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LETTER FROM THE DEPARTING EDITOR 

The Editor of the Newsletter would like ~o express her sincere thanks to the 
·esteemed Pres tdent and most trustworthy Secretary for their exce 11 ent 
co-operation and kind support. It has been a great pleasure for me to fulfil 
this honourable position with such good friends. · 
My thanks go also to those members who have written articles or contributed 
programmes, catalogues, records and other related material. -\~hen, in 1977, I 
assumed the editorship of CIMCIM News it was with highly_-ambitious ideas and 
intentions indeed. However, the pressures on committee members have been such 
that - over the past year in particular - signs of tiredness have been 
apparent. A consequence of this has been the quite considerable delay in the 
publication of the current CI~CIM News (Nr. 10}, for which the editor would 
like to express her sincere apologies and regrets. I am somewhat relieved to 
know that the responsibility for the Newsletter now passes to a colle~gue who 
takes over the task with fresh ideas and enthusiasm. 
The editor would like to thank in part~cular those colleagues a~d friends who 
have given such magnificent moral support for her professional activities. In 
1980 12 colleagues visited the small Swiss town of Burgdorf to learn at 
"first-hand more of the 'Kornhaus' campaign . I was able to profit considerably 
from your advice and constructive comments relating to this pioneer project, 
which foresees the transformation of the 'Kornhaus' into a museum of musical 
instruments. The project architect and the secretary of 'initiative committee' 
were able to attend the 1982 CIMCIM meeting in Stockholm. 
CIMCIM and its members have thus given practical and positive support to the 
Burgdorf project right from the start and it has been of great importance 
and comfort for me to be able to count on such loyal colleagues. 
The departing editor would also like to pay tribute to the tireless efforts 
and assistance of Mrs Susi Stehelin who has been responsible for typing the . 
Newsletter manuscripts . Our thanks are also due to the Swiss Society of 
Humanities, which so generously financed the printing of the Newslett er over 
the last six years with a dona t ion of Sfr. 1.000,- . 

Brigitte Bachmann-Geiser 

... ··• 
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ADDRESS FROM THE NEW PRESIDENT 

A new board was elected during the Oxford meeting . The three new 
members took the challenge of bringing their personality and knowledge 
to serve our common aim: music and this through a better approach towards 
musical instruments. Since nearly 25 years previous boards tried to draw 
the attention to the problems around musical instruments. I want to pay 
hommage to a 11 these predecessors. Through their efforts CIMClM has 
become one of the active international committees of ICOM. 

We will carry on that task by continuing what was started as there is 
the second edition of the Directory; the publication of the regulations 

· to access of musical instruments and the results of the Scandinavian tour. 
Meetings will be organised with ICTM in Bratislava in 1984; that in 1985, 
New York, Boston, Washington will be .our first visit to the U.S.A. and 
then of course the ICOM General Conference in 1986 which is to take place 
in Argentina. 
IQ the meantime the working group of Typology and Catalogage should get 
n~arer to the final stage leading to the printing ~f a document useful 
to all museumpeople. 

In order to achieve this we need the help of every member. 
It is not only the institution that you represent that is important but 
it is your personality that counts. 

Jeannine Lambrechts-Douillez 
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LETTRE DE LA NOUVELLESECRETAIRE 

Chers collegues, 

Pour contribuer a la bonne marche du CIMCIM, voici votre nouveau 
secretaire-tresorier. Vous appris par une lettre aux membres la 
composition du nouveau bureau. Vous savez done que je suis conservateur 
du Musee Instrumental du Conservatoire National Superieur de Musique de 
Paris. En 1973, j'ai succede dans ces fonctions a Genevieve Thibault de 
Chambure, musicologue, organologue reputee, qui a preside aux destinees 
du CIMCIM pendant six ans, a partir de 1968. J'ajoute que je fais p~rtie 
du CIMCIM depuis fort .longtemps, puisque Madame de Chambure, dont j'ai 
ete l'assistante pendant plus de dix ans, et dont je m'honore d'etre l a 
disciple, m'a incitee en 1971 a faire partie du CIMCIM afin de participer 
a ses cotes aux travaux des groupes. 

Mon metier m'amene frequemment a favoriser des contacts entre des person
nes que ont les memes centres d'interet sans se connaitre. J'espere 
pouvoir mener une action du meme genre au sein du CIMCIM, ou tant de pays 
appartenant a taus les continents, sont representes. 

Le nombre de nos membres s'e leve a un peu plus de centquarante; nombre 
d'entre eux n'ayant pas repondu au questionnaire de decembre 1983, je ne 
suis pas en mesure, pour 1 'instant, de donner des informat ions statis
tiques. 

N'hesitez pas a me signaler toute personne susceptible d'e tre interessee 
par nos activites; je ferai parvenir les renseignements utiles. Vous 
savez aussi que les personnes qui n'appartiennent pas a la profession 
museale peuvent soutenir le CIMCIM en souscrivant a la Newsletter. 

Vous pouvez m'ecrire en n'importe quelle langue europeenne courante; j'en 
comprends un certain nombre et je dispose de possibilites de traduction. 
J'utiliserai cependant rna langue maternelle, qui est 1 'une des langues de 
l'ICOM, pour m'adresser a vous. 

Croyez, chers collegues, ames sentiments tres cordiaux. 

Josiane Bran-Ricci 



IN MEMORIAM 
Emanuel Winternitz 

On August 2 2nd 1983 Emanuel Winternitz passed away 

at the age of 85. 

Those that ha ve known him will remember his ~itality 

and energy. The many lectures he gave will always 

remain vivid memories ~f an American originating from 

Austria with a profound knowledge of Italian Renaissance. 

If music was very important to him, the study of musical 

ico nography made it po~sible to combine research and 

personality resulting ineverlasting moments. His interest 

in musical instruments made him one of the founding 

members of Cimcim . In 1965 he was elected president 

of Cimcim and stayed in office until 1968 . 

To me Emanuel Winternitz will always remain apart from 

the learned man a kind human being with an enormous 

sharp spirit . 

J . H.Van der Me er made him justice in "Encounters with 

Emanuel IHnterni tz" completed with a bibliography 

of his articles in Cimcim Newsletter . VI 1978 . 
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Concerning the special issue on the three Scandinavian museum~ 

On Saturday, July 30, an informal little me~ting was held during the bus ride 
with the following participants: 
Dr. Jeannine lambrechts (chairman CIMCIM}, 
Josiane Bran-Ricci (secretary), 
Helene la Rue (editor), 
Peter Andreas Kjeldsberg 
Birgit Kjellstrom 
Mette MUller 
Felix van lamsweerde, 
Robert Eliason 

·Friedemann Hellwig 

After some discussion the followinq aqreement was reached: 
Robert Eliason who had already collected various manuscripts for this issue 
would edit the texts with regard to linguistic questions. 
All material would then be forewarded by him to the undersigned as the co
ordinatinq editor of this volume. In the meantime the three members from the 
museums involved would collect material such as descriptive texts, photographs, 
floor plans , earphone texts illustratinq the exhibition .objects or musical 
examples, etc. etc. The three co-ordinators of the working parties (FeliR van 
lamsweerde, Robert Barclay and the undersigned) would undertake to ask from 
these three museums any specific material which they would want to see . in their 
(the authors') texts. The undersigned will write especially for this purpose to 
Robert Barclay. 

Robert Eliason will send his material after revision to Nurnberq in the course 
of October; about the same time the first set of descriptive material from the 
three .museums would be sent to the same address, and the undersigned would start 
co-ordinating the material then at his disposal. He would later ask the three 
authors and members of the three museums to bring to a good balance the material 
so far provided for a presentation of the three museums. It is hooed that with 
the beginning of the new year all material can be brought together so that a 
second stage of editing may begin, leading directly to a text ready for publi
cation . 

Friedemann Hellwig 
25-8-83 

. _ ..• 



MINUTES OF THE CIMCIM CONFERENCE 
in Oxfo~d, July 26-30, 1983 

.. .. ·· 

in conjunction with the ICOM GENERAL CONFERENCE, 
London, July 25 - A~gust 2. 

Tuesday, 26th July 
Old Library, Lady Margaret Hall, Oxford 

Presiding Friedemann Hellwig, chairman 
Peter-Andreas Kjeldsberg, secreatry 
Brigitte Bachmann, editor 

Members present : 
M. MUller, A. Myers,. F. Trafford-Halker, J. Montagu, 
C. von Gleich, B. Kjell strBm, B. Lambert, T. Chinyere Nwachukwu, 
K. Nikamizo, S. Gunji, F. Getreau, J. Lambrechts -Douillez, 
J. Bran-Ricci, ·E . Hickmann , M. Ochi, F. Holland, V. Gutmann, 
H. La Rue, F. Thomas, L. Libin, A.P. Larson, 
R. E 1 i as on, E. P. We 11 s, s. Po 11 ens 

OPENING OF THE SESSION 
The meeting was opened by the Chairman by welcoming all participants and 
observers. He thanked Dr. Helene La Rue for organizing this meeting in 
~ady Margaret Hall, for taking care of the proqram of visits to various 
~ollections in and out of Oxford, and for arranging additional attractive 
events . 

Apolo~ies for absence had been received from the following members and were 
read by the Secretary: 
Dr. Luithlen, J. Jenkins, H. Glahn, S. Wittmayer , R. Barclay, J. Voigt, 
F. Flores, P. Augier, M. Elste, C. Hoover, C. Marcel-Dubois, E. Stockmann, 
I. Macak, G. Oournon, H. Henkel . 

The agenda as proposed in the informal letter sent out by the Committee 
Secretary on June 24, 1983, was briefly discussed, then adonted, and its t i me 
schedule f i xed. 

The status of the guests (non-members) v.Jas determined along the proposals of 
the CRairman: the auests would be mere observers durinq Committee business, 
they would however~ be invited to contribute to ~he ~is cussions following the 
two lectures announced in the programm. 

BOARD REPORT 
l. President's report 
The Chairman then began the Board report by summarizing t he activities during 
the past triennial period, covering also the period of 1977-80, si nce the 
present Board's officers would come end their services with this conference . 
He made special reference to the conference in Leni nqrad (1977), to the 
conference in Leipziq in 1979 where besides the discussion of organological 
questjons, CIMCIM's Internal Rules (which had been drafte d before ) were put 



into their final form and then adooted by the membership (they have been published 
in the 1980 issue of our Newsletter). 1980 saw a meeting in Burgdorf/Switzerland; 
the presentation of musical instruments formed the topic. 
In Mexico City, October-'November 1980, CIMCIM met in conjunction with the General 
Conference of !COM. Several new projects were then initiated, amongst them the 
recommandations for requlating the access to instruments in public collections. 
In June 1982 members of CIMCIM visited the three major musical instrument museums 
in Trondheim (Norway), Stockholm. (Sweden), and Copenhagen (Denmark). The results 
of this tour are to be published in a special publication which is now in prepara-
tion. · 

Then followed a brief description of the general activities of !COM and in parti
cular of its Secretariat: the professional and communication contacts with the 
membership of !COM; the use that the membership can make of the material compiled 
at the Documentation Center in Paris; and finally the projects ex~cuted under the 
9uidance of ICOM in various developing countries (see the more detailed report of 
the Secretary General of !COM). The Chairman also refered to the new set of rules 
that is discussed in ICOM•s Advisory Committee, from which may eventually necessi
tate the renewal of CIMCIM 1 s own Internal Rules. 

2. Secretary•s report 
·The Secretary then delivered his report. CIMCIM consisted of 115 members in 
28 countries, and in addition to this has 21 subscribers to its Newsletters. He 
delivered the report on the financial situation of the Committee, which he 
described as quite healthy (see elsewhere in this Newsletter for the detailed 
report). 

3. Editor•s report 
The Editor, who also concluded her office, thanked the contributors t o the News
letter, and made special mention of various individual members whb had submltteQ 
papers or continuing series on professional matters. 
She especially thanked the Swiss Society for Humanities for their annual cont ribu
tion to the publication of the Newsletter. Thanks were also conveyed to our 
Editor•s secretary, Frau Stehelin, for typing out the manuscripts. A revision of 
the membershiplist will be necessary, and its publication is foreseen for the 1983 
issue of the CIMCIM Newsletter. 

The Chairman then d1scussed with the members a project of cooperation with the 
ICTM, which had already been mentioned in the minutes of the plenary session in 
Oslo, June 1982 (see Newsletter X, 1982 p. 6). The Chairman had the opportunity 
to meet Dr. Stockmann, the President of the International Council for Traditional 
Music (ICTM} in Berlin, German Democratic Republic, in March -1983 . The id.ea of 
jointly discussing the current state of conservation of ethnic musica~ instruments 
was continued and Dr. Stockmann once again mentioned the interest the ICTM is 
taking in this project. He proposed that a working group of perhaps 12 persons 
should be formed, consisting of an equal number of members from the two organisa
tions. This gr.aup may undertake some kind of pilot investigation into the various 
aspects involved in this subject. He promised to raise the matter at the ICTM 
meetinq in May 1983 and subsequently reoort to CIMCIM. The CIMCIM Chairman on the 
other hand undertook to inform a limited number of individual members of this 
Committee to find out their interest and possible willingness to host such a 
meeting. The reactions to these letters have been favourable, and some members 
have shown their interest in holding such a conference within their own museums, 
amongst them Prof. Claudie ~arcel-Dubois in Paris, and with some hesitation Ivan 
Maeik in Brati slava. This subject al~o met with great interest in this meeting at 
Oxford, and a li st of further members interes ted in participating actively in thi s 

····· 
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project was started. The new Board of CIMCIM would report to Dr. Stockmann and 
further pursue this matter. Several members expressed their satisfaction over 
the envisaqed co-operation with the ICTM which they described as particularly 
promising in view of the profession~l expertise to be found in the ICTM. 
A date for this joint meeting could not be fixed at this time, but later in 1984 
such a meetino may materialize in Bratislava on the invitation from Dr. Macak of 
the National Slovak Museum. 

· The elections for the new Committee Board 1983-86 formed the next topic. The 
Chairman reported on the list of candidates, for which nomination had been 
received by Felix van Lamsweerde as follows: 
Chairman J . Bran-Ricci (France) 

C. · Hoover (USA) 
J. Lambrechts-Douillez (Belgium) 
J. Montagu (UK) 
M. MUller (Denmark) 

Secretary R. Barclay (Canada) 
J. Bran-Ric~i (France) 
R. Eliason (USA) 
F. Getreau (France) 
B. Kjellstrom (Sweden) 
J. Lambrechts-Douillez (Belqium) 
M. MUller (Denmark) 

Edi tor B. Bachmann (Switzerland) 
R. ~arclay (Canada) 
R. Eliason (USA) 

Advisory Members : 
B. Bachmann (Switzerland) 
J. Bran-Ricci (France) 
G. Dournon-Tournelle (France) 
F. Helh-1ig (West-Germany) 
H. Henkel (GDR) 
C. Hoover (USA) 
B. Kjellstrom (Sweden) 
J. Lambrechts -Douillez (Belgium) 
F. van Lamsweerde (Netherlands) 
C. Nwachukwu (Nigeria) 

The nominated members had been asked to accept their candidary, which many did 
not. The remaining candidates had then been communicated to the membership by 
Informal Letter from Trondheim, dating June 24, 1983. 
During the conference further members withdrew from the list of candidates. 

A query was caused by the fact that the member Jeremy Monta~u had been nominated 
as a candidate for the Chairman, has however at the time of his accepting the 
candidature not been an member of ICOM as demanded by our Internal Rules. He had 
however in the meantime become a member of !COM and therefore elegible for this 
office. After some di scuss ion of the various aspects and after consultation of 
our own Rules the membership decided by majority vote that Mr. Montagu should be 
included in the list of candidates although his name had not been made known to 
the membership in the Informal Letter formulated by the Chairman and sent out 
under the date of June 24 by the Committee Secretary (9 votes for including him, 
3 against the motion, 5 abstinations). The list of candidates then showed the 
form as found elsewhere in this Newsletter. 
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In accordance with CIMCIM's Internal Rules the Chairman proposed to the assembly 
the following participants as members of the ad~oc-Committee for the elections: 
Clemens von Gleich, Barbara Lambert, and Stewart Pollens. Assembly agreed to 
this proposal. 

The Chairman reported on the necessity of formulating the triennial program for 
the period 1983-86 of the CI~CIM activities, which is to be included in the 
triennial program of ICOM and will then be submitted to the general assembly on 
Auqust 1 and 2. It was understood that with the election of the new Board the 
program can not be worked out in all detail at this moment. 

REPORTS OF THE WORKING GROUPS 

1. Typology- classification 
Josiane Bran-Ricci sooke about the work that had been done by the group on Problems 
of Typology and Classification. This group had met monthly (ten times during the 
oeriod under consideration) in Paris, reworking the Sachs-Hornbostel system of 
musical instruments, intending to give some practical advices for identification 
and stora~e of instruments. 
At one of- the next meetings some of the texts are to be presented to the plenary 
assemblj of CIMCIM, and suggestions and criticism will be invited. Members will 
have the op~ortunity to take a look at the papers already during this,.~eeting. The 
report of the group's Co-ordinator is found elsewhere in this Newsletter. The 
participants thanked Mme Bran-Ricci and asked her to convey greetings to the 
group's Co-ordinator and other members who were not present at Oxford. 

2. Presentation 
ihe 9roup on Presentation of Instruments had more or less come to an end of its 
activities whith the journey throu9h Scandinavia. However, the detailed report as 
envisaqed during that trip will still have to be done. Robert Eliason, Dearborn/ 
Michigan, (USA), had kindly accepted to undertake the revision of the manuscripts 
describing the observations made during that journey in the three museums. The 
larger number of participants felt that a discription of the museums and the way 
in which they presented their material should also be included in such a volume, 
resulting in a more extensive publication than oreviously thou~ht appropriate. A 
special meeting of the representatives from the three Scandinavian museums Robert 
Eliason, Helene la Rue and members of the board will be arranged during the days 
in Oxford. 

Wednesday, 27th July 

Presiding Friedemann Hellwig, Chairman 
Peter-Andreas Kjeldsberg, Secretary 
Brigitte Bachmann, Editor 

~embers present : 
B. Bachmann, J. Bran-Ricci, F. Getreau, C. von Gleich, S. Gunji, 
V. Gutmann, F. Holland, C. Karp, P.A. Kjeldsberg, B. Kjellstrom, 
B. Lambert, J. Lambrechts-Douillez, A.P. Larson, H. La Rue, L. Libin, 
J.P.S. Montagu, M. MUller, A. Myers, K. Nikamizo, C. Nwachukwu, M.Ochi, 
S. Pollens, G. Sturm, E.P. We)ls . 

.. -
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The topic of this morning's session was the draft of the Recommendations for 
the Reaulation of Access to Musical Instruments in Public Collections. 
Jeannine Lambrechts-Douillez gave a report on what work has so far been done 
and how the drafted Recommendations had been put together, starting with the 
initiative as raised by the members during the committee meetin~ in Mexico 
1980. She said that there had not much been response to her invitation for 
submitting criticisms to her. The Chairman had however receive.d many suggestions 
for alteration and clarification from Cary Karp and further comments where to be 
awaited from the assembled membership. He thanked Mme Lambrechts for all the 
work that she had invested into this project and especially for having invited a 
small number of members to draft the recommendations in Antwerp in 19~2 . 

