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INTRODUCTION

The problem of exhibiting musical instruments is something
that is a constant occupation for most members of CIMCIM. How can
we carry through our ideas having to include often opposite
aspects such as pedagogical and esthetic approaches while main-
taining good security? What can be done to make the presentation
educational as well as more attractive for visitors of all ages
and at the same time ensure that the conservation of the items
remains optimal?

In 1980 these guestions were discussed during a CIMCIM col-
loquy in Burgdorf, Switzerland, and at the Committee meetings in
connection with the ICOM General Conference in HMexico City. It
was thereafter natural to fFollow up the discussion with a meet-
ing in Scandinavia where there were recently installed exhibi-
tions at Ringve Museum, Trondheim; HMusikmuseet, Stockholm; and
Musikhistorisk Museum og Carl Claudius’ Samling, Copenhagen.

This meeting took place June 10 to 19, 188B2; the idea was to
study and evaluate the three museums under the following head-
ings: basic concepts (coordinator Friedemann Hellwig); pedagogi-
cal approach (coordinator Felix van Lamsweerde); conservation and
security (coordinator Robert Barclay).

The participants were divided into three working groups after
the coordinators had given introductory lectures. Close to two
days were spent at each museum allowing the working groups to
give their evaluations and comments.

The Scandinavian meeting was made possible by the openminded-
ness of the three museums who put their advantages and faults at
the participants’ disposal, and we would like to thank the admi-
nistrations o©of these museums, the Norwegian National ICOM Com-
mittee and the Carlsberg Mindelegat for Brygger J. C. Jacobsen,
Copenhagen for their support. In addition, the National ICOM Com-
mittee of Norway has supplied financial help for the publication
of this report.

Peter Andreas Kjeldsberg
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THE THREE MUSEUMS AS DESCRIBED BY THEIR OWN STAFF
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INTRODUCTORY REMARKS

ICOM’s definition of the museum sphere of activities has its
roots in a practice which is older than ICOM itself. Ths three
museum workers whao are responsible for tha following description
of Scandinavian music museums were raised in the solid tradition
of seeing the entire museum Field as a coherent entity. Describ-
ing our permanent exhibitions in isolation from our other activi-
ties has required a good deal of restraint, since this is and re-
mains an abstraction from our living reality. However, abstract-
ions are sometimes necessary, and we have kept a watchful syes on
sach other in this regard. We have not said a single word about
temporary exhibitions, concerts, or publications - nor anything
about collecting, research, or conservation.

We have been able to do so in friendly cooperation largely
due to the collaboration between our institutions which has ax-
isted since long before our own appearance on tha scena. Since uwe
are very good personal friends with deep respect for esach others’

abilities, it was quite natural for us to begin discussing our
exhibition plans with each other virtually at their outset. We
did so not solely in terms of courteous interest, but rather

Frank criticism was given and accepted in an open and straight-
forward manner. This dialogue was very productive but did not, as
easily may have happensd, result in a uniform approach to the
task at hand. O0On the contrary, it may be said (as the partici-
pants in the June 1982 conference surely can confirm) that the
newly opened permanent exhibitions in Trondheim, Stockholm and
Copenhagen may be characterized by their individuality. It would
nonetheless be interesting to dstermine whsether or not our
efforts, despite of their different results, have some sort of
common “Nordic” quality (of course, we cannot ourselvas pass
Judgement on this guestion).

The subject discussed at the conference was the uss of ax-
hibitions as a maedium for transmitting musical culture in a man-
ner which provides personal sxperience or information - or both.
In the description of the thres museums’ solutions wa have kept
to a common heading close to the main points which were treated
during the conference. It is our hope that this report, together
with the svaluations from the three working groups may help illu-
minate basic and important problems.

