and the rich
collection as well.

This paper will explain the background of this nmagbange in attitude towards the outside publie, th
present use of the collection and future plans

La bibliothéque radiophonique que des Pays-Bas/s2oai un plus large public.

La bibliothéque radiophonique des Pays-Bas possedends tres important de partition de musique tou
genres confondus, reflétant le répertoire considérgui fut joué et diffusé durant les huit deragr
décennies par les orchestres symphoniques deéaigiéh et Radio Néerlandaise. Le fonds de la
bibliotheque est facilement accessible pour topelsonnel Néerlandais du service de diffusionendant
'acces a personnes extérieures a toujours éteelimi

Mais cela a change ces derniéres années, car dapiljda bibliothéque a rendu son catalogue asités
depuis internet. (La version Anglaise est dispanidpuis Novembre 2007). En faisant cela, la kindigue
offre la possibilité aux personnes extérieuresfeitfier des recherches avancée sur un répertaissiju
accessible nulle part ailleurs aux Pays-Bas. lesigiernet de la bibliotheque posséde une nouxgheque
afin de focaliser 'attention de I'utilisateur dercatalogue ainsi que le fonds tres riche deldidihéque.

Cet article fera une rétrospective sur les grahdsngements de comportement qui ont eu lieu engers |
public extérieur et sur 'utilisation actuelle danfis et les projets a venir.

Die Musikbibliothek des Niederl&ndischen Rundfuiiset sich einem breiteren Publikum.

Die Musikbibliothek des Niederlandischen Rundfubksitzt eine sehr grol3e Notensammlung verschiedener
Genres. Sie spiegelt das umfassende Repertoirery@as in den vergangenen acht Jahrzehnten von den
Klangkérpern des Niederlandischen Rundfunks aufgefind gesendet wurde. Die Bibliotheksbestéande

sind fur niederlandische Rundfunkangestellte lezeiganglich, der Zugang fur Externe war immer
eingeschrankt.

Dies hat sich in den jiingsten Jahren geandert, sieibdpril 2006 hat die Bibliothek der Offentlickik
einen Online-Zugriff auf ihre Bestéande ermdglictait November 2007 gibt es eine englische Version).
Dadurch bietet die Bibliothek Aul3enstehenden eematSuchmaoglichkeiten, haufig zu Repertoire, das
anderswo in den Niederlanden nicht erhaltlichDst. Webseite der Bibliothek hat eine Rubrik mit
Neuigkeiten; sie wird dazu benutzt, auf den Katakdger auch auf die reiche Sammlung aufmerksam zu
machen.

Das Referat will den Hintergrund dieses grofR3en itk der Politik gegentiber Externen erlautera, di
gegenwartige Nutzung der Bestande und die PlandidiZukunft.

BBC Proms and the Music Library.
Speaker: Peter Linnitt (BBC Music Library, London).

For more than a century the BBC Proms season lmamdted the summer months in London. For 8

weeks each year the Royal Albert Hall hosts cord®rithe 5 BBC Orchestras and orchestras from droun
the world. Each concert is broadcast on BBC RadiaBon the web, while many of them are also tedli

In addition to the Royal Albert Hall the BBC alsmmotes a Chamber Music season, Composer Workshops
and the season ends with simultaneous concettg iRdyal Albert Hall and in 5 Parks around the ¢gun
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The BBC Music Library is heavily involved with tlseason as we are responsible for making sure ewveryo
has the music and information they need, from ttoenB Office (when they are building the programntes)
the sets of parts for the performers and finallyres for the Radio, TV and on-line production dapants.

The BBC Proms et la bibliotheque musicale.

Depuis plus d’'un siecle le festival « BBC promssbun événement incontournable de la saison estival
Londonienne. Pendant huit semaines, chaque anré@dgal Albert Hall » accueille les cing orchestde
la BBC, et d’autres orchestres venant du monderthaque concert est diffusé sur « BBC Radi@B »
sur internet. Par ailleurs beaucoup d’entre eux igransmis a la télévision.

En plus de sa participation avec le Royal Alberi,Ha@ BBC soutient un festival de musique de cheamb
ainsi que des ateliers de compositions musicalesgison estivale se terminant par de multiplesexos
ayant lieu a la fois au “Royal Albert Hall » et dating parcs a travers le pays.

La bibliotheque musicale de la BBC est hautemeptiquée dans ces événements afin de s’assurer que
chacun trouve la musique et les informations glésire depuis le bureau des « Proms » (lors de
I'élaboration des programmes de concert), auxtpart d’ensembles pour orchestre et aux musiqueslao
radio, la télévision et les services internet supant de la mise en ligne.

Die BBC Proms und die Musikbibliothek.

Seit mehr als ein Jahrhundert beherrscht die BRthBiSaison die Sommermonate in London. Jedessiahr i
die Royal Albert Hall fir acht Wochen Gastgebetindie Konzerte der funf BBC—Klangkérper und
Orchester aus aller Welt. Jedes Konzert wird auCBEadio 3 und im Web ausgestrahlt, einige davon
werden ebenfalls im Fernsehen Ubertragen. ZudétzlicRoyal Albert Hall veranstaltet die BBC ebdisfa
eine Kammermusik-Reihe und Komponisten-WorkshojgsSdison endet mit einem Konzert in der Royal
Albert Hall, das simultan in funf Parks landeswi#iertragen wird.

Das Musikbibliothek der BBC ist sehr stark in des®n einbezogen, da sie verantwortlich daflidisss
jeder die Noten und die Information hat, die eubtda: Das beginnt bei den Programmplanungen im Brom
Biro und fuhrt Uber das Auffihrungsmaterial fur iesiker zu den Partituren fir die Rundfunk-,
Fernsehen- und Online-Produzenten.

CadenceA Choral and Orchestral Hire Service at The Edgeof the World.
Speaker:Roger Flury (National Library of New Zealand, Wediton).

In 1986, the National Library of New Zealand agréethke over the music collection of Radio New
Zealand. The climate was right for this becauseva mational music service was being created and the
broadcasting library collection would become theeaaf the National Library’s new Sound and Music
Centre. The jewel in the crown of this vast donati@s a collection of choral and orchestral setghyh
more than twenty years later, has become one aht® intensively used collections in the library.

This paper will look at the early attempts to doemtmnational holdings of choral and orchestral ueses in
New Zealand, how a national hire service evolvesy 8adenceworks, and plans for future development.

Cadence : un service choral et orchestral de lmeatii bord du monde.

En 1986, la bibliothéque nationale de la Nouvelidaride a accepté d'assurer la collection de musiejle
Radio New Zealand. C’était le moment parfait pcegi @arce qu'un nouveau service national de musique
était créé et la collection de bibliotheque deadifiusion deviendrait le noyau du nouveau Sourdi an
Music Centre de la bibliothéque nationale. Le bijians la couronne de cette donation était unectialie
d'ensembles choraux et orchestraux qui, plus dg gims apres, a devenu des collections le plus
intensivement utilisées dans la bibliothéque.

Ce document regardera les tentatives t6t de dodemies ressources nationales des chorales etsbrakes
en Nouvelle Zélande, comment un service nationdbcktion a évolué, comment la cadence fonctioahe,
prévoit pour le futur développement.

Cadence: Ein Leihservice fir Chor- und Orchestéiithuiingsmaterial am Ende der Welt

Im Jahr 1986 erklarte sich die Nationalbiblioth@k\WNeuseeland, Wellington, bereit, die Musiksammlun
von Radio Neuseeland zu Ubernehmen. Gerade imgéchiMoment, denn man war dabei, einen neuen
nationalen Musikservice zu entwickeln, und die Sdumgy der Rundfunkbibliothek konnte auf diese Weise
das Herz des neuen Sound- und Musikzentrums desrisdttibliothek werden. Ein Filetstiick dieser
umfangreichen Schenkung war eine Sammlung von Gimat-Orchesterauffiihrungsmaterial, die heute,
mehr als zwanzig Jahre spater, eine der meist ztenmuBestande der Bibliothek bildet.
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Der Vortrag wirft einen Blick auf die frihen Versw; nationale Bestande von Chor- und
Orchestermusiksammlungen in Neuseeland zu dokuementier zeigt, wie sich ein nationaler Leihservice
entwickelte, wie Cadence arbeitet, und wie die Esilwng in der Zukunft aussehen soll.

Presented by the Broadcasting and Orchestra Libraes Branch.
Chair: Angela Escott (Royal College of Music, London).

Thursday 09.00 —10.30

Popular, Folk and African Music Collections

Rich Man, Poor Man: A Look at Two Collections of African Music in the Eastern Cape.
Speaker:Henry Botha (University of Fort Hare, Alice, S.A.).

The Eastern Cape Province of South Africa housesobithe richest universities in the country jusd km
from one of the poorest. Rhodes University in Gragtawn houses the glossy International Library of
African Music (ILAM), the core of which is the fame Sound of Africeseries collected by Hugh Tracey in
the early 1960s. This while just over an hourselaway, the University of Fort Hare in Alice hasaagre
collection of poorly catalogued Xhosa music. Thagpgr will introduce both these collections and ukscthe
difference that money makes to solving the diffi@sl of storage, cataloguing and archiving, anegsethis
material in these two vastly different institutions

The ILAM’s focus is on teaching and archiving, vehdt Fort Hare the focus is on collecting musictfar
Indigenous Music and Oral History Project (IMOHPhe aim of this project is to collect and reseatah
music and oral history of the indigenous peopleSaofith Africa. While ILAM has become an important
international resource for anyone researching apge of African music, for anyone wishing to spéze
in the music of the amaXhosa, the collection ircdlis becoming an important depository of knowledge

The Jean-Baptiste Weckerlin Collection of Popular ad Folk Music at the Bibliotheque nationale de
France, Music Department.
Speaker :Anne Randier (Bibliothéque nationale de FranceislPar

Jean-Baptiste Weckerlin, (1821-1910), as a libneofthe Conservatoire national de musique in Paris
played a leading role in the fabulous increas@énhioldings of the library. In the same time, heplliyed an
equal interest in building a private collectionfatklore and popular music, which itself, far frdmging
confined to France, involved many countries andulages. Part of it generated holdings called enel$
Weckerlin » at the Music Department of the Freneltidhal Library. We aim at focusing on various aspe
of this collection, taking account of the concef@eckerlin and some of his contemporaries, welbhe
the sound recording : to save from oblivion diadea@tional folklore, traditional and popular sohgs
acknowledging the spirit of languages and peoples.

Jean-Baptiste Weckerlin (1821-19F0)oué un réle exceptionnel dans I'enrichissemestabllections du
Conservatoire national de musique a Paris. Pagaliéht, il se passionne pour le folklore, la musique
populaire, frangais et étrangers, et constitueimpertante collection personnelle. Une partie déece
collection a contribué a la création d’'un fonds triehe et trés varié au département de la Musigua
Bibliotheque nationale de France. On présentdusigurs aspects de ce fonds, en relation avec des
témoignages écrits de J.B. Weckerlin et de sesoguurains, qui illustrent bien la prise de consme
partir de 1850 environ, de la nécessité de sawvéodbli les dialectes, patois, traditions localetsde
reconnaitre le « génie » des peuples, bien avamtegistrement sonore.

Jean-Baptiste Weckerlin (1821-0918)s Bibliothekar der Conservatoire national desigue in Paris, hat
die Sammlungen betrachtlich vermehrt. Gleichzéitige er grosstes Interesse fur Folklore und Viaést,

in Frankreich wie auch in vielen anderen Landendl legte eine bedeutende Privatsammlung an. EickSti
deren wurde spater Teil eines reichhaltigen Bestander Musikabteilung der franzésischen
Nationalbibliothek, namlich « le fonds Weckerlintier werden die verschiedenen Aspekte dieser
Sammlung untersucht sein, mit besonderer Licht Gbire Sorge, um dieses Erbe vor Vergessenheit zu
bewahren und den Geist der Sprachen und Voélkectzitzen.

Presented by the IAML Programme Committee.
Chair: Michael Colby (University of California, Davis).

28



Thursday 09.00 —10.30

The Repertory of French Concert Programs

The forty scholars involved in the RPCF have wiiarchives of musical societies and the local and
national press to reconstruct repertories of caagmrformed in various regions of France. Thegatajs
investigating the commercialisation and consumptibmusic, finding how contrasting organizationsl an
performance practices came about in different tiamesplaces. Launched in 2000 at the Institut
Universitaire de France, the RPCF has already gheuxdi two monographs and put two repertories on-line
providing a chronology of events and a prosopograyiipeople involved (see websites: CMBV, UMR
2162-CNRS).

Financial support for the RPCF between 2006 an® 20@nes from the 'ANR (Agence nationale de la
Recherche). It forms part of the wide-ranging pangiDocumentary Resources for the History of Musical
Practices in France, including the Prosopograptfooig in the Renaissance. Several of the RPCFabsoje
are close to completion: Paris 1773-1793; Parigldl#A15; Paris 1815-1830; Paris Conservatoire/
Pasdeloup/Colonne/Lamoureux 1828-1914.

The eight other projects include Caen 1826-1870ntiejoellier 1880-1914; and Reims 1749-1791. Findancia
and editorial support comes from the Fondation Bane, which is associated with the publishing firm
Symétrie. This foundation has recently publishe@ight-volume series on the Théatre Italien, edited

Jean Mongrédien, which serves as the intellectuaeainfor the RPCF generally (skip://theatre-
italien.fr/entrej. All projects will have on-line indexes similar this one.

Methodology and Chronology. ]
Speaker: Patrick Taieb (Institut Universitaire de France amiversité de Rouen) and Etienne Jardin
(Université de Rouen/EHESS).

The Databases, Electronic Indexing and Printed Repories.
Speakers:Alexandre Dratwicki (Centre Romantique de Musiquan€aise/Fondation Bru-Zane, Lyon) and
Pierre-Yves Pruvost (Symétrie, Lyon).

Publications: Utilisation of the RPCF in Three CaseStudies. )
SpeakersYannick Simon (Université de Rouen), Olivier Morgittole des Chartes), and Joann Elart
(Université de Rouen).

Roundtable on Objectives of the RPCF and its Europsn Extension.

Panelists:William Weber (California State University, Long &eh), Patrice Veit (CNRS), Catherine
Massip (Bibliotheque nationale de France, ParishrHVanhulst (Université Libre de Bruxelles), alehn
Mongrédien (Université de Paris IV-Sorbonne).

Thursday 11.00 -12.30

Vox-Pop

From Anarchopunk to Ethiopian Funk: The Ex in the Collection of the Music Information Center and
Abroad.
Speaker: Ditmer Weertman (Music Centre of the Netherlandssferdam).

The Ex is one of Holland’s most unique rock growgtarted as a punk band in 1979 and lately touring
around the world with the famous Ethiopian saxoghplayer Getatchew Mekuria. The Ex leads us around
the collection of the Music Information Centre dfiah the online music encyclopaedia is a very Usefu
research tool about Dutch pop and rock music.

Turkish Popular Music: From Light Western to Pop.
Speaker:Tijen Gencaslan (Bilkent University, Ankara).

Turkish pop music began in the late 1950s. At tina¢, popular styles, such as rock and roll and,jazre
named “hafif bati” (light-western) music. Duringeti960s, some artists composed Turkish lyrics éoam
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well-known western songs and this approach wasaeriarajman”. In the 1970s Turkish popular music
began to develop its own style and started to ocamgmportant place in public life. With the adven
multi-channel TV in the ‘80s, pop music becamerapadrtant sector in its own right. Today, theremeny
different kinds of popular music in Turkey, eachihna different influence on public life, and thesd
aspects of these styles are continually increasing.

Pop Music in the British Library Sound Archive.
Speaker: Andy Linehan (British Library Sound Archive, London

I intend to provide an overview of the popular nousbllection at the British Library's Sound Archjve
describing how recordings are acquired from comiaksources (record companies) and non-commercial
sources.

I will also address how the 'traditional’ methoflsalecting sound recordings for the archive aely to
have to adapt to reflect changes in technologyitite structure of the music industry. The traadhél way
collecting processes are having to change to takesiccount the technological changes and theraeofi
the old model of the music industry.

Presented by the Public Libraries Branch and the IML Programme Committee.
Chair: Hanneke Kuiper (Public Library, Amsterdam).

Thursday 11.00 —12.30

Dutch Organ Innovation, Research Facilities and Diigization Projects

Music Research Facilities in Dutch University Libraies: Patrons, Services and Librarians in a
Multidisciplinary Context.
Speakers:Joost van Gemert (Utrecht University) and WillendBohuis (University of Amsterdam).

The humanities in Dutch universities function imaltidisciplinary context, literally. Various deparents
or schools in the humanities are to be found irstirae building and they share a library. Thisse &lue of
the musicology departments of Utrecht Universitg gve University of Amsterdam, as well as of their
library facilities; they share house with variodbay departments within the Faculty of Humanities what
kind of library does this lead? Who are its patfoR®w do collection management policies and refaren
work function? What is the balance between gerardispecialist expertise? What are the differences
between Amsterdam and Utrecht, considering theiciip musicological and library traditions?

Les facilités de recherche musicales dans lesoifiii@lqgues universitaires néerlandaises : clientgices et
bibliothécaires dans un contexte multidisciplinaire

Dans les universités néerlandaises, les scienegraihas fonctionnent littéralement dans un contexte
multidisciplinaire. Plusieurs disciplines partagsativent le méme béatiment et ont une bibliothéque e
commun. C'est aussi le cas pour les départemeatsdis musicales dans les Universités d’Amsterdam e
d’Utrecht. Quelles en sont les conséquences pduiblathéque? Qui sont ses clients (Of: Qui s@st s
patrons?/ C’est qui, qui commande?)? Comment dddayestion de leurs collections et leurs services
d’'information? Quel est le bilan entre compétergiasrales et spécialisées? (Of bedoel je : Estiedes
compétences générales et spécialisées sont eibeg)@jl Quelles sont les différences entre Amstarea
Utrecht, en vue de leurs traditions musicales (ionlegique’ bestaat volgens de woordenboeken niet)
spécifiques?

Musikwissenschatftliche Forschungsmdglichkeitendn diederlandischen Universitatsbibliotheken:
Benutzer, Dienstleistungen und Bibliothekare imtidigziplindren Kontext.

Die Geisteswissenschaften an den niederlandischeretditaten funktionieren buchstéblich in einem
multidisziplindren Kontext. Verschiedene Fachbdreisind in einem gemeinschaftlichen Gebaude
beheimatet und teilen sich die Bibliotheksraumleikén. Dies ist auch der Fall fir die musik-
wissenschaftlichen Institute der (Stadtischen) drsitat von Amsterdam und der Universitat Utrecid u
deren Bibliothekseinrichtungen: mit den andererhBareichen der Fakultat fur Geisteswissenschaiiteh s
sie so verbunden. Zu was fur einem Bibiliothekdtypt das? Wer sind seine (festen) Benutzer? Wherse
seine Kollektionierungspolitik und seine biblioghegche Aufklarungsfunktion aus? Wie ist es um das
proportionale Verhaltnis zwischen allgemein- undzalwissenschaftlichem Wissen bestellt? Welché sin

30



die Unterschiede zwischen Amsterdam und Utreclsitimlich ihrer spezifischen musikwissenschaftliche
und bibliothekarischen Traditionen?

Innovation and Tradition: A Dutch (Inter-)National Centre for Organ Music.
Speaker:lan Borthwick (City Library, Haarlem).

Public libraries with a large music collection cahonly rely on potential users to come to thens It
necessary to join forces with other libraries kedminded organizations to involve your target grou
With this in mind two Dutch libraries are puttingeir organ collections in a new perspective: an
(International) Centre for Organ Musisvw.orgelmuziekweb.nl Their collections of organ music are no
longer a static component on the library shelvésabeias a starting point from which organists landrs
of organ music are involved in sharing their (expknowledge under the auspices of the public fjora

Presented by the IAML Programme Committee.
Chair: Els van Swol (Muziek Centrum Nederland).

Thursday 11.00 — 12.30

RDA and Standard ldentifiers

RDA (Resource Description and Access) — Coming taition.
Speaker: Antony Gordon (British Library Sound Archive, Londo

RDA, formerly AACR3, is nearing the end of its de@mment cycle, with publication due in the thircagier
of 2009. Starting from a brief review of the hist@nd organization of RDA this presentation wilbexne:
what's new in RDA, with particular emphasis on rasid audiovisual materials, the relationship with
ISBD, and application profiles. There will be upthe minute information on publication: format ditsing,
customization options, and interfaces to otherstool

Dependent on time but also on availability it migktpossible to show a limited demonstrator of aedess
to RDA.

RDA (Resource Description and Access) — le tempis aeeaturation.

RDA, initialement envisagé comme AACR3, arrive aurte de son cycle d’élaboration, avec une
publication attendue pour le troisieme trimestr@2Apreés un bref rappel de I'histoire et de I'arigation

de RDA, cette présentation examinera : ce qui@steau avec RDA, notamment concernant les documents
musicaux et audiovisuels, les liens avec I'ISBestprofiles d'application. On donnera des inforiora de
derniere minute sur la publication : format, drojitions d’adaptation, interfaces et autres outils.

Selon le temps restant et les opportunités il gesaible de faire la démonstration d’'un accées a RAe
Web.

RDA (Resource Description and Access) — bald isté&xeit.

Die Erstellung des RDA-Regelwerks, vormals AACR31igho-American Cataloguing Rules 3), ndhert sich
dem Ende, und die endgiiltige Publikation diesegem&egelwerkes ist fir das dritte Quartal in 2009
vorgesehen. Beginnend mit einem kurzen Riickbli¢ldaiGeschichte und Organisation des RDA-
Regelwerkes wird dieser Vortrag folgendes erdrtesas ist neu in der RDA? Dieser Frage wird besander
im Hinblick auf Musik und audio-visuelle Materiatiedie Beziehungen zwischen RDA und ISBD, und
Anwendungsprofilen, nachgegangen. Es werden disteiezur Verfiigung stehenden Informationen zu
Format, Lizenzen, Anpassungsoptionen sowie Verlsigdn zu anderen Werkzeugen prasentiert werden.

Abhangig von Vortragszeit und auch Verflugbarkeitdns eventuell moglich sein, ein funktional
beschrénktes Beispiel fir RDA-Internetzugang zgeaei

Standard Identifiers — Time for More Co-Operation?
Speaker: Antony Gordon (British Library Sound Archive, Longo

With continued pressure on resources around thilwapportunities for sharing and re-using data are
always welcome but are often hindered by the needdolve differing name forms, title forms, etc..
Meanwhile, industry bodies have been busily creagind fostering unique identifiers for the purposks
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stock and rights management, most of which alréwde 1SO status. There are identifiers for dateRBR
group 1 and 2 entities including ISBN, ISMN, ISREWC, ISAN, ISNI ...

This presentation examines the identifiers curyentuse and proposes a greater level of co-operati
building on each other's strengths to achieve ai#ive forms which are globally consistent across
libraries, archives, rights organizations and piitdis while at the same time able to accommoda# lo
display preferences. Can we find ways to use thiesdifiers and to co-operate with the organizaitimat
control them for mutual benefit?

Les identifiants normalisés — le moment d’'une coatign renforcée?

Avec la pression accrue des ressources autour ddentes opportunités pour partager et réutilisgr |
données sont toujours bienvenues méme si souvesatseint entravées par 'usage de systemes difgéren
pour rechercher les noms, les titres, les titesstitres uniformes, etc.. Dans le méme tempsraeprises
industrielles ont été actives pour créer et souths identifiants uniques facilitant la gestios deocks et le
suivi des droits, la plupart recevant un statubolene 1SO. Il existe des identifiants pour lestéstdu
groupe 1 et du groupe 2 des FRBR tels ISBN, ISMBRC, ISWC, ISAN, ISNI ...

Cette présentation examine les identifiants d’usagerant et propose un plus grand niveau de catipar
chacun consolidant ses forces sur celles de I'snatwe aboutir & des formes faisant autorité quersoi
globalement opératoires pour les bibliothéquesatekives, les sociétés gestionnaires de droigd@surs
tout en conservant des modalités particuliereslidation. Pouvons-nous trouver des voies pouisatilces
identifiants et coopérer avec les organismes guidmtrélent pour un bénéfice réciproque ?

Standard identifiers [Standardkennzeichen] — hatie@eit fiir mehr Kooperation?

Unter dem anhaltenden Druck auf Resourcen in ddt, Wied die Mdglichkeit, Daten auszutauschen und
wieder zu verweden, immer erwiinscht; dennoch wied durch den Bedarf abweichende Formen von
Personennamen, Titeln, etc. zu beheben, oft betindaler Zwischenzeit haben kommerzielle
Organisationen eifrig an der Erstellung und Vetioreg von einzigartigen Kennzeichnungen gearbeitet -
zum Nutzen der Verwaltung von Bestdndenen und Rackibn denen viele bereits ISO-Status erlangt
haben. Es exististieren Kennzeichnungen fir Datéhbden in FRBR Gruppe 1 und 2: Einheiten darunter
sind ISBN, ISMN, ISRC, ISWC, ISAN, ISNI ...