The Chairman proposed that Mme. Florence Getreau, Cary Karp and he himself 
should form a small editorial committee in contact with the newly elected 
Chairman in order to revise the drafted text in accordance with what suggestions 
the membership would have. 

The Chairman then opened the forum discussion: 

Elisabeth Wells suggested that, for el~gance of language, the title should be 
slightly modified to be: the CI~CIM Recommendations for Regulating the Access to 
Musical Instruments in Public Collections. This was generally adopted. 

l~hen Cary Karp explained his criticism a wider discussion of the possible use of 
musical instruments and the benefit that the oublic would draw from them was 
discussed. It v~as recognized by the majority of members that the word "use" does 
not only refer to t heir being played by the interested indi vidual or in concerts 
but that musical instruments also form important source material for the recon
struct~on of early sounds and playing techni'ques, and that they will be "used" 
also in this context. Cary Karp drew the attention to the point that we will never 
be able to stop the decay of musical instruments which in themselves fo rm the only 
raison d'etre of our museums . The curators and conservators should therefore safe
guard· the instruments' survival even at the cost of reduced oossibilities of 
playing on them. Copies for playing purposes should be made which can be used up 
without destroying the original which could again and again serve as a sources for 
making better and better reconstructions; the original could then survive unaltered 
and with very little deterioration. 

The procedures of measuring were discussed, and it was suggested that Mr. Karp 
should write an appendix describing t he usual measuring tools, their danqers to 
old objects, possible improvements and future developments. He accepted to do this 
within a short period of time. 

It was felt by many participants that these recommendations should at a later da te 
be supplemented by a code of ethics for the conservation of musical instruments. 
This would form a future task of a conservation working group within CIMCIM. 

The discussions went into some of the details of the drafted text. Some members 
raised the wish to see many of the points, not directly related to the visitor, 
transferred to the introduction. The Chairman and some of the other members however 
stressed that they felt t he necessity to make these rules not only restrictive but 
give encouraaement to curators to help disseminate more information and ma terial 
about their treasures. 

The questions of copyright were discussed and it was said that it would be difficult 
to meet all national legislation but that there existed an international consensus 



about qeneral features. Some members stressed the fact that, regardless of 
national copyri9ht laws, the museum could impose onto the visitor thei r own 
wishes and that access could be denied if these where rejected. 
However, should this become a legal case much of the points that have been 
agreed upon by museum and visitor would be ruled out by the existing laws . 

The editorial committee will undertake to include the points that were .raised 
plus make further improvements of the text. The members in this connection 
raised their wish to see as much as possible of the drafted text to remain in 
the future version. 

After some discussion it was agreed that the recommendations sho.ul d not be 
printed in a multilingual publication but rather in a simple form covering 
only En9lish and french. This could be done by reducing the A4 format to half 
the size, ~Y simp1e binding methods, which would give the members a document 
as soon as possible that could be instrumental in the daily work in museums 
and in the protection of the museum's objects. 

A meeting place of the editorial grouo has not yet been fixed but they will 
come together at their earliest convenience. 

Thursday, July 28th 

Presiding Friedemann Hellwig, Chairman 
Peter-Andreas Kjeldsberg, Secretary 
Brigitte Bachmann, Editor 

Members present : 
B. Bachmann, J. Bran-Ricci, F. Getreau, C. von Gleich, S. Gunji, 
V. Gutmann, F. Holland, C. Karp, P.A. Kjeldsberg, B. Kjellstrom, 
B. lambert, J. lambrechts-Douillez, A.P. larson, H. La Rue, 
L. Libin, J.P.S . Monta9u, M. MUller, A. Myers, K. Nikamizo, 
C. Nwachukwu, M. Ochi, S. Pollens, G. Stu~, E.P. Wells. 

Before handing over to the adhoc-Voting Committee for the election of the new 
CIMCIM Board the retiring Chairman expressed his ·thanks to the members for so 
actively participating in the projects which they themselves had previously 
desianed; to the Advisory Members of the Board who had advised him in many 
queries and had always supported him in his work; to the Newsletter Editor for 
her continuinq work to make t hi s publication an effective communication link 
between all members and also to readers outside the committee, thereby 
helpinq to make CI~CIM's activities better and better known also to those who 
cannot become members of the committee; to the Committee Secretary who had 
provided the best possible administrative platform for running such a committee, 
for his constant help, advice, and above al l for personal friendship. The 
Editor and the CIMCIM Secretary also addressed the assembled membersh ip in order 
t~ express their thoughts and thanks at this moment of retiring . The Chairman 
then mentioned by name a fe\'1 members who had he 1 ped to organize meetings: 
Dr. Hubert Henkel, Dr. Brigitte Bachmann, Peter Andreas Kjeldsberg, Cary Karp, 
Birgit Kjel lstrom, Mette MUller, Jeannine lambrechts-Douillez. Special thanks 
were offered to the Chairman of the German National Committee of !COM, 
Professor Auer, who had supported the CIMCIM Chairman by granting considerable 
travel funds. He finally thanked his wife for helping him in many cases of urgent 
work and above all for her constant understandina of his engagement in the 
matters of the committee. · 
In handino over the matters to the voting committee he passed on to them a bell 
with the name of the committee engraved in it which was later to be presented to 
the new Chairman of the Commi ttee . .... ... 

F. H . & P.A. K. 

I I 



Morninq session ______ .. __ _____ _ 

The out going president opened the session with a speech; he summed up CIMCIM's 
progress and evolution in the last si x years, especially in its relations with 
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ICOM and he thanked all ·of those wh.o had helped him, in particular P.A. Kjeldsberg. 
The editor of the Newsletter, Brigitte Geiser-Bachmann, spoke of the meeting in 
Burgdorf stressing 1ts 1mpact. The outgoing secretary said how important his work 
for CIMCIM had been to him and he expressed the hope that the new committee would 
also give each other the same support. 
The outgoing committee ·handed over to the voting committee, which had been 
appointed to insure the smooth running of the voting. This committee had been 
accepted by the assembly and it consisted of Clemens von Gleich, Barbara Lambert 
and Stuart Pollens. . 
Voting members were reminded that, according to the rules, only two proxy votes 
are allowed each. The ballot papers were distributed with the names of the 
candidates who had accepted their candidature, including the name of 
Mr. Jeremy Montagu, who had been accepted the day before. These were: 
President Jeannine Lambrechts-Douillez (Belgium) 

Jeremy Montagu (Grande Bretagne) 
Secretary Josiane Bran-Ricci (France) 
Advisors Genevieve Dournon (France), Friedemann Hellwig (W . Germany), 

Cynthia Hoover (U .S.A.) , Birgit Kjellstrom (Sweden), 
Feli x van Lamsweerde (Netherlands) , Mette MUller (Denmark), 
Chinyere Nwachukwu (Nigeria) 

Number of voting slips: 34, 11 of which were proxy votes and one was blank . 
• The count of the votes gave the following result : 

Jeanine Lambrechts -Douillez, 31 votes ; Jeremy Montagu, 3 votes; 
Josiane Bran-Ricci, 33 ' votes, one abstention; Friedemann Hellwig , 21 votes ; 
Mette Muller, 21 votes; Felix van Lamsweerde, 18 votes; 
Birgit Kjellstrom, 16 votes; Cynthis Hoover, 15 votes; 
Chinyere Nwachukwu, 6 votes; Genevieve Dournon , 4 votes . 

The new board therefore consists of: 
President, Jeanine Lambrechts-Douillez 
Secretary, Josiane Bran- Ricci 
Counsellors, Friedemann Hellwig, Mette Muller, Felix van Lamsweerde. 

There was also the question of the editor of the Newslet ter, as the regulations 
state that the committee ~ay be made up of three members. 
The meeting unanimously co-opted Helene La Rue as editor. 
The n·ew president spoke to thank the members present for their confi dance and 
asked for everyone's co-operation to further CIMCIM"s work. 
Some practical questions were tackled and then the session rose. 

Josiane BRAN-RICCI , 
Secretary 



COMPTE-RENDU DE LA·SESSION PLENIERE 
DU C.I.M.C.I.M. A OXFORD, 26-30 JUILLET 1983 
en relation avec la Conference qenerale de 
L'I.C.O.M., Londres, 25 juillet- 2 aoQt 1983 

1~ 

On trouvera plus loin le programme de la session et la liste des participants. 

Les seances se sont tenues a Oxford, Lady Margaret Ha 11 , dans 1' anci enne 
bibliotheque. 

SEANCE DU 26 JUILLET 

Presidents de seance: Friedemann Hellwig, president 
Peter-Andreas Kjeldsberg, secretaire 
Bri~itte Bachmann, editeur 

Presents: M. MUller, A. Myers, F. Trafford-Walker, J. Montagu, C.von Gleich, 
B. Kjellstrom, B. Lambert, T. Chinyere Nwachukwu, K. Nikamizo, S. Gunji, 
F. Getreau, J. Lambrechts -Douillez, J. Bran-Ricci, E. Hickmann, M. Ochi, 
F. Holland, V. Gutmann, H. La Rue, F. Thomas, L. Libin, A.P. Larson, 
R. Eliason, F..P. ~Jells, S. Pollens. 

OVERTURE DE LA SESSION 
La session est ouverte par le president, qui souhaite la bienvenue aux membres 
participants et aux observateurs. Des remerciements particuliers vont au 
Dr.H. La Rue, qui a organise la session a Oxford, mis sur pied un programme de 
visites de collections et de manifestations attrayantes. Le secretaire donne 
lecture des excuses envoyees par les membres empeches : Dr Luithlen, J . Jenkins, 
H. Glahn, S. Wittmayer, R. Barclay, J. Voigt, F. Flores, P. ftuqier, M. Elste, 
C. Hoover, C. Marcel-Dubois, E. Stockmann, I. Macak, G. Dournon, H. Henkel. 

L 'emplo;' du temps propose (cf. la lettre in.formelle du secretaire, 24 juin 1983) 
est adopte apres breve discussion. Les membres invites (non-membres CIMCIM) seront 
presents a titre d'observateurs et prendront part s'ils le desirent aux discussions 
qui suivront les deux communications prevues. 

RAPPORT DU BUREAU 

1. Rapport du president 
Le president resume son activite durant les trois dernieres annees, ainsi que 
durant la periode 1977- 1980. 11 rappelle en particulier- le congres de Leninqrad 
(1977), ou le present bureau a ete mis en place et ou s'est posee la question 
delicate de la dissolution de IPMIC. 
- le congres de Leipziq (1979), ou ont ete discutees des questions d'ordre organo
logique et ou a ete adopte le reglement interne du CIMCIM, publie dans la News
letter de 1980. --
- la reunion de Burgdorf, Suisse (avril 1980) sur le theme de la nresentation des 
instruments de musique. 
- le congres de Mexico (oct.-nov.1980), l'une des reunions les plus fructueuses 
du CIMCIM parses communications et ses discussions, ou plusieurs projets nouveaux 
ont ete etablis, notamment la preparation de la Reglementation de 1 'acces aux 
instruments et le voyage d'etudes en Scandinavie. Les resultats de ce voyage 



feront 1 10bjet d1 une publication speciale, actuellement en nreparation. 
L~ president rappelle ensuite 1 1activite de 1 1 ICOM et de son secretariat, 
i 1 existence du Centre de Documentation, la possibilite de liens entre membres 
de 1 1 ICOM, 1 1 existence des grands projets contr61es par 1 1 1COM. 11 fait 
allusion au nouveau reglement qui va ressortir des discussions du Comite 
consultatif de 1 1 ICOM et qui va peut-etre entrainer une revision du reglement 
interne du CIMCIM. Le programme des trois annees a venir fait partie du pro
gramme general de 1 1 1COM. 

2. Rapport du secretaire 
Le secretaire annonce le nombre actuel des membres: 115, repartis dans 28 pays. 
En plus, les membres souscripteurs a la Newsletter: 21. L1 une des taches du 
nouveau bure~u sera la remise a jour de la liste des membres. La situation fi
nanciere est tre~ saine (cf. plus loin le bilan); il rappelle que la subvention 
accordee par la Societe suisse des Humanites ne couvre que 50 % du coOt de la 
Newsletter {1 000,- FS par an). 

3. Rapport de 1 1 editeur 
Elle remercie les auteurs, membres et non-membres, des article~ les membres qui 
ont envoye des documents; elle remercie tout oarticulierement la Societe Suisse 
des Humanites et Mme. S.Stehelin qui a dactylographie les manuscrits. Elle 
presente ses excuses pour le retard du dernier numero, dO a des raisons d 1 ordre 
prive. Elle a conscience de laisser une publication de meilleure qualite que ce 
qu 1 elle etait en la prenant en charge. Elle pourra communiquer a son successeur 
le fruit de son exoerience. 
Le president reprend la parole pour preciser que le nombre de souscripteurs a 
la Newsletter est en progression. 11 aborde ensuite le projet de cooperation 
avec 1 1 l.C.T.M. {cf. Newsletter, VIII, 1982, p. 6, compte-rendu de la session 
plenier~ d1 0slo), president : Erich Stockmann, projet dO a 1 1 initiative du CIMCIM; 
theme propose: conservation des instruments ethniques. 11 propose la formation 
d1 un groupe de travail d1environ 12 personnes du CIMCIM a cet effet, qui se 
joindrait a un groupe equivalent d 1 1CTM. Le lieu de reuni on reste a determiner; 
deux propositions lui sont pervenues ace jour: 11 une de C. Marce l -Dubois (possi
bilite de tenir les reunions au Musee des A.T.P. avec repas sur place a un ta-
rif avantageux); l 1autre d1 1.Maca1 (Bratislava, 1984), avec quelque hesitation. 11 
appartient au nouveau bureau de se mettre en rapport avec le Dr Stockmann et 
d1 orqaniser une reunion commune. 
Le president passe a la question du nouveau bureau qui fonctionnera de 1983 a 1986. 
11 donne lecture des noms des candidats proposes, re~us pas Felix van Lamsweerde: 
J. Lambrechts-Douillez, M. MUller, J. Montagu, C. Hoover, J. Bran-Ricci, peste de 
president; F. Getreau, J. Lambrechts - Douillez, M. MUller, B. Kje llstrom, J.Bran
Ricci, R. Eliason, R. Barclay, peste de secretaire; H. Henkel, M. MUller, F. van 
Lamsweerde, B. Kjellstrom, J. Bran-Ricci, G. Dournon, J .. ·Lambrechts-Douillez, 
R. Eliason, C. Nwachukwu, F. Hellwig, C. Hoover, conseillers; B. Bachmann, 
R. Barclay, editeur. · 
Les membres ainsi nommes ont ete pries de confirmer ou de retirer leur candidature, 
ce que certains n1ont fait que pendant la presente session . La de rniere liste a 
jour avait ete communiquee aux membres par la lettre de Trondheim (24/06/1983). 
Un probleme particulier a ete souleve par la proposition comme candidat au peste 
de president de Jeremy Montagu, acceptee par lui. En effet, a cette date, il 
n1etait pas membre de 11 1COM et par consequent, n1etait pas eligible, ainsi que 
notre reglement le prescrit. C1est pourquoi son nom n1etait pas mentionne dans la 
lettre du 24/06; les membres n1 etaient done pas au courant de cette candidature. 
Apres discussion, les membres ici presents decident a la majorite des voix (9 pour, 
3 centre, 5 abstentions) d 1accepter la candidature de Mr Jeremy Montagu qui, entre 



temps, avait regularise sa situation aupres de l'ICOM. La liste definitive des 
candidats se presente done comme suite:J . Lambrechts-Douillez, J. Montagu· , pre
sident; Josiane Bran-Ricci, secretaire; G. Dournon, F. Hellwig, B. Kjellstrom, 
F. van Lamsweerde, M. MUller, C. Nwachukwu, C. Hoover, conseillers; pas de 
candidat au poste .d'editeur. 

Les membres acceptent la propositiorr du president, selon le reglement interieur 
du CIMCIM, de former un comite "ad hoc" pour l'election. Il se compose de 
Barbara Lambert, Clemens von Gleich, Stuart Pollens. 

Le president insiste sur la necessite pour le nouveau bureau de formuler un pro-
9ramme triennal pour la peri ode 1983-1986 de 1 'activite du CIMCIM, qui sera 
inclus dans le proaramme triennal de 1 'ICOM et soumis a 1 'assemblee generale des 
1er et 2 aoOt. 

RAPPORT DES GROUPES DE TRAVAIL 

1. Groupe Typologie-classification 
J . Bran-Ricci, rapporteur. 
Ce groupe s'est reuni regulierement a Paris chaque mois; son objectif est, en 
remodelant quelque peu la classification Sachs-Hornbostel, de fournir des 
donnees logiques et concretes sur les instrumerits nour faciliter leur classement. 
Lors de la prochaine session du CIMCIM, tous les membres seront invites a pre
senter leurs suggestions et critiques a partir de documents de travail qui leur 
auront ete distribues a 1 'avance. Les membres presents interesses par ces 
questions peuvent examiner des a present des extraits de ces traveaux. ~e rappor
teur est charge de transmettre au coordinateur et aux membres non 6res~nts de ce 
groupe de cordiales salutations. 

2. Groupe Presentation 
Actif depuis la reunion de Burgdorf, il est arrive au terme de son travail avec le 
voyage d'etude en Scandinavie. Le rapport complet doit etre remis entre les mains 
de R. Eliason, Dearborn, Michigan (U.S.A.), qui a aimablement accepte d'en 
assurer 1 'edition . Il lui manque encore du materiel provenant des trois musees 
concernes. 
La majorite des particioants souhaite que le rapport proprement dit soit precede 
d'une breve description de chacun des musees et de sa presentation. Une reunion 
concernant ce volume se tiendra dans le courant de la session (cf. rapport spe
cial) . Le nouveau bureau aura a evaluer 1 'importance materie lle qu'il convient 
de donner a cette publication eta lui trouver un financement. 