It is with great pleasure, and not without a certain degree
of relief, that we look back on the entire course of svants. Ue
came up with the idea oursselves in Mexico in 189B0, and were plea-
sed to note the Favourable response of our colleagues. Having re-
turned to the cooler climate of our home countries we got down to
the preliminary work. At times we were a bit unsettled by the
thought of exposing ourselves to the earnest criticism of col-
leaguss who would be judging the degree to which our exhibitions

had succeeded in fulfilling our original intentions. Tha con-
ference demonstrated, however, that this can be done without
maiming thes museums under scrutiny. We received both rosess and
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brickbats, and fFound the experience most educational. We beliasve
that the other participants in these brainstorming ssssions also
found them edifying. .

We would 1like to express our gratitude to our CIMCIM col-
leagues who took us at our word and thus help us to realise our

plans. It was their enthusiastic participation in the conference
which ensured its success.



RINGVE MUSEUM, TRONDHEIM

Its History

Ringve Museum is the most recently Founded of the three main
Scandinavian museums of musical instruments, thanks to the in-
itiative of the last private owner of Ringve Manor, Christian
Anker Bachke. He died in 1346 and left it to his wife Victoria
Bachke (born in Moscow 1837 - died in Trondheim 1863) to realize
his plans for establishing a collection of musical instruments
which fFinally opened in 18952. Mrs. Bachke brought together a con-
siderable amount of instruments, and her strong and vivid perso-
nality came to characterize the mussum in many ways. She was the
typical enthusiastic private collector equipped with a non—-Nor-
wegian temperament which at the beginmnming met difficultiss in
working among the sceptical inhabitants of Trondheim. In her way
she is already a legend twenty yesars after her death and very
well known in Norway. Many visitors have coma only to know more
about her and "har” mussum.

The museum is a self-governing institution partly financed
with support from the state and the county of Sdr-Trdndelag. It
has today a staff of four: dirsctor, curator, secretary and
manager. In addition, there ars temporarily employed guides.

Its Buildings
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A. Oldest remaining building, 2nd half of 17th century,
containing a small inn for visitors. B. Main farm
building, 1860-B0, the "old museum”. C. Barn-building,
2nd half of 18th century, restored in 1972, with new ax-
hibition hall (l1st floor) and concert hall (ground
Floor). D. Museum offices, library, store rooms, tampo-
rary exhibition hall.



The museum is housed in an old manor with several large
wooden buildings in a style typical of the region around Trond-
heim, the earliest dating from second half of 17th century.

The old museum (where parts of the collection are still ex-
hibited) was the main farm building, built during a lsngthy pes-
riod bstween 1860 and 1880. It is in a style which we call the
"Swiss style” and which found its motives in mid-European archi-
tecture, mixed with elements inspired by the Norwegian stave
churches as a result of the dawning national feeling.
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Most of the interior as well as the furniture etc. dates from
the time when Mrs. Bachks moved, her home out of this house in
1850,

The restoration of the barn-building in 1872 also comprised a
renswal of the whole 1lst floor in concrete with exterior woodan
panelling.— The new exhibition hall covers 300 sguars meters and
has no windows. This building also contains a concert hall for an
audience of 350 persons, a foyer, store rooms, the museum’s
of fices, libraries etc. and a hall for temporary sxhibitions.

The Collection

The HMuseum’s collection comprises c. 1200 instruments from
all over the world. Approximately one half of these are instru-
‘ments From the western classical tradition; the other half being
European folk musical instruments from all continents.

In addition, the collection also holds pictures and items
connected to musical surroundings, autographs and printed music.



Basic Concepts

_ The exhibitions want to presant glimpsses of a chronological
and at the same time historical development in.the history of mu-
sical instruments, including a more detailed presentation of spe-
cial subjects according to the contents of the collection.

The sthnographic exhibition is mainly aiming at giving an im-
pression of musical instruments as a sound-producing tool.

The ”"old museum” is kept up more or less unaltered, preserv-
ing Mrs. Bachke’s own arrangement and realizing a museum in a
private home. It is no secret that this part is the most attrac-
tive to many of our visitors.