Dieser Vortrag untersucht die Kennzeichnungen, neelm Moment benutzt werden, und schlagt ein
gréReres Mal3 an Kooperation vor, aufbauend aufiligestarken, um mafRgebenede Formen zu erreichen,
die weltweit einheitlich in allen Bibliotheken, Ariven, Verwertungsgesellschaften und Verlagen vedet
werden kénnen; dennoch sollen solche Kennzeichmuege&rmdglichen, ortliche Darstellungsvorlieben zu
bertcksichtigen. Kénnen wir Wege finden, wie wiggh Kennzeichnungen benutzen kénnen, und mit
Kontrolorganisatoren kooperieren kdnnen, die zugegseitigen Nutzen sind?

Panel Discussion.

Panel members:Massimo Gentili-Tedeschi (Biblioteca Nazionale Beaise, Milan), Joseph Hafner
(McGill University, Montreal), Geraldine Ostroveibary of Congress, Washington D.C.), Silke Sewing
(Deutsches Musikarchiv, Berlin).

Presented by the Cataloguing Commission.
Chair: Antony Gordon (British Library Sound Archive, Longjo

Translations thanks to Elizabeth Giuliani, BnF, Baand Clemens Gresser (BL, London)

Thursday 11.00 -12.30

Répertoire International des Sources Musicales (RI®). Open session.

The New RISM Data Management Framework from RISM-UK and RISM-CH.
Speakers:Sandra Tuppen (RISM-UK) and Gabriella Hanke Kn&IS-Switzerland).

In 2007, RISM Switzerland and RISM UK launchediatoenture to develop a new infrastructure for
managing RISM data. The infrastructure will briogéther the different projects undertaken by botlugs
over the past years, and will enable the wholegssiag chain, from cataloguing to publishing, to be
handled from a single web application. Based exgdlys on open source tools, the application wikus
MARC21 as the underlying format, which will greaticilitate data exchange with other cataloguing
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infrastructures. Different aspects of the projeitt be presented, as well as some examples of oggoi
developments.

PL Wru & PL Wu - Music Manuscripts from Lower Silesia in the University Libraries of Wroclaw
and Warsaw. Cataloguing project and its results.

Speaker: Piotr Maculewicz (RISM, Poland).

[No abstract]

The Repertory at the Salzburg Metropolitan Cathedrd from the End of the 17th to the 18th Century.
Speaker: Eva Neumayr.

In the 17" and 18 century, Salzburg was a music center of Europaak tMany of the materials used at the
Salzburg Cathedral in this period have been presearvthe Archiv der Erzdidzese Salzburg. Due taous
reasons however, some Salzburg music has foumiytsnto different other archives — as a few materi
from abroad are now to be found here.

In this talk an attempt will be made to trace —hviite help of the RISM database and possibly, athtx
bases - the ways musical materials have takenharsctd reconstruct some of the repertory of music
performed at the Salzburg Metropolitan Cathedrah@n18th century.

Chair: Klaus Keil (RISM Zentralredaktion, Frankfurt am Mai

Thursday 14.00 -15.30

General Views on the Access to Music Archives Praje

ICA-AtoM.
Speaker:Peter Horsman (Netherlands Archives School and ICA)

The International Council on Archives is working @mopen source software package for description of
archives and other documentary materials: ICA-Atéldcess to Memory. The software meets all
international archival standards, including ISAD(GAAR(CPF), EAD and EAC. The software is designed
for broader use than just archives, in particukniodule to describe organizations and personéirand

these descriptions to documentary materials préwéd extremely powerful. Open Source softwaresdall
communities that use and maintain it, that shaoéepsional interests. The application of internadio
standards promotes the exchange of informatiorbailding virtual databases.

Co-operation and Standards in the Archives Field.
Speaker: Francoise Leresche (Bibliotheque nationale de feraRaris).

Parmi leurs collections, de nombreuses bibliothéguesicales conservent des manuscrits et des fonds
d'archives. Les normes développées par la commeartes archivistes offrent les outils adaptés péarice
ces fonds et y donner acces dans des portails dutaires ou des bibliothéques numériques.

Cette communication a pour objet de présenteididgtion entre les normes élaborées par les bitdues
d’'une part et par les archives d’autre part, lagiémentarité de leurs approches et les possibdiféstes
par leur utilisation réciproque. Parmi les axesa@pération qui se dessinent aujourd’hui entreléas
communautés de métier, le contrble des points dsetles notices d’autorité constituent le chaenpus
riche et le plus prometteur, notamment dans lapeets/e de la création de bibliothéques numériques
associant les différents types d'institutions patmiales.

The presentation focuses on the different desongtandards the field of archives and libraries and how
they can be complementary and interact. Fruitfe&arfor future cooperation are access points atfbidty
records with a perspective of creating digitaldities involving various types of patrimonial instions.

Presented by the Archives and Music Documentation &éhtres Branch.
Chair: Marguerite Sablonniére (Bibliotheque nationale tenEe, Paris).
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Thursday 14.00 — 15.30

Evolutionary Trends in Cataloguing

Presentation and Demonstration of the Ontology foMusic and Interviews of the MEMORIES
Project.

Speakers:Per Dahl (Stavanger Universitghd Jean-Frangois Cosandier (Radio Suisse Romande,
Lausanne).

In the MEMORIES project, the Radio Swiss Romankde,Norwegian Institute of Recorded Sound and the
UNESCO are finalising the definition of two targgtntologies: the ontology for the music and the
ontology for the interviews.

They are plugged on a general-purpose ontologydbaise¢he FRBR model and defined by MEMNON. By
combining these ontologies many domains could berea such as the opera, the lieder, the
synchronisation of the scores with the music, the@graphic assets. The presentation will be ilfistl by
concrete examples.

Présentation et démonstration de I'Ontologie pawlusique et les Entretiens du Projet MEMORIES.
Pour le projet MEMORIES, la Radio suisse romantiestitut norvégien d’archives sonores et
'UNESCO ont finalisé la définition de deux ontoleg cibles : une ontologie pour la musique et une
ontologie pour les entretiens.

lIs sont adossés sur un schéma général d’ontdlogae® sur le modele FRBR et défini par MEMNON.
En combinant ces ontologies beaucoup de domainegpeétre couverts comme 'opéra, la mélodie, la
synchronisation des partitions et des enregistr&smansicaux, le patrimoine ethnographique... La
présentation sera illustrée d’exemples concrets.

Ontologie fur Musik und Interviews des MEMORIES jeids.

Innerhalb des MEMORIES Projekt arbeiten das Radiz&Romande, das Norwegian Institute of
Recorded Sound und UNESCO gerade an einer Definfbm zwei zielgerichteten Ontologien (targeted
ontologies): eine Ontologie fir Musik und eine lidterviews. Sie bauen auf eine universalen Ontelogi
die auf dem FRBR- Modell basiert und von MEMNONidiért wurde. Durch die Verbindungen dieser
beiden Ontologien kdnnen viele Bereiche erfasstlererOpern, Lieder, Synchronisation von Noten mit
Aufnahmen, ethnographische Nachlasse ... Der \{prited mit konkrekten Beispiel illustriert werden.

Musical Darwinism: The Evolutionary Implications of Indeterminate Notation and its Intersection
with a Web 2.0 Library World.
Speaker: Colin Homiski (Senate House Library, Universitylafndon).

Since the middle of the twentieth century, comp®seound the world have used indeterminism at omg p
in their career, from Dutch composer Louis Andrégsto the use of limited aleatorism in Polish cosgro
Witold Lutoslawski's works. Whilst the new forms wbtation presented challenges for performers and
analysts of the works, it also presented oppoisifor exploration of improvisation and individuddoice.
There are striking similarities between the freedepresented with this notational evolution to thiathe
internet to ‘Web 2.0.” The proliferation of sociatworking applications (such as Delicious, Conaptad
Diigo) and user-generated content create a quaridalipraries and researchers. Should we retairtite

as gatekeepers of quality controlled metadata? Wietdo we play in this new environment? How can w
adapt to this shift towards non-hierarchical taggand uncontrolled vocabulary? Just as composees ha
decided to give up some control to the perfornteould libraries give up a degree of control to aeskers
in order to keep with the digital times? Charlesvda espoused the evolutionary ‘survival of theefst.’

Perhaps the answers to the challenges facingikisrie in performers’ solutions towards dealinghwi
indeterminate notation. By drawing out the simtlad and divergences, this paper will seek to antivese
guestions.

Darwinisme musical: Les Implications évolutionngstie la Notation indéterminée et son intersection
avec une bibliothéque mondiale Web 2.0.

Depuis le milieu du XXeme siécle, des compositeiarss le monde entier ont utilisé I'indéterminisme a
un moment de leur carriere, depuis le compositéarlandais Louis Andriessen jusqu’a I'utilisation d
I'aléatoire limité des ceuvres compositeur polohdi®ld Lutoslawski. En méme temps que ces formes
nouvelles de notation présentaient des défis aexpretes et aux analystes, elles proposérent des
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opportunités pour explorer les ressources de l'avigation et du choix individuel. Il existe des
ressemblances frappantes entre la liberté que pestie évolution de la notation et celle qu’Intdrn
propose avec le Web 2.0. La prolifération des idssaciaux (comme Delicious, Connotea et Diigo) et
des contenus générés par les usagers a créé ommdilpour les bibliotheques et les chercheurs. Devon
nous conserver notre statut de gardiens de lat§uidimétadonnées contrdlées ? Quel role jouons-nou
dans ce nouvel environnement ? Comment nous adaptdte mutation vers un vocabulaire non
contrélé et organisé sans hiérarchie ? De méméegummpositeurs avaient décidé de fournir quelques
clés aux interpretes, les bibliothéques peuversddurnir un certain niveau de contrdle aux cheuch,
accordé aux temps numériques ? Charles Darwin esdeinsi la formule évolutionniste de « la survie
du plus fort ».

Peut-étre les réponses a ces défis qu’affrontsriiildiotheques résident-elles dans ces solutions
d’interpretes associées a la notation indétermiBadracant les ressemblances et les différenees, ¢
exposeé tentera de répondre a ces questions.

Musikalischer Darwinismus: Die evolutiondren Imglilonen von indeterminierter Notation und ihrer
Uberschneidung mit einer Web 2.0 Bibliothekswelt.

Seit der Mitte des 20. Jahrhunderts haben Kompmistder ganzen Welt Indeterminismus als Konzept
ihrer Arbeit benutzt; vom niederlandlischen Kompgben Louis Andriessen bis zur beschrénkten
Aleatorik in den Werken des polnischen Komponidtétold Lutostawski. Wahrend die neuen
Notationsformen eine Herausforderung an die Auffiden und Musikanalytiker stellte, brachten sie
auch Moglichkeiten mit ,Improvisation und ,indivictlle Entscheidungsrdumen® zu experimentieren.
Hier gibt es auffallenden Ahnlichkeiten zwischem Beeiheit, die diese Evolution einer Notation
darstellte und den Entwicklungen des Internetd/#eh 2.0". Die weite Verbreitung von Anwendungen
zur Bildung und Haltung von sozialen Netzwerkenl{@angeboten wie etwelicious Connoteaund
Diigo) und von Benutzerinnen erstelltem Inhalt berdibtiotheken und Forschern ein Dilema. Sollen
wir weiter an unserem Titel als Gralshiter von iéskonrtrollierten Metadaten festhalen? Welche
Rolle sollen wir in dieser neuen Informationswelieden? Wie kdnnen wir uns an diese Situation einer
Verlagerung zum nicht-hierarchischen, gemeinsabhéh Indexieren anpassen? So wie Komponisten
sich dafiir entschieden etwas Kontrolle an die Autiaden abzugeben, sollten Bibliotheken einen
gewissen Grad an Kontroll an Forscherinnen abgedmedas sie mit dem digitalen Zeitalter
schritthalten? Charles Darwin trat ein fiir das etiohare ‘Uberleben des Starkeren’.

Vielleicht liegen die Antworten zu den Herausforudegen, denen sich Bibliotheken stellen miissen,
darin, die Loésungen von Auffiihrenden im Umgangimdeterminierter Notation zu suchen. Indem
Parallelen und Abweichungen aufgezeigt werden, dieder Vortrag versuchen Antworten zu geben.

Translations thanks to Elizabeth Giuliani, BnF, RBaand Clemens Gresser (BL, London)

Presented by the Cataloguing Commission and the IAMProgramme Committee.
Chair: Antony Gordon (British Library Sound Archive, Longjo

Thursday 14.00 — 15.30

Hofmeister Past and Present

A Historical Overview of Hofmeister (in Germar).
Speaker:Joachim Jaenecke (Staatsbibliothek zu Berlin).

Als vor Uber 20 Jahren der Musikantiquar Dan Fageioiug, die Hofmeister-Bibliographie mittels
Computertechnik elektronisch zu edieren, um dasH&iaungsjahr der vielen undatierten Musikdrucke de
19. Jahrhunderts leichter ermitteln zu kénnen, k®niemand ahnen, welche grof3en Probleme die 1987
gegruindete Project Group on Hofmeister XIX begleikgirden. Man begann sofort mit Scanversuchen bei
verschiedenen Institutionen und Firmen vor allerden USA und in England, aber ohne Erfolg. Auch
Scanversuche vom Mikrofilm 1990 waren negativ. 188&chied man, alle Daten manuell in eine
Datenbank einzugeben. Dazu ware das Staatlichieutrfsir Musikforschung (SIM) in Berlin geeignet
gewesen. Erste Verhandlungen mit dem SIM gab e3. I¥nach wurde ein Arbeitsplan und ein
Forderantrag an die Deutsche Forschungsgemeinsshalfeitet. Das SIM versicherte immer wieder, dass
es das Projekt durchfiihren wolle, betonte abeg digseigenen Arbeiten Vorrang haben, wie z.B. RILM
Erst im Jahre 2000 stellte das SIM den Forderankarge Zeit darauf verliel3 der Informatiker desSI
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Berlin; er sollte das Projekt technisch leiten. [tagab es keine wirkliche Zukunft mehr fiir das Bkbj
beim SIM. Inzwischen wurde eine Lésung in Englaatligden. Von 2004 bis 2008 wurden alle
Monatsberichte digitalisiert und im Internet begestellt, was Chris Banks als Vorsitzende der toje
Group zu verdanken ist.

A Historical Overview of Hofmeister.

About 20 years ago the antiquarian bookseller Dampgfoposed development of a database of the
Hofmeister-Bibliography to facilitate dating of pted music of the T9century. At this time nobody could
have envisioned the enormous problems that woukshbeuntered by the Project Group on Hofmeister
XIX, founded in 1987. Some colleagues attemptesttm issues using various methods at different
institutions and firms in the USA and England, Wmithout success. Also attempts to scan from mibnsfin
1990 were not productive. In 1992 the Project Grdegpded to develop the database manually. A gedlif
institution, the Staatliches Institut fir Musikfohaing (SIM) in Berlin,was first considered in 1998e
Project Group developed a workflow plan and propfwseproject funding. SIM attempted to launch the
project repeatedly, but its own work, especialliZiR]) took priority. In 2000 SIM submitted a grant
application. Unfortunately the main person who wesponsible for IT (and the project) left SIM. $e t
project had no more future there. In the meantamether solution developed in England. Between 20@#
2008 all Monatsberichte were digitized and now labde on the internet, which is the result of CiBanks’
work as chair of the Project Group.

Un résumeé historique de Hofmeister.

Il'y a prés de vingt ans, le vendeur de livres déston Dan Fog voulait développer une base de @snné
pour la Bibliography-Hofmeister afin de trouver plaisément les dates de publication de toute laguneis
imprimée mais non datée du dix-neuvieme siéclee Aoment personne n'aurait pu imaginer tous les gro
problemes du Project Group sur Hofmeister XIX foedél987. Certains collégues avait commenceé a
scanner ce projet utilisant beaucoup de méthodétaelon les institutions et les firmes aux &tdhis et
en Angleterre, mais sans succes. Les tests essiyananner a partir de microfilms eux aussi ant ét
négatifs. En 1992, the Project Group décide deldpper la base de données a la main. Une institutio
qualifiée pour ce projet était Staaliches InsfitutMusikforschung (SIM) de Berlin. Les premieres
négociations commencérent en 1993. Le Project Gaialprs organisé un plan de travail et une apjdica
pour le financement du projet. L'institution SIMa@ujours été intérésée par ce projet mais a tosjdanné
priorité a leur propre projet RILM. En 2000 SIM i@ envoyé I'application pour le projet.
Malheureusment la personne respondable pour I[€ (gbjet) avait quitté son emploie avec SIM. Déec
projet n'avait plus de futur. Pendant ce temps|guien d’autre avit trouvé une autre solution erghaterre.
Entre 2004 et 2008 tout Monatsberichte a été digft@t est maintenant disponible sur Internetegtie
résultat du travail de Chris Banks en qualité dssigient du Project Group.

The Accomplishments of Hofmeister XIX.
Speaker: Chris Banks (University of Aberdeen).
[No abstract]

Using Hofmeister: Brahms and Mahler
Speakers:Paul Banks and Katy Hamilton (Royal College of Muy&iondon)

Paul Banks and Katy Hamilton (Royal College of Musiondon) are both engaged on research projeats th
have involved the use of Hofmeister XIX and theiebreports will outline their exploitation of thesource
and some of the issues they have encountered.

Professor Banks is working on an online catalogudahler's music
(www.cph.rcm.ac.uk/MahlerCat/pages/index.hanyl Hofmeister offers some important (but by n@nse
unambiguous) clues to the dating of the composarlgest publications. Katy Hamilton's research is
concerned with a medium and repertoire that haebharfallen into obscurity - the piano-accompaniedal
quartet - and Hofmeister has proved a valuable mehassessing the extent of this repertoire. Hrg v
non-specificity of certain categories within Hofister's classification of repertoire can actuallyobgreat
value to the researcher working specifically atgbant of intersection between genres where thetharies
become blurred.

Utilisant Hofmeister: Brahms and Mabhler.

Paul Banks et Katy Hamilton (Collége royal de musid-ondres) sont tous les deux engagés avec des
projets de recherches qui ont impliqués I'utilisatde Hofmeister XIX et leurs rapports brefs vanilgner
I'exploitation de cette ressource et les quelqueblpmes gu’ils ont rencontreés.
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Le professeur Banks travaille sur un cataloguegere lde la musique de Mahler
(Www.cph.rcm.ac.uk/MahlerCat/pages/index.JeétrHofmeister offre d'importantes indications (s1abn
loin d’étre non ambigues) concernant les premidagss de publication du composeur.

Les recherches de Katy Hamilton se concernent awvecédium et un répertoire qui sont tombés plus ou
moins dans I'obscurité -- vocal quatuor accompagdni@iano et Hofmeister a prouvé étre un moyenblala
d’évalution 'ampleur de ce répertoire. La non sfii€cde certaines catégories dans la classifioatio
répertoire de hofmeister peut étre d’'une grandewalour le chercheur travaillant spécialementantp
d’intersection entre genres ou les limites deviahgenfuses.

Presented by the Bibliography Commission.
Chair: David Day (Brigham Young University, Provo).
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Friday 09.00 — 10.30

The Sociology of Music Information Literacy

Psychological Foundations of Knowledge Acquisition.
Speaker:Mark Germer (University of the Arts, PhiladelphiRd).

Much is made of the Social Web and the paradigt lsignals in the dissemination of newly minted
information. But there are continuities with theakitions in knowledge acquisition of the pasttitasions
of learning are pre-eminently social, and can'vtherwise.

New Possibilities for Research Communication with Wb 2.0 Tools.
Speaker: Ole Bisbjerg (State and University Library, Arhus).

Traditional channels of communication are stil2B09 the normal way of communicating researchén th
humanities. But in recent years a number of newsvedycommunication has emerged on the internet:
weblogs, wikis, podcasts, and social networkstiusiame a few. These provide us with new possslitor
research communication and research collaborafios. presentation will give an overlook at the new
possibilities (often called Web 2.0 or Social Safte) in the context of musicology. Digital commuation
of research presents new possibilities, but alepgses challenges to existing ways of communicalibe
goal is to find and develop the potential of thevmeedia. The central questions are: How do we
communicate research through the new digital mediaieh tools are the most relevant for researcaeds
students in the field of musicology? Are the newsvaf communication able to strengthen the collation
and discussions between researchers and move beernedbne-way communication? How do we secure
scientific standards of quality when the conditiohsommunication are changed? Will the new tools
provide research results in musicology which wéll/d a greater impact on the general public?

Neue Mdglichkeiten der Forschungsvermittlung mit &iéerkzeugen des Web 2.0.

Die traditionellen Kommunikationskanale sind im @&BR009 noch immer das Normale in der
humanistischen Forschung. Aber in den letzten databen sich im Internet neue Kommunikationsformen
entwickelt: Weblogs, Wikis, Podcasts und Sozialéziwerke — nur um einige zu nennen. Diese bieten uns
neue Mdglichkeiten der Vermittlung und Zusammenitheder Forschung. Diese Préasentation gibt einen
Uberblick tiber die neuen Moglichkeiten (oft Web ader soziale Software genannt) innerhalb der
Musikwissenschaft. Digitale Forschungsvermittlumigdpt uns neue Mdglichkeiten, fordert aber auch die
traditionellen Kommunikationskanéle heraus. Da$ igiedas Potenzial der neuen Medien zu finden und
weiter zu entwickeln. Die zentralen Fragen sindeW&rmitteln wir Forschung Uber die neuen Medien?
Welche Werkzeuge sind fur Forscher und Studentegriralb des Bereiches der Musikwissenschaften am
relevantesten? Konnen die neuen Kommunikationsmidiggiten Zusammenarbeit und Erfahrungsaustausch
der Forscher starken und diese auch uber die Gl@oRer Einweg-Kommunikation hinaus bewegen? Wie
sichern wir den wissenschaftlichen Qualitatsstashdaenn die Kommunikationsbedingungen geandert
werden? Werden wir mit den neuen Werkzeugen ubteMierfligen, mit denen wir der Allgemeinheit die
Forschungsergebnisse der Musikwissenschaft beakebringen kdnnen?

Nouvelles possibilités de communication scientiéi@vec les outils du web 2.0

En 2009 les voies de communication traditionnedtes toujours la normale dans la communication des
recherches humanistes. Mais dans les années récent®uvelles modes de communication sont apparues
sur Internet: weblogues, wikis, podcasts et réssauadux, pour en nommer quelques-uns. Ceux-ci nous
proposent de toutes nouvelles possibilités de camgation et de collaboration scientifique. Cette
présentation donnera une vue d’ensemble de ceslhesipossibilités (souvent appelées Web 2.0 dgiklg
social) dans le contexte de la musicologie. La camoation scientifique digitale nous offre de ndie®
possibilités mais en méme temps elle nous propps®dveaux défits quant aux modes de communication
déja en existence. Le but est de trouver et delojd@ver le potentiel des nouveaux médias digitaes. L
questions principales sont: comment communiquerelelserches par les nouveaux médias digitaux? Quels
outils sont les plus relevants pour les chercheuless étudiants dans le domaine de la musicoldegeee

gue les nouveaux moyens de communication sont tegpde renforcer la collaboration et les discussion
entre chercheurs et placer cette communicatiore&ue® la simple communication a voie unique?
Comment assurer le standart de la qualité scigaéfguand les conditions de communication se nesd#i
Est-ce que les nouveaux outils vont nous fournésrrésultats pour les recherches en musicologiaugans

un plus grand impact pour le public en général?
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Case Studies of Four Music Information AcquisitionModels: Google Scholar, PRIMO, RILM
Abstracts, and Select Subject Specific Bibliograpleis.
Speaker: Thomas Cimarusti (Texas Tech University, Lubbock).T

Over the past several years, online databaseshie@eene increasingly popular among students cordycti
music research. In seconds numerous articles, boaaksographs, and analyses can be retrieved
electronically without ever having to consult pedtsources. Consequently, online databases havebex
convenience, often resulting in “bibliographic hejldue to the lack of printed materials not otheeviound
online. This paper is a preliminary study of howdgnts interact with online databases and printcesu
Approximately seventy students from Texas Tech &sity, Indiana University, and Brigham Young
University, were assigned to research one of twaso(“Compositional History of Verdi'®tello” and
“Structural Analysis of Berg'¥iolin Concertd) and to compile a ten-item bibliography using @tmo
Scholar, PRIMO, RILM Abstracts and select printrees (Harwood'ssiuseppe Verdi: A Guide to
ResearchMarco’sOpera: A Research and Information Guithoek’sAnalyses of Nineteenth- and
Twentieth-Century Musjdatz'sThe Violin: A Research and Information Guilendeman’sThe Concerto:
A Research and Information Gu)dé&ollowing the completion of the bibliographyudents completed a
brief survey assessing their reaction to the usefid and usability of the resources they consurlteel.
intent of the research is to: (1) ascertain ifgh&lents can retrieve adequate or comparable obsiEam
these different means of information access, aphdx@mine student response about the resourcesltahs
(i.e., could they understand the interface, weeerdsulting sources acceptable in their mind, loédindex
help them understand the value of the source)irkirglry findings may help answer other questiorsseh
students become more comfortable with electronialdeses? And, to what degree do such databases add
detract from the most relevant research available?