SEANCE DU 27 JUILLET 

President de seance Friedemann Hellwi~ 
Presents :B. Bachmann, J. Bran-Ricci, F. Getreau, C. von Gleich, S. Gunji, 
V.Gutmann, F. Holland, C. Karp, P.A . Kjeldsberg, B. Kjellstrom, B. Lambert, 
J. Lambrechts-Douillez, A.P. Larson, H. La Rue, L. Libin, J .P .S. Montagu, 
M. MUller, A. Myers, K. Nikamizo, C. Nwachukwu, M. Ochi, S. Pollens, G. Sturm, 
E. P. Wells. 
A l'ordre du jour: Recommandations our la re lementation de 1 'acces aux instru
ments de musique des co lect1ons pu 1ques. e pres1 ent passe a paro e a 
Jeannine Lambrechts-Douillez, coordinateur du groupe de travail. Elle en rappelle 
l'origine: -la conference generale de Mexico (1980). Le groupe s'est reuni a 
Anvers a .l'issue du voyage d'etudes en Scandinavie, en une session organisee par 



elle-meme . Un premier document de travail en anglais et en fran~ais a ete redige 
et publie dans la Newsletter (1982), dont elle attendait des commentaires. Peu 

·de remarques lui sont parvenues; 1 'essentiel est venu de J . Bran-Ricci, Paris . 
Le president a, de son cote, re~u des suggestions de Cary Karp. Elle fait appel 
A tous pour l'amelioration de ce texte. Se deroule ensuite la seance de travail 
avec examen du texte point par point . De nombreuses modifications sont prooosees 
par les participants en vue d'ameliorer le titre, de faire apparaitre plus 
clairement les idees directrices et de trouver de meilleures formulations . 
C. Karp place la discussion sur un plan plus oeneral de la conservation des 
instruments , qui sont la raison d'etre de nos musees; ces recommandations 
pourraient etre completees par un Code de 1 •ethique de la conservation, dont la 
redaction pourrait etre la tache d'un 9roupe de travail Conservation A l'interieur 
du CIMCIM. Plusieurs participants souhaitant des recommandations concretes, il est 
convenu que C. Karp redigera dans un court delai un Appendix concernant la 
mensuration des objets anciens et les outils appropries. 
La question du copyright vient en discussion; il aoparait que les legislations 
different selon les pays et qu'il est impossible de s•y conformer strictement, 
mais qu'il serait possible de se regler sur un consensus general. Plusieurs 
membres pensent que c'est A chaque musee qu'il . appart1ent d'instaurer sa propre 
regle de conduite aux visiteurs, done d'interdire l'acces aux instruments si les 
interesses rejetaient cette regle; cependant, en cas de lois existantes, le musee 
et les visiteurs s•y soumettraient. 

Le comite editorial s'engage A prendre en compte les points abordes au cours de 
cette discuss ion etA respecter, selon le souhait exprime par les membres, l a 
majeure partie du texte initial. 
Presentation de la publication: elle serait faite sous une forme simple et econo
mique, en fran~ais et en anglais, comme un instrument de travail journalier. 11 
reste A fixer le lieu et la date de reunion du qrouoe editorial. Le president 
remercie J. Lambrechts -Douillez du travail accompli. et propose , pour· la composi
tion du groupe de travail, les noms de Florence Getreau, Cary Karp et lui -meme. 

SEANCE DU 28 JUILLET 
MATIN : ELECTIONS 

Voir compte-rendu en annexe 
COMMUNICATIONS DES MEMBRES 

Voir resume en annexe 
MISE EN PLACE DU NOUVEAU BUREAU 

La presidente ouvre la seance en prenant possession de la clochette CIMCIM et 
fait appel A tous les membres presents et absents pour les taches qui s 'annoncent. 

SEANCE DU 30 JUILLET 

President de seance : J. Lambrechts -Douillez, presidente. 
Presents : B. Bachmann, J. Bran-Ricci, R. Eliason, F. Getreau, C. von Gleich, 
S. Gunji, V. Gutmann, F. Hellwig, F. Holland, P.A. Kjeldsberg, B. Kjellstrom, 
B. Lambert, F.van Lamsweerde, A.P. Larson, H. La Rue, L. Libin, J.S. Montagu, 
M. MUller, A. Myers, K. Nikamizo, M. Ochi, G. Sturm, F. Thomas, E.P. Well s: 
La presidente donne la parole A F. Hellwig au sujet du programme triennal; celui
ci a ete communique A 1 'ICOM par le president sortant, selon 1 •usage. Y figurent 
tous les projets abordes dan s les seances precedentes . Les modalites de la 
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prochaine session ne sont pas encore fixees. Celle-ci peut etre 1 'occasion de 
preciser certains details. 11 rappelle que le, le 31 juillet, les presidents 
seront reunis pour la revision des reglements interieurs des comites inter
nationaux dans une interpretation correcte des statuts de l'ICOM. Le nombre des 
membres CIMCIM non-votants, heritage de IAMIC, va pouvoir etre reduit dans la 
proportion preconisee par 1 '!COMet leur qualite de membre transformee en celle 
de souscripteur a la Newsletter; ils pourront participer aux travaux du CIMCIM 
comme membres invites ou comme experts . 

11 mentionne les taches plus generales qui attendent le Comite, dans le cadre 
des grandes orientations de l'ICOM : contribution au Traite de Museologie, elabo
ration de regles pour le retour des oeuvres dans leurs pays d'origine. 
La presidente revient aux questions plus particulieres au CIMCIM. 
La Newsletter: continuation de la bibliographie specialisee. 
Les groupes de travail: Typologie/classification; la premiere reunion est fi xee 
debut octobre. Plusieurs membres se proposent d'aider aux travaux de ce ~roupe, 
meme a distance: A. Myers, au moins pour les instruments a vent, V.Gutmann pour 
les equivalences en allemande, B. KjellstrHm, B. Lambert, F. Hellwig suggere de 
reunir le groupe en meme temps que celui de l'acces aux instruments, par exemple 
a Anvers. Plusieurs membres, dont M. MUller, souhaitent que la version defini 
tive des recommandations pour 1 'acces aux instruments soit prete le plus tot 
possible, debut 1984. 
Le groupe sur les instruments de musique traditionnels: ·la liste des membres 
desireux de participer aux travaux en commun avec 1 'ICTM est la suivante: 
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B. Bachmann, F. Getreau, F. Hellwi9, C. Karp, B. KjellstrHm, H. La Rue, J.Montagu, 
M. MUller. . 
Le Directory of Musical Instrument Collections: la nouvelle edition revisee 
n'etant toujours pas sortie des presses de Frits Knuf, C. von Gleich se propose 
d'intervenir aupres de celui-ci pour savoir oQ en est le travail; il s'etait 
engaqe a publier la 2e edition . . 
1985 sera non seulement 1 •annee de la musique, mais celle du XXVe anniversaire du 
CIMCIM. B. Lambert et L. Libin proposent que le CIMCIM se reunisse aux Etats-Unis 
a 1 •occasion du Boston F~stival of Early Music, avec visite de 1 •exposition au 
Museum of Fine Arts, reunions de travail a New York, deplacements a New York et 
Washington. 11 est convenu que L. Libin sera le correspondant de la sess ion, si 
le projet est adopte . M. MUller et F. Hellwi~ suggerent de prevoir pendant cette 
session un travail concret, qui consisterait en des applications pratiques des 
resultats du voyage d'etudes en Scandinavie et de ceux du groupe Typologi e/Classi
fication. B. Bachmann suggere une visite au Centre du RidiM dirige par Barry 
Brook. 
La presidente conclut cette seance en faisant remarquer que, non seul ement nous 
representons nos institutions, mais encore que nous apportons nos personnalites, 
ce qui rend nos travaux plus fructueux. Elle remercie ceux qui ont oarticuliere
ment travai ll e a la reussite de la session, en particulier F. van Lamsweerde et 
Helene La Rue, organisateur . Au nom du CIMCIM, elle remet des presents a cette 
derniere et a F. Hellwig. 

Les seances de travail ont ete completees par une ser1e de visites de caracteres 
divers, donnant un aper~u de pratique musicale aussi bien que de technique museo
graphique, fort bien organisees. A Oxford meme, la section musicale du venerable 
Pitt Rivers Museum, demeure presque inchange deouis sa fondation, dont H. La Rue 



est responsable; la Bate Collection, dirigee par J. Montagu, faisant partie de 
la Faculty of Musi c; la precieuse section musicale de 11 Ashmolean Museum, ainsi 
que 1 •interessante collection privee de J. Montagu. Aux environs, Snowshill 
Manor, Fenton House et Finchcocks Manor, ces deux dernieres demeures etant 
consacrees a une activite musicale constante. 
A Londres meme, la session a debute par un accueil tres cordial, au Royal College 
of Music, ou Elizabeth Wells, entouree de ses collaborateurs, a presente la 
celebre collection avant qu•elle ne devienne momentanement inaccessible pour 
cause de travaux de reamenagement du batiment. 
A Londres, encore, la visite d 1 un etage de 1 1 immeuble contenant les magasins du 
British Museum, Museum of Mankind. Cette seance offrait pour les membres du 
CIMCIM un grand interet sur plusieurs plans, notamment: la conservation des 
objets en magasin, organisation et gestion de ceux-ci; 1•examen sur place d• une 
collection d•etude d•instruments indonesiens (la presentation sur place etait 
faite avec le concours de Mademoiselle Jenne Scott-Kembre, chercheur independant). 
Tout pres de Londres, le groupe du CIMCIM, re~u de fa~on charmante par 1 •un de 
ses membres les plus anciens et les plus fideles, Frank Hol land, a beneficie 
d•une extraordinaire demonstration de musique mecanique, grace aux instruments 
qu•il conserve et entretient, dans un cadre exceptionnel. La session s•est para
chevee avec une representation de la .. Twelfth Night .. de Shakespeare au theatre 
de stratford-on-Avon, ou la musique tenait d•ailleurs une place de choix; le 
spectacle, par sa qualite, a tenu tous les participants sous le charme. 

Compte-rendu par Josiane Bran- Ricci, grace, en partie, 
aux elements fournis par Friedemann Hellwig et 
Peter-Andreas Kjeldsberg. 

Decembre 1983 

1 



SESSION DU CIMCIM, Oxford, 26-30 juillet1983, en relation avec 
la Conference generale de 1•rcoM, Londres 

Q~f2r2~-~~~Qf~-2~-g~-J~ill~~-~~~i~ 
Le president sortant ouvre la seance par une allocution; il resume les progres 
du CIMCIM, ceux de son audience, en particulier aupres de l 1 ICOM, son evolution 
au cours des six dernieres annees et remercie tous ceux qui ont aide dans ce 
sens, en premier lieu le secretaire, P.A. Kjeldsberg. L1 editeur de la 
Newsletter, Brigitte Geiser-Bachmann, prend la parole pour evoquer le colloque 
de Burgdorf et en souligner 1 •impact. Le secretaire sortant exprime toute 
11 importance que cette tache a eue pour lui et souhaite au futur bureau de 
rencontret autant de soutien. 
Le bureau sortant cede la place au comite scrutateur qu•il avait designe pour 
assurer la bonne marche du vote, compose de Clemens von Gleich, Barbara Lambert 
et Stuart Pollens, accepte par 1 •assemblee. 
11 est rappele a chacun des membres votants que, selon le reglement, il ne doit 
etre porteur que de deux pouvoirs. On distribue les bulletins de vote, portant 
les noms des candidats ayant definitivement accepte leur candidature, augmentes 
du nom de M .. Jeremy Montagu, accepte la veille par 1•assemblee soit: 
President Jeannine Lambrechts-Douillez (Belgique) 

Jeremy Montagu (Grande Bretagne) 
Secretaire Josiane Bran-Ricci (France) 
Conseillers Genevieve ' Dournon (France), Friedemann He l lwig 

(R.F.A . ), Cynthia Hoover (U.S.A.), Birgit Kjellstrom 
(Suede), Felix van Lamsweerde (Pays-Bas), Mette MUller (D~nemark), 
Chinyere Nwachukwu (Nigeria) 

Nombre de bulletins de vote : 34, dont 11 pouvoirs nominaux et 1 pouvoir en blanc~ 
Le depouillement des bulletins donne les resultats suivants: Jeannine Lambrechts
Douillez, 31 voix, Jeremy Montagu, 3 voix; Josiane Bran-Ricci, 33 voix, une 
abstention; Friedemann Hellwig, 21 voix, Mette MUller, 21 voix, Felix van 
Lamsweerde, 18 voix, Birgit Kje llstrom, 16 voix, Cynthia Hoover, 15 voix, 
Chiniyere Nwachukwu, 6 voix, Genevieve Dournon, 4 voix. 

Le nouveau bureau est done elu et se compose de: 
President, Jeanni n·e Lambrechts-Doui 11 ez 
Secretaire,. Josiane Bran-Ricci 
Conseillers, Friedemann Hellwig, Mette MUller, Felix van Lamsweerde 

Se pose alors la question de 1 1edi teur de la Newsletter, puisque le reglement 
stipule que le bureau peut se composer de trois membres. L•assemblee adopte a 
1•unanimite la proposition de coopter Helene La Rue comme editeur de l a 
News 1 etter. 

Le nouveau president s•actresse aux membres presents en les remerciant de leur · 
confiance et demande la cooperation de tout le monde pour la reussite des 

entreprises du CIMCIM. Des questions pratiques sont abordees, puis la seance 
est levee. 

Josiane BRAN-RICCI, 
Secretai re 

Paris, le 7 octobre 1983 
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Programme f o r the CIMCIM Meeting in Oxford, July 25-31, 198 3 

July 25. 

July 26 . 

July 27 

Ju ly 28 

Arrival 

4. OOpm 

6.00pm 

8.15am 

9.00am 

l.OOpm 

2.00pm 

4.00pm 

7.00pm 

8. 30pm 

9.00am 

1.00pm 

2.00pm 

7.00pm 

9.00am 

2.00pm 

Assemble at Royal College of Music, Prince 
Consort Road, London SW7 2BS. 

Bus for Oxford. 

Break£ ast. · 

Reports from the Boards, Working Groups, etc. 
Discussion of the Triennial Programme of 
Activities (as demanded by ICOM). 
Preparations for the e lections. 

Lunch. 

Visit to the Pitt Rivers Museum. 

Tea at the Pitt Rivers Museum 

Conference dinner. 

Entertainment by the Headington Quarry Morris 
Men. 

Discussion of the drafted Recommendation for the 
Access ..... . 

Lunch. 

Visit to the Bate Collection, Faculty of Music. 

Dinner at Lady Margaret Hall. 
Montagu Collection (group 1) 

Elections. 
Pursuit of previous matter~. 
Papers from the members . 

Papers:- Musees et identite culturelle, les 
liens entre le pass~ et le present 
dans un musee instrumental. 
Madame Josiane Bran-Ricci. 

The aims and organisation of an 
exhibition in 1983 to celebrate the 
tercentenary of the births of 
J.S. Bach, Hand e l and Domenico 
Scarlatti . 
Barbara Lambert. 

Visit to the Ashmolean Museum. 
Supp~r in the environ~ of Oxford. 

Montagu Collection (group 2) 



July 29. ll.OOam 

5.00pm 

July 30. 9.00am 

Depart ll . OOam 

July 31 . 9.00am 

.. ···• 

Visit to Fenton House Collection. 
Visit to the British Museum, Museum of Mankind 

Visit to the Musical Museum . 

Dinner on the way back to Oxford. 

Activities for the period 1983-86 , future 
meetings, mi scellaneous matter. 

Snowshill Manor and its collection, from ther e 
to Stratford with a performance of "Twelfth 
Night". 

Excursion to Finchcocks Manor and collection of 
keyboard instruments. 
Buffet lunch. 

Back to London and/or Heathrow. 
Bus returns to Oxford . 



CIMCIM CONFERENCE 

in Oxford, July 26-30, 1983 

Participants 

Brigitte and E ugen BACHMANN -GEISER, Switzerland 
Josiane BRAN-RICCI , France 
Robert and Ellen ELIASON, U. S. A. 
Florence GETREAU, France 
Clemens and Theo von GLEICH, Holland 
Sumi GUNJI, Japan 
Veronika GUTMANN, Switzerland 
Friedemann and Barbara HELLWIG, B. R . D. 
Ellen HICKMANN, B. R. D. 
Frank W. HOLLAND, U. K. 
Peter Andreas KJELDSBERG, Norway 
Cary KARP, Sweden 
Birgit KJELLSTROM, Sweden 
Barbara LAMBERT, U. S. A. 
Jeannine LAMBRECHTS - DOUILLEZ, Belgium 
Felix van LAMSWEERDE, Netherlands 
Andre and Mrs LARSON, U.S. A. 
Helene LA RUE , U.K. 
L~urence LIBIN, U. S. A. 
Jeremy and Gwen MONTAGU, U.K. 
Mette MULLER , Danemark 
Arnold MYERS, U.K. 
Kazue NAKAMIZO, Japan 
Chinyere NWACHUKWU, Nigeria 
Catherine Megumi OCHI, Japan 
Stewart POLLENS, U.S. A. 
Gary STURM, U.S. A. 
Fritz THOMAS, B. R. D. 
Elizabeth P. WELLS, U.K. 

Frederick and Mrs SELCH, U.S. A. 
Frances TRAFFORD - WALKER, U.K. 
R. WOLPERT, U.K. 
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SEANCE PLENIERE D'OXFORD 

Communication par Josiane BRAN-RICCI, Paris (resume) 

Musees et identites culturelles 
Les liens entre le passe et le 
present dans un musee instrumental 

Depuis une douzaine d'annees, les musees dans leur ensemble ont evolue: 
rattrapant leur retard sur les autres etablissements culturels, ils sont devenus 
indispensables aux communautes auxquels ils appartiennent. Aujourd'hui, ces 
communautes courent un grave danger: celui de perdre leur identite culturelle, 
par suite de la standardisation des modes de vie, de l'incomprehension entre les 
diverses populations obligees de cohabiter, des ideologies contradictoires. 
Chaque communaute, et avant tout la communaute d'accueil, a besoin de retrouver 
ses racines. Les musees musicaux, temoins de ces difficultes, peuvent et doivent 
servir de lien entre le passe et le present, le passe toujours vivant, le present 
porteur de renouvellement. 
De plus e.n plus, on observe une communication entre la musique "traditionnelle", 
la musique "populaire" , la musique "savante", entre les createurs et le public. 
L'instrument de musique, objet concret, favorise cette communication. 
Nous prendrons quelques exemples pris en France, ces dernieres annees. 

Des communautes regionales 

Trois cas bien differents. LYON, capitale regionale. Une brusque prise de 
conscience du grand passe musical lyonnais: un clavecin, sur le point de partir 
pour 1 'etranger, est rachete par toute la population. 
LA COUTURE BOUSSEY, petite localite, berceau des fameux Hotteterre . Prise de 
conscience d'un patrimoine local et mise en valeur de celui-ci. Le Musee Instrumen
tal apporte son aide . 
MIRECOURT , l'un des centres de la lutherie, le nom le plus celebre apres Cremone. 
Pas de prise de conscience. Des actions isolees, insuffisantes, inoperantes. 
Destruction d'un patrimoine datant des debuts de 1 'ere industrielle (usines, 
machines), meprise. Les etrangers sont plus sensibles a la sauvegarde de Mirecourt 
que les habitants eux-memes. * · 

Une communaute traditionnelle de facteurs 

Le groupe des luthiers et archetiers d'art de France est profondement lie a Mirecourt 
par le travail et par la parente, depuis plusieurs siecles. Ses membres se sentent 
regis par un "-code" implicite. Ils favorisent surtout les operations de grand pres
tige, par fidelite a la partie la plus artistique de leur passe et valorisent le plus 
grand des Mirecurtiens, J.B. Vuillaume. · 
Le point de vue du Musee est different: il considere que les luthiers les plus 
modestes temoignent de 1 'histoire de Mirecourt et que les aspects quotidiens, les 
plus interessants, sont trop negliges et meritent une etude. 
Des etudes historiques d'un grand serieux sont en cours, encouragees par le Musee. 