The Fundamental idea is that of the guided tour; all visitors
are shown the museum in groups. Professionally interested people
are recommended to make advanced contact for special arrange-
ments. Guided tours offer the possibility of praesenting the exhi-
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bition in various ways,

tor and his varying expsectations.

10

Plan of the Exhibition Halls
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Plan of the "old museum” (scale 1:200), indicating the
original and present functions of the various rooms:

1. DOffice; introductory room. 2. Entrance hall; memory
to Mrs. Bachke. 3. Garden room; 18th century instruments
(”Mozart-room”). 4. Red sitting-room; sarly 19th century
instruments (”Beethoven-room”). 5. Green sitting-room;
mid 19th century instruments (”Chopin-room”). 6. and 7.

Bedrooms; late 18th century intruments (”Grieg-room”).
8. Large hall. 9. Organs, harmoniums. 10. Various in-
struments: miniature instruments, accordions, mechanical
instruments.
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Plan of the "new musesum” (same scale as above):

11. Western classical musical instruments (chronologi-
cally displayed) and Norwegian Ffolk musical instru-
ments. 12. Ethnographical, typological exhibition of
folk- and non-European musical instruments.

Pedagocical and Aesthetical Approach

The basis of the presentation is the guided tour. The guides
are music students looking upon this work as part of their sdu-
cation. They must be able to speak at least one foreign language.
Besides the information she or he offers to the group of visi-
tors, demonstrations are also given on some of the keyboard in-
struments. This is, o©of course, a controversial point and diffi-
cult dilemma. We feel an obligation towards our public to try as
much as possible to make a live pressentation of the music history
within defensible limits. The demonstrations are short and done
with music contempory to the instruments.

In the exhibition of ethnographical material there are tapss
presenting the sound of some of the instruments along with verbal
infFormation.

A guided tour lasts about 75 minutes.

The display in the ”"old musesum” is influenced by, and is very
much part of the interior of the house (please consult the ds-
tailed description for further information about this subject and
the ethnographical exhibition).

The temporary exhibitions are designed for self-studying with
written texts and tape squipment for the visitor’s use.

Through its presentation our museum is characterized as a mu-—
seum of music as well as of musical instruments.

Security

The buildings are secured against fire and burglary by means
of an alarm system. However, there is always the danger of fire
in the ”old museum” (B) sven with fFire dstectors directly connec-—
ted to the fFire station. Furthermorae, this house has no humidituy
or temperature control which forces us to keep that part of the
exhibition closed betwsen the 1lst of November and the 20th of
May .

11



The new exhibition hall (C) and the store rooms have an auto-
matic humidity control device, and measurements are regularly
being taken.

The instruments are secured by the fact that no visitor is
let into the museum on his own but must always be accompanied by
a guide. The use of the instruments is very much restricted. Our
guides are carefully trained before they start working with us,
and they never leave a visitor alone in the galleries.

The Exhibition of Non-European Musical Instruments
and European Folk Musical instruments

This is a presentation of musical instruments as sound pro-
ducing objects, designed as such in 1981. The museum’s collection
is not sufficiently large to produce a comprehensive prassntation
of musical culture within the various countries, and this is the
reason why the exhibition is mainly typological.

The six pavilions are placed in an elliptic arrangement with-
in the room (B; the old music pavilions are the basic idea for
their shape; they are of wooden walls and platforms covered with
tammy)l. '

In the center, there is a collage of cardboard cylinders ri-
sing from the Floor and hanging from the ceiling (A)J.

A few FfFluorescent tubes togsether with the light sources in
the ceilings of collage cylinders form the only permanant illumi-
nation of this room which otherwise has no windows. Each pavilion
has its individual lighting which is turned on by the guide dur-
ing the tour and switched off when the group is leaving the ex-
hibition.

Besides the positive effect of "surprise”, the duration of
lighting is thus reduced. There is a switchboard on sach pavilion
For the control of the light, for the casset recorder volume, and
For the headphones.