Presented by the Bibliography Commission.
Chair: David Day (Brigham Young University, Provo).

Friday 11.00 — 12.30

The Music Librarian as a Pedagogical Resource

Drive-By, Drop-In Musicology.
Speaker: Steven K. Gerber (George Mason University, Fairféx).

Today's liaison librarians to university departnsamiust be proactive, inventive, and conspicuousrerso
than subject-specialist librarians of previous getiens. In addition to engaging in traditionalleotion
development, bibliographic instruction, and refeeemteractions, liaison librarians at George Mason
University are encouraged to become more visibteagoproachable by developing outreach programs.

After deducing that many music scholars were unfamwith newer tools and resources, | initiateseaies
of short, informational programs entitled "Drive-Bijusicology." Results after the first year were atxand
paradoxical: there was a high level of stated @ggrbut often low attendance. Continuing the sddea
second and third year, | added alternative waysddstribute the content by posting handouts orwaly
site, offering guest lectures in music courses,@edting online libguides. These strategies ackedye
and counteract declining use of the library as gayspace.

Les bibliothécaires de liaison des instituts ursitaires plus encore que le furent les bibliothécaires
spécialisés des générations precedents, doivenaétifs, ingénieux et bien visibles. A I'UniveésiGeorge
Mason,ils ne se contentment pas d’étre engagédeldéseloppement des fonds traditionnels, I'ingian
bibliographique et le travail de référence; ondesourage également a étre plus visibles et ablesiphr le
biais de programmes "outreach”.

Ayant compris que beaucoup d’étudiants en musi@®lo@taient pas tres habitués aux outils et aux
ressources modernes, j'ai initié une série de pragres courts et informels sous le titre "Drive-by
musicology”. Les résultats aprés la premiére afm&mt mitigés et paradoxaux: les étudiants se ragarit
trés intéressés, mais le taux de participation fetle. J'ai alors continué la série une deuxiemas une
troisieme année, en ajoutant différentes mangadistribuer le contenu: en proposant des fichatsqoies
sur mon site Internet, en initiant des conféresogxtérieurs, et en créant des guides de bibliotheq
ligne. Ces stratégies répondent au déclin deibatibn de la bibliothéque en tant qu’espace plsip
recherche, et le pallient.
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Bibliothekare einer Universitatsinstitutioniissen heute sehr aktiv, erfindungsreich und bbtigi sein —
mehr als stoffspezialisierte Bibliothekare der &idn Generationen. Uber Aktivitat in der traditibee
Sammlungsentwicklung, bibliographische Instruktiom referentielle Interaktion hinaus werden
Verbindungsbibliothekare an der George Mason-Usitérdazu ermuntert, durch die Entwicklung von
auswartsgerichteten Programmen mehr sichtbar unidkisahig zu werden.

Bei der Feststellung dass manche Musikwissensehafit neueren Werkzeugen und Hilfsmitteln
unbekannt waren, habe ich eine Reihe von kirzefermellen Programmen mit dem Titel ,Drive-By
Musicology” eingerichtet. Die Ergebnisse nach degtem Jahr waren gemischt und paradox: es gab ein
hohes Niveau von offenbarem Interesse, jedoclpéfiisher Anwesenheit. Als die Reihe im zweiten und
dritten Jahr fortgesetzt wurde, waren alternativeg@/um den Inhalt wiederzudistribuieren durch Eela

von Handouts auf meiner Webseite hinzugefiigt, @astsungen in Musikunterrichtsfachern anbietend und
online libguides aufgebaut. Diese Strategien sallminderte Verwendung von Bibliotheken als
physischer Sitz anerkennen und entgegenwirken

Libraries and the Universe of Information About Music: Keeping Our Books, Preserving Our Values.
Speaker:Jane Gottlieb (The Juilliard School, New York, N.Y.

In serving as a pedagogical resource, the librariast educate users about the entire ‘universe of
information about music’, with emphasis on usinghiqarint and electronic resources. Using the stinecof
my recently published bodWusic Libraries and Research Skijllawill present examples of how we
demonstrate research techniques and resourceddonpers at The Juilliard School.

Les bibliotheques et les sources d’informationlaunusique: conserver nos livres, préserver nasuvsl
Le/la bibliothécaire doit se voir comme une resseyrédagogique, et dans cette fonction, orienger le
utilisateurs parmi les nombreuses sources d’'infaonaur la musique, tout en se servant aussidesn
catalogues imprimés que des outils électroniquenddt mon livre récemment paru, “Music libraried a
research skills”, comme point de départ, je présantes exemples illustrant la maniere dont noliogs
nos musiciens a la Juillard School parmi les teqines de recherche et les ressources existantes.

Bibliotheke und das Universum der Information Ulkisik: Unsere Bicher behiiten, unsere Werte
bewahren

Um als padagogisches Mittel zu dienen, muss ddioBilekar die Benutzer von dem ganzen ,Universum de
Information Giber Musik* erziehen, mit Betonung deh Gebrauch von sowohl Druck als elektronischen
Mitteln. Mit der Struktur von meinem neulich veréfitlichten BuciMusic Libraries and Research Skills
werde ich Beispiele davon prasentieren, wie wiisEloungstechniken und —mitteln fir Auffiihrenden en d
Juilliard Schooldemonstrieren.

Bibliography and the Internet: Evaluation and Seard Strategies.
Speaker:Dorothea Baumann (International Musicological Stygie

Already at the time of card-indexes the valuatibbibliographic search results was a difficult tésk
teachers and students. At least we could relayibjest catalogues, encyclopaedias, handbooks, and
experience. Experience was gained during many hafisesarching, reading, and writing. Today, printed
encyclopaedias are replaced by on-line articles aaticles in periodicals move to electronic pudicn
platforms on University websites. Any paper maysisiof citations entered by copy + paste, and even
bibliographic information is downloaded and copietth the manuscript. Catalogue search is joinetulyy
text search. New findings and conclusions are ptesgi seconds who would have taken ages if theyldvo
ever have been found at the time of printed or haitign documents and catalogues. The price weqray
what we gain today is a high risk for errors orumigerstandings and a lack of quality control. A# tnore
we have to teach students to learn through experiand to develop new search strategies and machsini
for control and valuation. A list of important facs and categories will be given to cope with these
problems.

L’enseignement des stratégies pour la recherchévatuation.

Méme a I'époque des fichiers-papier, I'évaluatiomeé recherche bibliographique était une tacheaodif
pour les professeurs et pour les étudiants. Maie@ns pouvait-on compter sur les catalogues péienea
les encyclopédies, les manuels, ainsi que sur xj&rience acquise pendant de nombreuses heures de
recherche, de lecture et d’écriture. Aujourd’hes encyclopédies imprimées sont remplacées partiges
“en ligne”, et les articles des périodiques onttedésférés sur les plateformes électroniquesities s
universitaires. Un article peut étre composé dioits introduites par "copier-coller”, et méme

40



l'information bibliographique est téléchargée etérée dans le manuscrit. La recherche dans ldega¢a
est completée par la recherche dans les textes snéirest devenu possible, en quelques secondsivdiaa
des découvertes et des conclusions nouvelles,ildallait un temps considérable & I'époque desuthoents
et des catalogues écrits a la main, ou imprimégrixeque nous devons payer pour ce que nous avons
gagné, c’est un grand taux d’erreurs et de maldoterainsi qu’un manque de contrdle qualitatif.9€'e
pourquoi nous nous devons d’autant plus d’encoulagedtudiants a apprendre eux-mémes par I'expegie
et a former des stratégies et des méthodes deédtmatrd’évaluation. Une liste des principaux facseet
catégories sera présentée pour traiter ces probléme

Forschungs- und Wertungsstrategi8onhon zur Zeit der Karten-Indices war die Wertuog
bibliographischen Forschungsergebnissen eine sageidufgabe fur Lehrer und Studenten. Wir konnten
uns wenigstens auf Fachkataloge, Enzyklopadiendbizher und Erfahrung vertrauen. Erfahrung wurde
durch viele Stunden von Forschung, Lesen und Ssmetrworben. Heute sind Enzyklopadien mit on-line-
Artikeln ersetzt, und Artikel in Zeitschriften begen sich in Richtung elektronische Druck-Plattfoime
Universitats-Webseiten. Ein jeder Aufsatz mag atet@h durch Kopieren + Kleben bestehen, und sogar
bibliographische Information wird in das Manuskiigtruntergeladen und kopiert. Katalogsuchen ist mit
Volltext-Suchung verbunden. Neue Ergebnisse undiiSsh sind in Sekunden méglich, die zur Zeit der
gedruckten oder geschriebenen Dokumente und Katdaggkeiten gedauert hatten, wenn sie tiberhaupt
gefunden waren. Der Preis den wir fur diesen GeWwarahlen ist ein hohes Risiko fur Fehler oder
Missverstandnisse und ein Mangel an Qualitatskdatrdm so viel mehr missen wir die Studenten
unterrichten im Lernen durch Erfahrung und neuesé¢taingsstrategien und Mechanismen fur Kontrolle und
Wertung entwickeln. Eine Liste von wichtigen Fakiound Kategorien wird gegeben die mit diesen
Problemen kdmpfen.

Presented by the Libraries in Music Teaching Instititions Branch.
Chair: Pia Shekhter (Academy of Music and Drama, Goéteborg)

Friday 11.00 — 12.30

Training Inside-Out

Tales of a Training Traveling Show: Musical Coursesgor Librarians in the Netherlands.
Speaker:Ria Warmerdam (NBD/Biblion - Dutch Library Service)

The Dutch branch of IAML (NVMB) has organized fanusical courses over the past few years, designed
for library employees without special knowledgeskitls concerning the musical collections they have
work with. Subjects were World Music, Pop Musidloé Last 15 Years, Introduction to Jazz and Classic
Music in Public Libraries. Teachers were mostlyruged from among the ranks of the NVMB, but foe th
jazz course they obtained the services of a coas#@re teacher. To accommodate the students, these
courses toured as small travelling shows througtctuntry. All courses were successful and wereategl
several times. Most students came from public tibsa some came from the libraries of music edooali
institutes. To meet the growing demands and toegsdbnalize the education for music librariansiitpe
NVMB collaborates now with The Educational Instidor Information Professionals (GO). Three courses
are already on the programme, concerning catalggfiprinted music and terminology of classical ious
related to cataloguing. A three-day course ab@sgsital music in public libraries will start thistamn.

This is a paper about keeping the music librarlare a

Ria Warmerdam was one of the last music librartarisave graduated in the Netherlands (1986). The
relevant course came to an end in 1989. After anj@sheet music store she returned to the plibiery
sector and worked in the music departments of sépeblic library organizations. She is a membethef
Education committee of the NVMB, which organized thusical courses. Together with Mieke van Heijster
she has taught the NVMB course Classical MusiauipliP Libraries. Since 2005 she has been Informatio
Specialist on Printed Music at NBD/Biblion, the BlitService organization for libraries.

Musikkurse fir hollandische Bibliothekare als Rd&ttbw.Die hollandische IAML-Landergruppe (NVMB)
hat wahrend der letzten Jahre vier Musikkurse asigm, die fur Bibliotheksangestellte ohne spdeiel
Kenntnisse Uber die Musiksammlungen, mit denearsieiten missen, konzipiert wurden. Die Kursinhalte
waren Weltmusik, Popmusik der letzten 15 Jahre es@infihrung in Jazz und Klassik in 6ffentlichen
Bibliotheken. Als Dozenten wurden meistens NVBM-@liieder eingesetzt; nur den Jazz-Kurs hielt ein
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Dozent einer Musikhochschule. Um maglichst vielensenen die Kursteilnahme zu ermdglichen, wurden
die Kurse im Rahmen einer "Road-ShoW" im ganzerdlargeboten. Alle Kurse waren erfolgreich und
wurden mehrmals wiederholt. Die meisten Teilnehkagnen von 6ffentlichen Bibliotheken, einige von
Musikhoch- schulbibliotheken. Um die steigende Niege zu befriedigen und um die
musikbibliothekarische Ausbildung zu professioriatisn, koopieriert NVMB jetzt mit dem
Weiterbildungsinstitut fur Informationswissenschaf{ GO). Drei Kurse zu Katalogisierung von
Notendrucken und Terminologie der klassischen Mbsikder Katalogisierung wurden schon in deren
Programm aufgenommen. Ein dreitagiger Kurs zu ldaker Musik in 6ffentlichen Bibliotheken wird im
Herbst 2009 starten. Dieser Vortrag dient dazu Miasikbibliothekswesen am Leben zu erhalten.

Ria Warmerdam hat einen der letzten musikbiblictéiiskhen Abschliisse in Holland erworben (1986).
Diese Ausbildung wurde 1989 eingestellt. Nach eir@igkeit in einem Notengeschaft kehrte sie in den
offentlichen Bibliotheksbereich zuriick und arbeitet den Musikabteilungen mehrerer 6ffentlichen
Bibliotheken. Sie ist Mitglied der Aus- und Weitddongs- Kommission der NVMB, die Musikkurse
organisiert hat. Gemeinsam mit Mieke van Heijsteetrichtete sie den NVMB-Kurs "Klassische Musik in
offentlichen Bibliotheken". Seit 2005 ist sie Infaationsspezialistin zu Notendrucken bei NBD/Biblider
hollandischen Service-Organisation fir Bibliotheken

L’histoire d’'une exposition itinérante de formatiates cours de musigue pour des bibliothécairefays-
Bas.

Pendant les derniéres années, la section néerandiail AML (NVMB) a organisé quatres cours de
musique, qui s’adressent aux salariés de bibliatbequi manquent de compétences ou de connaissance
particulieres concernant les collections musicgl€ss doivent utiliser. Les sujets étaient ‘la Muyse
Globale’, ‘la Musique Pop pendant les Derniereg\tiBées’, ‘une Introduction au Jazz’, et ‘la Musique
Classique dans des Bibliotheques Publiques’. Roplulpart, les enseignants étaient des membres de
NVMB, mais pour le cours de jazz on a employé wsegnant d’'un conservatoire. Afin d’étre utile a un
grand nombre d’'étudiants, ces cours allaient emémipartout dans le pays, prenant la forme d'etieep
exposition itinérante. Tous les cours étaient conés de success et ont été repétés plusieurs doupart
des étudiants venaient de bibliotheques publiqygsigues-uns venaient de bibliothéques dans dsiias
d’éducation musicale. Afin de faire face a la ded®oroissante et de professionaliser la format®n d
bibliotéconomie musicale, NVMB collabore maintenamnéc I'Institut d’Education pour des Professionels
d’Information (GO). Le programme a déja trois coupa traitent du catalogage des partitions etde |
terminologie de la musique classique qui est liéeaalogage. Un cours durant trois jours quidraite la
musique classique dans des bibliothéques publigauesmmencer en automne. Cette conférence esjetu su
de préserver le role des bibliothécaires de musique

Ria Warmerdam était une des dernieres bibliothésale musique qui obtenaient un dipldme aux Pags-Ba
(1986). Le cours en question se terminait en 18882s avoir travaillé dans un magasin de partitiefie
retournait au secteur des bibliothéques publigtigsieillait dans les départements de musiqudwgqurs
bibliotheques publiques. Elle est membre du CodiEélucation de NVMB, qui organisait les cours de
musique. Avec Mieke van Heijster, elle enseigneokers ‘la Musique Classique dans des Bibliotheques
Publiqgues’ qu'offert NVMB. Depuis 2005 elle est Sjadiste de Renseignement sur les Partitions a
NBD/Biblion, le service néerlandais de bibliothegiue

Understanding Your Music Collection and Your Users:an Assessment That Turns Your Collection
Inside Ouit.
Speaker: Katie Lai (Hong Kong Baptist University Library).

Though various music collection assessment methads been developed over the past years, thehfact t
music publications and music users are very unigagenot often adequately addressed. Thereforbein t
Spring and Summer of 2008, the Hong Kong Baptisvénsity Library carried out a multi-dimensional
collection assessment for the score collectionithatlived a modified Music Conspectus and a musér u
survey. In the modified Music Conspectus, not @niyes-or-no title checking was done, the formatktha
publishers were also recorded to measure the gudlihe scores and to see if they were satisfyseys'
needs. Concurrently, a user survey was also coadlwsting questionnaires to understand music usss'
behavior and their needs for various types of stakethe end, it was discovered that many of tuees
owned were either not in the right formats or mothie editions that were preferred by users. Intiadd the
surveys also revealed that although "academic™pedormance” music users demonstrated differe@t us
behavior of the score collection, both groups iatéid heavy needs for score and multimedia matefihls
project is deemed to be useful for other libravie® are seeking directions in developing a userrbed
score collection.
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Musicology and Beyond: Training Students How to Fid Multidisciplinary Information.
Speakers:Joost van Gemert (Utrecht University) and WillendBohuis (University of Amsterdam).

The presentation will be devoted to the way infdiamaskills are taught to students of Musicologyhe
Universities of Amsterdam and Utrecht. The Depantim®f Musicology in Amsterdam and Utrecht function
in a multidisciplinary context and share their éibes with other disciplines within the Faculty of
Humanities. This creates special opportunitiesriining musicology students to search for relevant
information in musicology and in other fields, ibrary collections and in other information souroés
various kinds, both digital and on paper. Of couhs&is not only the case for Musicology studehts, for

all students in the Humanities. The subject litanasifor Musicology take care of this training inse
cooperation with their colleagues in the otherigigtes.

Dieser Vortrag beschreibiyie Musikwissenschaftsstudenten der Universitatedmsterdam und Utrecht
bei der Informationssuche unterrichtet werden. IDgitute fir Musikwissenschaft in Amsterdam und
Utrecht sind in einen multidisziplindren Kontextg@ébunden und betreiben ihre Bibliotheken gemeinsam
mit anderen geisteswisschenschaftlichen Instituaadurch kann den Musikwissenschaftsstudenten die
Informationssuche, die Suche in den Bibliotheksireg#n und die Suche nach weiteren digitalen umd-pri
basierten Quellen in ihrem und in anderen Fachemmittelt werden. Dies gilt natlrlich nicht nur fdie
Studenten der Musikwissenschaft, sondern fir aistgswissenschaftlichen Fachrichtungen. Die
Musikbibliothekare sind gemeinsam mit ihren Kollegeis den anderen Fachern fir diese Ausbildung
verantwortlich.

La musicologie et au-dela: apprendre a des étigdatrbuver de I'information pluridisciplinaire.

Cet exposé traitera de la maniére dont les uniésrsiAmsterdam et d’Utrecht enseignent des comgéte
informatiques aux étudiants de musicologie. Leadéments de musicologie en Amsterdam et en Utrecht
fonctionnent dans un contexte pluridisciplinaitepartagent leurs bibliothéques avec des autrefptiies

de la faculté des humanités. Cela veut dire quétletiants de musicologie ont particulierementdasion
d’apprendre a chercher de I'information pertinesntglle domaine de musicologie ainsi qu’autres doesai
dans des collections de bibliothéques et dansutessasources diverses d’'information, aussi biendrigue
gu’écrit. Bien sdr cela ne s’applique pas seuleraertétudiants de musicologie mais aussi a chaque
étudiant des humanités.

Presented by the Commission on Service and Trainingnd the IAML Programme Committee.
Chair: Geoff Thomason (Royal Northern College of Music,ndiaester).
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Monday 11.00 — 12.30

1. NOTATION AND SOUND 1

Chair: Tilman Seebass (Universitat Innsbruck, Aaktr
Notation and Sound: Subject, Object and Goals of Ne and Less than New Musicology

The thematization of international conferences athe ones organized by the IMS is in itself a
challenging experience. As a previous member agbgf@mme Committee for the Leuven 2002 conference,
I myself have gone through that enlivening andhiyyéxperience. The paper will be devoted in thst part

to the specific theme of the Amsterdam conferemtde in the second part | will discuss some dgferes
(especially intriguing and meaningful) betweenmgsicological scene of the 1970s—-1980s and nowadays
This analysis, necessarily limited to the expergeaed perspectives of the speaker, will hopefulympt a
discussion of broader scope. In the first partémd to approach the process of ‘subject ideatificr’, and

of our subject in particular, form different poirtkview (that of academic musicology, that of nizess

music consumption and, finally, of music theorythe second part | will submit a tentative intetption

of the afore-mentioned differences between twoggsrroughly thirty years apart, criticizing curr@spects

of the discipline and submitting possible altengifor the near future. Although addressing tleengh of

the Amsterdam conference from an admittedly gerpiat of view (in part philosophical, in part pigal),

the paper might bear relevance on musicologicddlpros of more specific nature.

Sergio Durante (Universita di Padova, Italy)

Musical Notation as a Semiotic System

This paper investigates the way in which the marksigns that make up musical notation functiorhimit
conventional and arbitrarily determined systemsaimmunicate to their users. Semiotics, taken liiera
from the Greeko onpueiov, refers to the theory and history of signs peasé, the systems operating in
musical notation closely accord with two of thenpipal concepts that Ferdinand de Saussure proposed
his seminal work on the discipline: notational sytstderive their meaning equally from conventiod an
from their relative position within a system of dyois, for example, by indicating pitch on the veatiaxis
and rhythmic progression on the horizontal. Moreépseme signs are symbolic (durational symbols, for
example), others iconic, like the conventional tiotafor the use of the damper pedal on the piahoss
shape graphically resembles the motions made bplayer’s foot as it depresses, holds and relghases
pedal. Finally, the relative meaning of all notaabsymbols changes with context, across eragmsti
genres and even from one performing medium to @noBy analyzing the semiotic components of the
systems that constitute musical notation, we caiese a fuller understanding of how and what it
communicates.

James Grier (University of Western Ontario, Lon@mt., Canada)

Musical Notation: More or Less than Sound?

In this paper | will focus on the issue of the tielaship between notation and sound, in the seheeo
guestion of whether — and in which cases — notaticludes (or might include) more or less of wheat be
heard during an interpretation of a score. The é@xation is based on the ontological implicationisiag
from the difference between two main tendencigbéndevelopment of musical notation. One of them
shows over centuries a course of increasing poetisiwriting a score, including the range of
comprehensive information, for example extensigetels, extra-musical descriptions, detailed inttvns
for performers, etc. The other tendency, whichéasted since the second half of the twentiethuegnts
directed towards decreasing exactness in shapugra, which has resulted in indeterminacy imphigd
graphical notation, ‘notes of action’ or verbal This tendency relies on an associative meshmiiin
contrast to the first one, which is based on objgh relations. Consequently, the first tendencyréctly
unravels its ‘trust’ in meticulous notation as treological ‘place’ of a piece of music; the secshdts this
ontology towards the sounding itself, that is, todgathe phenomenal level.

Mirjana Veselinovic-Hofman (University of the ArfBeograd, Serbia)
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Monday 16.00 — 17.30

2. NOTATION AND SOUND 2
Chair: Rudolf Rasch (Universiteit Utrecht, Nethada)

Notation and the Process of Musical Thinking

In European music, notation can be interpretedffarént ways; it may be regarded as a device bigkvh
music can be preserved in order to be performadytime (R. Scruton); from the philosophical pecgtjve
it can be considered as that aspect of the musma which determines and guarantees its idenfity (
Goodman). The notation of European music has adownigcomplex history: a written fixation of a
Gregorian melody by way of adiastematic neumesheadly be compared to a written record of a
renaissance motet or a nineteenth-century piaro@ pi¥et in any instance the notated record, thrahgh
specific way of designating musical elements, dogror the music as it was perceived and appretebgle
its bearers and creators. This implies a high degfeonsciousness of musical phainomena on thepar
the musicians (notators, composers). Besides laettayice to fix a musical work, helping to defite i
identity, musical notation functions thus also asemans and token of a conscious musical thinkinighwis
inseparable from the process of musical composifibat is why in western European music composer is
normally represented not as a performer (althougbrtshe may be able to extemporize), but rathar as
thinker, combining consciously various musical edeis into new compositional structures.

Jurij Snoj (Slovenian Academy of Sciences and Agishljana, Slovenia)

Words about the Music: Mediation between Notation ad Sound

Words written about the music and musical termigplplay a fundamental role in mediation between
notation and sound. Composers do not only writeicalisigns, but they also communicate their intamgi
through verbal suggestions, which are principallgated to the musicians. Performers have to take i
account this ‘internal’ musical terminology on aside, while on the other they are influenced byéexal’
words: remarks and discussions about music whicft 8elong to the composition sphere. In the sarag w
the listeners may perceive the music under thaénfte of words springing essentially from the malsic
criticism. Therefore, the process which leads froosical notation to sound construction has to be al
considered from the lexicological point of view.e€Tpaper evaluates these aspects especially through
examples from the history of Italian music literatu

Luca Aversano (Universita Roma 3, Italy)

Making the Word Visible: A Hypothesis towards the Genesis of Musical Notation

This paper will revisit the question: why did tharGlingians write music? The Carolingian iconoclasm
well known, as well as the tensions it created withByzantines and with the Pope. Tlieri carolini put a
great accent on the theology of the Word, and different way of approaching the Holy spirit. Thesgts
are usually read by historians of images, who ge&kem argumentation to understand the Carolingian
attitude towards the visible. The paper will deyelbe hypothesis that trying to write music coukbae
understood as the iconoclast answer to the defi@merds the images: it would then, in fact, gindraage
of the Word and not of the Face.