' lli 

Depuis que ces lignes ont ete ecrites, il semble que les elus locaux aient 
trouve des moyens pour la mi se en valeur d'une partie · de 1 'heritage de Mirecourt et 
ai ent decide 1 'ouverture d'un nouveau Musee. 



Une communaute nouvelle 

Elle S 1est constituee d 1elle-meme, sans codification ni reglement. Ce sont de 
jeunes facteurs venus de to us .1 es coins de France et meme de l 1 etranger, fonnes 
de manieres tres diverses, hors des eccles. Ils S

1 interessent a toutes sortes 
d1 instruments 11 anciens 11 ou 11 traditionnels 11

, en font des releves precis, effec
tuent des recherches dans les traites anciens et les partitions. Ce sont des 
habitues du Musee Instrumental ... Ils executent des reconstitutions d1 un grand 
interet musical. Le Musee tient a encourager leur travail en organisant un 
concert ou 1 1 0n entendra ces copies. 

Il est souhaitable que d1 autres initiatives se manifestent, faisant appel ·au 
passe et debouchant sur 1 1avenir; le devoir d1 un musee musical est de les 
favoriser, afin de contribuer a preserver 1 1 Un des aspects de 11 identite cultu
relle de notre pays. 
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Oxford Plenary Session 

Paper by Josiane BRAN-RICCI, Paris. (resume) 

Museums and Cultural Identity 

Links between past and present 

in a Musical Instrument Museum 

The last dozen years have seen many developments in museums; as they catch up 
with other cultural establishments they have become indispensible to the com
munities to which they belong. Today these communities run a great risk: that 
of losing their own cultural identity, as a result of the increasing standardi
sation of ways of life, through the misunderstanding between diverse populations 
who live closely together, and through contradictory ideologies. 

Each community, and especially the indigenous community, needs to rediscover its 
roots. Musical Museums, in spite of their own difficulties, can and should serve 
as a link between the past and the present, the living past and the changing 
present. More and more we see the links ' between 'traditional', 'popular' and 
'art' music, between the creators and the public. A musical instrument, being 
a material object, epitomises these links ! 
Let us take some french examples from the last few years. 

Regional Communities 
Three very different cases: 

Lyon, a regional capital. In an abrupt realisation of the important, musical 
past of Lyon, a harpsichord, just about to be exported, was brought back py 
unanimous public demand. • 

In Couture Boussey, a smal~ place, birthplace of the Hotteterre family, there 
was an awareness of the local heritage and its great importance . The Instrument 
museum was able to give great help. · 

Mirecourt, one of the centres of lute making, and the most cel ebrated after ere
mona . No awareness at all. Any isolated attempts there have been insufficient 
and unworkable. There has also been great destruction of the heritage dating 
from the beginning of the industrial era (of both workshops and machinery). 
Strangers have been more aware of the need to care for Mirecourt than its own 
inhabitants .~ 

The traditional Instrument making Community 
For several centuries the french group of lute and bowmakers has been greatly 
indebted to Mirecourt; both through parentage and through the influence of their 
work. Their members are controlled by an implicit 'code'. The work they regard 
most highly is that faithful to the most artistic work of the past, and of the 
past makers the most respected is the greatest of the Mirecourtiens , J . B. Vuil
laume. 
The Museum's point of view is quite different: this view holds that the l esser 
known lute makers bear important witness to Mirecourt' s histor y and i ts ordinary 
aspects, although these are more interesting they have been badly neglected and 
deserve greater attention. 
A series of studies are now in progress and this has been as a result of the Mu
seum's encouragement. 

The new Community 
This exists on its own, without rules or regulations. These are the young makers 
who come both from all corners of France and from abroad. These are fo rmed from 
many diverse groups which exist outside the schools. They are interested in all 

. / . 



sorts of instruments, both •ancient• and •traditional•; they make precise 
copies, carrying out research into the ancient treatises and plans. These 
are frequent visitors to the .Musical Museum ••••. . and they make reconstruc
tions of great musical interest. The Museum tries to encourage their work by 
organising concerts where these copies can be heard. 

It is hoped that other initiatives such as these which both appeal to the 
past and reach out to the future will be tried; the role of a musical museum 
is to encourage these as well as trying to preserve one aspect of the cultu
ral identity of our country. 

~ Since this was written, it seems that the local councillors have found the 
means to •cherish• a part of Mirecourt•s heritage and have decided to open a 
new museum. 
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SHRINE TO MUSIC MUSEUM 
at the University of South Dakota, U.S.A. 
Purchases Witten Collection 

The Museum's purchase of the Witten Collection, shared with Foundation members 
in the April issue of the Newsletter, has received widespread attention. Public 
announcement of the purchase was made June 6 by Dr. Joseph M. McFadden, president 
of the University of South Dakota. Congratulatory messages have aarived from 
collectros, dealers, scholars, and curators of major museums around the world, 
many of whom had been actively working to acquire the Collection for themselves. 
Writing in the July 8 Sunday edition of the N.Y. Times under the headline, 
"A Plum Goes to South Dakota", Tim Page, Times staff writer, says: 
The Shrine to Music Museum at the University of South Dakota has acquired the 
Witten Family Collection, a collection of 16th, 17th and 18th cent ury Italian 
stringed instruments, bows, labels, tools and documentary source materials that 
is widely considered to be the most extensive ~ollection of its kind. 
The $3 million the museum spent on the Witten Collection came from private donors, 
who requested anonymity, and is believed to represent the largest sum ever paid by 
a museum for a collection of antique musical instruments. The announcement of the 
puchase brings to an end two months of active negotiations, in which several orga
nizations, among them the Boston Museum of Fine Arts, the Preussischer Kulturbe
sitz in Berlin, the Germanisches Nationalmuseum in NUremberg, and the city of 
Cremona, Italy, attempted to raise the funds necessary to purchase the ~ollection. 

The Witten collection contains 70 violins, violas, cellos, viols, lutes, guitars 
and bows by many celebrated instrument-makers, including three generations of the 
Amati family, Andrea Guarneri, Ferdinanda Gagliano, Gasparo da Salo and others. 
Five of the 16 known surviving instruments by Andrea Amati, the 16th-century 
ma~ter, are included in the collection. 

Transferral of the Witten ·collection from Connecticut t o South Dakota took place 
in mid-May, under optimal weather conditjons; the instruments are currently stored 
at the museum in special, climate-controlled facilities. Planning is curre.ntly 
underway for the installation of a permanent exhibition called "The Genius of 
North Italian Stringed Instrument Making, 1540-1793," which will include the 
Witten Collection, along with other items owned by the museum. This exhibition is 
scheduled to open in May 1986. 

Laurence Witten, an antiquarian bookseller by trade, began collecting musical 
instruments in 1942. By the 1950's, he was thinking seriously of establishing a 
comprehensive collection which would systematically trace the early history of 
violin- making, a goal to which he has devoted much of his energy since. The Witten 
Collection now contains some of the earliest, best preserved and historically most 
important instruments in the world . 

The Shrine to ~1usic Museum is an academic support unit of the University of South 
Dakota, founded in 1973 .- Last year, the museum was given the Wayne Sorensen Collec
tion of 19th-century \'>'Oodwind instruments, a grouping of 140 i tems formerly located 
in California. 
Mr. Witten , in a telephone intervie\'>' last week, declared himself "delighted 11 with 
the sale. 
Dr. Andre P. Larson, the director of the museum , admits that Vermillion, S.D., is 
an unusual place to find what i s perhaps the world's finest collection of baroque 



Italian violins . 11 lt's a great achievement for our museum, 11 he said. 
11 1 am a native South Dakotan, and my generation grew up with a certai n 
cultural inferiority complex; it seemed that everything significant happened 
on one of America's two coasts. As such, I very consciously returned to 
South Dakota, to he 1 p make exciting things happen here. '' 

11 0nly some of these instruments will ever be played', 11 Dr. Larson continued. 
·~we have a quartet of Amati instruments that has been played occasionally 
in the recent past, and that will be played again in the future. But we 
can't overdo it. We want to make some professional recordings, to allow 
future generations to hear these priceless, beautiful instruments, without 
wearing them out. 11 

Aux membres qui ont" bien connu 

Genevi~ve Thibault de Chambure 

Le 31 a oat 198 5 sera le dixi~me anniversaire de la mort de l'une des 
personnalites les plus eminentes du CIMCIM. Nous ne voulons pas pu
blier a nouveau des articles necrologiques, mais rappeler aux uns quel
ques aspects de ce qu 'elle fut, aux aut res, la fa ire connartre. 

Vous avez certainement des anecdotes a raconter a son sujet, des sou
venirs inedits, amusants, touchants ou pittoresques. Ecrivez-les tels 
qu 'Us proviennent de votre memoire, sans trop de recherche et faites
les parvenir au plus vite a l'edi.teur; tls parartront dans le prochain 
numero de la Newsletter. D 'a vance, merci.. 

J. B. R. 
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SESSION TENUE EN COMMUN PAR UN GROUPE DE TRAVAIL PRO.VENANT 
DES DEUX ORGANISMES SUIVANTS: International Council for 
Traditional Music (ICTM) et Comite International des Musees et 
Collections d'Instruments de Musigue de 1 'ICOM (CIMCIM); 
17-21 mai 1984, Dolna Krupa, Tchecoslovaquie. 

Liste des participants 
ICTM 
Dr Marianne BR0CKER, Bonn, R.F.A. 
Dr Febo GUIZZI, Milano, Italie 
Drs. Onno Mens ink, La Haye, Pays-Bas 
CIMCIM 
Dr Brigitte BACHMANN~GEISER, Bern, Suisse 
Josiane BRAN- RICCI , Paris, France 
Dr Genevieve DOURNON, Par is, France 
Friedemann HELLWIG, Nuremberg, R.F.A. 

·Cary KARP, Stockholm, Suede 
Dr Jeannine LAMBRECHTS- DOUILLEZ; Anvers, Belgique 
Dr Ivan MACAK, Bratislava, Tchecoslovaquie 
Michel ROBIN, Paris, France 
Membre des deux organismes: 
Jeremy MONTAGU, Oxford, Grande Bretagne 
Apparente ICTM: 
Friedrich SCHLOTTER , Zella-Mehlis, R.D.A. 

Depuis longtemps deja, des contacts avaient ete pris par le precedent president, 
F. Hellwig, avec Erich Stockmann, president d'ICTM, en vue d'une telle reunion. 
L'une des premieres taches du nouveau bureau a ete de mener a bien ce projet. 

Grace aux efforts constants eta la competence d'Ivan Macak, charge de la col
lection instrumentale du Musee National Slovaque, cette session a pu avoir 
lieu au chateau de Dolna Krupa, a 60 km environ de Bratislava. Elle s'est 
tenue dans une atmosphere particulierement cordiale et chaleureuse; une cer
taine fantaisie, toute slovaque, a teinte le serieux des travaux. L'assiduite 
des participants aux seances a ete reguliere, en depit du beau temps ... 



30 ° 
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Ouverture de la session 
La session a ete ouverte en presence de trois hautes personnalites des musees et 
instituts de Tchecoslovaquie: ' le Dr Alojz Habovstiak, directeur du Musee National 
Slovaque (Bratislava); le Dr Oskar Elschek, Academie des Sciences de Bratislava; 
le Dr Josef Kuba, president du Comite national tchecoslovaque de 1 'ICOM. Leur 
soutien a ete ressenti par les organisateurs et les participants comme un 
encouragement considerable ala recherche ethnomusicologique et au travail museal 
qui ferment leur activite, dans la voie nouvelle qui ~st en train de se former. 
Les discours d'ouverture ant ete suivis des remerciements de J. Lambrechts
Douillez, presidente du CIMCIM. Le Dr E. Stockmann, empeche, a ete excuse par le 
Dr Elschek. 

Compte-rendu des seances de travail 
Vendredi 18 mai matin 
La presidente souhaite la bienvenue aux representants des deux organismes et 
presente les excuses de Robert Barclay, Florence Getreau, Peter-Andreas Kjeldsberg, 
Clemens von Gleich, Birgit Kjellstrom, Claudie Marcel-Dubois, Helene La Rue, 
Retenus par leurs obligations; elle se rejouit que les Musees de La Haye et de 
Stockholm scient representes par Onno Mensink et Cary Karp. Elle rend hommage au 
Dr Emanuel Winternitz, premier president du CIMCIM, decede a New York le 22 aoOt 
1983; on observe une minute de silence a sa memoire . 
Elle remercie le Dr Habovstiak pour le long et difficile travail qu'il a effectue, 
le Dr Kuba, qui a bien voulu rester parmi nous et assister a la premiere seance et 
le Dr Ivan Macak; puis elle passe la parole au Dr El schek, qui preside cette 
premiere seance. Celui-ci se felicite de la cooperation entre le Dr Stockmann et 
le Dr Macak ; il met l'accent sur les problemes et les interets scientifiques que 
leurs deux organismes ont en commun et souhaite que, dans un champ aussi etendu de 
recherche, un programme precis soit etabli. 11 est decide alors que les discussions 
auront lieu a la suite des communications. 11 passe la parole a Mr Jeremy Montagu . 

Communication de Jeremy Montagu 
D'emblee, il annonce qu'il n'apporte pas de solutions, mais .qu'il pose les 
problemes de la conservation des materiaux: bambou, ivoire, peaux de divers 
animaux; les cordes de boyau, les fibres vegetales, certains bois. Il rend compte 
de certains essais de recollage du bambou, des differences de conservation entre 
des instruments pourtant de meme nature en apparence. 11 mentionne 1 'entretien 
courant des . instruments par les joueurs, qui contribue a leur duree (peaux) et 
l'emploi par les facteurs populaires de materiaux (bois, boyau) a peine prepares, 
ce qui est cause de deterioration rapide. 

Discussion 
Elle s'ouvre sur les problemes de conservation en fonction des materiaux; une bonne 
prevention est preferable a une reparation ou a une reconstitution incertaine de 
pieces manquantes ou deteriorees . Le travail sur le terrain joue un role essentiel, 
non seulement du point de vue ethnologique, mais pour information sur l'instrument 
lui-meme en tant qu'objet, sa fabrication et les soins a lui donner par la suite. 
Puis la discussion s'engage sur la question des "copies" ou plut6t des "replica" 
(terme propose par le Dr Kuba), envisagees comme un moyen de preserver les origi 
naux, bien que, en matiere d'instruments ethniques, de nombreux exemplaires iden
tiques puissent se trouver sur le terrain . Il y a souvent une grande difference 
entre l'instrument neuf, fait a partir de materiaux instables, continuellement 
entretenus en vue du jeu, repares, et 1 'instrument conserve dans un musee, respecte 
dans l'etat ou il a ete collecte, mais devenu statique. Le Dr Guizzi preconise 



1 'organologie experimentale, la recherche des methodes de travail dans la 
construction, 1 'examen des ateliers existants et de tout leur materiel; comme 
lui, le Dr Bachmann insiste sur la rapidite de la disparition des specimens et 
sur 1 'urgence d'en garder des temoignages. 

Vendredi 18 mai apres-midi 
Cette apres-midi est consacree a 1 'audition, dans la ville de Piestany, situee 
a 50 km environ de Dolna Krupa, de musiciens de la region, jouant des principaux 
instruments traditionnels: le violon, le fujara (grande flOte a bee existant en 
plusieurs tessiture~le pistala, le Stvorzvukove gajdy (cornemuse); les partici
pants sont tres sensibles a l'impress1on d'authent1c1te communiquee par ces 
musiciens- l'un d'eux est berger de metier-eta la qualite musicale de leurs 
prestations. 

Samedi 19 mai, matin 

Communication de Febo Guizzi 
L'Italie; ·a 1 'occasion de 1 'annee europeenne de la musique, a propose plusieurs 
programmes, dont deux consacres aux instruments ethniques; des reunions impor
tantes ont deja eu lieu; des groupes de travail, un colloque international, des 
concerts, se derouleront et permettront d'etablir des criteres de conservation et 
de restauration, et de distinguer conservation et objectifs culturels. Les consi
derations sociales ont une grande importance. La communication de F. Guizzi, tres 
dense et nourrie d'exemples, passe en revue toutes sort es de problemes relatifs 
aux instruments encore en usage et met en evidence les aspects socio-c~lturels · de 
la recherche qui les concerne. 
La discussion s'engage sur les divergences entre la necessite de la conservation 
dans un musee et l'utilisation dans le cadre d'une civilisation vivante. 
L'importance de la documentation apparait avec une grande force, comme dans le 
cas des instruments savants. L'instrument est lui-meme un document, la fa~on d'en 
jouer, la maniere de la construire, le son qu'il emet. 
La presidente demande alors a Ivan Macak d'expos~r sa methode de travail. Celui-ci 
a aborde les instruments et la musique ethniques par plusieurs cotes a la fois et, 
pour cela, a reuni une equipe de quatorze specialistes: anthropologues, psycho- . 
logues, docteur en medecine, ethnologues, acousticiens, compositeurs de musique, 
sociologues. Sont etudies ala fois les instruments, ceux qui s'en servent, la 
musique qu'ils font; le milieu. Des enquetes, des questionnaires, elabores de 
fa~on a eviter une orientation des reponses, sont lances; les gens sont places, 
pour etre etudies, dans des conditions familieres et amicales. 11 ressort de cette 
etude globale un etat de la situation musicale dans le pays, mettant en evidence 
des faits qui vont peut-etre disparaitre en quelques annees. 
Les participants comparent leur propre experience avec celle du Dr Macak et le 
felicitent d'avoir reussi a mener, avec des moyens reduits, des amities fideles et 
beaucoup d'enthousiasme et de tenacite, une etude aussi approfondie sur la tradi
tion musicale de la Slovaquie. 

Samedi 19 mai, apres -midi 

La presidente demande a Friedrich SchlUtter de se present er et d'exposer sa 
demarche. 
F. SchlUtter, ingenieur metallurgiste de formation, est a 1 'heure actuelle mai t re
facteur d'instruments traditionnels et exerce sa profession au sein d'un organisme 



central officiel de travail sur le folklore musical a Zella-Mehlis (R.D.A.). 
o•autre part, il est ethnologue et s'interesse a la tradition musical e de la 
Thuringe. Il a etudie a fond les instruments les plus simples en apparence 
pour en comprendre· le fonctionnement acoustique et tent er de les amel iorer, en 
particulier les guimbardes, grace a son experience de la metallurgie. Sa 
recherche est d'ordre technologique {histoire de la facture; aspects de la 
facture dans diverses regions du monde) et musicologique. Il effectue en meme 
temps une demonstration de jeu. 
Le reste de l'apres-midi est consacre tout d'abord ala visite du batiment 
situe dans le pare du chateau et en cours d'amenagement, qui servira a abriter· 
les collections instrumentales du Musee National Slovaque de Bratislava; elles 
y seront organisees en collections d'etude, ouvertes sur demande aux specia
listes, avec atelier de restauration installe sur· place et tout es commodites 
pour les chercheurs. Les elements de rangement sont con~us tous sur un meme 
modele, de sorte que tousles objets soient conserves a l'abri portes fermees; 
les objets de moyennes et petites dimensions seront ranges en tiroirs, derriere 
des portes fermees . L'ensemble s'inscrit dans une surface de 1.000 m2 sur deux 
et trois niveaux. 
Ensuite, I. Macak pose plusieurs problemes pratiques de conservation et de res
tauration eventuelle a partir d'exemples concrets: des instruments traditionnels 
choisis par lui et r~ssembles dans la salle de reunions pour etre soumis aux 
participants. Il apparait que les principaux problemes sont ceux des materiaux. 
Pour F. Hel hlig, la premiere demarche a faire est d'ordre bibliographique: con
sulter les travaux publies, notamment dans les bulletins de AATA, oQ les 
articles sur la conservation sont classes par types de materiaux. Il sera sou
haitable d'entrer en contact avec d'autres organismes (1 'ICCROM) et d'autres 
comites de l'ICOM. 