12




The group of visitors is at first guided to the collage with
its display of the Four basic groups of instruments Cidiophones,
etc.). After an introductory talk the group is shown to the pavi-
lions where the visitors are then introduced to the various
groups of instruments: the idiophones (1); membranophones (2);
chordophones (3) and asrophones (4). The exhibition represents
several aspects of the instruments within sach group: similaritiy
in shape and use within the same cultural and geographical
region; different solutions of technical problems relating to
sound; musical instruments as decorative items; stc.

In addition, thers are two other pavillions, the first show-
ing musical instruments used in connection with ritual music (5);
and the other, presenting instruments used in connection with so-
cial dance, two basic uses of music.

Each pavilion shows illustrations of instruments in uses. As
Far d&s possible, the instruments are displayed in playing
positions, often secursed in specifically made acrylic mounts.

The casset recorders are operated by the guide and give ex-
amples of instruments similar to some of those in the exhibition;
g.g., in the case of the chordophones a struck instrument, the
cymbalon (Hungaryl); for bowed instruments: the masingo (Ethiopia)
and the nyckelharpa (Sweden); for plucked instruments: an u’d
(Near Eastl). These are endless casssets which stop automatically
before the program of 3 to 4 minutes duration starts again.

The guides gives his information parallel to the sound sx-—
amples; these recordings were made at the musesum.

This is the presentation for the daily, average visitor.

Furthermore, thers is a ”study exhibition” on the rear side
of each pavilion (C)., This serves as an elaboration of the mate-
rial shown on the front and is mainly meant for schools, students

13



and especially interested groups. This additional exhibition of
illustrations together with a few short texts provides further
material for individual study.

The whole presentation aims at answering the gquestions of why
and how sound is produced; of how the instruments served certain
functions and how natural objects can be used as musical instru-
ments (with simple modifications).

Peter Andreas Kjseldsbherg
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MUSIKMUSEET, THE MUSIC MUSEUM, STOCKHOLM

Its History

The Museum of Musical History was founded in 1833 on tha in-
itiative of the Danish businessman and instrument collsctor Carl
Claudius and of the secretary and treasurer of The Royal Theatre
in Stockholm Johannes Svanberg who became the museum’s fFirst
director. Through personal donations and solicited gifts they as-
sembled a basic collection of, amongst other things, 200 instru-
mants and theatrical archival material; the nesw museum was openad
to the public in 1801.

After several active albeit sconomically meager decades the
mussum received state support and was affiliated as a foundation
to The Royal Academy of Music in 1932.

The housing problems which had long troubled the museum were
solved in 18783 after relocation to the newly-rebuilt Crown
Bakery, a building dating from the 17th to 1Bth centuries.

15



AN eBver increasing Government responsibility for the growing
mussum culminated in 1981 with the museum being incorporated into
the newly founded Swedish National Collections of Music. 0On this
occasion the old name ”"The Museum of Musical History”, long since
inadequate to describe the wide scope of the mussum’s activities,
was formally dropped in favour of the name “The Music Musesum”.

Its Building

Since 19783 the museum is housed in a building whose oldest
part was erscted around 1640. From that time until 1858 it was
used primarily as the Crown Bakery, supplying the Swedish armed
Forces with bread. Being Stockholm’s oldest surviving industrial
building it is protected by the legislation for historic build-
ings.

The building, measuring c. 100 to 13.5 metres, is divided in-
to three parts by two stairways. The museum shares it with an
other institution and keeps the main part of it, c. 2.600 sqg.
metres.

Office rooms are located in the central part, on the fourth
fFloor and in the library on the second. The concert hall abaove
the second floor takes an audience of 300 persons and is also
being wused by external groups, paying rent to the museum. The
reception, museum shop and cloak-room, as wsll as the workshaops
are located aon the first Ffloor which is the general sntrance
floor.

10 exhibition rooms of varying sizes and shapes make up an
exhibition area in all B8B0 sq. metres, including a children’s
workshop and café and the foyer of the concert hall. 4 of thess
rooms, among them the foyer, are used fFor temporary exhibitions.