Violaine Anger (Université d’Evry, Val d’Essonneaafce)

Tuesday 11.00 — 12.30

3. MEDIEVAL NOTATION
Chair: Barbara Haggh Huglo (University of Maryla@hllege Park MD, USA)

Copying Music in Eleventh-Century Italy: The Case & Some Newly-Composed Liturgical Chants

Although the introduction of notation in the westerorld was the outcome of the eight- and ninthtagn
policy of liturgical standardization pursued by ps@nd emperors, it is from the eleventh centuat/ttie
production and dissemination of chant books becamasre generalized phenomenon in medieval
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churches. It is to the eleventh century, in fawdf e can date the earliest more substantial egtdliections
of manuscripts produced in a large number of e@déisal scriptoria. Because of the incorporatibnew
genres of chant (such as tropes, sequences, mpaaothhymns) and the adoption of staff and clefs a
innovative notational devices, many eleventh-cgntobanuscripts are particularly significant for the
transcription of melodies and the reconstructioparformative aspects of liturgical chants. Thipgra
analyzes a number of newly-composed chants copittdlian Guidonian manuscripts from the eleventt a
twelfth centuries in order to highlight how diffettegraphical solutions are indicative of specifiasical and
scriptorial practices. The analysis of notation #melconsiderations of iconographical documentatiiin
contribute to the discussion of controversial issofeperformance practice and manuscript production
Finally, the challenges encountered by modern eddnd performers when approaching these repestorie
will be addressed.

Luisa Nardini (University of Texas, Austin TX, USA)

Liturgical Drama: From Manuscript to a Maieutics of Sound and Representation

Approaching liturgical drama manuscripts of the MalAges, we broach a double level of complexity fo
recreating them, due to the simultaneous presdaeelaal notational system: the system of neuméh, w
different problems concerning rhythm, intonatiomfialas, style, and that of rubrics; and an intdrialx
notation over notation, fundamental not only fgsresentation, but also giving prescriptions about
performance praxis. Two notational systems intendgitt each other, whic together provide a directteado
the creator/performer’s intention, and providerastrument to recreate and represent the musiclzamt of
liturgical drama manuscripts. So there is a neea fmaieutics that doesn’t teach an aprioristithtru
influenced by the modern tonal system, but whidielimulated as a critical approach to promote timei
musical truth: philologically, considering micro/ora tonal intervals, scales and compositive teaesg
historically, about reforms and new musical canmirthie twelfthcentury; socio-culturally, with local and
regional influence on performance, different seiniobdes and overcodes, aesthetic and phonological
conventions, giving examples of what has beenzedlin recordings and stage representations antisiitha
remains unexplored.

Nausica Morandi (University of Padova, Italy)

Thirteenth-Century Motet Notation: Music Woven into Writing

‘Cantus vel tenor est primus cantus primo procreatldactus. Discantus est secundo procreatusaotli$
supra tenorem concordatudrom De mensuri et discantuThroughout the Middle Ages, treatises referring
to the composition of motets did not explicitly asiste writing with musical creativity. However,esge
pieces were preserved in thirteenth and fourteeeftitury anthologies. Such documents are not follescin

a modern day sense but offer tantalizing tracesriting, bearing witness to the evolution of theteioThe
concrete examples which have survived serve tatitite the difficulties of interpretation. We cdmug
explore the significance of the notation of rhythmeelodic modality and of ‘divisio modi’. Analysisf
these elements highlights the importance of vestifdn, in relation to the choice of the tenor. bt and
contrapuntal qualities were not the only factotevant to this choice.

Margaret Dobby (Université de Poitiers, France)

Tuesday 16.00 — 17.30

4. RENAISSANCE NOTATION
Chair: Kate Van Orden (University of California, iBeley CA, USA)

Accidentals in Sixteenth-Century Music: A Case Stug

Should the notated sharps and flats in Renaissasttamental tablatures influence the modern euitiof
the vocal music upon which so much of this repgrtees based? The editors of the French chanson
volumes of the American Institute of Musicologfeomasii Crequillonis Opera omnfeve been reporting
those accidentals from Vol. 16 on, usually with fewprises. Later sixteenth-century arrangements tie
be more florid, and most of the standard rulesoeslibbserve for vocal musica ficta are echoedeir th
instrumental offspring. However, Crecquillon’s méanous chansom/ng gay bergier prioit une bergiere
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confounds those expectations. Its vocal ficta oamplicated, but the instrumental arrangementsnglat
from 1545 to 1611, exhibit a widely-varying randeaocidentals. This wealth of arrangements allos/tou
guestion what the relationship between the vodglral and the instrumental piece might have beeh a
how changing musical tastes might have influenbedcchoices made by instrumentalists.

Laura Youens (George Washington University, WadieimdpC, USA)

Music in a Magic Square

Magic squares are accomplished by a special cotitmiisaof numbers with add up to the same sum ih eac
direction. In the Renaissance period they wereidensd to have mystical qualities. In a riddle qaby
Ludwig Senfl this idea has been transferred to ounsa way that the four parts of the composition a
allocated in a 6x6 grid, each array containingnglsiword and two or four notes. The sound of tilaten

as well as the way the notation is laid out hagpecial political meaning for the dedicatee ofriaet
collection in which Senfl’'s canon is transmittedla very end. The interpretation of the riddle athi will
present is based upon the belief that the wellghefrhumans is strongly influenced by the planatsi that
symbols such as magic squares and other graphermaserve as signs to connect these two sphertis
world of occultism and alchemy such music has aptetaly different significance than in the ‘realbovid.

Andrea Lindmayr-Brandl (Universitat Salzburg, Auesgr

The Music of Johann Schimrack: Open Questions Conceing Editing German Organ-Tablature
Manuscripts

The polyphonic music of Johann Schimrack (11658)deen preserved mostly in the manuscripts of the
Lutheran Church Library in Leva (Leutschau). Most of the pieces (42) were writtetablature-books,
using new German organ-tablature notation withuettreduction (in ca. 1635-1642). Twelve of thecpis
were recorded in incomplete part-books, using stetation. Some pieces in the tablature books @onta
basso seguente or basso continuo. In twelve dasesdre also transposition instructions (Genexabp
General per 4, General per 2). The task of makiagtigal edition of this music (psalms, motets and
concertos) raises two main issues: the reconstructi the text, and the definition of key signature
(registers). These problems are tackled in the mmockitical editionMusica Scepusii Veter{Series I
printed in PreSov from 2004 to 2007, facsimile andtitical commentary included) which deals with
Schimrack’s settings of German psalm texts. Theaedis intended to be a follow-up of the transtiaps of
Richard Rybati and his editing of J. Schimrack’s settings ofLaticred texts (Vol. |, Bratislava 1982).

Janka Petoczova (Slovak Academy of Sciences, BragisSlovak Republic)

Wednesday 09.00 — 10.30
5. ITALIAN MUSIC

Chair: Sergio Durante (Universita di Padova, Italy)

‘To Vary the Voice ... According to What Reason and ldture Seem to Require’: Dynamic Variation in
the Delivery of Seventeenth- and Eighteenth-Centuryecitativo semplice

Amongst all of the musical genres in the Westeadition, few are as sketchily captured in notaisn
Italian recitative of the seventeenth and eighteertturies. Scores for recitativo semplice racelytain
more than words, pitches, and a harmonic outlingiéd in the bass. Even the notated rhythms websto
treated as approximate, while virtually without emtion, explicit indications of additional paranrste
integral to vocal expression such as dynamic,ddimn and timbre, are wholly absent. Principlas f
applying many of these ‘missing’ elements in perfance were, however, well established in the rieetor
tradition of delivery. This paper focuses in parkée on principles for the use of dynamic variatiSources
on singing, acting and declamation throughout #ivéyenodern period closely mirror the classicahtiges
on rhetoric, providing both broad guidelines onrdwege of acceptable dynamic variation and specific
instruction in the use of dynamic variety for exggien. These are vital tools for performers in mgkhe
leap from minimally encoded score to revivified moudrama.

Alan Maddox (Sydney Conservatorium of Music, Aulsija
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Improvisation and Notation in Seventeenth-Century Rman Keyboard Music: The Manuscript
Vallicelliana 121

The unpublished manuscript Vallicelliana 121 cassis the notation of pieces for keyboard which ban
dated at the middle of the seventeenth centunys péper shall deal with the question: in what wagstthe
notation give us information about the use of tlee@itself? Are these ‘finished’ notated pieceanore
likely a sketches for improvisation? The manusdriptudes the genres balli, romanesce and toccate a
while the music is relatively simple; neverthelgdsas been written down with some care. One capase
that this leaf was used as starting point for gorawisation in everyday sacred or secular perfogaanThis
and other manuscripts show that there was a floagsmusical praxis between ca. 1650-1680 in Rome
although we have nearly no published music from &owrganists in this time span, as Alexander S#big
has stated. Christine Jeanneret, who has workedsely with these manuscripts, has brought to tiggt
there are numerous keyboard manuscripts fromithatin Rome, which were not listed by Silbiger. The
manuscript Vallicelliana 121 shows in a very speaifay the musical praxis of the time and how
‘musicking’ might have taken place.

Dorothea Gail (University of Oklahoma, Norman OKSA)

Writing, Printing, and Engraving Music in Seventeerth-Century Italy

A musical work and its representation in a scoeestiaped by the conditions of their production. ielaan
be written down or printed in various ways thatypa important role in the score’s appearance and
consequently on its transmission and receptiors paper will present the various techniques usditein
seventeenth century and their advantages or limitgtManuscript copies allowed a lot of freedorh\were
not intended to be widely disseminated. Printindgype was a more rigid technique with several katnins
(beaming, alignment, articulation etc.), but it wekatively cheap and was the most common technigue
this period. Engraving combines the freedom of aitthg with the possibility of circulation but was
extremely expensive. Examples from Frescobaldigga@redToccatecompared to his manuscript legacy,
Marenzio’s madrigals and their numerous editiors r@reditions, Roman cantatas that were only copyed
hand, and Diruta’fl Transilvanoprinted by type with complex polyphony will illuste these aspects.
Finally the questions of the score’s various fumtsi and the relationships between the musical wodkits
written codification will be addressed.

Christine Jeanneret (Roma, ltaly; Geneve, Zwitsella

Giovanni Battista CostanzisMessa a 8 concertatgAspekte zur Notation der Kirchenmusik an der
Peterskirche in Rom im 18. Jahrhundert

Die Cappella Giulia an der Peterskirche in Rom giehiin 18. Jahrhundert zu den zentralen
kirchenmusikalischen Institutionen der papstlicMatropole. Die in der Peterskirche praktiziertensite
Ordinarien liegen mehrheitlich in Form von Stimnteefvor. Der Transformationsprozess von
handschriftichem Stimmheft zur modernen Partitalitsden Herausgeber vor die Herausforderungen der
Wiedergabe auffiihrungspraktischer Aspekte der 8pelzen Raumkonstellation von der Peterskirche: (1)
Bei zahlreichen Abschnitten in denen der vorhegade Stile Concertato in den Stile Pieno wechselt,
verwenden die Komponisten als Grundmetrum den Adhadtakt. Die Ganzenote Gbernimmt in den
gegebenen Fallen eine der Mensuralnotation vetdlaie Funktion der Brevis als Grundwert. Somit
fungiert hier der Taktstrich in den meisten Falhem als relative Maf3einheit, die sich — je nachl$tg der
Ganzenote — von Stimme zu Stimme verschieben ko@)t8is ins 18. Jahrhundert hatten sich an der
Cappella Giulia zwei Formen der Mehrchérigkeit #&h zum einen die reale Mehrchdrigkeit und die
fingierte Mehrchdrigkeit. Die Partitur-Notation dangierten Mehrchdrigkeit (die sich bis in die ztee
Jahrhunderthélfte hinein zu einer Standardformlietalnat) stellt den Herausgeber vor mehrere meke
Schwierigkeiten. Beide Aspekte sollen anhand déspBds von Giovanni Battista Costanzis (1704-1778)
Messa a 8 concertat@Rvat CG.V.2.1.a) thematisiert und in mehreréisiingsvorschlagen zur Diskussion
gestellt werden.

Gunnar Wiegand (Leipzig, Deutschland)
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Wednesday 11.00 — 12.30

6. FRENCH MUSIC
Chair: Catherine Massip (Bibliothéque Nationald~dance, Paris, France)

Evolving Notation for Hunting Signals in France, 151 to 1734

Until the eighteenth century the hunting horn fioreéd not as a musical instrument but a commumicati
tool for the aristocratic hunt. Since its purposseswo communicate to hunters and dogs over lagjanties,
a rudimentary but effective system of pitches dnydhms evolved. The notation of signals in thet firs
published hunting manual — Jacques du Fouillour'8/énerig(1561) — was for approximately a century
the basis for other French (and English) systemadh hunting horns, signals, and their notaticamgled in
the 1660s and 70s: brass technology allowed ingtnisrto be made longer and hoop-shaped, uppealparti
became more accessible, and multiple pitches redjairmore ‘musical’ notation system. Until recenthe
gap spanning the crucial period of transformatibbath instrument and notation — between the signal
notated on a single pitch in Mersennd@armonie universell€1636-7) and those copied in staff notation by
Philidor in 1705 — had no examples of signalsltmiinate these changes. Now a manuscript in theabyjb
of Congress, dated 1666, appears to bridge thdtgamique notation of twenty-five signals contain
pitches up to the tenth partial and includes adioan syllables, probably intended for a youngrapfice
learning the instrument.

Stuart Cheney (Southern Methodist University, Ballx, USA)

Meaningful Accidents: On Direct and Deduced Informdion in Marc-Antoine Charpentier’s
Holograph Manuscripts

Marc-Antoine Charpentier’'s holograph manuscriptsstitute a unique corpus containing more than 500
works, most of them put together in the 28 voluigsis MélangeqF-Pn Mus. Rés. 259). Although the
internal disposition’s logic is not absolutely codre throughout this manuscript collection (covgnmore
than thirty years of musical activity, from earl§7D’s to 1704), the exceptional dimension of thikection
offers the possibility to approach closely Charjeats creative process trough all stages: compgsing
copying, performance. The scope of this paper extomine the mechanisms of this quite striking econ
of means in Charpentier’s notation: no indicati®igiatuitous or superfluous. His marginalia haveagt a
precise indispensable function and are never fiistrnative or redundant. Equally, the obvious crtial
information does not figure on the score (e.g.nétire of an instrument if only one instrument was
available). Finally, some *accidents’ on the essdivhent of the score demanded some further indicsti
and clarifications, who allow us to deduce adddianformation. These typical features are inheterthe
particular status of Charpentier’s holograph sosirtieeir practical performance purpose and theitiist
and contextual implications of his scorings andesty

Théodora Psychoyou (Université de Paris IV SorbpRrence)

The Enigma of Marc-Antoine Charpentier’s off-the-Stave Dot: Clues to a Multiplicity of Uses

Working largely outside the confines of the Frenohrt but rather for a variety of performing groups
Paris, Marc-Antoine Charpentier developed a stf/leotation which incorporated several idiosyncratic
features. Among these are numerous superscriptagmiiose realization he left unexplained. While th
composer’s silence might at first sight presenttioelern interpreter with a problem, careful stutithe
contexts in which these signs occur makes it ptessibsuggest with some confidence what they each
denote. Particularly interesting is the off-thevstaot, for which Charpentier evidently had anyaoh
different uses: as part of one of several non-stahdompound ornaments; as a warning not to orneaten
all; as a signal of something unexpected in the las an indication for singers to achieve a trerséfiect;
as an indication for the copyist to divide sustdinetes into shorter ones; and to clarify harmeohythm in
continuo realization. Hardly ever does it seem gilale that the composer intended the modern staccat
interpretation. This paper will explore how theseious uses of the dot can be inferred from a whatge
of internal clues in the composer’s autograph menpis and other contextual evidence.

Shirley Thompson (Birmingham Conservatoire, UK)
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The Notation of Ornaments in Early Eighteenth-Centuy French Music: The Case of Hotteterre's
Premier livre de piécefParis 2/1715)

The problem of notation of ornamentation in eargheeenth-century French music is well known anergv
one knows that incoherence amongst the various aseng. In this situation is of the greatest inteites
example provided by Hotteterre (1674-1763) withRismier livre de piecegublished by Ballard with
movable type (Paris 1708) and then engraved byddu(Paris 1715). In 1708 Hotteterre faces thélgr
in the long ‘Avertissiment’ where are explainedyelearly the places that are proper for the foitayv
graces: flattement, tremblement, battement, couléndeuble-cadence, port-de-voix, accent. He intced
only two symbols: + (croix, cadence) and V (portwibx). Just one year before, in his celebrdReidcipes
de la flute traversieréBallard, Paris 1707), he used only tiieix and stated that there was no symbol for
the port-de-voix. In the second edition, with emgichplates, Hotteterre faces the problem from a new
starting point and, thanks to the new engravingibdgies, introduces a symbol for each ornameittiag a
table of ‘Figures des agreements’with ‘Démonstrétio the ‘Avertissement’: coulement, accent, paet-
voix double, demie cadence apuiée, tour de gadierhle cadence, double cadence coupée, batterment, t
de chant and port de voix. In the score every giafidly notated, following the table and thigle only
difference with the first edition. So we can comsithis score as the first and best attempt imdixhe
notation of ornamentation in early eighteenth-cgnkrench music.

Ugo Piovano (Turin, Italy)

Thursday 09.00 — 10.30

7. THE NINETEENTH CENTURY
Chair: Henri Vanhulst (Université Libre de Bruxalléelgium)

Ornamentation and Notation in Italian Opera

A notated score is not always supposed to presixaditext. It can be meant to be interpreted. Nexe is
this truer than in the case of Italian Opera duthmgfirst half of the nineteenth century, where th
participation of knowledgable and musical perforsneas integral to the actual music heard in theafidre
error of those who believe in performing mustme scrittds in not recognizing that the written text
demands interpretation and integration. The erftin@se who draw primarily on recorded evidencetics
repertory is that they tend to reproduce technigfigerformance that emerge from a much later hicstb
moment and capture different musical values. Thatyeperformance reflects the musical world of the
present interpreter is a truism, but informationwthhistorical performing practices assists presamt
singers in knowing how performers contemporary sas@e exercised their musical perogatives. Exasnple
will be drawn from the new critical edition dfbarbiere di Siviglig which incorporates in an Appendix a
vast number of modifications introduced by singkrang the first decades of the opera’s existence.

Philip Gossett (University of Chicago, Chicago USA; Universita di Roma La Sapienza, Italy)

Unfinished Musical Manuscript and the Problems of he Editor: Gustav Mahler's Scherzo in C minor
and Presto in F major.

The manuscripts of composers constitute primarycgomnaterial for the editor responsible for preparaof
published scores from which music is performed. dledlenge to the editor is especially significahien
the composer did not finish the music, since tl& ta such cases is complicated by the necessity to
determine suitability for completion of the workaligh confirmation of form, addition of harmony or
counterpoint, and orchestration. Gustav MahlerHeftTenth Symphony unfinished, and several ‘penfog
versions’ of this work have been brought to pubtiention. Two other unfinished works of Mahlethe t
‘short scores’ of a Scherzo in C minor and a PrigsEomajor — have been researched by this audimor an
orchestral performing version based on similar méshogy used in the Tenth Symphony has been prepare
In this paper | will introduce copies of the mamysicmaterials Mahler left unfinished and discuss t
editorial standards | have used in making theseumkmown movements performable. My task has been
informed by knowledge of Mahler's own modus operandhis finished works, especially about the tofn
the twentieth century, to which period these moveseelong by assessment of style.

Susan M. Filler(Chicago IL, USA)
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Rendering the Score: Performance and Performance Rctice in Mahler's Symphonies

Scholarship on Mahler’'s music has yet to incluaekimd of performance practice studies undertaken f
composers of the Baroque and Common Practice Enaspaper is unique in presenting a framework for
codifying the practices associated with performiifghler's music effectively and authoritatively. iéhpart
of the nineteenth-century style, Mahler’'s worksedge from practices found earlier in the centurfoir
primary areas: (1) executing secondary parameateisiding tempo, dynamics, articulations, and other
elements; (2) the disposition of the orchestran{Byement order and breaks between movementszand (
the role of performance practice in the criticatied. This paper offers a systematic approacinéo t
performance practices associated with Mahler’s opadong with examples that will illustrate various
choices available to address specific issues #uatine attention. The conclusions include guidslitnat are
informed by both the performing tradition in whibtahler worked, as well as the internal evidence tha
exists in his scores. Through informed practiceilitbe possible to perform Mahler's music effeetly, so
that audiences can benefit from its full and ineshdffect.

James L. Zychowicz (Madison WI, USA)

Thursday 11.00 — 12.30
8. RUSSIAN COMPOSERS

Elena Zinkevych (Ukrainian National Tchaikovsky Alemy of Music, Kiev, Ukraine)
The Variation of Musical Notation in the Manuscripts of Glazunov’s First Symphony

Glazunov's First Symphony stands out in his oufputhe large number of manuscript sources assatiat
with it. While studying the manuscripts an inveatm has a great opportunity to enter the worlthef
composer’s creativity through all the stages of position, to reconstruct the whole process of amgatuch

a large-scale work. Comparing the changes in r@nghfair copies allows one ‘to hear’ the music thas

not included in the finished work. At the first géaof drafting the work, the composer used a pengbt
down all his musical ideas. Mostly they were resasfithemes and their further development withaioms
regarding the instrumentation. The young composed @& pencil, being probably very careful in cregtiis
first symphony. Judging by the composer’s handagibne can follow all the stages of the work arel se
how many times each manuscript was worked on. ouatso feel the presence or absence of the ageativ
excitement.

Elvira Fatykhova (Saint-Petersburg Conservatorydmyy Russia)

The Response of Russian Quarter-Tone Composers toet West: Georgy Rimsky-Korsakov and His
‘Circle of Quarter-Tone Music’ (1923-1929)

Arnold Schoenberg'’s declaration of his new methibcoonposition in 1923 overshadowed what could
otherwise have been an international revolutiomicrotonal composition. Among its earliest pionegese
the Czech composer Alois Haba, the Russian-Fremeipaser lvan Wyschnegradsky, and two Germans —
Jorg Mager and Richard Stein. In the autumn of 182Berlin, the first International Quarter-Tone
Congress took place, where these composers distuaseus technical problems, the new tone systaan a
guarter-tone notation. In Russia the ‘Quarter-TGirele’ in the Petrograd Conservatoire was offigial
established in 1923, and a new microtonal compageeared on the scene. Georgy Rimsky-Korsakov
(1901-1965), the grandson of Nikolay Rimsky-Korsghtad already worked out the theoretical basisfor
guarter-tone system which was grounded on the mmajjoor system, with the addition of a ten-tone aliét¢
scale and a quarter-tone circle of relative toralitThese will be the subject of my paper. G. Rims
Korsakov's archive did not survive, and that is withig so difficult to restore the musical repergoof the
Circle. However, even a few surviving compositidesnonstrate creative microtonal dialogue with the
West.

Lidia Ader (Saint-Petersburg Conservatory, Russia)
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Sound, Socialism, and Modernism irDdna(1931)

During the ‘Cultural Revolution’ (1928-1932), thew&et film industry faced the advent of sound teabgy
amidst a shift in art politics that moved towarke socialist realist doctrine. In response to su@Enges,
composers such as Dmitry Shostakovich were hiréfilrascomposers’. This paper provides an analysis
sound design i@dna(‘Alone’, 1931), which demonstrates how Shostakbwvand the film’s directors
negotiated the politics of sound, socialism, andiennism in one of Russia’s first sound films. The's
sound design included ‘found’ sound effects, nesdynposed music, and ethnographic recordings, nfiost o
which used modernist form, technique, or structarevoke a socialist message. Shostakovich’'s
manuscripts, and writings of the composer and reetbrs show how they dealt with the film's edijn
shooting, and mise en scéne; and how they interwoderscoring with sound effects and synchronized
speech using only partially developed sound teadgylContemporaneous press and internal studiewsvi
of the score’s modernism or socialism therefors@in response to the quality of the sound prodncti
Inevitably, the failures and successes of sourtddna reveal blurred boundaries between the two
presumably opposed aesthetics — the film was a msti@nd realist means to a socialist end.