Dimanche 20 mai, matin 
President de seance: Friedemann Hellwig 
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Communication de Friedemann Hellwig 
F. Hellwig tente de situer ce qui est 11ethnique 11 et ce qui es't 11 savant 11 et compare 
les differents degres de· connaissance que nous pouvons obtenir dans l'une et 
l'autre categorie. Dans les instruments savants, la facture, les lois physiques 
qui la sous- tendent sont de mieux en mieux connues, grace en particulier a la 
restauration; dans les instruments ethniques, il y a contact di rect entre le fac
teur, le joueur , le possesseur d'un instrument et le conservateur de musee; sou
vent, une documentation abondante l'accompagne. La notion de rarete,- si forte dans 
les instruments savants, n'est pas a negliger dans les ·instruments ethniques , car 
les habitudes musicales evoluent tres vite. La conservation des inst ruments ethni
ques necessite en premier lieu une philosophie, qui puisse guider le travail. 
F. Hellwig conseille de se reporter aux resultats d'un groupe de travail americain 
publies sous le titre Murray Peas Report. Si la na ture des dangers encourus par 
les diverses especes d'instruments est toujours la meme, la na t ure de la degrada
tion ne 1 •est pas toujours. La mise en oeuvre de la conservation differe selon les 
pays; les anglophones precedent par types de materiaux et non par categories 
d'objets comme dans les pays de 1 'Est. A son avis, tous les aspects doivent 
s'entremeler. Il est toujours necessaire d'etablir un code d'ethique generale de 
la conservation des instruments de musique. 

Discuss ion 
Les participants s'inquietent au sujet de 1 •enseignement de cette matiere. Le 
probleme sera peut-etre resolu un jour a l'ICCROM, a condition qu'il y ait des 
travaux pratiques et un contact direct avec les instruments; la participation de 
Mme Luisa Cervelli serait indi spensabl e . Les restaura teurs de chaq ue categorie 
d'instruments ont tout a gagner a profiter de 1 •experience des uns et des autres 
et d'interroger des speciali stes de divers objets. 



Il est question ensuite de l a publication qu'Ivan ~acak voudrait faire 
regulierement des travaux d'ethno-organologie qu'il dirige, publication ·a 
laquelle il voudrait pouvoir ajouter une contributi on de quelq~es collegues. 
Il est pret a publier· des textes des cette annee, en trois langues, et a 
continuer ensuite. Il demande le support moral du CIMCIM et de 1 'ICOM. La 
presidente demandera a Paris l'agrement de 1 'ICOM. En effet, le travai l du 
Centre musical de Slovaquie etant axe sur la documentation, presente un 
rapport etroit avec le travail des musees et pourrait rendre service. Il 
faut en effet fournir aux musees des outils de recherche, aux musees nouveaux 
eta ceux 'qui veulent preserver leur culture. F. Hellwig promet d'aider 
I. Macak, d'ici deux ans, dans sa publication. 
J. Montagu et F. Guizzi pourraient remettre a I. Macak le texte de leurs 
communicati ons, qui font le tour de la question. 

Conclusions et resolutions 
1. Formation d'un groupe de travail permanent ICTM/CIMCIM, compose des person
nes ici presentes, pourvu d'un projet-pilote, sous la responsabilite de Cary 
Karp. Une reunion pourra se tenir a New York au cours de l a session plenie re 
du CIMCIM en mai 1985. Le Dr Kuba a promis l'appui du comite national tcheco
s lovaque pour la participation d'I . Macak. Les membres du CIMCIM seront 
avertis de ce theme de reflexion par une lettre, avant New York. Les partici 
pants pourraient etre egalement interesse$ par la prochaine session d'ICTM a 
Stockholm l'an prochain. 
2. Etablissement d'une bibliographie specialisee: F. Hellwig veut bien s 'en 
charger. 
3. Reedition des ouvrages publies par le CIMCIM. Les participants souhaitent 
vivement que de bons outi ls de travail paraissent. La demande est pressante. 
Cependant les ouvrages existants ne peuvent pas etre reedites sans etre revus 
ou completes . La presidente demandera a consulter les contrats passes avec · 
l'ICOM pour Preservation and Restoration of Musical Instruments. Provisiona l 
Recommendations (1967) et pour Ethnic Musical Instruments / Instruments de 
musique ethnique (1970) . 

Josiane BRAN-RICCI, secretaire 
Aout 1984 



Unparalleled Series of Catalogues from Leipziq 

In the latest volume of the catalogues from the Musical Instrument Museum in 
Lei pz ig its author Hubert Henkel used the opportunity for a short retrospective 
of this spectacular series. Beginning in 1978 the museum has produced one 
volume every year. The publisher, the renowned VEB Deutscher Verlaq fUr Musik 
in Leipzig, has asked for a pause in order to ~ive room to publicat ions in con
nection with the Bach-Handel-Scarlatti-SchUtz anniversary in 1985. This offers 
our colleagues in the Leipzig museum a well -deserved rest although they have 
already started work on reed instruments, fortepianos, and the particularly 
large group of instruments from the violin family. For me this break i s a wel
come opportunity to dedicate some lines of appreciation to this unparalleled 
series of catalo9ues. 

Never before in the history of musical instrument museums has a catalogue grown 
to six volumes. Mahillon•s .. Catalogue Descriptif et Analytique 11 of the Instru
ment Museum in Brussels, published between 1880 and 1922 and presented in five 
volumes, was previously the largest. While the catalogue from Brussels com
prised all instruments of that collection, the present six volumes from Lei pz i g 
list and describe a little less than one quarter of the total collection. More 
than seventy years ago in the two famous cataloques of 1910 and 1912, Georg 
Kinsky had dealt with the keyboard instruments and stringed, non-keyboard in
struments of this collection which then was still the property of Wilhelm Heyer. 
The third volume dedicated to wind instruments never appeared in print, and 
this is why a certain priority has been given to t hi s group of instruments in. 
the new series from Leipzig of which the following volumes have so far appeared: 

Herbert Heyde: Musikinstrumenten-Museum der Karl-Marx-Universitat, Katal og, 
vol. 1, Floten, Leipzig (VEB Deutscher Verlaq fUr Musik) 1978, 160 pp. text, 
16 plates. 
Hubert Henkel: vol. 2, Kielinstrumente, 1979~ - 184 op. text , 96 plates. 
Herbert Heyde: vol. 3, Trompeten-Posaunen-Tuben, 1980 , 264 pp. text, 68 plates. 
Hubert Henkel: vol. 4, Clavichorde, 1981, 120 pp. text, 80 pls. 
Herbert Heyde: vol . 5, Horner und Zinken, 1982 , 272 pp. text, 80 pls. 
Klaus Gernhardt, Hubert Henkel , Winfried Sch rammeck : vol. 6, Orgelins trumente
Harmoniums, 1983, 144 pp. text, 80 pls. 

There is no need to introduce the authors of t he first f ive volumes, Dr. Henkel, 
director of the Musical Instrument Museum, and Dr. Heyde free-lance collaborator. 
The sixth volume has been produced by Klaus Gernhardt, expert on early organs 
and restorer of the museum, Hubert Henkel, and Dr Winfried Schrammeck, musicolo
aist and organologist, again at the same museum. 

The orqanization of each volume is very logi cal, and it follows roughly the same 
pattern: after a preface, usually by the museum•s director, follow hints for the 
reader, notes on the instruments to be described, the cataloguing scheme, and 
special •agreements• on some of t he schemes• points, the actual descriptions of 
the instruments, an index and short biography of the makers, a list of quoted 
literature, and finally a section of technical drawings of diverse content. In 
volume 3 these comprise for instance drawings of length-diameter ratios, charts 
of pitches, types of valves, arrangements of components in trumpets and sackbuts, 
mouth -pieces, edges of bells, makers• marks and inscriptions, etc. etc.; 
drawings of 23 different technical details, totalling 44 pages. Then fo llow the 
photographic plates, usually introduced by an index. Volume 6 comprises 80 plates 
which contain 128 black and white photographs and 8 in ~olour. The extensive photo· 
graphic documentation of high technical quality contributes excell ently to t he 
value of these catalogues. 



The format chosen for this series is very handsome, typography and layout havin9 
received special attention. The plates have been printed with great care, and 
even the colour photographs are usually of the best quality. 

All volumes largely follow the same cataloguing scheme which divides each descrip
tion _ into eight or nine subsections, beginning with the signatures of a maker and 
ending with an appreciation and. a short list of publications in which it has pre
viously been mentioned. This scheme is not, however, absolutely consistent in all 
six volumes, but has been pragmatically re- formulated for each group of instru
ments. In any case, this scheme offers an excellent guide through each of the ca
talogues and allows the reader to find very quickly any d~tails he may be looking 
for. 

The order of instruments within each of the volumes differs slightly between 
Henkel and Heyde. While Henkel lists all instruments of, say the group of Kielin
strumente (quilled instruments), in numerical order, regardless of the question 
whether they are spinets, clavicitheriums of harpsichords, Heyde puts them in a 
more systematical order and therefore provides an additional index of inventory 
numbers. Volume 6 is a compromise between the two in that the various types of 
instruments from the organ family have been separated from the harmoniums . 
Perhaps Heyde's way of presenting the various subtypes of instruments offers the 
reader a faster way of getting an impression of the collection's contents. 

One of the criteria for the quality of a catalogue is the possibility for its 
reader to form himself a picture of the described objects . In this respect many 
catalogues have little to offer; the Leipzig catalogues however, gradually lead 
the reader to the instruments by describing their shapes and at the same ~ime 
giving the object's basic dimensions. For me, Henkel is especially good at this . 
In ~eneral, measurements have always been given with the constructional details 
to which they refer, thus avoiding the rather formidable list of abstract fiqures 
at the end of each text. 

To the his t orian and technologis t of instruments i t is especially pleasing to 
find that each of the instruments described in the cataloaues, has been understood 
as an individual which has its own his·tory. Certainly, this history has not always 
been good for the instrument, but after resulted in alterations and after deplo
rable demage to original material. Bringing to daylight the progress of this 
history, and not ignoring it, allows the reader to form a picture of the degree of 
the instrument's authenticity and its validity as an historical source. I see this 
as a very special fea t ure in the Leipzig catalogues and one that should indespen
sible in any description of ins t ruments. 

Readers who are sufficiently acquainted with German \•till note t he very careful 
formulation and use of technical terms in the descriptive texts. Very oft en the 
authors make use of a rich regional tradition of musical instrument making and the 
corresponding Saxon idioms. The concise style of writing, the clear punctuation 
(excepting that of the point at the end of each of the paraphrases which appears 
to be rather arbitrary), and the clear printing add much to this. 

To my way of t hinking, there is no better way of producing a catalogue than that 
which has come from Leiozig over the past six years. It is, as yet, above reproach, 
and will long remain a standard against which every new catalogue will be measured. 

We have to conaratulate our Leipzig colleagues, and we strongly hope that hi s 
unique series of catalogues will be continued. 

Friedemann Hellwig 



ICOM-CIMCIM- Groupe classificatfon 

TYPOLOGIE ET CLASSIFICATION EN ORGANOLOGIE MUSICALE 

PERSPECTIVE MUSEOGRAPHIQUE 

Pour qui, pour quoi ce travail? 

La resolution des problemes de typologie doit faci lite r 1 'application museo
graphique des regles de classification. Le conservateur d'un musee general 
non-specialiste en collection d'instruments de musique, cherchera en premier 
lieu a reconnaitre eta ranger ces objets d'une maniere logique facil itant l a 
consultation et 1 'exposition. Cet objectif suppose en minimum de connaissances 
sur 1 'objet lui -meme: te l qu'il se presente possede-t-il toutes ses composantes? 
Ne manque-t-i l pas un element distinctif qui permettrait de le classer a bon 
escient ou au contraire ne presente- t-il pas une anomalie, un ajout quelconque? 
est-ce le produit d'une elucubration passionnee ou a 1 'oppose le residu d'un 
instrument abime par le temps et les manipulations? 

Quelles sont parmi ces irregularites celles qui proviennent d'un essai de 
nouvelle facture, de 1 ' invention d'un interprete, de la consequence d'un style 
musical et qui, marquant 1 'evolution organologique de 1 'instrument, doivent etre 
prises en compte dans un classement. Quelles sont au contraire celles qui pro
viennent d'une degradation de l'instrument et qui ne peuvent que conduire a un 
plan eventuel de restauration ul terieure. Ces questions peuvent laisser indecis 
le charge de la collection. S' il veut compenser ses perplexites par l'adoption 
d'une toute autre demarche classificatoire, par exemple par une position chrono
logique ou geographique ou ethnique, ou fonctionnelle, il se heurtera dans bien 
des cas a un manque cruel de documentation et de reperes concernant 1 'instrument 
en question. 

Une proposition 
Devant cette alternative et dans la perspective d'aider les conservateurs de 
musees generaux ou musees a collections instrumentales mixtes des cinq continents 
nous avons decide d'orienter notre travail de telle maniere que le plus humble 
des instruments rustiques et le plus prestigieux des instruments savants trouvent 
l'un et 1 'autre leur place dans une meme problematique, selon les memes criteres 
classificatoires. Aussi apres avoir precede a une etude approfondie des diverses 
possibilites en matiere de typologie et de classification nous avons retenu comme 
premier critere le critere morphologique c'est-a-dire la structure visible de 
l'instrument, ses composants majeurs. 
A l'experience, le critere morphologique reunit plusieurs avantages. C'est un 
critere commun qui peut s'appliquer a l'ensemble du stock instrumental existant 
ou ayant existe dans le monde (instruments populaires, ethniques, traditionnels , 
savants, etc). 
C'est aussi un critere qui correspond aux donnees principales dont doit disposer 
un conservateur ou un museographe aussi bien qu'un organologue ·ou un musicologue 
au v~ de l'objet-instrument de musique a entrer dans ses collections et que la 
presente typologie classificatoire vise a fournir. Cet objet est-il compose 
seulement d'une caisse de resonance et ·de son couvercle (la table) sur leque l les 
cordes sont tendues ou pourraient l'avoir ete? ou bien cette caisse est-elle 



poursu1v1e ou completee par _un manche, element sur lequel les cordes viennent, 
ou devraient venir, s'attacher ? Ces donnees (caisse, table, cordes, manche) 
en 1 'occurence, et pour simplistes qu'elles soient, renvoient de suite a la 
definition d'une cithare dans le premier cas, peut-etre d'un luth dans le 
second, et livrent la structure de base de 1 'instrument a identifier eta 
classer. A partir de cette structure de base, s'edifie, dans la class ification, 
une serie de formants de plus en plus fins, reperables grace au systeme decimal 
adopte pour la classification, et qui, de proche en proche, finiront par decrire 
la totalite de l'instrument. · · 

Ainsi le principe adopte permettra, croyons-nous, au conservateur d'un musee 
d'effectuer les rapprochements necessaires entre l'objet-instrument de musique 
et les criteres classificatoires, et ce en vue de doter celui -ci d'une identifi
cation exacte, d'un classement logique et d'une presentation adequate. Or 
fournir aux conservateurs de musees generaux ou specialises un outil pratique 
et un systeme operationnel est, en definitive, notre unique objectif et notre 
mission originale. · 

Les predecesseurs 
Certes les organologues, les musicologues, les theoriciens de l a musique de 
cultures diverses, disparues ou vivantes, ont eprouve depuis longtemps - des 
millenaires parfois - le besoin de classifier les instruments de musique soit 
par les materiaux qui les composent (Chine ancienne), soit en prenant en compte 
selon les cas le mode d'ebranlement (frappe par exemple), ou le dispositif de 
production du son (couvrir, tendre, par exemple) comme le demontrent des textes 
sanskrits indiens des debuts de notre ere, ou bien en s'arr~tant au mod~ de mise 
en vibration des materieux (Occident des XIXe et XXe siecles) ou encore ia la 
technique de jeu (clocher, corner, tambouriner, couper) selon le systeme des 
Bassari du Senegal. C'est ainsi q~e pour la categorisation du stock instrumental, 
l'Inde ancienne proposait quatre classes d'instruments de musique; en E0~ope, 
Michel Praetorius (Syntagma, II . 1618) puis Marin Mersenne (Harmonie universelle, 
1636-37) se contenten~ de trois classes (cordes, vents, percussions); la division 
des orchestres symphoniques maintient ces trois groupes alors que les organologues 
et musicologues des memes epoques (Mahillon, Sachs et Hornbostel) instituent les 
quatre classes adoptees aujourd'hui par 1 'ensemble de la profession : idiophones , 
membranophones, cordophones, aerophones qui se fondent sur le mode de mise en 
vibration. 
Ce sont ces quatre grandes divisions qui ant ete adoptees dans la presente classi
fication et non pas, trap delicate d'application dans un musee et trop desorien
tante pour le public, la classification en deux classes, pourtant plus synthetique, 
elaboree par A. Schaeffner (corps solides, air) . D'autres auteurs se sont ces 
dernieres annees penches sur le probleme; citons notamment Buchner en Tchecoslo- 
vaquie, Bessaraboff aux Etats -Unis, et bien d'autres dont la liste reste a faire. 

Notre classification 
, 

Aucune de celles -ci n'a ete con~ue, semble-t-il, pour aider le conservateur de 
musee . Nous pensons faire oeuvre de pionnier a cet egard. De plus, la frequentation 
des instruments de musique ethniques, 1 ' enorme stock instrumental qu'i1s repre
sentent , le genie inventif dont ils temoignent, celle des instruments de musique de 
"haute culture ", notamment asiatiques, ant permis de conduire une experience rare: 
traiter ces modeles sur le meme plan que les instruments europeens dits savants ou 
hist_oriques, ref1echir sur ces derniers avec les memes donnees que celles des autres 
categories, employer pour dresser 1a typologie des unset des autres 1es memes 
criteres. Cette methode ~ eu aussi se~ contraintes , a savoir 1 'obligati on oQ nous 
nous sommes trouves de bouleverser parfois 1es habitudes de c1assement et de 



terminologie des organologues s'occupant d'instruments europeens savants afin de 
normaliser notre classification. Cette normalisation, en effet, est indispensable 
pour repondre efficacement au souci qui est le notre d'internationaliser les 
methodes. 