There are many problems attached to the use of an historic
building For musesum purposes. The sxhibitions are placed on savae-
ral levels which, due to the design of the building, are not con-
tiguous throughout their length. Lifts and ramps connecting rooms
on slightly different levels have been installed to make the ex-
hibitions accessable for persons in wheel chairs.

The stairway in the middle of the exhibition area (sse plan)
is used by the other occupants of the building, which causes dif-
fFiculty both with security and the visitors’ orientation.

Many rooms are small and have low ceilings, which restricts
the flexibility of their uss.

Unfortunately, the difficulties in navigation between the
rooms do not provide at the same time the slightest accoustic
barrier, with the result that every visitor trying one of the
"hands on”-instruments is obviously audible through a great part
of the exhibition area.

All these difficulties, though, are compensated by the fact
that the building has a tremendous amount of inherent atmosphers
and charm, and is centrally located in Stockholm.

Its Collections

The main part of the collection comprises about c. 5000 in-
struments. Folk instruments from Sweden and other Europsan coun-
tries, and non-European instruments, mainly From Asia and Africa
make up a little less than 50% of the total number. Wastern art

16
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music (from 1600 to 1850) is especially well represented. For the
last few years the collecting policy has been to acquire instru-
ments of later or sven contemporary date.

The collections also contain paintings and and drawings,
busts, medallions and memorabilia, primarily related to Swedish
individuals and institutions in the Fields of music and theatre.
The music and theatre archives hold letters, pictures, programs,
posters, press clippings etc., and the ssection of Swedish folk
music also contains a large collection of transcriptions.

Exhibitions

The permanent exhibitions were opened successively in spring
1880 and summer 1881. Tsesmporary exhibitions are produced, partly
on special topics, partly as study exhibitions. The latter show
specific groups of instruments from the collection’s holdings
changing to another group after having been displayed in its ent-
irety for a couple of months.

A. Basic Concepts

a) Every human being has some kind of contact with music. The
Music Mussum should therefore be "of use” to all, regardless
of age, experience, stc. This presentation requires that the
mussum be equally accessable both to the individual and group
visitor (school classes, families etc.). In addition, the ma-
terials should be useful in formal instruction situations.

b) The history of music is not simply that of art music but also
that of folk and popular music. This history did not terminate
during the 18th century but is a contemporary dynamic process.

c) The Music Museum in Stockholm should place particular smphasis
on presenting aspects of Swedish musical life.

d) The sxhibition should be both informative and eaesthetically
pleasing and appeal to all senses. The entire public should be
able to partakse actively of the exhibitions.

Disposition of exhibitions: see plan.
B. Pedagogical and assthetical approach

In the historical section the emphasis has besn placed upon
presenting the instruments in their historical, cultural and
social context, all of which have been visualized with the
help of pictures (original to the extent possible, otherwise
Y-colour reproductions at original scalel), archival material,
posters stc., plus other material borrowed from other museums.

All texts are in Swedish and English and are set to different-
iate three levels of complexity.
The texts are screened on the walls and display cases.

Opposite page:
Top: Reception desk and museum shop.
Bottom: Exhibition room A: "The Sound Workshop”

18
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Documentary material about the individual instruments together
with 1line drawings of the instruments (For identification)
are consequently screened to the right, other texts to the
left on the display cases.

Recorded music is presented via earphones at several stops
along the visitor’s walk through the exhibitions. These pro-
gramms are kept very short and without detailed spokan
comments, they will provide the visitor with an idea of what
the surrounding instruments sound like in musical perfor-
mances. There are about 15 of these stops in the permanesnt
exhibitions.

To meet individual wishes of entering more deeply into matters
of special interest a study room is plannad in connection with
the exhibitions, providing litsrature, tapes, sound-and-slide-
programms e8tc.