Joan M. Titus (University of North Carolina, Grebaso NC, USA)

Unreadable Handwriting: Problems in the Decyphermenof the Manuscript of Alfred Schnittke’s
Viola Concerto No 2 (1996)

One of Alfred Schnittke’s very last compositions Viola Concerto No 2, has not yet been published.
copy of the handwritten manuscript is present eAlfred Schnittke Archive in London. Alfred Schik,
partly paralysed after a series of strokes fronb1®81994, was not able to write with his right damy
longer. Therefore, he tried to write with his Ieftnd, which was affected too. The result is reasjail
rather almost unreadable, in two compositions dhiginate from shortly before Schnittke’s deatl1898,
one of which is the Viola Concerto No 2. The pap#irshow the difficulties in decyphering Schnittke
handwriting, especially with regards to the intetption of the musical material for performancecsino
dynamics nor tempos have been notated, and sonsatioteven instrumentation.

Christian Storch (Hochschule fiir Musik Franz Liskeimar, Germany)

Thursday 16.00 — 17.30

9. ITALIAN COMPOSERS
Chair: Philip Gosset (University of Chicago, Chiodl, USA)

Between Composition and Transcription: Ferruccio Bsoni's Views about Notation

In his Sketch of a New Aesthetic of Mugi®07) Ferruccio Busoni challenged the widespiedidf in
musical scores as authoritative records of comgbklen Not only does much of the original inspiration
get lost in the process of notation; the scorargeed, really amounts to little more than a trapson.
While Busoni’s aesthetic claims have garnered sschelarly attention, his methods of notation haserb
largely overlooked. | attempt to elucidate Busonidational practice and its larger philosophical
significance from a number of different angles.ddynparing sketches of tiNocturne Symphoniqueith
the autograph manuscript | trace how Busoni, iattempt to minimize the distortion caused by tratirsg
abstract Ideen into sound, used unconventional sigib initial sketches. Only later did he translttese
into traditional notation. Additionally, | analyzke ‘organic’ method of keyboard notation that heposed
in 1909. Based on these analyses | contend thatriBbslieved notation to play an important roletia
formulation of a musical conception of Efeeduring the compositional process and to be mdstife
when organically allied with the chosen musicablaage and selected instrument.

Erinn E. Knyt (Stanford University, Stanford CA, A5

The Unheard Voices of Luciano Berio’'sTraces

Composed for a commission from the Serge KousdeviEpundation;Traceswas to be Luciano Berio’s
first all-American stage production, scheduledif®world premiére in 1964 at the Library of Corggén
Washington, D.C. However, five months before thengvthe Chief of the Music Division at the Librayfy
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Congress withdrew the work from the program on antof the text's ‘vulgarities and obscenities’.d&y,
the work rests unperformed. When a premiére isaibattand the work remains unheard, how, then, €lo w
uncover and discover the music? Through our owginga hearing of the text itself, through a histally
informed contextualization of it, or perhaps a camabon of both? This paper seeks to recreate tiheard
voices — both musical and historical — and assleatisthe unperformed state Dfacesrenders the music
immobile, fixed not only in its preserved notatednfi, but also within the historical context it was
composed, in early 1960s America.

Tiffany Kuo (Yale School of Music, New Haven CT, A5

Musical Notation and Figurative Arts: The Cases oBussotti, Sciarrino and Scelsi

When considering the relationship between musictaadigurative arts, an immediate reaction is tken
the connection between Sylvano Bussotti and hisaauscores, in which we find graphisms and pietori
fantasies that coalesce in a work that has aniarntislue in itself and for itself. In his case thatation has
the task of expressing the programme of the wodkadriransmitting to the performers the emotiong an
feelings that must be re-interpreted. Salvatorar8ob also resorts to graphisms when preparingnihsical
score, as a way of achieving a global synthessike form,right down tothe smallest interconnections. His
musical language is based on the relationshipgjofds, on sounds in movement, on gestuality. Hémee
importance given to the visual impact in the reiepof the sound elements. Likewise, Giacinto Scatats
from the idea that the reception of music involgesphic correspondences in our minds, but Scelsrses
the reasoning and places greater attention on ¢éimeemt of inspiration, in which the composer prgect
images into the sound material. In this paperrélaeler will discover that one aspect is certaiabtdred in
the artistic vision of the three composers examingmory, an element important to both the composer
(during the preparation of his work) and the ligteduring its reception).

Roberto Illiano (Centro Studi Opera omnia Luigi Bberini, Lucca, Italy)

Il rapporto musica-narrazione-immagine nella musicaper il Cenacolo di Rognoni-Dallapiccola

Nel 1953 Luigi Dallapiccola compose la colonna sardi un documentario d’arte prodotto dal registiégL
Rognoni sul restauro del Cenacolo di Leonardo deeivVLa colonna sonora — che fa parte di un work in
progress nella produzione dallapiccoliana, cheepgatQuaderno musicale di Annalibeeasi conclude con
i Canti di liberazione— € sopravvissuta in una partitura autografa diapeccola e nel documentario, di cui
possiedo copia. La partitura autografa e le ledeeanbiate col regista mostrano un compositoreamolt
consapevole della pratica di registrazione cinegrafica e molto attendo ai rapporti musica-immagine
musica-narrazione. Dallapiccola pero dovette laeosalla scenografia e sulla rilevazione dei miggita
senza avere a disposizione il montaggio delle imnnalg presente paper vuole mettere in evidenza le
difficolta affrontate da Dallapiccola nella realiztone della partitura e lo studio della sincroaiane della
musica con gli altri parametri extra-musicali, mperiodo in cui la cinematografia non permetteva u
registrazione sincronica delle bande sonore.

Luca Sala (Université des Sciences Humaines eAdssPoitiers, France)

Friday 09.00 — 10.30

10. HUNGARIAN COMPOSERS
Chair: Joost van Gemert (Universiteit Utrecht, Metdinds)

Increasing Precision, Yet Misleading Instructionsm Notation: The Case of Béla Bartok

‘...our notation records on music paper the ideth@fcomposer more or less inadequately; theréifiere
existence of instruments [i.e. the gramophone] witich one can record precisely every intention ided

of the composer is indeed of great importance’ tevpianist-composer Béla Bartdk in 1937, in theryea
when he, experiencing other performers’ renditiohisis works, instructed his publisher to prinbathote

on the first page of Suite op. 14 about his HMVoréag being the ‘Authentische Grammophon-Aufnahme
(Vortrag des Komponisten)'. Bartok offers a fastimg case in studying notation and sound, becaese h
represents a rare combination of expertise andiitgaAs an ethnomusicologist, Bartok was a virso
transcriber of oral-tradition music; at the sameetihe was a concert pianist, professor, and expetk
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editor of the piano repertory; and a composer etgexperiment and refine the notation. Beyond the
chronological development | discuss genre-oriendaifications in his notation, misleading trends in
performances by his pupils’ (e.g. Andor Fdldes, @yd&andor), contradictory explanations of the nregn
of dynamic and expressions marks by one-time chambsic partners (e.g. Zoltan Székely vs. Sandor
Végh), and the significance of the study of Barsddwn recordings, since the 1980s.

Laszl6 Somfai (Bartok Archives, Budapest, Hungary)

Interpreting the Music of Gyorgy Kurtag

The Hungarian composer Gyorgy Kurtag's eight-voligages of pieces for piano, piano four hands aad t
pianos entitledatékol{Games] presents a number of fascinating anomaitbsrespect to pitch material,
temporal and rhythmic notation. In this paper wsedgs some of the salient challenges in severeg¢pie
from Jatékok We begin by outlining three of the more intemagtihotational issues prevalent in Kurtag'’s
music—the use of various fermatas; the use or @eseinbar lines (both solid and dotted); and finthe
role titles themselves have for the interpreternfesans of illustrating these features, we will exam
several pieces from the early volumeslatékok We then turn to a work from Volume Sevé@ears This
fascinating composition brings together a numbeticérse notational features as discuss in thigipaks

we shall see, the plethora of notation symbols spgna number of divergent performance options ek
the paper with some comments about the effectiweokkatékokfor performance and teaching.

Edward Jurkowski (University of Lethbridge, Lethdige Alta., Canada)
Deanna Oye (University of Lethbridge, Lethbridg¢afl Canada)

The ‘Conferred’ and the ‘Inherent’ Meanings in Béla Barték’s Notation

Bartok’s recorded performances of his own musisgménon-Hungarian performers with puzzling evigenc
of a discrepancy between the notated score arattigslation. | borrow from John Miles Foleyr{imanent

Art: From Structure to Meaning in Traditional Or&lpic, 1991) the term ‘conferred’, to denote the meaning
of BartOk’s notation as it is accepted, underst@od, acted upon in a non-Hungarian performing
environment; and the term ‘inherent’, to denotertfeaning of an un-notated performing tradition, thve

is revealed by the composer’s performance, andriispen traditional elements that existed long keeéor
‘author learned the inherited craft’. A number @ compositions by Bartok based on traditionagaat
styles are examined, first in their notational @aspe both of the original vocal/instrumental tramgton

and that of the piano version — and secondly iir wmund manifestation, with examples taken babmfr
Bartdk’s recorded peasant collections and fronohis piano recordings.

Damjana BratuZ (University of Western Ontario, Lon®nt., Canada)

Friday 11.00 — 12.30

11. DUTCH, SOUTH-AFRICAN AND SWISS COMPOSERS
Chair: Marie Cornaz (Bibliothéque Royale de BelgigBruxelles, Belgium)

Melodrama in the Stage Compositions of Alphons Diegnbrock: Notation and Performance

Melodrama plays an important role in Dutch stagapasitions from the first decennia of the twentieth
century. Although several composers preferred poken voice to the opera-like singing voice, opiisio
about the notation of the melodramatic parts diedrdn the incidental music of Alphons Diepenbrock
(1861-1821), written between 1910 and 1920, theev neither melodically nor rhythmically notated.
Therefore performances of his stage compositiofiersal from a lack of concordance between the spoke
words and the music, when done by actors withoytausical training. Yet it is possible to realibe t
intentions of the composer, if the voice part issidered purely from the musical side. As | will
demonstrate, this conclusion results from the rebseaf a short instruction with rhythmical indicatis by

the composer for hislusic for Vondel's Gysbrecht van Aemstélan annotated piano-score for tasic

for Sophocles’ Electranade by the composer’s daughter (a singer anduetbry performer), as well as the
recording (1959) of one of her many concert pertoraes of this piece; and of the recent editionGbiia
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Vermeulen and Désirée Staverman) ofVhesic for Goethe’s Faustith the spoken voice rendered in a
rhythmic notation.

Désirée Staverman (Codarts — Hogeschool voor detéanRotterdam, Netherlands)

Music Captured, Music Lost: A Study of the Sketchesind Autographs for Arnold van Wyk’s Duo
Concertante (1962-1976)

The loss of ‘information” when music is capturechistation is inherent in the limited nature of centronal
notational systems. This fact presented radicdlariges to especially twentieth-century composdresg
sound-worlds pushed to exceed the limits of whatdtcbe notated. However, for South African composer
Arnold van Wyk (1916-1983), whose idiom is easépresented by traditional notation, committing his
intentions to paper nevertheless proved a constarggle against the loss of musical content, @gted in
an interview as follows: ‘When you are inspiredaigte a work, it is actually already finished. Bagcause
you are human, you cannot grasp it. The compositiprocess is a process of working back towards tha
first moment of certainty’. This notion of compasit as the act of recovering a lost revelationw@erifrom
a conflation of Romantic and Platonic conceptsieflism. This paper explores this aspect of Van'8Vyk
aesthetics by studying the sketches and autogfpghe Duo Concertante for viola and piano, preeddn
1962 and subsequently revised. By investigatingtment/notation dialectic in the compositionalqess,
this paper aims to lend concrete content to theodise of loss associated with Van Wyk both duhiisg
career and thereafter.

Matildie Thom Wium (University of Bloemfontein, Replic of South Africa)

Grab it, Motherfucker, Grab it! Multiple Appearances of a Single Composition

It is not uncommon that scores, orginally intenfldbne instrument or combination of instruments, a
rescored for other instruments — sometimes witlctmposer’s permission, sometimes without it,
sometimes with his(/her) collaboration. Occasignatliomatic changes are made. These multiple
appearances of a single composition are certaiohalenge to music librarians intent on efficient
codification. A new phenomenon has cropped up meraporary composition which poses an even greater
challenge. Nowadays, one title can cover a whalesef works. The concept of rescoring can beh&mt
enriched by ‘remediation’, by adding text samplesyages, thus by creating extra layers of mearimg.

this paper the various shapesGrab it, Motherfucker, Grab itla composition by Dutch composer Jacob ter
Veldhuis, will be analysed in all its different g@ns, notations and their subsequent performative
countenances. One could argue that the compositias into a ‘format’ here, instead of belongingto

fixed genre. The piece is no longeioama formatato quote Dutch musicologist Frits Noske, nor a
completed form, but ratherfarma formansa formative form — or perhaps evenagumentum formans
formative content.

Emile Wennekes (Universiteit Utrecht, Netherlands)

Music in the Eye of the Beholder: Othmar Schoeck aththe Perils of Perfect Pitch

The act of how one composer influences another segffirst just as banal as the fact that influemmepens
at all. One composer writes a piece of music, arathe hears it, and then the impression it makes fts
way into the latter’'s own scores. This influenceum is heard by musicologists, who write abouBiit
what of composers who are influenced by a sconglthge not heard, but only seen? And what if, at tct
of seeing, they happen to be influenced by sometthiey think they see notated, but actually ismie
present paper takes the Swiss composer Othmar Sc(i#86-1957) as a case study of how a composer
possessed of a strong visual sense (he begartibicarareer as a painter) was at times influerigedhat
he saw notated on a page of score, not how the rgaily sounded; and | shall close with an exarople
how the sound of Schoeck’s own music could be deted by the tricks his perfect pitch played upon h
when he read the scores of others.

Chris Walton (Orchestre Symphonique Bienne, Swiarnel; University of Stellenbosch, Republic of South
Africa)
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Friday 14.00 — 15.30

12. NORTH-AMERICAN COMPOSERS
Chair: Nigel Simeone (University of Sheffield, UK)simeone @sheffield.ac.uk

Notation and Interpretation in the Music of Leon Kirchner

This paper argues for the imperative of preserst@es and multiple recordings of them, in ordesttaly
and stimulate interpretation as a creative dyngmacess. Piano Trio No. 1 by American composer Leon
Kirchner (b. 1919) is a representative case. Aljiotlne score contains extensive markings for
interpretation, performers nevertheless still nmuake many crucial decisions regarding nuancesnagbde
rubato, dynamics, articulation and expression. ifier performed as pianist on an excellent recordfrigs
trio in 1956, thus documenting his intentions. Bogés a composer’s recording of his own work esthtdi
single authoritative interpretation in perpetui@f the basis of five other recordings of this triade over a
fifty year period, | propose that it does not. Regss of notation’s detail and precision, it stillist be
translated into sound and revealed in a singulamea A score only comes to life when performeisdor
their sensual and intellectual information to éalization, and thus an infinite number of perfonges are
possible. Gifted and insightful performers condyaatld the patina of their own personal and histdri
experience, thereby ultimately revealing freshghts into the works themselves.

Robert Riggs (University of Mississippi, Oxford M3SA)

States of Imagined Togetherness: John Cage’s Jazskaste andimaginary Landscape No. §$1952) for
Magnetic Tape

John Cage’$maginary Landscape No.(952) is a score for making a magnetic tape ceagrfrom any 42
long-playing record samples. The transfer of souadsnew format led Cage to theorize that magnagie
enabled new and unforeseen ‘states of togetherimesgisic. Moreover, in his first appearance at the
Darmstadt Ferienkurse in 1958, Cage professed tat@mational audience that the work rectified a
personal ‘distaste’ for jazz, thus proving thatarebeen musical outcomes facilitated by technotiftgred
powerful aesthetic experiences. The scorenaiginary Landscape No, Bowever, neither stipulates the use
of jazz nor suggests the use of samples beyond peesonal tastes, specifying only the duratiorplénade,
and texture of the 3-minute assemblage in timeepatation. Experimental music emphasizes the
disjuncture between notation and its sounding tésyderformance, thereby challenging the composer-
centric model that traditionally guides the constimn of musical meaning. This paper analyzes the
disjuncture between Cage’s score and realizatiomaginary Landscape No.l&ased on a secondary
recording of the lost original tape, and explofesdouble meaning of musical and social ‘togettesne
according to Cage’s vexed relationship with jazd #re cultural implications of modifying aesthetiste
through recordings.

Rebecca Y. Kim (Columbia University, New York NYS4)

Morton Feldman’s Indeterminate Notation

In 1950 Morton Feldman wrote his ‘graph-paper scBrejection 1 It is the first in a series of pieces which
do not specify one of the musical parameter®riyjection 1pitch is to be chosen by the performer. Another
series of pieces do not determine rhythm and notatethe pitches. This paper shows potential stilces

on Feldman. There are a number of resemblancegstigg very strongly that Feldman knew of Joseph
Schillinger’'s compositional methods published posthusly in the early 1940s. Schillinger employed
graphs to plan a composition and used a terminadtgygly resembling Feldman’s own. Most certainly
Schillinger’s books and ideas were introduced tdiffan by his close friend John Cage who met Solg#r
personally and was himself a friend and studemtafry Cowell. Cowell had written the introductianTthe
Schillinger System of Musical Compositamd met the Schillingers socially. Feldman raibede methods

to a conceptual level and took a step in a newctime of composition and musical notation. Investigg
influences on indeterminate notation and compaositiis paper shows Feldman’s achievements in musica
notation in a new light and explores the contexgraphic notation in music.

Julia Schrdder (Technische Universitat, Berlin, iGamy)
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‘It's Not in the Notes’: Graphic Notation, Environm ental Performance Space and Performer
Interpretation in R. Murray Schafer’'s The Princess of the Stars

Schafer’s synaesthetic music theatre winke Princess of the Staf$981) is designed for performance on a
lake in the Canadian wilderness at daybreak. Schaf®rk incorporates music, art, drama and dante i
his ‘theatre of confluence’ where the arts meetfiowl into a synaesthetic experience. A trainetsaas

well as composer, Schafer has created ornate regdhigc musical notation, intricately designed sspeasd
graphic novels, which he uses to create broadéygilias between art and music. His unconventional
notation allows a visual ‘reading’ of sounds, supipg Schafer’'s concept of the importance of theusl
experience of the performance space in apprecitgtmgural. The graphic art form is transferred sdund
and those visual ideas inform the space in whiely tire performed. This paper demonstrates how &chaf
employs graphic notation ifhe Princess of the Stat® facilitate characterization, and provide the
performer with the interpretive freedom to exptbie sonic possibilities of the work’s alternativgaoor
performance space. Drawing on fieldwork from th@2@roduction, | also argue that Schafer’s sconds o
represent a portion of the composition because leacperformance is a unique interpretation ofshere’s
blueprint in a fluid alternative performance space.

Kate Galloway (University of Toronto, Toronto Or€anada)

Friday 16.00 — 17.30

13. THE STRING QUARTET
Chair: Emile Wennekes (Universiteit Utrecht, Netaeds)

Fauré’s Quatuor a cordesintention, interprétation, identité

The story of Gabriel Fauré@uatuor a cordesOp. 121, offers intriguing insights on issuesmifsical
notation, manuscript conservation, and artwork itieof interest to IAML-IMS members. Left incompée
at the composer’s death in November of 1924, tthps and durations bearing nuances only in the
exposition section of the opening movement,Qatuorwas given, just days before the composer’s death,
to Jean Roger-Ducasse, who quickly prepared pddtication. Yet Fauré’s friend and publisher Jaju
Durand, perhaps disturbed by the interpretive ldlyatr had been imposed upon the work by Faurérador
pupil, presciently exploited the latest in earletieth-century transmission technology by simwdtarsly
publishing in 1925 a photographic reproduction afifé’s manuscript, along with the commissionedait
Together with the autograph itself, plus a rangetbér sources and resources, including audiogethes
representations have enabled this author to deetew critical edition of the masterwork, arguainlyst
faithful to Fauré’s final wishes. Thus, this presgion addresses aspects of authorial intenticiereal
interpretation, technological intervention, andiedl intercession, to provide a portrait of Gabfrauré’s
most transcendent composition, and lend insighttiGgble to contemporary questions of patrimonial
preservation and dissemination.

James William Sobaskie (Mississippi State UnivgrStarkville MS, USA)

‘La graphique de la musique manque encore de la at&’ (Alfred Pochon): The Quatuor du Flonzaley
and New Tendencies in String Quartet Performance

The Quatuor du Flonzaley is considered as oneedfiitst professional string quartet ensembles én th
modern sense of the word. It was founded by Alffedhon in 1903 and existed until 1929. The ensemble
public performances and its recordings with Viarahd HMV were extremely successful and received
enthusiastic reviews. Its specific performanceesbdcame exemplary for other early twentieth-cgntur
string quartet ensembles. In 2000, Pochon’s egtasantegrated in the holdings of the Swiss Nationa
Sounds Archives. On the basis of this estate’s meaiis (performance material and recordings), inetud
Pochon's treatis&tring Quartet Playing1915) the paper will provide an analysis of thecsfic features of
the performance style of the Flonzaley Quartetafritb contribution to the general shift in quartet
performance style in the first decades of the tigimtentury. The paper will include a discussiomhat
extent this ‘new’ performance style can be congiders the result of a new close reading and irgttion
of the musical scores, within a given shifted samitiural environment.

Antonio Baldassarre (Universitéat fur Musik und dellende Kunst, Wien, Austria)
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Pioneers of the String Quartet in America: The Flozaley Quartet

Established in 1902 the Flonzaley Quartet was anelhas one of the outstanding string quartetbefitst
half of the twentieth century. In the more thanrtyefive years of its activity, the Flonzaley Quedrt
introduced audiences of both continents to an sitemmepertory that ranged from the Classical and
Romantic repertories, to the rediscovery of forgiotnusic by eighteenth-century composers such as
Sammartini, Leclair, and Boyce, while premieringnonporary works by Schoenberg, Bloch, Stravinsky,
Milhaud, Enescu, and Reger. The Flonzaleys wereai®ong the earliest chamber groups to make
recordings, signing a contract with the Victor ladned selling about 100,000 copies a year. My p#ipees
the success and reception of this ensemble inahiext of the American and European cultures oktty
twentieth century. The study of correspondencecedrprograms, and newspaper clippings belongirigdo
guartet's leader, the Italian violinist Adolfo Beteveals the central role of the Flonzaleys i th
development and popularization of the modern quatyge. Through the comparison of annotated scores
with excerpts from the Flonzaley’s recorded perfances, | examine aspects of the quartet’s sound and
performance style and discuss the history of rémeif classical music at the beginning of the ttieth
century.

Guido Olivieri (University of Texas, Austin TX, USA

Tuesday 11.00 — 12.30

14. RECORDING 2

Chair: Dorothea Baumann (International Musicolob®aciety, Feldmeilen, Zwitserland)
Recordings in a Diachronic Continuum: Embodying theMusical Past

In recent papers | considered broadly the relatignbetween musical notation and musical interpiaia
(Novi Sad, 2007; Spilamberto, 2008; Chicago, 20P&)yformers take unique readings of musical scamds
develop idiosyncratic interpretations from themeTvoints of departure may be as different as tlatpof
arrival, but the sum of these readings and rengertonstitute a musical artwork’s identity over éim
Building on this framework, the present paper cdexs the extent to which recordings protect andgrke
historical objects at the same time as they limd define them. Musical interpretation objectifrassical
artworks in the same way as historical interpretatibjectifies historical events. Performances atgtand
erode musical artworks simultaneously, negotiatiegiveen conceptions and realizations a new identity
Performers mediate between composers and listeaats,recordings mediate between performers and
listeners, by freezing musical artworks that areiradly viscous. With reference to the ontologynadisical
transmission, this paper explores the multivalehiod embodying the musical past in the presentnflegns

of performance) and future (by means of recording).

Glen Carruthers (Brandon University, Brandon M&anada)

Hearing with Two Ears: The Rise of Stereophonic Saud in Classical Music in the 1950s.

It is well known that the commercial developmenstareophonic sound was a major technological
breakthrough in the history of phonography. Theittalisten to music from the mid-1950s with two
speakers, which brought about a new spatial dimansias the topic of some pioneering studies (John
Sunier). This phenomenon altered the way of lisigno recordings (Ray Dehn) and gave a notable lsepu
to classical music labels (John Culshaw). Untikerdty, the study of recorded sound in general and
stereophonic sound in particular has been negldstedusicology. However, since the 1980s several
sociological studies have seriously discussedrtuitional concept of ‘musical work of art’ defendithe
importance of the study of sound recordings in garend of commercially mass produced and
manufactured sound carriers in particular. In tagard, Martin Elste’8€Jberlegungen zur
Schallplattenforschun¢l987) and Evan Eisenberg'te Recording Ang€lL987/2005) on the relationship
between music and recorded sound culture, aredsstintial references. Nowadays, Andre Millard aind T
J. Anderson have significantly boosted this sogjimal approach on recording listening practice &eg on
high fidelity and stereo in the United States. @@ basis of different professional testimonies peribdical
articles on recorded classical music publishedfferént countries, my paper will discuss sevesalies
concerning the rise of stereo sound in classicaicmuring 1950s. It will provide a new insight stereo
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not only as technological change but also as chéa)ga the way of performance in front of a midnope,
(b) in the habits of music listening and (c) in théustry of the recording market.