Nos travaux ont ete menes par un groupe de specialistes reunissant musicologues, 
ethnologues, museologues et documentalistes. Une premiere fiche-type a ete 
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realisee, elle est accompagnee d'une grille qui permet de completer pour tel 
instrument des details de facture qui depasseraient les limites de la classificati on 
dtki rna le . 
En effet, notre classification ouvrant la voie a 1 'informatisation des collections 
d'instruments de musique, les donnees morphologiques retenues comme pertinentes par 
rapport a la structure de 1 'instrument se limitent a dix. Ainsi on tiendra compte 
dans les dix chiffres du double mecanisme d'une harpe mais non pas des grelots 
attaches a un archet viele ou des plaques ensonnaillees d'un luth africain. Ces 
elements surajoutes, ou encore une position de jeu speciale, un detail de technique 
de jeu se trouveront signales dans la fiche de 1 'instrument mais n'apparaitront pas 
dans la classification. On trouvera toutes indications sur cette fiche dans News Le t te 
no. III-IV 1975-1976 et que nous reproduisons avec sa grille codee en annexe. 

Un exemple pour s'en servir 
Pour la presentation de notre classification nous avons adopte les quatre grandes 
classes : idiophones, membranophones, cordophones: aerophones. A l'interieur de ces 
classes, une succession logique des instruments enumeres selon leur terminologie 
courante a ete respectee. Donnons 1 •exemple des cordophones, on trouvera dans cette 
classe successivement arc musical, pluriarc, harpe fourchue, harpe, lyre, ci t hare, 
luth, viele, instruments hybrides. En tete de chacune de ces categories, un bref 
commentaire donne une description minimum de la morphologie de 1 'instrument. Par 
exempl~ pour la harpe, on lira 11 instruments dont les cordes sont tendues ent re la 
table de la caisse et le manche. Ce manche, courbe (harpe arquee) ou droit (harpe 
angulaire), forme un angle (obtus ou aigu) avec la caisse . En consequence le plan 
geometrique des cordes se trouve perpendiculaire a celui de la caisse 11

• Autre 
exemple : le luth correspond a un instrument dont la (o~ les) corde (s) est (sont) 
tendue(s) entre une caisse et un manche, tous deux associes dans un meme plan; en 
gene_ral le plan des cordes est parallele a celui de la table d'harmonie ... 
Des eH~ments structuraux sont egalement definis, le 11manche 11 par exemple est repute 
dans notre classification 11 Servir a maintenir la rigidite de l'ensemble de l'instru
ment sous la tension des cordes, au-dela de la caisse 11

• Parfois des termes habituels 
ont ete precises dans un souci de rigueur : les luths peuvent presenter une caisse 
et un manche d'un seul bloc (chiffre) ou bien ces elements peuvent etre individuali
ses (chiffre); sous ce dernier critere on trouve des caisses en parties assemblees, 
ce sont alors des caisses a cotes (fond bombe ou fond plat), ou a eclisses (364.2) 
ou a pans coupes (364.3); quant aux manches ils sont longs quand leur longueur 
depasse celle de la caisse et court quand cette dimension est egale ou inferieure a 
celle de la caisse. Parfois au contraire dans la mesure ou le terme repond a un 
usage commun deja bien ancre celui-ci a ete conserve en depit d~ son approximation, 
ainsi on relevera dans notre classification caisse 11 piriforme 11 (364.22) ou caisse 
11 en forme de campanule 11 (364.23), ces termes etant notes entre guillemets. 
Il convient de signaler que notre classification ne retient pas le critere des 
tessitures pas plus que le critere format (qui releve plus de la description que de 
la classification). Cependant dans ce dernier cas, il a pu etre fait appel a des 
notions de proportion entre les composants de 1 'instrument (ex. manche court, manche 
long). Si besoin est, schemas ou photos completeront 1 'information. 

Enfin parmi les cordophones, nous avons ete amenes a respecter deux categories 
portant chacune un chiffre di stinct 1 'un pour les luths et l'autre pour les vieles. 
A considerer le seul critere de technique de jeu (cordes pincees, cordes frot t ees ), 



il aurait ete possible de le resoudre par une simple inscription dans la grille de 
la fiche. Cependant a considerer la critere morphologique et 1•aspect physique de 
1 •instrument il a ete estime qu•une distinction s•imposait et faciliterait le 
travail de classement du conservateur de musee . En effet plusieurs indices lui 
permettront de discerner S1 il s•agit d•un luth ou . d•une viele et tels que, pour la 

. viele, sur la table trace du chevalet, cordes laches plus longues que la t able, 
presence d•un cordier, .... et non pas seulement la presence d•un archet qui 
d1 ailleurs peut avoir ete perdu. . 

La classification se presente en colonnes comprenant pour chaque ligne le chiffre 
decimal (de una neuf chiffres), puis les criteres morphologiques du type instru
mental. Ces criteres sont normalises et hierarchises a l'interieur de chaque groupe 
d•instruments (cordophones par exemple), a un certain degre, le materiau est pris 
en compte (table en peau, table en bois pour la harpe arquee, par exemple). A chaque 
critere nouveau apparait un exemple nommement designe sous son appellation verna
culaire pour les instruments •ethniques 11 (baganna par exemple) et son appellation 
consacree suivie eventuellement d•un repere chronologique ou de facteurs pour les 
instruments 11Savants 11 (cistre du XVIe siecle par exemple, harpe de Gustave Lyon, par:
exemple, pour les parpes a double rang de cordes croisees). En fin d'ouvrage un 
index donnera la provenance geographique ou ethnique des instruments non-europeens. 
Les exemples nommement designes sont livres a titre i ndicati f et, en aucun cas, 
1 imitati f. 

En guise de conclusion 

Au moment oQ les instruments de musique sont devenus dans le monde entiei objet 
d•etudes et d•interpretation, au moment ou archeologues, ethnologues, histori~ns, 
artistes, facteurs, etudiants s•interessent de plus en plus a cette categorie 
d•oeuvres, alors que nombre de pays europeens, orientaux, asiatiques, africains ont 
cree ou projettent de creer un musee d•instruments de musique, il a semble que 
pareil ouvrage devait. par sa simplicite et sa rigueur, aider les nouveaux conser
vateurs et les museographes a conserver eta exposer leurs collections instrumen
tales tout comme d•autres publications du CIMCIM~ ICOM l'ont fai t ou le feront sur 
differents sujets. 

Claudie MARCEL- DUBOIS et les autres 
membres du Groupe de travail 



ICOM - CIMCIM Classification Group 

Typology and classificat ion in musical organology : 
A Museum Perspective 

One purpose of this work 
The task of classifying museum objects could be made far easier i f t he 
typological problems could be resolved. 
In a general museum any curator who is not specialist in the study of musical 
ins t ruments will have to try to organise the collect ion logically to make 
access and di splay work easier. Such work requires a minium of knowledge about 
the musical instrument; is it complete or is the most important part missing, 
making it impossible to classi fy the instrument scientifically? 
Perhaps there is something very unusual about it which is, in fact, only an 
added part? Perhaps the instrument is a product of someone's overwraught imagi 
nation, or the opposite, the remains of an instrument damaged by time and 
alterat ions? 
Which of these unusual features are the result of experiments in construction; 
which are reconstructions of historic instruments, which develop from the 
requirements of a new musical style, and which are important developments in 
the evolution of an instrumental type; all of these points mus t be taken into 
account in a classification. The curator's course of action may be unclear in 
these circumstances. If the bewildered curator tries a completely different 
sort of classification to solve these difficulties either by chronological, 
geographical ·or ethnic categories, or even by its function , he will in many 
cases ~tumble against a severe lack of documentation, and of references, concer
ning .the instrument in question. 

A Proposition 
Bearing all this in mind, and with the intention of helping curators of general 
museums, or museums with collections of musical instruments from all five 
continents. We have decided to orient our work in such a way that the simplest 
rustic instruments, and the most sophisticated of the art instruments, find 
t heir places in the same system , among the same criteria of classi f ication. There
fore, having carried out a careful study of the many possibilities of typology and 
classification we have decided that morphology is the most important criterion, 
that is to say the visible construction of the instrument with i t s major compo
nents. 
From our experience in t his work the morphological cri terion contains many advan
tages . It is a common criterion which can be applied to every instrument whi ch 
exists, or which has existed in the world (popular, ethnic, traditional or art 
music instruments etc.). 
It is also. a criterion which corresponds to the given principles which should be 
at the disposal of a museum curator as well as to an organologist or a musicolo
gist concerning the musical instruments entering their collections which the 
present typological classification aims to fulfill . Is the object made up of a 
resonant shell and a covering (or table) which .holds the st rings, or where they 
might have been attached; or was this shell completed by a neck on which the 
strings were, or should be attached? These parts (case, table, strings,. neck) and 
their occurence, however simple they may be, refer to the following; in the first 
case, a zither, and in the second, a lute. These give the basic structure of the 



instrument, leading to its identification and classification. From this . 
initial analysis a more complex picture can be constructed and placed in the 
decimal system adopted by the classification, which, little by little, will 
finish by describing the whole instrument. 
Also we believe that the principle adopted will allow the museum curator to 
make the necessary adjustments between the musical instrument and the criteria 
of the classification; and in this way give it an exact ident ification, a logi 
cal class and an adequate presentation . On the other hand our sole object and 
original aim is to give a practical and workable system to curators working in 
both general and specialised museums. 

Forerunners 
As a matter of fact organologists, musicologists and theoreticians of music in 
many different cultures both extinct and extant have realised the need to 
classify instruments for a long time: in fact for thousands of years. This has 
been done in many ways: by the materials from which they are made (as in ancient 
China); by taking into account the method of vibration (e.g. beating); by the 
sound producing device (e.g. covered or stretched) this is seen in the Sanscrit 
texts at the beginning of our era; by the way that the material is caused to 
vibrate (in the l•Iest from t he nineteenth to twentieth centuries); or by the 
playing technique ('belling', .1.horning', 'drumming', 'cutting') as in the system 
of the Bassari of Senegal. The different categories of musical instruments are 
equally varied; for example ancient India had four classes of musical instruments; 
in Europe Michael Praetorius (Syntagma, II, 1618) then Marin Mersenne (Harmonie 
universelle, 1636-37) used three (strings, wind, percus sion); the symphqny 
orchestra keeps this division of three groups whereas the organologists and musi
cologists of this century (Mahillon, Sachs and Hornbostel) instituted the four 
classes adopted by the profession today: idiophones, membranophones, .cordophones 
and aerophones, these groups being based on the means of vibrat ion. These four 
divisions have been adopted by our present system rather than that of A.Schaeffner 
which uses two divisions (solid and air) \'>'hich is too subtle for museum uses and 
confusing for the public. Other authors have thought about the problem of late, 
notably Buchner in Czechoslovakia, Bessaraboff in the U.S.A., and many others too 
numerous to mention. 

Our Classification 
None of these systems we have listed above were devised specifically to help a 
museum curator. In this respect our work breaks new ground. Moreover as we become 
familiar with ethnic musical instruments, the vast numbers of examples t hat they 
comprise, and the great inventiveness that they show, music instruments of other 
'high cultures', particularly those of Asia lead us to a new experience; to use 
the same criteria for both the European art or historic instruments as for the 
instruments from all other cultures. This method is not without its constraints; 
in order to standardise our system it may sometimes be necessary to reverse the 
customary classes, and terminology that organologists have used in the past for 
the European art instruments. We wish to devise a standard system which can be 
accepted internationally. 
Our work has been carried out by a group .of specialists including musicologists, 
ethnologists, museologists and archivists . The first vers ion of a record card 
has been devised, with this there is a chart on which the details of each instru
ment are entered, this enables more details to be recorded than is possible on a 
decimal system. 
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It is our hope that our classification will prepare the way for future documen
tation of musical instruments collections. With computer systems in mind the 
decimal system that we have used to organise the information must not go beyond 
ten figures; this delimits our choice of relevant morphological data essential 
to the structure of the instrument. For example we allow for the description of 
the double mechanism of a harp, but not the bells attached to a fiddle bow, or 
the rattling metal · jingles of an African lute. These additional components, or 
even a special playing ,position, and details of playing technique which cannot 
be found on this classification chart will be found on the card. An example of 
this card can be seen in News Letter no. III-IV 1975-1976 and it is also to be 
found with its coqe at the end of this article. 

An Example 
Our classification uses the four groups of idiophones, membranophones, cordophones 
and aerophones. Within these classes, a logical succession of the instruments is 
adopted which is based on their current termination. Within the cordophones will 
be found the following, musical bow, compound musical bow, forked harp, harp, lyra, 
zither, lute, fiddle, hybrid instruments. Each of these groups begins with a brief 
morphological description of the instrument. For example the harp is described as 
'an instrument in which the strings are stretched between the soundboard and the 
neck. • This neck,· curved (bowed harp) or straight (angular harp), forms an angle 
(obtuse of acute) with the body. As a result the geometric plan of the strings is 
perpendicular to the body.' Another example 'the lute is an instrument in which 
the string (or strings) are stretched between a body and a neck, both in the same 
plane; usually the strings are parallel to the sound board. • The structural 
elements are also defined, the neck' for example is explained in our classification 
as, that part which · 'serves to maintain the whole instrument rigid between the 
tension of the strings and that of the body.' Common terms are described very accu
rately: lutes may have a neck and a body made from a single piece (number) or these 
parts .can be different pieces (number); in the last section one finds the shape of 
the whole instrument described, there are bodies made of ribs (backs rounded or 
flat) or with sides (number), etc.; the neck is considered to be long or short 
when it is longer or shorter than the body of the instrument. When there is a 
generqlly accepted term this is kept, even if it may not be accurate enough, for 
example the words 'pear shaped' or 'bell-shaped' are written in inverted commas. 
We have to point out that our classification does not take into account pitch or 
size (these are more a part of the description than of the classification). However, 
it will take into account the proportions of the component parts of the instrument 
(e.g. long or short neck). If it is necessary diagrams or photographs will complete 
the information. 
Finally in the cordophone group \'Je have two groups which have a distinct number, one 
being lutes and the other fiddles. Details of playing technique (plucked or bowed 
strings) can be recorded in a simple description on the card. However, the conside
ration of the criteria of form and the shape of the instrument is chosen to make 
the work of the curator more straitforward. Moreover several indications will help 
the curator to tell whether the instrument is a lute or a fiddle as well as the bow 
which may well be lost; these are: the marks of the bridge on the belly of a fiddle, 
strings tied beyond the belly, and the presence of a tailpiece. 
The classification will be organised in columns with a decimal number for each (from 
one to·~ine), then the morphological criteria of the instruments will be listed. 
These will be organised within each instrument group, (e.g. cordophones) the 
materials used will count to a certain degree (skin or wood belly for a curved harp) 
after each new section there will be an example, called by its vernacular name in 
the case of ethnic instruments (e.g. baganna) and the best known name for historic 
or art instruments (e.g. cittern of the sixteenth century; e.g. harp of 



Gustave Lyon, for the double strung harp with crossed strings). At the end of 
the examples quoted there will be an geographical index showing the provenance 
of ethnic instruments. 

Conclusion 
As musical instruments have become increasingly the focus of study and interpre
tation, as archaeologists, ethnologists, historians, artists, makers and students 
all become increasingly interested in them, and there is a worldwide interest in 

. establishing museums of musical instruments, it seems the moment to produce a 
simple methodical guide to help new curators to conserve and display their 
collections, just as previouspublications of CIMCIM- ICOM have succeeded to do. 

Claudie MARCEL- DUBOIS 
and the other members 
of the work group . 
Translation H. LA RUE 
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CIMCIM- TYPOLOGIE ET CLASSIFICATION. + pince 

x frotte 

• frappe 
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Etat au 19 janvier 1984. 

3 CORDOPHONES 

31 

311 

311.1 

311 . 11 

311.! 

311.21 

312 

312.1 

312.2 

312.21 

312.211 

312.211.1 

312 .212 

313 

313.1 

314 

314.1 

314.2 

31S 

315.1 

315.11 

315.12 

315.2 

315.21 

315.22 

315.23 

315.231 

316 

316.1 

316.11 

316.12 

corde ou plan de cordes tendue(s) sur un corps de resonance l cithare + • x 

sur baton ou regle 

idiocoJ?de . 

a resonateur bucal, ex. 

heterocorde 

etemb 

a r esona teur (s) annexe(s) ex. : 

sur tube (le plus souvent en bambou) 

idioc~rde, ex. : valiha + , 

heterocor de 

a rftsonateur(s) annexe(s) 

7 + (Vietnam). 

en calebasse,ex. : bin ou vina + 

avec cheville(s) ou chevalet soulevant obliquement la (les) corde(s), 

ex.; kinnarivina + 

en feuille, ex . : easando + 

sur radeau (cor ps compose de plusieurs tiges assemblees parallelement) 

idiocorde, ex. : ~ + , me me rajan + 

sur corps ereux ouvert 

oblong ("cithare sur cuvette"), ex. : inanga + o 

semiacylindrique ("eithare en eheneau"), ex. muong du VietnQD'I 

our caisse a table convexe 

a points de repere (rapportes ou peints) 

cheville(e) frontale(s), ex. : ichigenkin et nigenkin + 

ehevilles dorsales , ex. : gin+ 

a chevalets mobiles 

chevilles frontal es, ex. : .sayakum +.- dan trahl\ + 

chevilles dors a les, ex. : ~ +, ajaeng x 

chevilles l a tera les, ex. katchapi 

a tons, ex. : j akey + 

sur Caisse horizontale a table plate 

eaisse de forme quadrangulaire 

a eclisees, ex. : bQche des Flandres + ttunttun • epinette des Vosges+ 

~ans eclisses, ex. : kantele + 

···'··· 

0 

I 
I 

· I 

i 
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31 

316.2 

316.3 

316.31 

(COROOPHONES) 

(Cithare) 

Caisse de forme echancred, ex. 

eaisse de forme reetangulaire 

a clavier (s) 

dulcimer ? Salzburger Zither + 

316.3llmecanisme a sautereaux' ex. : virginale +' epinette <-

316.312mecanisme a tangentes, ex. : clavicorde • 

316.313mecanisme a marteaux, ex. : piano carre • 

316.4 

316.41 

316.5 

316.6 

316.61 

316.62 

316.621 

316.621.1 

316.621.11 

316.621.12 

316.621.13 

316.622 

316.622.1 

316.622.2 

32 

321 

321.1 

322 

323 

33 

33 .1. 

33 -2 . 
.33. 21. 