A professional designer was sngaged to coordinate optimally
the individual character of the rooms with their contents.
Special attention was payed to the use of colours and lighting
to create an appropiate atmosphere.

The labyrinthine character of the historical sections allows
the most efficient use of the rooms and provide an effect of
surprise when viswing the exhibitions.

20
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Security

Burglary, fire:

The ground floor doors and windows of the building are connec-
ted electronically to.a surveillance company, and so is the
internal alarm system when the sxhibitions are closed.

Display cases were designed by the architect and have subse-
quently been modified by addingh a specially designed locking
device and improvemsent of the alarm system.

The fFire alarm system is connected to smoke detectors.

Climate

The building is provided with a central air-conditioning and
heating system. ‘

Controlled air-humidification is possible but there is no form

of dehumidification,

Exhibition room D: ”The Kloink”
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c) Lighting
The interior architecture of the building has presented severe
difficulties in exhibition lighting, which have not yet en-
tirely been eBliminated.
On the ground floor, having the biggest windows of the whole
building, the daylight problem is esasily solved by keeping the
(original) inner iron shutters permanently closed.

An Example of Explanatory Texts
from "Four Cross Sections of Swedish Musical Life”

All texts from one wall and display case of room G: "The
Battle Cry”.

A. Wall (G B)

Headline:
The Folk Music of Industrialism

Exhibit:

Colour photo of oil painting, representing: People dancing on
Midsummer Eve in a workmen’s district, accompanied by an accordi-
on and a violin,

Text (large size):

The harmonica and the accordion were industrialism’s contri-
‘bution to folk music. They were built for playing simple triadic
major—key melodiss, and their built-in chords provided a bouncing
rhythmic accompaniment to popular dances. A single accordion
could provide all the music needed at an outdoor dance. They were
priced so as to be affordable by the commonest of labourers. Be-
ing able to play an accordion with its shiny metal trim brought
status.

Text (small size):

"Magnus from ©Ofelt had been in Haverd to work with square
timber cutting. Came back, had overcoat and accordion and was re-
garded a fashionable young man.”

"Well, fiddle was the traditional instrument, of course, and
it was such a nice modernity to dance to an accordion. They found
it easier to dance to the accordions.” .

"When I feel melancholy I go into the chamber and take out
Magnus’s accordion. I start with the button at the top and let my
fFingers slide down to the one at the bottom, and this I feel as a
relief. But when our Magnus himself plays, it is like listsning
to music from Heaven. He knows no less than twenty nine wlatzes,
not counting all ’polskas’ and ’'polkettes’.”

(Records of folk tradition which are not translated into Eng-
lish in the exhibitian.)

Text (large size):
The accordion quickly drew criticism of those who were con-
cerned with the traditional folk music. 0One or two major scales

Opposite pagse:
Top: Exhibition room E: "The Imperial period”
Bottom: Exhibition room F: ”In Bellman’s Stockholm”
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Exhibiton room G:
Showcase "The Folk Music of Industrialism?”

and a few chords were not enough to play the intricate old violin
melodies without great distortion.

Text (small size):

"IFf thers were a special award for the person who had manag-
ed to find the best means of daestroying all folk song and all
folk music in a very short time, this award should be assigned to
the inventor of the accordion. Nowadays it ssldome happens that
young country people find it worthwhile to spend time on learn-

Opposite paga:
Top: Exhibiton room G: "The Battle Cry”
Botom: Exhibiton room H: “From Vaudsville to Punk Rock”
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ing to play the violin, since it is so much easier to become an
accordion virtuoso.”

(Extract from the preface of an edition of folk songs and
dances for one melody instrumsent and piano, 1875.)