Pablo-L. Rodriguez (Universidad de La Rioja, Spain)

The Sarasate ‘Tone’

We have just celebrated the centenary of the deatie violinist Pablo Sarasate (1844-1908), onthef
most famous violinists in history, whose composisioemain in the international repertoire. In mgetthe
sound of Sarasate’s violin fascinated the musiahlip throughout the whole of Europe and America,
turning it into an authentic myth. His repertoirasawaried, being in this respect a ‘modern’ virtudse
performed not only his own works, but also cladsaca contemporary compositions, including works
written for his violin (e.g. by Saint-Saéns, Lalbjorak, Mackenzie, Raff, Wieniawski, Auer). Onehié
more famous characteristics was the Sarasate t8aeasate’s violin can today be heard in somerdauys
realized in 1903 and 1904. In spite of the tecHrdeéiciencies, we can value some aspects of hiedo
phrasing, etc., which are impossible to obtain ftbmscore. On the other hand, practically allféimous
violinists have approached Sarasate’s work, anga gnany recordings exist of some of his more fano
works ZigeunerweisenFantasy on Bizet'€armen and the Spanish Dances. In my paper | will arealyz
some of these works as well as the differencestefpretation between Sarasate and other violjnrsts
order to understand the reasons for these diffesenc

Maria Nagore (Universidad Complutense de Madricirgp

Tuesday 16.00 — 17.30

15. RECORDING 3
Chair: Nicholas Cook (University of Cambridge, UK)

Old Repertoire, New Musical Expressions: The Impacbf Recording Technology on Performance

In this paper | will focus on how singers responttethe restrictions and possibilities created by
technological innovations in the recording industrige emergence of the microphone in the recording
studio in 1925 helped develop a new style of siggassential for singers in musical genres wherauie of
the microphone was essential for their careerragess. Close-up sounds that were avoided in a conce
situation could now be used in a studio productidre balance between singer and accompaniment leecam
artificial and crooners used intimacy more thaensity as their main expression. My presentatiah an
sound examples will be based on the analysis ofd#id€rent recordings (from 1899-2005) of Griegtsg
opus 5. no 3 ‘Jeg elsker Dig/ Ich liebe dich’. Tdh@ssical singers retained their performance gradtom
the concert hall in the studio long after the mptrone and tape recorder entered the studio. Dthimg
entire century there was a trend in tidying up @eniances in the classical repertoire; interpretationote-
values became more literal (Philip 2004). Howewemy case study, there is a big change in thelRf@s
when the classical singers adopted elements adidwlfrom the crooner’s close-up microphone
expressions.

Per Dahl (University of Stavanger, Norway)

The Impact of Recording Technology on the Baroque Msic Revival

Historical performers of Baroque music, who purgontealize the composer’s intentions, grapple with
vexing issues of recording and notation from a tdebstandpoint. Firstly, Early Musicians confrohét
limitations of (incompletely-notated) scores andtemporary written sources about performance mecti
Secondly, through recordings, they employ anachtimriechnology unavailable to Baroque musicians to
‘fix’ performances in time and circulate them tader audiences. The revival of extemporization adds
further complication: a lost oral tradition mustrieereated via fragmentary written sources. Yets@rving
improvisations through recording seems at odds thighaim of embracing performative freedoms. This
paper explores the impact of sound recording orpthetice of Baroque ornamentation in the Early felus
revival through comparative analysis of examplegifitalianate repertoire (Corelli, Handel, Telemgann
Especially telling are recordings from the 19608 2870s: they represent a watershed moment indHg E
Music movement (adoption of period instruments},diso display similar trends seen in other genres
(indeterminacy, free jazz) which challenge the arith of composer and written score. Recorded
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extemporizations by twentieth-century historicatfpeners created powerfully authoritative models by
preserving these interpretations on disc — eitbetHe younger generation of historical performters
imitate, or to react against.

Kailan R. Rubinoff (University of North Carolina,r&nsboro NC, USA)

Pour faire la musique The Influence of Recordings on Early Music Perfomance in France

Early music often inspires lively debate concerranghenticity. While several classical, romantitg a
modern compositions have maintained consistenistatWestern performance repertoire, performaifice o
early music compositions were temporal. Modern oulegists and early music artists are thus conéwnt
with the particularly arduous task of redevelopangerformance tradition. One common misconcepson i
that the study of early music is finished, thatnajisteries have been discovered, all possiblegratations
explored. Yet the work of early music historian§isfrom over, performances do not stagnate int® o
interpretation, and musicians continue to shapé igHauthentic”. In this project, rather than pugsa large-
scale definition of authenticity, | will “zoom-indn one community — musicians in northern France, to
explore the role of recordings of early music a&ytlocument a lineage of performance practicedl | w
discuss the impact of the recorded work of theedpcessors and colleges upon their art — the wélue
"authentic" performance, its definition in receatordings, and the plausibility of the concept.

Lisa Beebe (Amiens, France)

Recording Early Britten: Preparation, Performance, and ‘Premiéres’

An online thematic catalogue of the complete wafkBenjamin Britten is currently being developedhat
Britten-Pears foundation in Aldeburgh, UK. A kegmlent of the online resource is the inclusion afiau
incipits for each catalogue record. For Brittertge@sive and largely unpublished juvenilia thisuiegs us
to typeset and record extracts especially forghigect. The majority of these have never befoenkseen
or heard by the public, and thus the recordinggssdas, effectively, ‘premiéred’ numerous Brittenks.
This paper, accompanied by several musical illtistra, will explore the following issues: -- howpoepare
performance scores from — sometimes — illegibleaoherent originals; -- how to perform works werittby
a child composer, in which — particularly in theywearly pieces — expression and articulation nmaykiare
idiosyncratic to say the least; -- whether therany ethical questions to be addressed in disséimon
works which, for the most part, were not intendedetceive a public airing; -- whether the recordamgl
publicising of so many ‘premieres’ generates aefalsnse of having ‘discovered’ previously unknown
‘masterpieces’ by a child prodigy.

Lucy Walker (Britten-Pears Foundation, Aldeburgi)U

Wednesday 09.00 — 10.30

16. MECHANICAL INSTRUMENTS

Chair: Herbert Schneider (Universitat des Saarlan8aarbricken, Germany)
Handel’s Arianna: The Original and the Cover Notation

In the year 1734 George Frideric Handel composeageraArianna in Creta Three pieces from this opera
were programmed in the following years on the Bawéthree different organ clocks: the ‘Braamcamp’
clock (c.1738), the ‘Windsor Castle’ clock (c.173§)Charles Clay and the recently discovered ‘Flatbn
City’ clock (c.1740) by John Pyke. In order to adagomposition for orchestra to an organ clockyeo
major changes have to be made in the original sddre playing duration of a musical cylinder isitied

and so is the available scale. On the other h&ede tare also musical elements that can be progedmma
cylinder more precisely than in a score. One miktbf ornamentation and tempo changes. The
arrangements of the Arianna pieces show that gnegrammer had to deal with these aspects asTaell.
what extent remain the organ clock adaptationsttrdbeir originals? The arrangements will be coragdo
the original score and the role of the composeag@mmer and arranger will be discussed.

Marieke Lefeber (Museum Van Speelklok tot Piereméitrtecht, Netherlands)
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The Discovery of Joseph Haydn'’s Original Manuscriptof the Pieces Hoboken XIX:1 and Hoboken
XIX:2: When a Score Becomes the Tune for a Musicallock

In 2007, the Royal Library of Belgium acquired aeimok of original manuscripts that had belongetth¢o
Belgian violinist and composer Henry Vieuxtemps20-8881), which included the kind words and staves
written by the numerous personalities the musiai@h during the years that marked the beginningsof h
career, between 1834 and 1840. On 11 May 183 alltluen was enriched with a remarkable document,
given to the young violinist during his stay in Yiea by the publisher Auguste Artaria: two foliosooiginal
manuscripts by Joseph Haydn containing the piecdmkén XIX:1 and XIX:2, composed for a ‘Flétenuhr’,
a flute-playing musical clock. By presenting thesginal sources, the paper sets out to broacpribielem

of musical works composed for interpretation onexhanical instrument.

Marie Cornaz (Bibliotheque Royale de Belgique, Biies, Belgium)

Authenticity versus Urtext: Skryabin’s Works in the Light of His Own Recordings

In preparing a new critical edition of the complptano sonatas of Alexander Skryabin for Barenrgilbe
editor makes use of deciphered Phonola (Hupfelmrdengs made by the composer himself in 1908.65inc
the 1960s, Russian pianist and researcher Pavanioothas analysed Skryabin’s recordings and pddlish
several editions which present a transcription lodtSkryabin actually played in 1908. Though these
editions are first and foremost prepared for pcattise, they have to be taken in consideratiomedisin
scientific perspective, especially when searchorgah Urtext. If the aim of Urtext editions is teepent the
most authentic version of a musical text, in whicy can additional information like that given by
Skryabin’s own playing be integrated? A closer lookthe two sonatas recorded by Skryabin (No. Z8p.
second movement; No. 3 op. 23, first and seconcemewnts; — the remainder is lost) will lead to gaher
questions of authenticity, performance practice thedimits of editorial choices.

Christoph Flamm (Universitat des Saarlandes, Saekbn, Germany)

Wednesday 11.00 — 12.30

17. MUSIC COLLECTIONS (JOINT IAML-IMS SESSION)
Chair: James Cassaro (University of PittsburghsBuirgh PA, USA)

Truth and Fiction about the Music Collection of theBerlin Sing-Akademie in Kiev

This paper reviews the circumstances surroundie@fipearance of the musical collection of the Berli
Sing-Akademie in Kiev during the Second World Wad &eyond. It will describe the content of the
collection, which includes autographs and rare@dstof the Bach family, Pergolesi, Vivaldi, Telema
Haydn, Handel, Mozart, Beethoven and others. Semsdtreports in the world press about the discpoér
Bach’s archive included information about the fstformances of works ‘being silent’ for 200 yed&st
this neglects the role of Igor Blazhkov in acquaigthe musical public of Ukraine with works in the
collection between 1970 and the 1990s. | shallritessthe personality of Igor Blazhkov as a prominen
musical figure and conductor, who maintained sigaift contacts with Igor Stravinsky and other major
figures of musical culture of the twentieth centiagd who programmed a number of works of the Sing-
Akademie Collection in his concerts. The paper allo address recent discussions about the furdeeand
scientific work on the archive and disputes coniogriits restitution to Germany, leading to its heooening
in 2001.

Elena Zinkevych (Ukrainian National Tchaikovsky Aleany of Music, Kiev, Ukraine)

Padre Martini and the ‘Pagliarini Collection’: A Re naissance Music Library Rediscovered

This paper presents the discovery of a substartlkdction of Cinquecento and Seicento prints pcaty
unknown to scholars. At 275 titles, it outstripse tibraries of Columbus, Fugger, and Lumley, andlsi
those of Herwart and Werdenstein, making it ontheflargest collections of the time. In a bibliqgne
world where music has suffered catastrophic destrucompared to other sorts of printed books, such
large library is a rarity; we retrace the fortunségies of events that account for its survivagjitneing with
its formation ¢.1580. The books were acquired byr@&iovanni Battista Martini (1706-1784) from the
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Libraria Pagliarini in Rome, but their provenaness lbeen obscured by the fact that the tract volumes
containing them were unbound and the part-bookaraggd. Our reconstruction thus works between
Martini’'s correspondence with his book-sleuth imi&g Girolamo Chiti, and the parts now in Bologng. B
piecing together the acquisition history of the kmyave have discerned 1., the habits of early moder
bookmen, 2., Martini’'s motivations in building hisllection of 17,000+ volumes, and 3., the prastick
Gaetano Gaspatri, librarian in nineteenth-centup@ua. Finally, we identify items from the Paglrari
Collection now held by other libraries and disctiesscope of the Roman book trade.

Alfredo Vitolo (Museo internazionale e bibliotecalld musica, Bologna, Italy)
Kate van Orden (University of California, Berkelgp, USA)

The Vidal and Llimona Unpublished Manuscripts Collection

The Vidal and Llimona collection is located in t@eography and History Faculty of the Universidad
Complutense de Madrid. It contains approximatetgaithousand scores that cover an extended pdriod o
time that goes from 1820 to 1925. The collectiodivgded into two wide parts: the manuscripts secand
the printed one. Through this paper we will preskatunpublished manuscripts collection as weitsas
trajectory. Besides, we will deal with the catalimguprocess and the methodology development. The
significance of this collection lies in the remaslavariety of opera titles, authors and differscdres’
formats: spartiti, particellas as well as reduced eondensed versions. There is a high percentage o
nineteenth-century ltalian Opera — mainly Ros$dainizetti, Bellini and Verdi — related to the sificant
Italian influence on the Spanish musical life adttperiod. The French Opera is represented by theds
Opera, Opérette and Opera Comique scores. GerndlaBEamish works are also represented, but to erless
extent. The research on the scores’ printed maigisatures and notes reveal substantial informatimut
where and when the scores were performed or whid ¢@ve copied the manuscripts. To conclude, the
hand-writing as well as the scenery and performaiates allow us to consider the significant transesmce
of this unpublished manuscripts collection.

Laura de Miguel Fuertes (Universidad Complutens®lddrid, Spain)
Ruth Piguer Sanclemente (Universidad Complutenddatiid Spain)

Mozarts Skizzenblatt in Tokio: Eine Fundgrube zur Shaffensperiode nach seiner ersten Prager Reise
1787

Wolfgang Amadé Mozart kam aus seiner ersten Piagise wahrscheinlich um 12. Februar 1787 nach
Wien zuriick. Uber die Schaffensperiode nach diBsése ist leider nur wenig bekannt. Zur Fastenieit,

der er normalerweise seine Akademie veranstaltelanehrere Werke auffihrte, unternahm er anschieinen
kaum. Ein Skizzenblatt im Besitz der Maeda (Maydkajoku Stiftung in Tokio enthalt aber einige sehr
interessante Skizzen, die die kompositorische IHjntbed zu seiner nachstehenden Schaffensperiodi ver
Es handelt sich z.B. um das Thema zum langsamerd8atKlavierkonzerts D-Dur, KV 537, die Urform

des Hauptgedankes des g-Moll Symphonie, KV550H#aptthema zum 4.Satz des g-Moll Streichquintetts,
KV, 516 usw. Die einzelnen Skizzen wurden von Wirkonrad in seiner bekannten Arbkibzarts
Schaffensweise: Studien zu den Werkautographezze®kiind EntwirfefGottingen 1992) zwar
quellenkritisch beschrieben. Hier wird aber versusie im Hinblick auf die Schaffensgeschichte Mtzau
uberlegen. Die Uberlieferungsgeschichte diesesz8kidatts nach Japan wird auch berichtet.

Ryuichi Higuchi (Meiji Gakuin University, Tokyo, pan)

Thursday 09.00 — 10.30

18. POPULAR MUSIC

Chair: David Fallows (University of Manchester, UK)
Broadway Musicals: The Problem of Notation

The vast majority of Broadway musicals exist ordypgano-vocal scores (some put on sale), or a®pian
conductor scores (available for rental), while sbend and complete notation of Broadway shows oén o
be discovered from hearing cast recordings, or flmoking at orchestral parts that are only avaéain

rental. A few musicals (such #gest Side StorgndCarouse) exist in full orchestral scores, but they arerar
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exceptions, and only a handful have been put @n Babadway orchestrations are usually not by the
composer (even in the case of Bernstein or Sondghaim a growing trend for reduced orchestrations
(motivated by commercial pressures) can lead smlecal alteration in the sound of a Broadway musica
Taking specific examples from well-known music#tsés paper will consider the issue of how the notat
of Broadway musicals is ‘fixed’ in a form that ufiyaliffers markedly from the sonority of the shatself,
and the challenges this presents to performersemalars for the study and realization of some ¥amyous
music that seldom exists in an accessible fullyatest form. Finally, this paper will consider whagtt
constitute an authentic notated text for a Broadmagical.

Nigel Simeone (University of Sheffield, UK)

‘A Thousand Pages, Give or Take a Few’: Transcribinghe Beatles

In 1989, Wise Publications released the first editif The Beatles: Complete Scoresbsequently
distributed in the United States by Hal Leonard993. The ambitious work represents the first amlg o
collection of full orchestral scores to all 210 Bes.songs, and even attempts to account for tte vange
of innovative studio effects employed by producepfge Martin. The volume has since been utilized in
countless musicological and theoretical studiedtéV&verett, widely recognized for his ground-tkieg
analysis of the Beatles catalogue, relied heaviljhe scores, and while he noted that they were not
faultless, he also recognized that the transcriptiwere not likely to be replaced any time in tearrfuture:
but why? This paper will address the intricate pescinvolved in committing the Beatles oeuvre twrec
taking into account the problems associated wethderibing this vast body of work. | further examthe
notion of the album as document — a trend whichadid with the Beatles creative height — discugsin
ways in which our field is adapting in order tooall for the thorough study of this significant rejo@e.

Erica K. Argyropoulos (University of Kansas, LawcerKS, USA)

A Blessing and a Curse: The Pop Record as Pitch-Ahdical Object

In contrast to classical music, which exists prilgan the form of written scores, pop music isripally a
recorded art. For music analysts, pop’s scorelmssdt alleviates a major problem inherent in thalysis of
classical music, namely the problem of ‘imaginiag’aural object from a written one. Such imaginiags
necessarily, not fully determined by scores, anifl a0 analyst attempts to discuss the soundsscbeed
piece, she must realize the score with her own thyghical details of phrasing, tone, etc. that miégcathe
analytical insights. Conversely, when engaging @necord, the analyst is dealing directly with aiso
object: no hypotheticals need come between theystraahd the music. But pop’s ontological virtueoals
causes problems. For example, pitch analysts d&wgth even the simplest decisions, such as
determinations of which pitches are being fingeveuich pitches are masked acoustically, and which
pitches are actually overtones. Deeper complicat@sise in regard to whether masked or fuzzy pacime
overtones should factor into the analysis at altpavhat degree. This paper presents both thegmrdsons
of engaging the pop record as a pitch-analyticpatb

Christopher Doll (Rutgers, The State UniversityNefw Jersey, New Brunswick NJ, USA)

Thursday 11.00 — 13.30

19. ADAPTATION

Chair: Antonio Baldassarre (Universitat fur Musikdudarstellende Kunst, Wien, Austria)
Notating the Genres: Haydn Symphonies Transferrednto the Keyboard

Late eighteenth-century theorists and critics feuly referred to different styles of composingnd a
therefore, notating — instrumental music that ewalht became codified. In particular, they distirghed
between, on the one hand, a ‘symphony style’, ctariged by thick textures, generalized melodigsan
more public style and, on the other hand, a ‘sosigla’ featured by more expressive, nuanced gestur
thinner textures and private style (as synthediged. Sisman). As theories usually go, in pradimese
styles were not narrowly applied and transgressim®nly frequently occurred, but also were peregias
novelties by contemporaries. Thus keyboard soratdstring quartets might have been written with
‘symphonic’ elements while orchestral works, maeety, might have included more intimate passages.
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This paper will show a particular case study ongyomic works arranged to keyboard through paraplras
In particular, it will analyse how some symphonigsloseph Haydn, who became particularly well known
in Spain from the mid-1770s onwards, were transtemto keyboard sonatas by Maximo Lépez, a
prestigious organist at the Court in Madrid pottbgi Goya. The paper will aim at disclosing theegxxtto
which the stylistic elements associated to diffeganres were kept in the new medium and how rootati
adapted and transformed (or not) the stylisticuiest of the original writing.

Miguel Angel Marin (Universidad de La Rioja, Spain)

Nuremberg Re-Imagined: Die Meistersinger in the Pdor

Discussions of notation, and the (re)presentatianrwtated score in performance, are generallgipaéed
on the existence of a single, unitary score orotfeehand and a clear dichotomy between performebr an
audience on the other. By contrast, my paper widha@ne the dynamics of musical performance wherethe
is neither a single, fixed score nor a distincigion between performer and audience. My focusadiso
speaking, is the piano arrangement and its hortteibourgeois parlor. In particular, | will examiae
arrangement dbie Meistersinger von Nurnbemgublished by the Ullstein Verlag's Musik fur Aléeries in
1907. This arrangement resides at two crucial stites: the shifting, circular movement betweegiogl
score, piano arrangement, and interpretive tegisr(btivic guides; the arrangement’s notations
accompanying the score); and the participatorysetfi@ombining the pianist and audience into alsing
domestic subject. | will propose that domestic rousaking not only destabilizes the aesthetic botiada
between score and performance, and performer ahdrae; it also seriously curtails the domineering
ambitions of Wagner’s opera in precisely the realthe bourgeois home — in which it had the potémdia
reach its broadest public.

Ryan Minor (University at Stony Brook, Stony Brollk, USA)

Alte Musik und Klangregie. Carl Orff arrangiert Mus ik von Orlando di Lasso

.Lehrjahre bei den alten Meistern’: so hat Carlf@en zweiten Band seiner umfangreichen Dokumenntati
zu Leben und Werk betitelt. Ergebnisse seiner 8tudon Musik des 16. und 17. Jahrhunderts sind
Bearbeitungen etwa von Montever@isfeo oder William Byrds Virginalstickhe Bells das er zu einer
Entrata fur finfchoriges Orchester und Orgel unajeste. In den Jahren 1935/36 plante Orff eine
Rundfunksendung mit Musik Orlando di Lassos. Etehein Progamm ausgearbeitet, zu dem im Carl Orff
Zentrum Minchen Auffihrungsmaterial aufbewahrt wirdssos Kompositionen bleiben hinsichtlich des
musikalischen Satzes unverandert. Orff gibt abetrdgsbezeichnungen zu Dynamik, Agogik und
Phrasierung. Dartber hinaus macht er exakte Bewgangaben: Manche Séatze waren fir ausschlie3lich
instrumentale Auffihrung vorgesehen; insbesondier®esetzung einiger mehrchorige Motetten mit grof3e
Stimmenzahl laRt an Klangregie denken, die an demeata nach Byrd erinnert.

Bernhold Schmid (Lasso-Gesamtausgabe, Minchen, &)m

Thursday 16.00 — 17.30

20. FIGURED BASS
Chair: Dinko Fabris (Universita di Basilicata e &db, Italy)

Thoroughbass Figures and Their Interpretation

For the present-day accompanist, continuo figuresarly seventeenth-century editions and manuscript
seldom provide sufficient information for the realiion of a bass line. Often they indicate onlynale
interval upon the bass; in other cases they sedia smperfluous by indicating the obvious. Evennwvhe
working with scores from the later seventeentheigtiteenth centuries, when figuring becomes more
complex, players can not completely rely on thenmiation that the figures provide. This becomes
particularly clear with regard to implied harmonwisen one compares standard figurization to théewr
out examples in contemporary continuo treatisesti@oo players in the ‘thorough-bass era’ may Haae
the same problem and this may have been the réfagboertain composers indicated not only the chord
even the horizontal voice leading in their figuoati Does this type of notation reflect the intemtas the
composer or is its true purpose to aid the uninatia accompanist? Another question is whetherdgu
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are actually notated in order to indicate chordsylwether they are meant to show what should not be
played. | will discuss, and demonstrate at the $iahprd, various kinds of seventeenth and eighteent
century figuration. | also will propose the usefgn of examining different kinds of sources. Initaaial to
manuals on continuo, other contemporary works ned&# consulted in order to complete our picture of
harmony in the period.

Thérése de Goede (Conservatorium van AmsterdarheNands)

Cantata and Continuo: Elusive Realisations

One of the most appealing features of the Italewesteenth-century cantata is the freedom it adftind
continuo player in the interpretation of the sc&een if many treatises of the time rigidly puti@rd the
rules, as most teaching sources must do, existintemporary realisations indicate a fantasticainwical
approach to the depiction of the poetry in muswgeiitieth-century editions vary: some transformatteof
continuo into the art of invention, or compositiathers, in a more academic vein, give a barepnégation
of the harmonies, losing the essence of the mogtwe process. Commercial presses take an ecorltymica
conservative approach, reproducing arias that haee a proven success. Academic presses tend eoitopt
altogether, publishing scores without realisatidhsreby limiting the product to a handful of sarsland
even fewer practitioners of the art form. Givent tids repertoire is such a staple of the singing
conservatories of the world, surely there shouldmather solutions to the dissemination of thedial
cantata repertory. This paper canvasses pos@&bijlitiaditional and otherwise, that would be touthe
improvisatory and ephemeral nature of the art form.