33. 22 . 

caisse de forme trapezoldale 1socele, ex. santur • cymbalum • 

ranchin •, hackbrett 0 

a borda courbes, ex. : Kyosli + 

caiGse de forme trapezoldale ·. reetengla, ex. 1 ·quanun ? ~ Armandine + 

caisse de forme· trapezo'ldale a borda eourbes ou b ·reguliers 

avec plan de eordes sur chaquc face, ex. : arpanetta, valiha (moderne) 

a clavier( 8) 

plan de l a Caisse parallele a ce lui du clavier 

cordes tendues dans le prolongement des touches du clavier 

mecanisme .a sautereaux, ex, : elavecin ? 

meoaniame a tangentes, ex.: TangentenflOgel o 

mecanisme a marteaux, ex. : pianoforte 0 piano a queue moderne ~ 

plan de la cais_se perpendoculaire a celui du c l~wier 

mecanisme a sautereaux, ex. : clavieytherium ? 

mecanisme a marteaux, ex. : piano- pyramide, piano armoire, piano- lyre, 
piano droit • piano-girafe 

corde unique tendue.entre lea deux extremitea d'une branche arquee 

are musical + o x 

a resonateur buccal 

avec resonateur annexe , ex. : munahi o 

a resonateur creuae dans le sol, ex. : jejilava ·, calorine. + 

a ~esonateur en calebasse, botte de conserve , pot, cuvette, ex. 

berimbau • , villadi vadyam • 

cordes tendues entre les deux extremites de plusieurs tiges arquees: 

pluriarc 

arcs embrochant une plaque, ex.: 

arcs fixes par la base dans une caisse, ex. : 

separes 

ligatures ent r e eux, ex .: 
. .. 
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34 

341 

341.1 

341.11 

341.111 

341.112 

341.12 

341.13 

'341.131 

341.2 

341.21 

341.211 

342 

342.1 

342.2 

342.21 

342.211 

342.211.1 

342.211.2 

342.212 

342.212.1 

342.212.2 

342.213 

343 

343.1 

343.2 

.. .. ·· 
( CORDOPHONES) 

Cordes tendue~ entre la table d'une caisse et un manche. Le manche 
\_Une courbe ou) · · 

~vee la caisseyun-iu1gitiqUl.- peut etre obtuS.En consequence le plan 

cordes se trouve perpendiculairement a celui de la table harp: 7 

futrpe &rquee 

table en peau 

oblongue 

tension des cordes par chevilles ; ex. : (Afrique) 

tension des cordes par ligatures , ex. : (Birmanie ) 

echancree, ex. : (Afrique) 

ovale , ex. : (Afrique ) 

a chevalet, ex. : (Afriqye) 

t able en bois 

quadrangulaire 

avec colonne ou joug transversa l, ex. 

t\arpe angulaire 

table en peau, ex. 

table en bois, ex. 

avec c:olonne 

ngombi, trigone 

changi 

a s~mple r&ng de cordes 

tor sapl yuk"--

forme 

des 

(l) 

46 

sans pedales, ex. : harpe irlandaise, harpe bardigue du Moyen~Age au 

XVIIle eiecle, harpe Europe occidentale, Perou, Bolivie, harpe celtiqu~ 
XXe 

avec pedales et mecanisme a mouvement, ex. : · ~'ilharpe de concert" 

a double rang de cordes 

paralleles, ex. : arpa doppia de Monteverdi 

croisees, ex. : Green~ay, Harpe de Go Lyon~Pleyel ~Wolff 1894 

a triple rang de cordas paralleles, exo t harpe galloise, harpe de 

David £vans 
1 

harpe du Mus eo Ci vi co de Modene. 

~arpe sur caiese integree 

manche arque et caisse, ex. : (Nouristan) 

manche angulaire et resonateur ouvert, colonne, ex. harpe fourchue. 

(1) Le manc~e assure la rigidite de 1 1 1natrument aous la tension des cordes. 
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35 

351 

351.1 

351.11 

351.111 

351.111.1 

352 

352.1 

352.11 

352.12 

352.121 

352.2 

352.21 

353 

353.1 

(CORDOPHONES' 

•••••••••••••••••••••••• : lyre + 

caisse hemispherique 

table en peau 

montants symetriques, ex. 

montants asymetr iques 

ill,! . kerar 

avec laniere d'appui pour la main 

caisse quadrangulaire ou hexagonale 

table en peau 

montan\'8 symetriques, ex. : di ta 

montants asymetriques, ex. 

avec laniere d'appui 

table en bois 

~ana 

caisse et montants integres, ex. : hare yukh, kniiukannels 

Caisse echancree 

table en bois et archet, exo kniiukanne ls 

ooo /oo o 
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36 

361 

361.1 

361.11 

361.111 

361ol12 

361.12 

361.121 

361.122 

361.2 

361o21 

361o211 

361.212 

361.22 

361o221 

361.222 

361.3 

361ol1 

361.311 

361.312 

361.32 

361.321 

361.322 

361.33 

361.331 

361.332 

362 

362;.1 

362.11 

362.111 

362.12 

•... ·· 

( CORDOPHONES) 

corde(s) tendue(s) entre un corps et un manche tous deux ossocies dans 

un m~me plan ; an s'neral le plan des cordes est parall~le ~ celui de la 

table d 1 harmonie, les cordes sont pincees avec un plectre ou avec les 

doigta nus; luth ? 

caisse et manche d'un seul bloc . 

table circulaire 

en pe&u 

manche court · , ex. 

manche long, ex. : 

en bois 

manche court, ex. : tape 

manche long, ex. : 

table ovale 

en peau 

manche court, ex. : 

manche long, exo : 

en bois 

manche court, ex. £!£!, biua 

manche long, ex. : !!! 
table echancree 

en peau 

manehe court, ex. : tQbab 

m&nche long, ex. : 

en bois 

menche courto, ex. 

manche long, ex. 

en peau et bois 

manche court, ex. : 

manche long, ex. : 

caisse et manche individualises 

caisse monocoque 

manche embrochant une table en peau 

forme ovale, ex. : 

manche embrochant la caisse 

••• /o oe 



3. 
36 

362.121 

362.121.1 

362.121.2 

362.122 

362.122.1 

362.122.2 

362.123 

362.123.1 

362.123.2 

362.13 

362.131 

362.131.1 

362.131.11 

362.131.12 

362.131.2 

362.131.21 

362.131.22 

362.132 

~62.132 .. 1 

362.132.11 

362.132.12 

362.132.2 

362.132.21 

362 .. 132.22 

362.132.3 

362.132.31 

362.132.32 

363 

363.1 

363 . 11 
364 

36~.1 

36lt.11 

364.111 

364.111.1 

364.111 . 11 

(CORDOPHONES) 

(Luth) 

forme echancree 

manche court, ex. : 

manche long, ex. : 

forme ovale 

Ol4nche court·, ex. : 

manche long, ex. : 

forme quadrangulaire 

manche court, ex. : 

manche long, ex. : 

mQnche rapporte et fixe a une extremite de la caisse 

table en peau 

forme circulaire 

manche court, ex. 

manche long, ex. : 

forme ovale 

manche court, ex. : 

m.anche long, exo 

table en bois 

forme circulaire 

manche court, ex. 

manche long, ex. : tambura 

forme ovale 

manche court , ex. : 

manche long, ex. 

forme polygonale 

manche ~ourt, ex. kachaei 

manche long, ex. : 

caisse en. forme de cadre sans fond 

forme circulaire 

table en peau, ex. : ~ americain 

calsse en parties assemblees 

a c&tes 

table en bois de forme ovale 

manche court a cheviller unique 

front41 

chevalet cord i er 
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36 

364olllol2 

364.lllo2 

364.112 

364oll2ol 

364ol12.2 

364oll3 

364oll3ol 

364oll3o2 

364o2 

364.21 

364o 211 

364o2llol 

364o211~2 

364o~l2 

364o2l2ol• 

364o212o2 

J64o22 

364o221 

364o222 

364.23 

364.24 

J64o24l 

364.242 

364.~. 

364o31 

3614-. 

50 

(CORDOPHONES) 

(Luth) 

chevalet amovible 

angulaire, ex. : luth occidental savant 

manche court prolonge par 1 ou pluoieurs chevilliers 

frontal(aux)(jusqu'a 5), ex. : theorbe venitien, archiluth, chitart 
t po.rl7t-J 

partie frontal) ',·· angulaire, ex. : luth flarnand du XVII :. s. 

manche long a cheviller unique frontal 

chevalet~cordier, exo : colachon 

chevalet mobile, ex. colachon 

a eclisses 

table a echancrur~)median~~ 

fond plat 

.. 

I 

chevalet-eordier, ex. : gui tare flamenco, gui tare classique mod err 

chevalet mobile, exo: guitare jazz 

fond bombe 

chevalet- cordier, ex. : guitare Italie XVlle a 

chevalet mobile, ex. t chitarra battente 

toble a echancrurea superieures a chevalet mobile 

1 cheviller frontal . , exo : cistre franc;llis fin XVIIle a 

a plusieure chevillers, ex. : orchiciatre 

bl f II lllth. 1 tn e en orme de companu e a eheva et mobile, ex. 

table festonnee 

chevslet~eordier, ex. : pandore, orpharion 

chevslet mobile, exo : englioh guitar 

a Ptw3 Gt:n.Apes 

table triangulaire, exo: ba!alaika 

Hamburger Cinthri 
chen 

Ajouter a l'interieur de 364.2: 

table ovale 

fond plat 

chevalet mobile 

chevilles frontales, ex.: cistre de la Renaissance 
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37 

371 

371.1 

371.11 

371.2 

371.21 

3 71.22 

371.3 

3 71.31 

371.32 

3 7lo321 

371 . 4 

3 71 . 81 

3 71.-5 

371.51 

37lo52 

3 7lo 53 

372 

372ol 

372.11 
372.111 

372.112 

372ol2 

3 72.13 

372.131 

372.131.1 

372.131.11 

3 72.14 

372.141 

3 72.15 

372.151 

372.2 

(CORDOPHONES ) 

corde(a ) tendue4a ) entre un corpo et un manche toua deux 4aaociea dana 

un meme plan ; en general le plan des cordes es~~i~i!fele a celui de la 

t able d'harmonie, lea cordea paasent sur un -chevalet et aont frotteea avec 

un archet : viele x 

caiase et manche d'un aeul bloc 

table circulaire 

en peau, ex. : kamayacha 

table ovale (sur caiaae"piriforme") 

en peau, ex. guale 

en bois, ex. l yra . gigue, rebec 

table echandree 

en pe&u, ex. rebab, aarangi, aarinda 

en bois, ex. pochette-violon, viololira 

a clavier, ex. : nyckelarpa 

table oblongue 

en bois, ex. keman~e, pochette-bateau 

table quadrangulaire 

en peau, ex. 

en bois, ex. 

banam 

(Indonesie) 

en metal, ex. : rabel y arco 

caiase d'une aeule piece 

manche traversant la caisse 

caisse cylindrique, ex. : huchin 

table en peau, ex. : hen hu 

table en bois, ex. : khuchir, haegum 

caiese en sablier, ex. : dan co 

caisse hemispherique 

tnble circulaire en peau, ex. 

avec pique, ex. : kiman~e 

ravanhata, ~. imzad 

sans fond, ex. : 4Joza, viele d'Egypte 

caisse "pentagonale" 

table en peau,ex. : han hu 

ce.iase en forme de"coeur ·~avec pique) 

table en peau, ex. : rebal 

manche sur lequel a'appuie la caisse, ex. 

... ·· 

~s ou basse des Flandres ... / ... 
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3 

37 

373 

3 73.1 

3 73.2 

373.3 

3 73.4 

374 

374.1 

3 74.11 

3 74.111 

374.2 

374.21 

3 74.211 

374.211.1 

374.211.11 

374.211.2 
• 374.211.21 

3 74.211.22 

374.211.221 

374.211.222 

374.212 

374.212.1 

374.212 . 2 

374.3 

374.31 

374.32 

3 74.33 

374.4 

374.41 

374.42 

(CORDOPHONES) 

(VIELE) 

caisse cadre 

table circulaire, ex. : r ibab 

table en losange, ex. masengo 

table en rectangle, ex. : ~ 
table en ~rapeze , ex. : morintxur 

caisse en parties aesembleee 

manche traversant la caisse 

.. -- --·· ·----------·--·--""'1'--' 

ca~sse hemisphe~iq~e, table en peau avec pique, ex~ ' gigak 
ca~sse trapezo1da1e 

table en peau, ex. morimxur 

manche ·rapporte 

caisse a eclisses 

table echancree 

fond plat, ex. : viole de gambe, contrebasse 

a COrdes sympathiques, eXo : baryton X+, Viole d'amour, 

fond bombe ou voate 

COrdeS attacheeS a 1 I arrtere du Chevill"er par ChevilleS frontaleS, 

ex. : lira da braccio 

cordes attachees a l' avant du chevillier 

par des chevilles laterales, ex. : violon, quinton, poch ette~ 

violon, arEessione 

par des chevilles frontales, ex. Viele medievale OCCidentale 
caisse trapezo'idale 

fond plat, ex. : violon de Savart 

fond a pans coupes ou galbes, ex. trompette ~arine 

sans manche, a botte a clavier, a sautereaux et a roue (1) 

fond bombe a cates, ex. : vielle (du Bourbonnais), vielle en luth du 
XVIII e s fond plat a eclisses, ex. : vielle de Mirecourt 

fond galbe a cates et a eclisses, ex. vielle en guitare EuroEe XVIIIe 

sans manche, sans roue 

a clavier sans mecanisme, ex. 

a clavier avec mecanisme, ex. 

monocorce de Poussot 

guide- chant de Lorraine, fin XIXes 

(1) Le precurseur de la vielle a roue etait connu a 11 epoque medievale SOUB le nom 

d'organistrum ' il ee distingue de la vielle a roue proprement dite par la presence 

d'un manche et d 1 un mecanisme different de raccourcissement des cordes. 
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THE CARE OF ~USICAL INSTRUMENTS 
A Technical Biblio9raohy for Conservators, Restorers, and Curators 

compiled by 
Friedemann Hellwig 

(Germanisches Nationalmuseum NUrnberg) 

1. Guide to its Use 

The bibliography here presented is not intended as yet another -large scale 
undertaking but attempts to communicate recent specialized literature by 
simple means. Articles, reports, books, and other publications are listed 
and abstracted; which deal specificilly with the conservation, restorationt 
technical examination, and technical documentation of musical instruments. 
In addition, a small number of publications of more general character is 
listed which are of supreme interest to the musical instrument technical 
personnel and which may be considered as standard works in their fields . 

This bibliography is not meant as a substitute for AATA (Arts and 
Archeology Technical Abstracts, published semi -annually at the Institute 
of Fine Arts, New York Universityt for the International Institute for 
Conservation of Historic and Artistic Works, London) and RILM (RApertoire 
International de la Litterature Musicale, edited quarterly by the Interna
tional R~LM Centert 33 West 42nd Street, New York) but enlarges on these 
where necessary. Therefore bibliographical reference only is providedifOr 
those publications that have already been abstracted in AATA or RILM (the 
reader's special attention is drawn to these periodicals for many more 
publications concerning general conservation techniques and musical 
instruments). 

After the author's name the title of the publication is given in its original 
language followed by a translation into English. All titles are classified 
according to the scheme given below. The classification number is found on 
the upper right hand corner of each entry. 

From the listed titles (or copies thereof) a card index is easily produced 
by cutting them out along the black lines and sticking them on the fronts 
and where necessary also on the backs of blank cards of the international 
library or any other larger size . These cards are then arran9ed according to 
the classification scheme. Larger cards carrying the classification numbers 
and headlines can be interposed for easier use of the bibliography . Within 
each classificat1on subgroup the cards should be kept either in alphabetical 
order accordina to authors or in chronological order accordin9 to year of 
publication. 



2. Classification Scheme 

1. GENERAL METHODS AND TECHNIQUES 

1.1. General conservation of works of art 
1.2. Causes of deterioration 

.. .. ·· 

1.3. Photography, microscopy, radiography, uy and IR techniques 
1.4 . Biological, physical, and chemical analysis 
1.5. 'Acoustical examination 
1.6. Properties and history of materials used in musical instruments 
1.7. Organology 
1.8. Museology (climate, storage, transport, exhibition techniques, etc . ) 
1.9. Training of technical personnel 
1.10. Miscellaneous 

2. MUSICAL INSTRUMENTS ORIGINATING IN EUROPEAN CULTURE 

2.1. 
2.2 . 
2. 2 .1. 
2.2.2. 
2. 2.3. 
2.2.4. 
2.2 .5. 
2.3. 
2. 3.1. 
2.3.2. 
2.3.3. 
2.3.4. 
2.4. 
2.4). 
2.4.2. 
2.4.3. 
2.5. 

2.6. 
2.7 . 

Genera 1 
Keyboard instruments 
Genera 1 
Oroans 
Ha~psichords~ spinets, virginals, clavichords 
Hammer action instruments 
Other keyboard instruments 
Stringed instruments without keyboards 
Genera 1 
Bowed instruments 
Plucked instruments 
Other instruments 
\~i nd instruments 
Genera 1 
Flutes and reed instruments 
Horns, trumpets and their derivates 
Percussion instruments and other membranophonic 
and idiophonic instruments 
Mechanical instruments 
Other instruments · 

3. NON- EUROPEAN AND PREHISTORIC INSTRUMENTS 

3 .1. Genera 1 
3. 2. I di ophones 
3.3. Membranophones 
3.4. Aerophones 
3.5. Chordophones 

4. SPECIAL CONSERVATION AND REPAIR TECHNIQUES 

4 .1. \~ood 
4.2. Textiles, paper, and vegetable products except for wood 
4.3. Skins, leather, ivory, bone, and other animal products 
4.4. Paint layers and varnishes, adhesives 
4.5. Metals 
4.6. Glass, stone, ceramics and miscellaneous materials 
4.7. Stringing, tuning, voicing, regulating 
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A b o n d a n c e , Pierre 2.3.2. 
La vihuela del museo Jacquemart-Andre 
di Parigi - Restauro di un documento unico~ 
The vihuela of the Jacquemart-Andre Museum 
of Paris - restoration of an unique docu
ment. 
In: Liuteria, December 1983, No. 9, pp. 
24 - 34. 

p.t.o. 
An Italian translation of an article 
published before in: Revue Musicologique, 
1, 1980, pp . 57-69. - The text describes 
the structure of the instrument, and is 
well illustrated with photos of details 
from the instrument, and the drawing pre
pared during the restoration. 

(I. Watchorn) 

A n o n . 

Kuttner is a skilled craftsman 
In: The Antiochian, 52, no. 6, p. 6. 
AATA 19-1325 

2.3.2. 

A w o u t e r s , Mia · 1.3. 
Bruikbaarheid van de radioqrafie voor de 
instrumentenkunde. Historische en moderne 
luitbouw. 
Application of radiography to the study 
of musical instruments. Modern and histori 
cal lute construction. 
In: Institut royal du patrimoine artistique 
Koninklijk Institut voor het Kunstpatrimo
nium, Bruxelles, Bulletin, vol. 17, 1978, 
p. 40 - 52, illustrated. 

B a r n e s , John 2.1. 
Instruments, restoration of . 
In: The New Grove Dictionary of Music and 
Musicians, val. 9. London 1980 . 
AATA 19- 1333 

B a r c 1 a y , Robert 2.1. 
The conservation of musical instruments: 
a case for sentimental value. In English 
and French . 
In: Musicanada, 48, ~ay 1982, pp. 7/8. 
See also AATA 19-1331 p.t.o. 



Instruments in Canadian Collections are 
usually somewhat younger and therefore 
more functionall y sound than in European 
collections, thus requiring a modyfied 
approach to conservation policy. Conser
vationial treatment rather then restoratio
nial playing condition is most often re
quired. The Canadian Conservation Institute 
is able to offer conservation service under 
certain circumstances. 

(F. H.) 