The Concert Hall



B. Display case (G 7)

Exhibits:

Accordéon signed Busson Paris (1B40°’s)

Diatonic accordions, one and two rows respectively by the
Swedish makser J. Malmling (188B0's)

One row accordion signed Gessner, Magdeburg

Harmonicas

Tin whistlse

Text (large size):

The accordion made its appearance around 1830 - not in the
room of the Ffarm hand, but in a distinguished middle-class
setting. Elegant instruments were presented as ”“a charming
pastime; especially out in the country”. Steam powsr and machinsess
brought mass production in their wake. ARAccordions becama avail-
able even to those with less purchasing power. Gessner in Magde-
burg and Hohner in Trossingen became the first large-scale manu-
facturers of accordions and harmonicas, raspectively in the
1B40’s and 1B850’s. '

Text (small size):

The first harmonica was made in 1B21 by the young C.F.L.
Buschmann in Berlin. It was made as a kind of tuning pipe for or-
gans and other keyboard intruments. By 1822 Buschmann had deve-
loped his idea adding bellows, double reeds for blown and drawn
air, plus pushbuttons. With this the accordion was created.
Others made commercial use of both inventions. The harmonica and
accordion spread quickly across Europe, the latter arriving very
early in Sweden:

"In the late 1820’s the vicar J. Dillner had an accordion
given to him as a present from the countess Brahe. This was the
first or one of the first accordions that were imported to
Sweden.”

"Hands on instruments”:

A one-row and a two-row diatonic accordion are at the dis-
posal of the visitors. The instruments are, of course, bought
especially for this purpose. :

Recorded music by earphonas:
A traditional fiddle polska played on the harmonica.

A polkette played on a two-row Gessner accordion.
Uery short presentation.

Birgit Kjellstrdm
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MUSIKHISTORISK MUSEUM
0G CARL CLAUDIUS’ SHHLINB COPENHAGEN

Its Historuy

There were formerly two important Danish museums devoted to
music, each of which consisted of a collection of instruments, an
archive and a library. Both were established at about the turn of
the century - the Musikhistorisk Museum in 1B88 on the initiative
of Angul Hammerich, and the Carl Claudius’ Musikhistorisk Sam-
ling, installed in a private mansion in Copenhagen, in 1806.
Right from the start there was a close cooperation betwesan tha
two institutions, for example at an early date Carl Claudius gave
a part of his collection to the Musikhistorisk Musesum.

Angul Hammerich and Carl Claudius both died in 1331 and it
would have been reasonable to expect that the two collections
would have been united at the same time. That appears to have
been Claudius’ original idea as well, but for reasons about which
we can only speculate today he decided to bequeath his museum to
the nation with ths particular condition that the collection be
maintained as a separate institution housed in the mansion at Ca-
rit Etlars VUey. Thus it came about that Claudius’' collection, and
the fortune attached to it, became the property of the State,
whilst Musikhistorisk Museum continued as a self-governing insti-
tution whose operation was for the most part financed from the
national budget. In 1977 a new agresment was drawn up incorpo-
rating Musikhistorik Museum and Carl Claudius’ collection into
one museum, and in 1378 work was begun on the arrangement of ths
new permanent exhibition. The new mussum opened its doors to the
public on December 15th, 1979.

Its Buildings

From 1866 Musikhistorisk Museum was installed in the Fformar
manse of the Reformed Church, an 18th century building, while the
Claudius collection still remained in the foundser’s villa at Ca-
rit Etlars Usy. In the 1970’s the old houses adjoining the manse
of the Refarmed Church were acquired for the new museum and were
restored according to the legislation of protected buildings;
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which together with the row of houses Abenrf 26-34 now provide
the setting for Musikhistorisk Musesum og Carl Claudius’® Samling.
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The entire museum has at its disposal a total area of 2.627
sq. matres. There are 28 display rooms, of which one is allocated
to changing exhibitions and two to children’s activities. Therse
is a music and lecture hall with seating for BO people. Six rooms
are used for a library, an archive, a music collection and for
research. Seven rooms comprise the administrative offices, the
collection of recordings and of study materials, while six pre-
mises serve as workshop, attendant’s room and store-room. Final-
ly, three rooms are arranged as lunch rooms for visitors togethsr
with a kitchen. .