Marie-Louise Catsalis (University of Santa Clarant@ Clara CA, USA)

Composing in Figures

Around 1708 Johann Sebastian Bach copied a cantdtee Venetian composer Antonio Biffi. The
manuscript isn’t simply a diplomatic transcriptitthrough; rather, Bach added a detailed set of coatin
figures, fixing an elaborate accompaniment inclgdarsophisticated motivic elaboration. Similar casan
be found in other Bach autographs. My paper expltrese instances of formulating an essential lafyar
composition not in musical notation but in contirfigures and links them to the partimento practice
discussed by theorists and found in Italian andr@armanuscripts of the seventeenth and early egtite
centuries.

Peter Wollny (Bach-Archiv, Leipzig, Germany)

Handel’s Vollstimmige Accompagnement in the recitavo secco ofCrudel tiranno amor(HWV 97b) in
Munich, Bayer. Staasbibl. Mus.Ms. 4468: The Composs Resolution of the basso continuo

Notwithstanding contemporary performance practieatises, which provide guidelines for the effextiv
realization of the basso continuo as well as feriticlusion of diminutions, rarely reflected in thetual
numerical figures inserted above the basso contikeyboardists, in the final analysis, are oftercéal to
rely on their own ingenuity in the careful mediatioetween the notation and the desired sound(s),
emanating from the thoughtful interpretation of thmerical symbols, and that in the context of the
underlying harmonic pattern and the overriding doetof the affections. The musical text of thealoc
recitativo secco, owing to its altogether sparselyated harmonic frame in cantatas, oratorios gedas,
leaves many details concerning the realizatiomefidasso continuo open for speculation. In that,vei
George Frideric Handel's realization of the voltatlige Accompagnement in the recitativo secco of his
1738 version oCrudel tiranno amoias a cantata for voice and keyboard (HWV 97b)amkes] in
Manuscript Munich, Bayerische Staatsbibliothek, MUs. 4468 offers an important insight into the
authentic interpretation of the composer’s unfiguoass, as recorded in the earlier 1721 versidsof
Crudel tiranno amomas cantata con stromenti (HWV 97).

Walter Kreyszig (University of Saskatchewan, SastatSask., Canada)
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Friday 11.00 — 12.30

21. NOTATION 1
Chair: Miguel Angel Marin (Universidad de la Riofgpain)

Dysfunctional Musical Notation in English BroadsideBallads of the Later Seventeenth Century.

The broadside ballad, a curious artifact of earbdern English popular culture, combined poetry, ecad
images, and music. A single sheet tabloid pubbicatbroadsides appealed to a wide range of sdeisd&s
because their titillating verses employed tunesjethin the ballad text, that were widely known ialo
circulation. Later in the seventeenth century, haavesome broadsides begin to appear with, ostgnsib
their accompanying tune’s musical notation priftetbw the title. This notation was frequently inacdte
or grossly nonsensical, and its inclusion therefmgs questions that the field of musicology hasyab
broached. What was the function of musical notaitiathis print medium for a semi-literate populatiaho
relied upon visual cues and memory aids in thedrglay lives? Was this notation included as antitjémg
symbol for the broadside genre itself? Was it sheselty or merely ornamental? Through an analykthe
social permeation and representation of populag $mcluding music by Henry Purcell adopted by the
ballad trade), as well as early modern print andioal literacy, this paper will position the broatisballad
as a case study for the relevance of musical wotébi a society in transition from oral to literatdture.

Sarah F. Williams (University of South Carolina,l@abia SC, USA)

Die Notation von Partien des Solo-Violoncellos in Boberini-Quellen als editorisches Problem

Der italienische Komponist und Violoncellist LuiBoccherini gilt als eine der wichtigsten Gestaiteder
Entwicklung des Violoncellospiels. Auch wenn nuati wenige zeitgendssische Dokumente von seinem
Uberragenden Spiel Zeugnis ablegen, belegen ddtteiche seiner Werke seine Meisterschaft als daéu
Fur die Herausgeber der neuen Gesamtausgabe ano Gerdli Luigi Boccherini Opera omnia in Lucca
stellt allerdings die Notation der Partien fur Sblioloncello ein besonderes Problem dar. Denn Bedoh
verwendete aul3er den damals bis heute Ublichesdntiisseln mit dem Violin- und dem Altschlissetimo
zwei weitere, insbesondere bei der Notation vorehdPartien. Die Quellen seiner Violoncellokonzerte,
sonaten zeigen dies ebenso, wie zahlreiche Kamnsgomerke, wie insbesondere die Streichquintette mit
zwei Violoncelli. Neuere Studien von Le Guin undiOnaben an ausgewahlten Kompositionen von
Boccherini Hinweise dafir gefunden, dass zwischarriNmbtation der Schlissel und der erforderlichen
Spielpraxis ein Zusammenhang besteht. Eine kreigalisgabe, die eine authentische Auffihrungspraxis
unterstiitzen mochte, sieht sich daher vor die Héoaderung gestellt, Boccherinis unkonventionelles
System der Verwendung von Notenschlisseln bei ditioB des Notentextes zu berticksichtigen. Das
Referat mochte das Problem anhand von Beispielaatern und Lésungen diskutieren.

Christian Speck (Universitat Koblenz-Landau, KolzleGermany)

Notation in Pianist-Composers’ Repertoires of the 830s:A Testimony of Interpretation

Piano opera variations and fantaisies of the 18&8@i® often notated performances, on two levelseBan
the transcription of a favorite operatic themeytbgposed it as it was first performed by the sirgehich
is not the case of the piano-singing score. They aflected the pianist-composer’s performanagyipg in
some way the same role as the modern recordinthdrarore, this repertoire was written for the piano
amateur performers, who needed help. So, sincestad both to remind a performance and to be
prescriptive, they were extremely precisely notabedh in musical signs and in expression marksoAgn
the pianist-composers of the time, Henri Herz (18888) was specially known for the careful and
numerous indications in his publications. | woukeIto show how some of them are a first hand soafc
information aboutheinterpretation habits of opera singers (overalkonentation and improvized cadenza)
and piano playing, given, among others, by finggranlarge range of dynamics, accentuation mauksto
and ornaments.

Laure Schnapper (Ecole des Hautes Etudes en Ssi€ocgles, Paris, France)
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Friday 14.00 — 15.30

22. NOTATION 2
Chair: Laszl6 Somfai (Bartok Archives, Budapestnbiary)

Comic Roles in Early Eighteenth-Century Opera: HowPerformances Might Have Sounded

This paper investigates the features of the voedbpmance of comic roles in the early eighteemdfitary.
Music research has dealt intensively with the vpesformance practice of opera seria. The vocaklin
scores do not necessarily coincide with actualgpernces, in particular because of the extensive
ornamentation practice at that time. Presumablpb&e this was not an issue for comic roles (neithtre
newly established intermezzo nor in full length @pleuffa that started at the beginning of the agritu
Naples), vocal performance practice for comic rblas hardly been investigated. This paper wants to
answer the following questions: to what extent dbesnotation of comic roles differ from what weokwn
about their performance? Which elements cannobied in the scores (e.g. irony, humorous use tésty
of opera seria, noise, etc)? What are useful sedorauinderstanding aural performance practichedd
roles (e.g. commedia dell’arte conventions, treatigtc)? Is it possible to reconstruct the atedtricality
of comic roles?

Kordula Knaus (Karl-Franzens-Universiat, Graz, Aia3t

Notational Issues and the Evocation of the ‘Barbad Beauty’ of Moravian Folk Music in the
Seventeenth Century

Evoking rustic traditions of ‘folk’ music and dang in the context of art music is a practice thratagin
popularity over time — especially from the secoatf bf the seventeenth century to the rise of matigm in
the nineteenth century; but it is no less prevaieddy. This paper focusses on a very specificrtejpe, that
is the quotation or evocation of Handk music ingaeond half of the seventeenth century. The teamal
refers to someone from the Hana region, a fertitblaw-lying plain in central and eastern Moraviathe
present-day Czech Republic) with Olomouc as igdsi city. Telemann makes mention of their folk imus
and praises it (along with Polish music) for itarbaric beauty’, but any scholarly interest in Hamausic
usually ends there. The notational difficultiesegbking Hanak folk music are several. First, theato
system does not adhere fully to the modern diatthn@ories; the use of awkward melodic intervalsgni
and augmented seconds, augmented fourth, and Jotimel she resulting strange harmonic progressiare w
difficult for composers to incorporate into the ffialof the major-minor system. The great Handebtah
Friederich Chrysander (1826-1921) wrote in the 388 letter on the subject of Moravian folksohatt
one of problems regarding the reception of suctodiet was that there wass too much reliance on a
perceived historical narrative, and that these dietowere just as modern as the major-minor system
they seemed, at times, incompatible (Chew, 1998)cdhcluded that ‘where no rule exists, no rulexkireg
is possible’. But the surviving courtly sourcesttbantain evocations of Hanak music in the sevarttee
century preserve more than just quotations of ggdalk music, they also suggest dancing and (fiotig
Telemann’s description) ‘extraordinary fantasies pipers or the violinists invent when they arerovsing
while the dancers are resting’. Finally, moderrepion of some of these works will be consideregjrsy
that some performers still ‘correct’ these composi to adhere to a system to which they nevey full
belonged. The wider implications are also considlere

Robert Rawson (Christ Church University, Canterbuig)

Musical Paratexts and Realism in the Notation of H& Song Arrangements for Accompanied Violin

In the early twentieth century, a number of Europemmposers responded to nationalism and the
developing field of ethnographic research intoitradal music by creating miniature arrangements$oti
music for accompanied violin. Information relatitmy the origins of the source music was notatechin t
scores of a number of these works, in the portasribeir sheet music known as the paratext, thed af the
printed document other than its primary text, idahg the titles, prefaces, and footnotes. Composers
included such details as transcriptions of theinaigfolksongs and dances, for example in the scofdéla
Bartok’s Romanian Christmas Carosnd Joseph AchronHebrew Melody or descriptions of the source
music and the locations in which it was collectad, in Bartok'sRomanian Folk DancesThis paper
addresses how such paratextual annotations ogerhtdghten the realist aesthetic mode of thesdsyday
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indicating that they offer accurate representatioinexternal musical artifacts. A discussion of thation
between the ethnographic transcription printeHiébrew Melodyand the score of the work as composed by
Achron will investigate the ways in which the ada#tnographic transcription affects the interpretabf

the composition that follows.

Joshua Walden (Merton College, Oxford UniversitiK)U

Friday 16.00 — 17.30

23. INTERPRETATION
Chair: Chris Walton (Orchestre Symphonique BierSwitzerland)

Indeterminate Notation and Performance Practice: AnAnalysis of the Context Surrounding the Piece

Indeterminate music is characterized by its indeieite notation. That kind of music (by Cage, Feldm
Stockhausen, Cardew and so on) has been one wiginetrends in modern music from the 1950s to the
1960s. Because it allows rich music to be made Binple figures (graphic score) or game-like instians
without any notes, indeterminate music has ofteergthe impression of being magical. However, this
magic is created not only by the score but alsthbyarious secondary information surrounding tleeg
The resulting performance is, in fact, more strgniglluenced by these unwritten rules. This papen{s to
three aspects of these secondary information autdithe score which were conveyed sometimes Hy ora
communication (context of the piece, context ofecbmposer, context of the period), and analyses the
connection between text and context in indeterreinaisic.

Yuji Numano (Toho Gakuen School of Music, Tokyopda)

The Notation of Heterophony: Some Twentieth-CenturySolutions

Two functions of notation are often perceived &sléading ones: 1. As a guide for the performeRsis a
guide in internal hearing. In contrast to homophanipolyphonic texture, where the two functions ar
usually served by the same score, heterophonyfesetit: (a) First, in heterophonic texture, a diagl
dimension is introduced whose presence is cleaalyifested while listening. Nevertheless, this digien
has no commonly accepted score signs. (b) As &,rdseichallenge of score design is a rather specie,
since a composer has to combine linear, verticdldggonal components of the sounding in writing th
score. (c) In either case, the composer’s firgirfiyi becomes the instructions to the performesstlie
musicologist, imagining the sounding of the hetbmyc score in the absence of a live performance
becomes a very problematic task. However, varigisgtieg solutions of score writing (by Witold
Lutoslawski, Gyorgy Ligeti and Mark Kopytman) shtive inexhaustible resources of heterophony, wéth it
versatile possibilities. In this paper, the cldsation of melodic, figurative and mixed types etérophony
will be presented, each with its specific expressiwlor.

Julia Kreinin (Hebrew University of Jerusalem, &ja

Investigating the Interpretative Space between Notson and Performance

Research into the interactions between composeérpamormers reveals interpretative details abowk a
beyond the written instructions in a score. Fomepde, recorded evidence of the Kreutzer Quartetaeting
Michael Finnissy’s Second String Quartet, in thespnce of the composer, illustrates that achietieg
right type of sound is of paramount concern, botthe composer and to the players. Yet, as witteatg
deal of music, there is little indication of spécgound qualities written into the score. Drawinmpn
interviews with the composer, comments from thgeils, and discussion between composer and performer
during rehearsal, this paper will determine somthefreasons that emerge for limiting the amount of
information provided in a score. The rehearsal rhodestructed from these different sources of avige
and comparison of the three separate recordedrpefaes with the notated instructions, reveal Kterg
to which these different sources represent thearassintended by the composer. From the points that
emerged during rehearsal I've devised a model wélddws how they relate to each other (and theativel
importance). Clearly, the starting point for thayars is how to interpret the notation. Overallibigearsal
centred on discussions about technique, soundtyaald expression, as well as rhythmic coincideanod
tempo.
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Amanda Bayley (University of Wolverhampton, UK)

Wednesday 09.00 — 10.30

24. ASIA
Chair: Ryuichi Higuchi (Meiji Gakuin University, kgo, Japan)

Des incertitudes face a la tablature ancienne auxticences face a la partition moderne: Vers une
notation adaptée au gugin.

Deux types de notation musicale coexistent pogufgn: parallélement a la transmission orale dermai
éléve depuis des millénaires, les tablatures ane&sont des documents archives, actuellementéégdi
simultanément avec la production de partitions muekesur le modeéle occidental. Les deux genres
d’écriture different mais aucun ne suffit a la itesion de I'ceuvre: la tablature est descriptive destes a
effectuer pour produire les sons et obtenir dest®ffariés, comme en témoignent une vingtaine lol@tais
différents et des métaphores suggestives assaceartaines indications, mais on n'y lit pas dieentnt les
hauteurs de notes et les rythmes qui, réciproquersiencturent les partitions occidentales; cesidees
discrétisent en effet les composantes sonoresyuidacilite I'analyse des ceuvres — sans décritealeil
sur la résonance du son et sont ainsi en portenadeec I'esthétique de la cithare gin. Les moyens
techniques actuels incitent les professeurs aguelurs transcriptions accompagnées de I'enregngnt de
leurs interprétations, ce qui permet d’appréciatiséance entre le jeu réel et le jeu noté. Ledeuta
démarche en cours est alors d’adapter la notat@eme en intégrant l'indéterminé et le vocabulairagé
des tablatures sous forme graphique.

Véronigue Alexandre Journeau (Réseau Asie-ImasilR&FMSH), France)

The Study of the Two-Four System Tablature in Taiwa

Two-four system tablature, an ancient notatiomoisonly used by the Cha’o Chou’s music but alsthas
basis of the Cha’o Chou’s music, disseminatedérdgions of Guangdong Chaoshan and Fujian
Zhangzhou. It was changed into Gongche Pu systelatti@ae and Cipher notation gradually from the ehd
the Ching dynasty to the period of the early RejguBlhe two-four system tablature uses the numbed,
two), [(Sd, three), (S, four),(Go, five), I(La k, six), J(Chhit, seven), and (Peh, eight) in the
notation. Reportedly, the two-four system tablatuae disappeared in China, but it still exists &vanese
traditional music. This paper will survey the twasf system tablature in Taiwan, and demonstrateihimw
used in Ch’ao-tiao glove puppetry and shadow plajaiwan by interviewing a puppeteer (Xin-Guo
Zhang), through literature, and through the recaysliof Wen-Ju Lee and Jiang Zhang. Besides asgdbsin
musical system of the Ch’ao-tiao glove puppetry simadow play from the singing-style that is spedibi
Ch’ao-tiao music, the strongest evidence of theftoww system tablature is the oral and writtenitrads to
be found in instrumental music. Undoubtedly, thsogrovides the most direct evidence for the oggif
the history of the Ch’ao-tiao music, to benefituigt research.

Wan-Chun Lee (National Taiwan Normal Universityjpedn, Taiwan )

Balinese Kebyar in Prime Time: Teaching, Understanihg, and Notating Gamelan Music off-the-Grid

During a lesson with Balinese musician | Ketut GAdaeawa, my teacher grew perceptibly agitated with
inability to learn a certain figure. Finally | va&d a complaint: “You never showed me where the igéat
Pak Asnawa'’s incisive reply opened a window of sragdtural understanding. ‘Why does it matter where
the beat is?’ Although much Balinese music expjictticulates a sonic grid through the use of fagheat
patterns, certain passages associated with thekgdnygr style go ‘off-the-grid’. They assume tenglor
shapes which seem to follow no consistent undeglipeat, but which also do not unfold in a free or
improvisatory fashion. These sound events relagath other in a prime, or irreducible, fashion.
Consequently, efforts to understand those passetfeseference to an underlying time grid proveléut
Likewise, efforts to encode those discrete somgjaritions through non-discrete, proportionally tieta
systems of notation prove highly problematic. Ithbcases, the difficulty arises from a conceptadiim of
musical form that directly correlates measured tivith measured space and duration with distancegJs
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several examples from the kebyar repertoire, thpep explores ways of understanding, visualizing, a
notating kebyar music.

Jeremy Grimshaw (Brigham Young University, Provo, WBA)

Wednesday 11.00 — 12.30

25. AFRICA
Chair: Malena Kuss (University of North Texas, DmnT X, USA)

Reconstructing the ‘Bakossi Songs’: Roots of Tradibnal Heritage in Notations of Church Music in
West-Cameroon

There are no written materials or recordings hamtteedh from the traditional music of the Bakosdiilae
in the rural area of West-Cameroon. So it seentghisopus of the native Reverend E.E. Ngole (1913-
2005) is the most important source. As one of itis¢ finusicians he composed up to 200 church songsi
own dialect and style and wrote them down in hisie& of the Tonic-SolFa system. But only the péteh
are fixed for sure, the songs are not always ptedan a linear form and the notations were negedun
practice. Nevertheless, the Seraphine Choir frahbme village Nlog is still capable to sing theyrhieart
and my own recordings made it possible to recoasthem. As a first result it is obvious that thetation
system is improper to write down the complex rhyshimarmonies and forms of polyphony. The queston i
whether the variations between the notations a@debordings depend on the lack of the notaticof the
performance. It seems to be likely that the musilieady changing in the process of oral transamiss
because of its improvised parts. And | am surerhadical heritage can be found in the music of Bgol
because of a typical style among the works of otbemposers in the region.

Nepomuk Nitschke (Humboldt-Universitat, Berlin, Gamy)

Probing the Boundaries of Opera as Notated Practicépera in South-Africa

Many fascinating opera productions have been stag8duth Africa during the past few decades, using
strong local casts and strikingly indigenous intetg@tions of standard works from the canon. Indieanf
the fact that opera in South Africa is prosperihg, genre is also widely practised and admireddeitspera
houses. Opera choruses have become standard amdussitownship choir festivals, and singers like
Luciano Pavarotti have strong followings in Coomdsand township fan clubs. Recent historical mefea
indicates that the dissemination of opera in blaolth African communities generally depends less on
notation than imitation of recordings and soundccdese of a widespread historical inability to rééelstern
stave notation, opera has for decades existed asabtradition in South Africa in formal and infoal opera
training and practice. This paper will explore thastcolonial notion of Western opera as an oaalition. It
will argue that the Western practise of notatiod anbsequent canonization is undermined in a nostéie
context as opera unshackles itself from the sneéstof Western notation through oral practicehis way
opera practice in South Africa radically contrilmite the re-imagining of the meaning and functibopera
outside the Western metropoles of culture.

Hilde Roos (University of Stellenbosch, RepublicSaluth-Africa)

Written Documentation Of Music In The Urhobo Modern Society Of Nigeria

The urhobo modern society is currently undergoitgist from oral to written documentation of their
music. This is as a result of literacy introduceit itheir society by the westerners (Europeant)arearly
fifteenth century. This change has lead to the diewee of oral transmission of music in the urholoalenn
society. Osagie 2002, Bruno Nettl 1973, amongstrgtthave argued from a scholarly point of view tral
documentation in all ramification is imperfect, bdon facts that their rendering techniques vadythat
songs are not rendered exactly as they ought ¥ehiea@ needed for posterity. Thus, this lead to tlubugion
of written transmission of music in the urhobo mwodsociety. This paper tends to analze the prdoess
which oral songs are translated into a written fatrrim order for the universe to read and anallgee t
musical techniques employed in the documentatidghetJrhobo people music.

Ojakovo Gabriel Oghenevwarho (Delta State Univergibraka, Nigeria)
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Friday 11.00 — 12.30

26. ELECTRO-ACOUSTIC MUSIC
Chair: Rupert Ridgewell (British Library, LondonKl)

Bits and Pieces: A Study in the Relationship betweeNotation and Sound in Electro-Acoustic Music of
the Twentieth Century

The word notation derives form the Latin notare—nieg@ to note. In English the cognate forms of rage
noun and verb are fortunate and illuminating; irchmof the history of music, we have been concewidd
the notation of pitches. Or, better, the irreduEidmpositional element, the most fundamental
compositional choices have to do with pitchesak been the task of a long tradition of musicolalgic
research to determine precisely what a given rotatignifies in pieces written within a wide vayief
contexts to which we have no direct or highly mestiaaccess. In order to discuss the issue of tiaaimg
of the relationship between notation and electrmuatic music, | will consider the following topigsorder:
(1) What has happened to the note as the fundahwamgpositional element in the twentieth century®ill
show that the ontological status of the note besoumstable throughout the twentieth century, frben t
over-determined, ‘thick’ notes of post World Wasérialism to the fragments of musical pieces and
gestures in 1950s musical collages, to taped sdunigisthe environment, to the rich continuum of tlion
in works of the ‘new romanticism’ of the end of tireentieth century); (2) What is the nature of tia¢ation
of electro-acoustic music? (I will show that a nesvdel of musical-theoretical study is necessaryHter
apprehension of electro-acoustic music. Traditiomasic theory involves linguistic-critical discoarsa
theory of electro-acoustic music must (with conterapy trends in the sciences) be based upon siimlat
and modeling); (3) What is the relationship betwtenvarious ways in which electro-acoustic music i
modeled and the sounds of the immanent music ®$€His is an extraordinarily difficult task becaug)
many models of music are inextricably connectethéocompositional process (such as in pieces &wriin
Max/Msp and Pd), and (b) many models are afteifdlseapproximations that are meant to provide deui
to the design and structure of a piece.

David Schwarz (University of North Texas, Denton, TOSA)

‘Project for Magnetic Tape’ (1952/53): Challengingthe Idea of a Critical Edition of Historic Music for
Recording Media.

When John Cage, Morton Feldman, Earle Brown, anddid-eldman created their first compositions for
magnetic tape in 1952/53, they were among thetfirstore electro-acoustic works prior to theitizagion
in the studio. Today, these (unpublished) scoresiat only documents for analytical study, but jaev
valuable information for restoring the original nwdn this paper, the author, who was able to thehe
tapes, scores, and related sketches in differenhas in North America and Europe, presents feffittst
time a comparative analysis of the four composgionterms of scoring, realization and underlying
aesthetics. This leads to a discussion of the feralcritical edition of the tape works, where
synchronization is a problem due to the aging efdimgle track tapes on which the multi-channelksor
have been stored.

Volker Straebel (Technische Universitat, Berlinyi@Gany)

Notation, Sound Processing and Serial Time Structerin Ernst Krenek’s Early Electronic Music

Ernst Krenek got interested in electronic musidrdphis participation at the Darmstadt Ferienkdise
Neue Musik in the mid 1950s. He then compdSptitus intelligentiae Sanctus: Pfingst Oratoridiom
Singstimme und elektronische Klangel956-57 at the electronic studio in ColognereéHérenek uses a 13-
tone equal temperament scale and applies varioiad gcedures to this piece. This project rosesa
problems for the actual way of notation and itscfion within the score. The pitches are notateahisolute
frequencies, the time values in centimetres acngrthi the tape recorder speed of 76 cm per seddns!.
allowed him to define extremely subtile values ibélpand time, however, it does not allow actual
performance, but only the engineering of the piedech is then ‘performed’ from tape. This proceslis

an entirely new concept within the history of musatation. The proposed paper discusses this igghe
reference to the existing source material that shdifferent stages of musical ‘construction’. Adafitally,
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Kreneks theory of serialism and its large-scalesequnences for the notation of electronic musi@iad
addressed, particularly with regard to the concepimtation that Karlheinz Stockhausen developeatea
same time.