B a r c 1 a y , R. L. (Editor) 1. 8. 
Anatomy of an Exhi bition: The Look of 
Music. 
Ottawa (international Institute for Con
servati on - Canadian Group) 1983, 149 pp. 

p.t.o. 
Analysis of a loan exhibition with articles 
from the following contributors : R.D. Watt: 
Curatorial. -B. Sommer: School Programmes.
L. Harper: Public Programmes. - G. Jarres: 
Vi sitor Service.- L. Moore: ~eqistration. 
F. Hellwig~ Packing and Transportation.
M.N. Challon- Belval & E. D.. Turner: Con
servation. - M.E . Paddon & V. R. Lovte: Dis 
play Design .- R. L. Barclay: Instrument 
Mounts. - L. Latt imer : Gift Shop. - R . . Me. 
Allister: Public Reactions, Pub licity Pro
motion .- R. D. Wat t: Finance. - Discussion. 
Appendices. 

B a r c 1 a y , R. L. 

Ins trument Mounts. 
1.8. 

In: R. L. Barclay (ed.), Anatomy of an 
Exhibition: The Look of Music. pp. 101 -
110. 

p.t.o . 
Discusses the problems posed by the diverse 
objects to be mounted during the exhibition. 
Mounts were constructed from acrylic, wood, 
or nylon filament i n the case of suspended 
mounts. The various types of mounts from 
these materials are described under the 
following headings: viol wall mount , viol 
floor mount, lute floor mount, viola d'amore 
bottom mount, violin tubular mount , guitar 
floor mount, dowel supports for woodwinds, 
hori zontal mountinq of wind instruments, 
bassoon mounts, special mounts, brackets, 
suspension. · 

(I. Wa tchorn) 
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Challan-Belval, M.N. 1.8 
and E. R. T u r n e r 
Conservation 
In: R.L. Barclay(ed.), Anatomy of an 
Exhibition: The Look of Music. 
pp. 75 - 81. 

p. t.o. 
A description of the work of the conser
vation team during this exhibition and the 
controls employed to ensure the environment 
and safe handling of the instruments. The 
control of unpacking, preparation of con
dition reports, measuring for mounting, 
cleaning, repair and preparation of the ob
jects, and the actual handling and repacking 
was in the hands of the conservation team. 

(I. Hatchorn) 

C o r o n a , E. 1.4. 

La viola Bimbi ha 11 ascendenze 11 trentine? 
Does the Bimbi viola come from Trentino? 
In: Natura Alpina, 32, no. 26, pp. 27-29 
(in Italian and English) 
Ail.TA 20-436 

Diener,J. 1.3. 

Endoskopie von Kunstwerken. 
Endoscopic study of art objects. 
In: Arbeitsbl~tter fUr Restauratoren, no. 
2, 1983, group 17, pp. 25 - 29. 

p.t.o . 
Describes the possibilities for examining 
the internal structure of various 
hollow art objects using the technical en
doscope. Examples of endoscopic photography 
of musical instruments are also reproduced. 

(I. Hatchorn) 

E m i 1 i a n i , Andrea ( ed. ) 2.2.-2. 
Il restauro degli organi di S. Petronio 
(Bologna) 
The restoration of the oroans of S. Petro-
nio (Bologna) -
Bologna (=Quaderni della Soprintendenza ... 
di Boloqna, Ferrara, Forli e Ravenna, vol. 
5), 1982 (?), 76 pp., ill. 

.. .. .. p. t. o . 



Contributions from: Oscar Mischiati: Pro
fila storico e lineamenti del restauro, p. 
13.- Luigi Ferdinanda Tagliavini: Cronologia 
sommaria della storia organaria di S. Pe
troni,~· 30.; Organa in cornu Epistolae, 
p. 36; Organi in cornu Evangelii, p. 38. ·
Egan Krauss: Towards a better understanding 
of the organs of San Petronio, .P· 40 - Ippo-

· lita Adamoli: Gli involucri barocchi, p. 45.
Jadranka Bentini: Gli intagli dorati, p. 47 .
Le fiancate dipinte da Amico Aspertini, p. 
49; Il restauro delle tavole dell' Asoer
tini, p. 53. 

F a 1 t e r m e i e r , M. 4.4. 

Araldit im Musikinstrumentenbau. 
Araldite in Musical instrument making. 
In: Ciba Geigy aspekte, 2/1979, pp. 7-10. 

p.t.o. 
Brief description of the construction of 
a chararao usina araldite and fiber~lass 
to form the back of the instrument. -Text 
with photos. 

(I. Watchorn) 

G i a n n o n e , Giovanni 
La vernice d'Ambre 
Amber varnishes 
In: Liuteria, August 1983, No. 8. 

1.6. 

p.t.o. 
The article examines various historical 
sources for amber varnish recipes and des
cribes the practicalities of producing 
varnish from such recipes today. A list 
of sources is aiven at the end of the 
article. ·· 

(I. \~atchorn) 

He 1 1 w i g , F. 1.8. 

Packing and Air Transportation. 
In: R. L. Barclay (ed.), Anatomy of an 
Exhibition: The Look of Music, pp. 63-73. 

p.t.o. 
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Describes the methods of packing safe
quards used against shock and climate da
maqe. Climatic measurements inside the 
transport crate were made during the jour
ney there and back. Shocks to the crate we
re also monitored durinq the transport. The 
selection of a packin9 material which at 
once protects the object and assists in 
climatic stability is discussed, as are 
crate construction and documentation of the 
packing system. 

(I. ~Jatchorn) 

He 1 1 w i g , F. . 4 . 7. 

Saitenberechnungen mit dem programmierten 
Taschenrechner 1. 
Strinqinq calculations usin9 a programmed 
pocket calculator. 
In: Arbeitsblatter fUr Restauratoren, No. 2 
1983, group 13, pp. 24 - 34. 

p.t.o. 
The first of two articles, this provides 
an introduction, with examples of the 
commonly required formulae for plain and 
overspun strinq calculations. The article 
compares strinqing and scaling on quite 
differente instruments in the Germanisches 
Nationalmuseum collection (C 17th Italian 
and late C 18th German). 

{I. Watchorn) 

K a r p , Cary 2.4.2. 
Wood~lind Instrument Bore Measurement. 
In: Galpin Society Journal, XXX I/1978, 
pp. 9 - 28. 

p.t.o. 

Mathematical aids for interpreting bores 
which no longer have a semi -circular cross
section, or have undergone other dimensio
nal changes due to natural causes. Graphic 
methods for dete rmining behaviour of wood 
due to shrinkage, and its anisotropic pro
perties are described. Appendices deal 
wi t h a text by Karl F. Golde {d. 1873) on 
oboe making, tolerances, mathematical curve 
fittino, derivation of a formula to esta
blish the original parameters of an instru-
ment. 

{I. Watchorn) 

._ ... .. 



K a r p , Cary 1. 8. 
Storage climates for musical instruments. 
In: Early Music, 10, no . 4, pp . 469-476 
(OGt. 1982) 
Jl.ATfl. 20- 449 

L a w e r g r e n , Bo 3.5. 
Reconstruction of a shoulder harp in the 
British Museum. 
In: The Journal of Egyption Archeology, 
vol. 66, 1980, pp . 165 - 169. 

. p. t.o. 
A brief description of the shoulder harp 
with reference to surviving Egyptian exam
ples, and an attempt to reconstruct the 
instrument using similar present day mo
dels in Africa and Burma, and the surviving 
Egyptian iconography . The author arrives 
at several new conslusions relating to 
structure and tuning procedures. Illustra
tion of the completed reconstruction. 

(I. Watchorn) 

L a w s o n , Graeme 3.5 . 
Data Sheet 2: Stringed Musical Instru
ments. 
In: Conservation Archeolo9y and Museums, 
Nr . 1, 1980, pp. 12, 13 , 16 - 18 . 

p.t.o. 
A brief description of the instruments most 
commonly found during archeological ex
cursions in England and Western Europe. An 
introductory article to assist archeolo
gists in recogni zing finds and interpreting 
remains, with illustrations describing the 
forms of various finds and the instruments 
tha t t hese forms suggest. 

(I. Watchorn) 

L i e r s c h , Peter 1.6. 
Zu Fragen der Herstellung historisch 
authentischen Saitenmaterials aus Darm. 
The question of the production of histori 
cal authentic strings f rom gut. 
In : Bericht Uber 3. Symposium zu Fragen der 
Streichinstrumente, Saiten und Stimmungen, 
Michaelstein (GDR), 13th November 1982 

n.t.n. 
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A historical analysis of plain gut string
ing as depicted in early paintings, and an 
instrument by Paul Klemm, 1590, allegedly 
retaining an original string. Discussion of 
the effect of twist angle and multi-strand 
construction on string pitch and flexibility. _ 
A table of string types in chronological 
sequence and pitch to stringlength ratios 
are given. 

(I. Watchorn) 

M e i n e 1 , E. 1.6. 

Zu Fragen der Akustik der Saiten und ihrer 
historischen Entwicklung. 
The question of the acoustics of the string 
and its historical development. 
In: E. Thorn (ed . ), Bericht Uber 3. Symposium 
zu Fragen der Streichinstrumente, Saiten 
und Stimmungen, Michaelstein (GDR), 13th 
November 1982, pp. 23 - 31. 

p.t.o. 
A brief historical introduction to the 
development of the gut string in Europe 
and the silk string in China and Central 
Asia through to overspinning and the intro
duction of metal strings for the violin 
family, a discussion of the acoustics of 
the gut or overspun string follows, with a 
comparison of tone between the different 
types of modern string. 

(1. Watchorn) 

M i 1 o s e v i c , Milos 2.2.2. 
Les plus anciens documents sur le passe 
musical de Kotor. 
The earl iest documents regarding Kotor's 
musical past. 
In: International Review of the Aesthetics 
and Sociology of Music, 10, no . 1, pp. !13-
130 (1979). ~Jith a summary in Engl. 
AATA 19- 1365 
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M o o r e , L. 
Registration. 
In: R.L. Barclay (ed.), Anatomy of an 
Exhibition: The Look of Music. 
pp. 51 - 62. 

p.t .o. 
A description of the duties of the regist
rar and his handling of them, including the 
budget, insurance, loan documentation and 
management, transportation, customs clear
ance and freight forwarding. A chronologi
cal time scale for the exhibition is also 
9iven. 

(I. Watchorn) 

Paddon , M.E., and 1.8. 
L owe , V.R . 
Display Design. 
In : R.L. Barclay (ed.), Anatomy of an 
Exhibition: The Look of Music, pp. 
83 - 100. 

p .~.o. 

Describes the designing of the exhibition 
from the dicision relating to use of room 
space, using models to divide the space bet
ween the various activities occuring within 
the framework of the exhibition. The flow 
of the exhibition and its division into 
periods achieved by the use of lighting . 
levels, flooring and case flaring colours. 
The process of case design and installation 
is discussed with reference to viewing 
height, re-usability, lighting and venti 
lation, and possibilities for labelling and 
backgrounds for the instruments. 

(I. Watchorn) 

P a 1 mer , ·Frances 2.1 . 
Musical instruments from the Mary Rose: a 
report on work in progress. 
In: Early Music, 11, no. 1, - p. 53-59 (Jan. 
1983) 
AATA 20-460 
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S c h m i d t , Martin Christian 1.6. 
Anmerkunoen zum Problem historischer 
Saitendr~hte. 
Comments regarding the problem of histo
rical musical wires. 
In: E. Thorn {ed.), Bericht Uber 3. Symposi 
um zu Fragen der Streichinstrumente, Saiten 
und Stimmungen, Michaelstein (GDR), 13th 
November 1982. 

p.t.o. 
An examination of the historically rele
vant literature relating to the properties 
and manufacture of wire for musical instru
ments. Followed by a comparison of breaking 
strains of wires from different modern 
producers. 

(I. \~atchorn) 

S c h u b e r t , P. 1.5. 
Zum Schwingungs- und Abstrahlverhalten von 
Streichinstrumenten. 
lhe vibration and response behaviour of 
bowed-stringed instruments. 
In: E. Thorn (ed . ), Bericht Uber 3. Symposi
um zu Fragen der Streichinstrumente, Saiten 
und Stimmungen, Michaelstein (GDR), 13th 
November 1982, p~. 9 - 20. 

p.t.o. 
· An introduction to the acoustics of bowed 
instruments, beginning with a short histo
ry of research in the field, and discussing 
the behaviour of the string, the bowed 
string, the body resonances of instruments, 
bridge resonance and plate resonance . 
Numerous graphs and holograms from vibrat
ing plates are used to illustrate the text. 

(I. Watchorn) 

S i n i , G.P. 1.3. 

Mikroskopie und Musikinstrumente. 
Microscony and Musical instruments. 
In : Leitz Mitteilungen fUr Wissenschaft 
und Technik, vol .. VIII, No. 2/April 1982, 
pp. 49 - 52. . 

p.t.o. 



Describes the various ·possibilities for the 
use of microscopy in the field of musical 
instrument research. These possibilities are 
illustrated with specific examples drawn 
from the authors experience, and descripti
ons are given of the apparatus required and 
the preparation techniques appropriate to 
old musical instruments. The examples are 
illustrated with numerous photos, and the 
results of the investiqations describe the 
photos in detail . · 

(I. Watchorn) 

S t e w a r t , Gary M. 2.4.3. 
The Restoration of a 1608 Trombone by 
Jacob Bauer, NUremberg. 
In: Journal of the American Musical Instru
ment Society, vol. VIII, 1982 , pp. 79-92 . 

p.t.o. 
Step by step description of the restoration 
of a badly damaged C 17th trombone. Des
cribes the removal of old repairs and exe
cution of new work using high temperature 
soldering technique. The aim of this treat
ment was playability. 

(I. Watchorn) 

T h e i n , Heinrich 1.6./2 .4.3 . 
Zur Geschichte der Renaissance-Posaune von 
Jorg Neuschel (1557) und zu ihrer Nach
schopfung. 
The history of the sackbutt by Jorg Neu
schel (1557) and the copying of the in
strument. 
In: Basler Jahrbuch fUr Historische Musik
praxis, V, 1981, pp. 377 - 404. 

p.t.o. 
The first half of this article examines 
closely the structural details of the sack
butt by Neuschel, and related historical and 
musical aspects from the period. Comparisons 
and contrasts are drawn between this and 
other instruments of the period. The article 
continues with the preparations and research 
for copying the instrument, including metal 
analysis and making and hammering the brass, 
a description of historical workshop methods 
and their reconstruction from iconography. 

(I. Watchorn) 
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(Tiella, M. ) 1.10. 
Conveano dei restauratori e tecnici musea
li Tedeschi ad Amburgo (18-23 Settembre 
1983) 
Congress of the 11 Arbeitsgemeinschaft des 
Technischen Museumspersonals 11

, Hamburg, 
September 18-23, 1983. 
In: Liuteria, December 1983, no. 9, 
pp. 45. 

p.t.o. 
An account of the proceedings of the ATM 
Congress in Hamburg in September 1983, 
with special reference to the musical in
strument study group . 

(I. Watchorn) 

v 0 1 t i n i , Alessandro 2.3.3. 
Un'esperienza di restauro. 
An experience in Restoration. 
In: Liuteria, August 1983, no. 8, 
pp . 36 - 41. 

p.t.o. 
The author describes hi s experiences in 
the musical instrument workshop of the 
Germanisches Nationalmuseum, NUrnberg, with 
particular reference to the restoration of 
the lute collection for the Museo Civico, 
Bologna, in which he was involved (in
struments by M. Stegher, M. Tieffenbrucker, 
M. Harton, etc . ). 

(I. Watchorn) 

W i 1 i a m s , . Marc A . 2 . 2 . 4 . 
Musical malady: the case of an Empire oiano. 
In: American Institute fo r Conservation 
of Historic Works, 9th, May 27-31, 1981, 
Philadelphia/Pennsylvania, Preprints, 
pp. 191-195. 
AATA 19-387 

....... 



W i 1 s o n , Susan 1.8./2.3.2 . 

A sound move: Preparation for a loan. 
In: Rotunda, vol. 15, no. 1, Spring 1982, 
Royal Ontario Museum (Toronto, Canada), 
pp. 20 - 27. 

p.t .o. 
The restoration of a double bass attributed 
to Gasparo de Salo is described; the pro
vision of a stable environment for the in
strument is essential before any resto
ration work should be done; the loan of 
this instrument, and others, to the Look 
of Music prompted restoration to an accept
able appearance. Packing and shipping of 
the instrument are briefly described. 

( R. Ba rc 1 ay) 

.,l 

iJ 
" ,, 
.~ 
\ 
~ 

; I 



' .. ·.::: 

. . rti4.#~-;-7B·3~>;r,~:-;~-::::_:;~~:::,.~_·;·_:;:~s-.-r·,;·:_-.-· 10 ....... 11·· ";2 
~j~:/~?~:'{ ~-i~- ~~,"• :S~ .r-. . . ,' .' ~- .. \~· ;1, I .: ' .'· ... ·· I , ' I 

(

, N' -D'INVENTAIRE 

.:INSTj! UTION -----
?RO~~IETE ____________ ~----
·:;.• I · · :...- 1 r; .t "'1 C:.l ["~ r. ;:J 0 . I :-_· , ;· -, • • J :-:-= .J 

., .;. 

13 
: •· 

; - .. : 

---··-- . ...:... ---··-......... ....... 
14 15 16 . 17 
: ' 1 f I : 1 f ' 1 

.. ' 1' . : . 

,18, 19, 2~ '21, 22, 2~, 2 

- ll 
CLASSIFICATION ___ _ 

Categorie principale _ 

Sous-categorie ___ _ 
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' DESIGNATION DONNEES TECHNIQUES & DESC : 
:· I 

Nom de !'instrument---------------- - ---------

~om vernaculaire---------~-----------------
I . lj"rad.- littlrale __ ..._:. ______________________ _ 

ORI~iNE GEOGRAPHIQUE 
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EPOQUE: CHRONOLOGIE 
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Objet neuf ~ !'acquisition l__j 
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A utres mati~ res _·------

Fabrication; tec hniques __ _ 

--------------

Forme --------- -

Dimensions generales---· 

Description & dimensions des 

Patine ; couleurs ----
Decor _ ________ __ 

Caracteristiques musicales ·-

STYLE __ _ DATE DE L'ACQUISITION _ .. 

PIECE NON ORIGINALE 

reconstituee 0 
t'rinsformee 0 

Reproduction D 

date : _________________________ ___ 

date : ______________ __ 

date: Replique D 
moulage D 
mod~le "grandeur" 0 modUe reduit D 

F:~ux 0 
HlSTOrRE 

Propri~t' lors de !'acquisition ____ ~---------- __ __ _ . 
Pro'pri.!t~s anterieures __ -· .. _ ____________ .. -- , __ 

'.j 
E,Jtcutants notoires __ -----------·---

LIEU DE L'ACQUISITION ____ .. __ . 

MODE & SOURC F: DE L 'ACQUISITION 

achat 0 source: ------

collecte 0 source : ·-----

donO source: ---- - -

legs D source : ------

echange I I source: 

Objet en pret 0 source: _ __ _ 

Objet en depOt Q source: 
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