Frank Heidlberger (University of North Texas, DenioX, USA)

Friday 16.00 — 17.30

27. ORAL TRADITIONS
Chair: Peter Wollny (Bach-Archiv, Leipzig, Germany)

The Art of Divine Dictation

Although the art of solo improvisation in eightdewentury Europe is fairly well understood, group
improvisers in the literate cultures of the timeneén an enigma. How can we study a practice that
traditionally existed outside the realm of writteotation? Were group improvisations important, are
existent features of European society? Recentbpuered transcriptions of improvised singing frdma t
eighteenth-century utopian communities of the M@maxhurch, such as Herrnhut in Germany and Zeist i
the Netherlands, illuminate the effects of literacyl the art of memory on improvisational techngjue
Moravians cultivated a style of improvisation thats only possible in a literate context throughube of a
memorized library of compositional techniques ali a@memorization from notated sources. This
memorial archive allowed congregants to aurally aiestrate their faith by freeing their ‘hearts togsi
Transcriptions of Moravian improvisations teachhos a group of individuals might learn to improvyise
answering such questions as: can literacy affegtomsation? Do improvisers who memorize material
based on written sources improvise differently fiomprovisers who have internalized orally transedultt
models? While musicologists have traditionally gmadtl the finished forms and history of eighteenth-
century musical works like the products of the glsarts and culture, Moravian transcriptions edeicest
about a musical tradition with no fixed forms. Theanscriptions are not texts, but ‘divine dicba’,
notations of a living tradition that respondedtte influx of divine inspiration.

Sarah Eyerly (Butler University, Indianapolis INSH)

‘A Handy Size for Practicing the Notes When You'rePlowing the Back Forty’: The Use of Notation in
the Oral Traditions of the Old Order Amish and the Old Colony Mennonites.

Two groups of Plain Peoples, the Old Order Amisth @id Colony Mennonites, sing monophonic hymns in
the ‘old style’ or ‘lange Weise’ for their Sundagrsices. The Old Colony Mennonites originally used
cipher notation, but the more conservative grounmse to give up the use of the notation and toldee
songs again by ear as they emigrated to Mexico.Qidegrder Amish have begun to employ a simple
notation, much like plainchant notation. The nalateusic is advertized in Amish newspapers for maler
and sold in Amish bookstores. The music has chaf@édtiese two separatist Anabaptist groups, laroel
ways defined by the use of notation. At this titmeth traditions share a similar style and soundvéicer,

this is a period of transitition as music notatbmtomes more commonplace among the Old Order Amish
and continues to be abandoned by the Old Colonynitaites. It is possible to readily see the impaasim
notation has on a rich melodic oral tradition datirack to the sixteenth century. It is possibledmpare
these groups’ experiences to other chant repestaitieere there is a similar transition from the dradlition

to written notation.

Hilde M. Binford (Moravian College, Bethlehem PASH)

Acousmatic Music as a ‘Rabbit-Hole’ to the New Post.iterate World : Marshall McLuhan's
Conceptions as a Tool in Analysis of Late TwentietiCentury Music

The methodology of Richard Taruskin’s immefige Oxford History of Western Musscundoubtedly
influenced by McLuhan’s conception of a fundamestaft in Western mentality, happening in the tviethit
century, when literate culture gives place to pivstate, visual perception to kinesthetic, urban
consciousness to ‘the global village’. Within ttheory Taruskin’s choice to consider only the lter
tradition of Western music of the past six centuiggjustified: the unprecedented rise of populasics,
non-literate in their way of being, analogous tix fmusic, is a present-day phenomenon. Like thenitien
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of printing press in the fifteenth century, nowaslapund recording and Internet change radicallyahas
of being and the dissemination of verbal and muigiéarmation. In art music the consequences ofptbst-
literate shift are new experimental systems of tnmtaits weakening role and even disappearances. Th
paper will present a close reading of Bernard Pgrangs cycleDe natura sonorun(1975), aiming to
reveal transitional character of acousmatic miiile its message (‘vocabulary’, syntax, aesthgiis
close to that of late-modernist notated musianigglium (CD) joins the new non-literate dominantisTh
(perhaps, seeming) contradiction to McLuhan'’s fdemithe medium is the message’ is the subject f th
present analysis.

Olga Panteleeva (Universiteit Utrecht, Netherlands)

Tuesday 09.00 — 10.30

P1. PANEL SESSION 1

Changing the Musical Object: Towards a Musicology bRecordings
Moderator: Nicholas Cook (University of CambridgH)

Panelists: Eric Clarke (University of Oxford, UKaniel Leech-Wilkinson (King's College, London, UK)
John Rink (Royal Holloway, University of London, YK

Musicology developed as part of the project of téeath-century European nationalism, and in ermaratf
the values and practices of classical and romahilology. For that reason it has always understoodic
on the model of literary works, resulting in a skegvof the discipline that was the focus of mucitique in
the wake, particularly, of Lydia GoehfThe Imaginary Museum of Musical Wokk994). The 1990s saw an
emphasis on textual fluidity and intertextualitgpresenting a positive attempt to move the disapli
forward, but it is only more recently that the mobvious way of achieving this has gained musidchig
prominence: conceptualising music as performanceatBharthes, in his essay ‘The grain of the voice’,
characterised as ‘changing the musical objecthénUK the AHRC Research Centre for the History and
Analysis of Recorded Music (CHARM), directed by foer presenters, was established with the express
aim of facilitating this development through a fe@n the primary texts on which a historical mulsigg of
performance must be built: its activities rangerfreymposia and a major on-line discography to Hqmr

of analytical and historical projects. At the eridt® five-year period of initial funding (2004-Q9SFHARM

is continuing as the AHRC Research Centre for Maldterformance as Creative Practice (2009-14), the
change of name signalling a new engagement wighdarformance. This transition affords an ideal
opportunity to review the development to date ofiesicology based on recordings, and also to lookdal
to a musicology in which performances play as dsdemrole as scores have done since the foundatio
the discipline. The panelists will outline key astseof these developments by reference to workezhaut

at CHARM and to relevant themes of the conferersca @hole. Daniel Leech-Wilkinson will offer a made
of expressive performance style as a collectiochafacteristics and habits which can be subjectetbse
empirical scrutiny by means of recently developeahgutational techniques. Nicholas Cook will introdu
approaches to the comparative analysis of perfarmatyle, and broach the question of how empirical
methods can be reconciled with the understandinggedbrmance as a real-time, meaning-generating
process that forms the basis of interdisciplinagfgrmance studies. John Rink will approach a simdsue
from a different direction, asking how insightswrafrom highly abstract analytical approaches aaich
both the understanding and the practice of livei@sas recorded performance. Finally Eric Clarki set
the analysis of recorded performances into a broza@ext by examining the extent to which the
commercial practices of the record industry shapednly twentieth-century performance style bgbal
basic conceptions of what music is.
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Thursday 09.00 — 10.30
and 11.00 - 12.30

P2. PANEL SESSION 2 (Double session)

The Practice of «timbre» between Orality and Litera&y in European Cultures
Moderator: Herbert Schneider (Universitat des $aalds, Saarbricken, Germany)

Louis Grijp (Meertens-Instituut, Amsterdam; Univiegg Utrecht, Netherlandskrench timbres in
songbooks and theatre plays of the Dutch Republic

In seventeenth- and eighteenth-century Hollandgaonds of songbooks have been published. Almost alll
these songs, both religious and profane, are dantea At least half of the melodies came from Eeqras it
appears from estimations. The French timbres magdmgnized by their French names, but also many
tunes indicated by Dutch titles may have a Freradkground. This is all documented very well in Ehgch
Song Database (Nederlandse Liederenbank, www.getd@nk.nl). For 10.000s of songs the timbres have
been identified, and songs sung to the same tuneitiua different timbre have been linked togetfdris
may used for establishing the distribution and peanity of individual melodies, but it is also vemglpful
when one is looking for the melody of a song tektolr has been delivered without music notation. The
Song Database contains several advanced searoh®ps well. One is the possibility to search sarsjsg
stanza forms, which may be very distinctive. Thosgsexts without timbre, like theatre choruses, tmay
identified as having been written to e.g. a Frencte. We developed a methodology for these ‘stiophi
heuristics’. Another advanced search option igtirely musical search, using only the musical autréa
melody. This option is still in development by thmesearchers working in the so-called WITCHCRAFT-
project, in the disciplin of Music Information Rigval.

Marie-Claire Mussat (Rennes, Frandeusage du timbre dans la sphere privée: entre lieisocial et
expression de l'intime

La pratique du timbre reléve, a I'évidence, d’unm §ke société. L’étude de correspondances privéesepe

de saisir qu'il joue aussi un réle plus complexpaait &tre compris comme un médiateur de l'intitndue
non-dit. Dans tous les cas, il génére, au-dela digure de style, un espace de liberté. La coardance
entretenue avec son cousin Kergus par Madame dpd®prfune musicienne avertie) récemment publiée par
nos soins sous le tit’e mon cher cousin, une femme en Bretagne a laufi\d11® siécle(Paris, Ed. du

Layeur, 2007) constitue un exemple, parmi d’autmespermet de mieux comprendre comment fonctionne
la référence au timbre du triple point de vue mals&ocial et psychologique.

Anne Piéjus (Centre National de Recherche Scigutfi Paris)On an Elliptic Notational Practice: The
cantasicomeTried and Tested by Modernity

Parmi les modes de notation musicale, 'un souédex persistance la question de la restitutionreoh®
timbre parodique, ou leantasicomgqui ne propose comme fixation écrite de la muesigue la mention de
son titre et s'adosse aux processus mémoriels seioes a la restitution de I'ceuvre. Cette commuitina
qui s’appuie sur la permanence du procédé a tréeearodies spirituelles de la premiére modernité
italienne et francaise (laudes, cantiques, psaynmsjrogera le statut et le role de I'écrit etf’'daprimé
dans la génétique de I'ceuvre musicale en explopaatre axes de réflexion. 1. Les modalités detotisin
de I'ceuvre: processus mémoriels, identité culterdiiites d’'une transmission semi-orale a I'épodee
limprimé. 2. Le timbre aux marges de la musigueasée: transmettre la polyphonie? statut de laéegmn
polyphonique improvisée? 3. Fixation et interpiétatles variantes et leur rapports avec les mddes
transmission orale et écrite; les parodies inte(iaesles tridentines et cantiques francgais et e&@mnois),
mémoire, systémes de notation et principes desiliffu 4. L'identité musicale de I'ceuvre restituée:
singularité et pluralité, auctorialité, action ixdtion écrite, statut historio-bibliographique d&iceuvre
définie par la pratique.

Herbert Schneider (Universitat des Saarlandesp8aken, GermanyDie Verwendung des Timbres im
Théatre de société und in den Chansondrucken von @fes Collé

Collé hat in seinen Chansons und BuhnenwerkenagielMimbres und originale Musik verwendet. Die

Edition seine§ héatre de société und der Chansons joyeiss@sich eine wichtige Quelle fur in

Notenschrift notierte Timbres. Auch in den Niededan — die€Chansons badinga Utrecht — und in

Hamburg -Recueil complet des chanseng/urden Chansonsammlungen und u.a. in LeipzigfEnstiicke
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in Ubersetzung von ihm publiziert, d.h. er wirkteitiiber Frankreich hinaus. Neben der Ubersicht diee
spezifische Auswahl von Timbres, ihre Varianten saithe Parodietechnik sollen einerseits Vergleddwe
Timbre-Repertoires Collés mit jener einiger Zeitgesen und Nachfolger (z.B. Piron, Panard und dg Pii
durchgefuhrt werden, andererseits aber auch etiwitteden, welche Timbres in den Landern bekannt
waren und verwendet wurden, in denen Drucke s&ifexke erschienen.

Marlene Belly (Université de Poitiers, Frano®uand I'oral et I'écrit se rencontrent: la chanson
traditionnelle

Marquée de longue date par le sceau de I'écriteritilisation est, pour autant, riche d’un patime
musical de tradition orale qui, de fait, ne peutctionner tels ceux des cultures non pourvues sigsye de
notation. L’approche de la chanson traditionnedlatpen ce sens, étre révélatrice. L'usage du &rizbr
positionne en états intermédiaires entre oral i, @avant et populaire... L'emploi de mélodies casges
pour porter des textes transmis sur la chaine éeérgtions ou la reprise d’airs traditionnels dass
répertoires de scenes, de salons ou d’Eglise aglies mécanismes de folklorisation. Ce propostente
cerner les conséquences sur les processus de isaimsnet de mémaorisation dans le répertoire chariep
concerné. Il montrera que le passage des airs eulttge écrite et patrimoine oral a largement Gboé a
définir I'état actuel de ce patrimoine.

Andreas Minzmay (Musikhochschule, Stuttgart, Gegjign. das angenehme, unterhaltende Geschlecht
auch auf deutschen Boden verpflanzen...” Zur Nutzum des franzésischen Tombre-Verfahrens im
deutschen Theater des 19. Jahrhunderts

Das mit dem franzésischen Vaudeville verbundenebii@aVerfahren bot sich Produzenten von Theater in
mehrfacher Hinsicht an: So ist der Riuckgriff aufbekannte Melodien ein sehr 6konomisches Verfalmen,
musikalisierten Stiicken zu kommen, wobei durch Bakzeit, Einfachheit und leichte Merkbarkeit solche
Melodien der Rezipient auf besonders direkte Weisetional angesprochen werden konnte. Insbesondere
aber bot das Zitatverfahren vielfaltige Mdglichksit durch intertextuelles Verweisen gesungene $zame
komplexen Bedeutungstragern anzureichern. Versehexudeutschen Autoren gelang im 19. Jahrhundert
mit teils betrachtlichem Erfolg eine Ubertragung flenzdésischen Timbre-Verfahrens auf das deutsche
Theater, wobei mit sehr wenigen Ausnahmen zwaieafahren als solches, aber selbst bei Ubersetrunge
aus dem Franzgsischen nicht die originalen Melodisrnommen wurden — wie sie etwa in der im 19.
Jahrhundert wiederholt aufgelegten und aktualsie8ammlund.a Clé du caveagreifbar waren — sondern
durch ,deutsche’ Melodien verschiedenen Provenfarakslied’, Singspiel/Oper) ersetzt wurden. Dabei
unterscheiden sich aber die mit praexistenten Mefodrbeitenden musikdramaturgischen Modelle etwa
von Friedrich Treitschke, Johann Friedrich Reichafdrl Blum, Karl Angely und Karl von Holtei gerad
hinsichtlich der Frage, welcher Aspekt der Timbraxs nutzbar gemacht wurde, grundlegend.

Stefanie Klauk (Universitat des Saarlandes, Saakenj Germany)Zur ,Timbre-Praxis’ in Spanien am
Beispiel desCancioneropara cantar la noche de Navidad 603) von Francisco de Ocafa

Wenn auch in anderem chronologischen und funktienddontext, lasst sich auch in Spanien eine ,Tiebr
Praxis’ ausmachen, die mit derjenigen Frankreigrgleichbar ist. Als Beispiel fur die Praxis im 8pn
des 16. und 17. Jahrhunderts magCkencionero para cantar la noche de Navida@03) von Francisco de
Ocairia dienen. Die zahlreichen expliziten Hinweigfledée zu einem neugedichteten Text zu singende
Melodie (,al tono de’) in diesem Cancionero bezeugme Praxis, die auch ohne diese expliziten Visave
in anderen literarischen Liedersammlungen und Eneadten erkennbar ist. Im Gegensatz zu Frankggich
B. mit demClef des chansonniekgon 1717) lassen sich aber keine Bestrebungesctuiftlichen Fixierung
beliebter Melodien nachweisen, so dass diese anlmniergleichen mehrfach tberlieferter Vertonungen
desselben Textes rekonstruiert werden missen. hnagosollen weitere Aspekte, wie der Inhalt der
ausgewahlten Texte und ihre Verbreitung, dargésteliden, die charakteristisch fur die spanischeibFe-
Praxis sind, sowie die wesentlichen Unterschieddranzdsischen aufgezeigt werden.
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Friday 09.00 — 10.30

P3. PANEL SESSION 3

Tablature — The Encoded Labyrinth Of Performance
Moderator: John Griffiths (University of Melbourngustralia)

Panelists: Philippe Vendrix (Centre d’Etudes Supégs de la Renaissance, Tours), Dinko Fabris
(Universita della Basilicata e Salento, Italy), iea Pavan (Milan, Italy), Philippe Canguilhem (Ugrisité
de Toulouse, France), Aurelio Bianco (Strasboueptte d’Etudes Supérieures de la Renaissance,)Tours

This panel proposes to bring together some ofaadihg specialists in instrumental tablature, paaticular
family of music encoding systems conceived speadifiaccording to the idiomatic nature of the instents
it served. One of the principal notational formedifrom the fifteenth to the eighteenth centutiaslatures
are also used in many other musical traditiongjuerse times and places. In this session, weliwiit
ourselves to the tablature forms designed for Jgears and other plucked instruments but wiledssues
pertinent to all notation forms based on graphpresentation of instrumental performance. Based on
representing the movements of both hands on timent through numbers, letters and other symbols,
these notational forms indicate what actually hagpe performance more accurately than traditional
European mensural notation. While recognising tidalature often functions in the same way as mehsur
notation as the point of departure for performattus, panel session will focus on tablature asoiteome
of performance, a graphic record of the perfornsargght in the act of performance and creation. Each
speaker will contribute to this topic through casgdies that demonstrate aspects of tablatureiotat
reflecting directly subtleties of the act of perf@nce not captured by mensural notation, and tlydmnwa
which tablature notation permits us to contempdaigects of creative process and conceptual pathivalys
are locked into the notation. The speakers ariexalved in the ‘Corpus des Luthistes’ project ¢egkin
2007 and based at the Centre Etudes Superieutagik@maissance in Tours under the joint directiion o
Philippe Vendrix, Dinko Fabris and John Griffitl@ne of the present aims within the project is the
identification and cataloguing of all the formsi$trumental tablature used in Europe to 1800.

Friday 14.00 — 15.30

P4. PANEL SESSION

Unmeasured Music for Lute and Harpsichord
Moderator: Tim Crawford (Goldsmiths, Universitylodndon, UK)

The extensive seventeenth-century French repestarymeasured preludes for harpsichord, while much
appreciated by players of the historical instrumenperhaps undervalued owing to the apparentgrbe
character of its notation. There also exists am éaer repertory of unmeasured preludes forutewhich
remains almost entirely unknown to non-speciatisiotars. In the latter case, the notational difficarises
from the fact that lute tablature is specificalBstyned as a guide for performance with the ingtnirm
hand rather than as a description of musical conidne notation of harpsichord preludes is simjlarl
pragmatic, in that conventional ‘rules’ of musidatin are adapted or ignored in order to convei¢o
player the essential elements which are requireddar to perform the music. Furthermore, the plelis
not the only genre in which these ‘rules’ were lemokn order to convey musical information that
conventional notation could not express. This RoUable will examine this complex of notation,
performance and instruments with the aim of cagtimge light on what can seem in several respects a
mysterious genre.

Tim Crawford:The Continuing Tradition of the Unmeasured Preludefor Lute in the Eighteenth
Century

The ‘prelude’, its performance and, above allirtprovisation, occupied a central position in thpartory
of the lute throughout its history. Evidence frolinp@riods suggests that the seventeenth-centwydhr
tradition of unmeasured preludes was by no meamsgaie phenomenon. There are examples of the lute
recercar (effectively synonymous with ‘prelude’}iegly without rhythmic notation from the earliest
Renaissance sources, while the last great mastee diite, Silvius Leopold Weiss, left a large amof
preludes, fantasies and caprices largely in ‘unomeals form. This talk will examine some featuredtodse
later works which seem to have survived from eatieditions as well as some of those that divérge
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the seventeenth-century French model, and shoviltea¢ are in most respects intimately linked with
tablature notation and performance.

Daniel Tidhar (Queen Mary, University of London, YRowards a Unified Computational Approach to
Lute and Harpsichord Unmeasured Preludes

The importance of unmeasured preludes in theipuarforms is well acknowledged across the earlyianus
community. Besides forming a fascinating musicapas in its own right, these preludes are constlere
excellent sources of information about instrumestalority on the one hand, and about stylistically-
adequate improvisation on the other. Despite sotellent studies of unmeasured preludes that haga b
published in the past (e.g. Tilney 1991), it seémas unmeasured music is still far from having reee the
musicological treatment it deserves. We believergneent advances in computational musicology @ave h
a fruitful impact in this domain. Our aim is to &sfish a computational framework for representing
unmeasured notation (for both instruments), anéifalysing unmeasured music in terms of harmonic
structure, voice leading, melodic components, &etorical means. We further believe that reseafch o
unmeasured music can benefit from the comparistweles lute and harpsichord pieces.

Yoon Park (Glasgow University, UKJnmeasured Preludes: A Glimpse into Seventeenth-Cemy
Musical Fantasy and Melancholy

Among the metaphorical and reflective subjects wiillastrate seventeenth-century musical fantasy, t
most remarkable is melancholy. Positive connotatmimmelancholy as an inspired state of mind, &d i
association with personalised expression and theterigus sonority of the lute originated in ancient
sources, such as Plato’s divine madness and Aestatssociation of the melancholic humour with
extraordinary talent. Representative of the povenwsic (in imitating the cosmological order, exegt
rhetorical persuasion, and even in healing the aodlbody), the most fantastic popular character wa
Orpheus, a lutenist (or lyre player), as portrayg®vid, Ficino, Monteverdi, and Kircher, amongerth
Thomas Mace'’s testimony to his experience of fasitag on the lute in a melancholic mood remarkably
captures the musical fantasy pursued in the unmegguelude with words such as ‘secret geniushcya,
‘unbounded liberty’, and ‘transcendentl(sick’'s Monumentl676). His elevated notion of fancy as
artistic genius conforms to contemporary empiritistught about the imagination. Given this peraaptf
musical fantasy in terms of the unmeasured lutpéieinord preludes, | address questions such akoya)
melancholy became such a prominent subject dunegeéventeenth century; (b) how the development of
the unmeasured prelude reveals functional and eté&stioncerns of the century; (¢) how unmeasurtd lu
preludes are related to keyboard fantasy genresndhat the seventeenth-century literature ofafsiator
stylus phantasticus is widely considered to be &ayth-related in modern research on musical fan{asy;
what would this unique notation imply in terms loé tseventeenth-century spatial and temporal conodpt
musical fantasy and our interpretation of it?

David Ledbetter (Royal Northern College of Musicahthester, UK)Erozen Improvisation:
Seventeenth-Century German Lute preludegjiscrétion and Notating Freedom

This paper grows out of background work for a footiming book on the unaccompaniadtrumental music
of J.S. Bach, which includes seventeenth-centunyn@e traditions of solo music for lute and for umolThe
virtue of tablature is that it shows very diredtig practical, instrument-technical purpose ofrthesic. This
is very clear in French examples of unmeasured(meither bar lines nor rhythm signs) and semi-muness
(with some rhythm signs) preludes. In order tordefcerman characteristics in this genre | examine
preludes of Esaias Reusner the younger and Plrilipz Lesage de Richée. Lesage is of particulardat
as a pupil of Charles Mouton. His use of the teqrdiscrétion’ for both unmeasured and measuredamusi
opens up a much wider perspective, since this ieparticularly associated with keyboard music in
measured notation by Froberger. The tradition isftiettion’ includes rhythmically anomalous notation
measured music, a freedom that is very suggestiperformance but is often misunderstood by modern
editors, particularly of central canonic repertory.

Bruce Gustafson (Franklin & Marshall College, Lastea PA, USA)The Unmeasured Prelude for
Harpsichord: Unpretentious Functionality versusArtistic Statement

In his 1699 dictionary of the French language, féire defined “prelude” firstly as a musical gerand
clearly he had the unmeasured prelude in mindngall an “irregular piece.” He saw two distincpis of
preludes: those that tested the instrument’s tuaijgot the player launched; and those that were
improvised by great masters and had more worth‘ttegular” pieces by others. A third category of th
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unmeasured prelude was specified by Francois Cougethe moment when he abandoned unmeasured
notation, remarking that almost all the young ladigo were taking harpsichord lessons knew onlyittfe
prelude that had been their first piece. Thus,ulet had a pedagogical function: before the namacee to
grips with rhythmic notation, preludes were a vihfor relating pitches on the page with the actual
keyboard, and they were undoubtedly used for tegdfie basics of posture, hand position, touch thed
other essentials of harpsichord technique. We nomawkof nearly 100 French unmeasured preludes for
harpsichord from the seventeenth and eighteentiuges. Their notation is extremely varied, randiram
undifferentiated voided note heads (the appearahetiole notes) to complete specificity of noteuesd but
without metric organization; some have virtuallyindications for sustaining or grouping notes, atiters
present a bewildering labyrinth of curved linesréing around the notes. This study organizes theiwng
written repertory in terms of the functionadrsusthe artistic ambition of the pieces, comparing the
notational styles within that context. The relasibip between notation and intention is surprisinglsied,
reflecting a genre that was important enough tereggneral dictionaries of the French languageHait
never achieved a common understanding among hhgpdists.
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