Our three houses together constitute an intricate complex of
stairs and passages and varied interiors. It may seem a rather
rash claim to assert a coherence in this variety, but from the
beginning there seemed to be natural indications towards a divi-
sion into an old and a new section which we decided to respect,
also with regard to the distribution of tha subjects of the
exhibition.

Its Collections

If we look for a moment at the character of the two collecti-
ons now integrated into one museum we will observe that the nuc-
leus of each had been collected at the same time and from the sa-
me general point of visw: to illustrate the instruments of Euro-
pean educated culture, with emphasis on the 17th to 18th
centuries, supplemented by folk-music instruments mainly of the
19th centry and by sthnographic instruments mainly from Asia and
Africa.

The total number of instruments today is about 4,000. 1In
addition, the collections also hold paintings, drawings, busts,
medallions and memorabilia associated with musical milieus and
personalities. If we choose to view the new situation from the
standpoint of the Musikhistorisk HMuseum it can be said that
Claudius’ collection contributed to it an improved quality in se-
veral areas but that it was not in the position of enlarging its
coverage of music’s cultural history with any significant nsuw
areas.

Basic Concepts

Apart from the two existing collections and the protected
buildings our practical solution was a new constitution which
permits a complete integration of the holdings of the former in-
dependent museums. These considerations which have resulted in
the exhibition in its present form, could be summed up as
follows:

1. Formulation of ths main probleam:
to unite the two mussums in such a way as to create something
new among Danish museums - different From just the sum of two
existing collections of instruments.

2. General approach:

to maintain the historical view with allowance Ffor “closer
reading” of various subjects of special intersst.
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3. Definition of the visitor: :
the general, grown-up public - interested but with no special
background. At the same time the exhibition should offer a
reasonable amount of information to the student of musicology
and musical instruments.

4, Disposition of the exhibition:

a) 0ld department:
a chronological tour through the history of the European in-
strumentarium from the Middle Ages to c. 1900. The frame of
the period is given by the holdings of the two collections.
Realizing that the exhibition can give a somswhat misleading
perspective by concentrating so heaviliy on the musical prac-
tice of the esducated classses of society, the chronological
presentation is in one room interrupted to send the visitors
off to a geographically arranged excursion in European folk
music Anno 1975: on exhibition are instruments which in one
way or another are still used in our part of the world, whet-
her in an unbroken tradition, through a revival of intersst,
introduced by immigrants, cultivated by foreign labourers, or
whatever.
Context: an attempt has been made to combine the history of
the instruments with the general tendencies in the organisati-
on of music life of the social strata that are covered by the
collections.

b) New department:
various subjects have been chosen - partly by imaginative con-
siderations as for their importance - partly pragmatically,
i.e. considering the holdings of the collections. The close
reading of every single subject may be based on for esxample
systematics, technology, instrumentation of history.

Pedagogical and Resthetical Approach

The artifacts are displayed in various contexts whose nature
is explained by means of photostats, picturses, texts and labels
supplemented by recorded sound. In the new department this docu-
mentation is not consistent in its dirsection towards a particular
level throughout the whole exhibition; the benefit of school
classes therefore is at its best during guided tours. The mussum
aims at creating a close teamwork with the (primary school) music
teachars.

The exhibition is influenced by the special aesthsetic de-
mands deriving from the quality of the buildings. It is delibera-
tely presenting the instruments, thus avoiding any flavour of
theatrical settings.

Security

a) The buildings are secured against fire and burglary by an
alarm system.

b) The artifacts are secured against theft during the opening
hours partly by being displayed in locked show casas, partly
by being observed by guardians.
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4.

The Exhibition Plan

The new departmant

GROUND-FLOOR
Entrance, cloak-room
1. Temporary exhibition

FIRST FLOOR

2. Notation, music-engraving,
keyboard

3. Denmark: 18th-19th centuries

4, Denmark: Folk music - dance

5. Denmark: Folk music

7

. To play with sound
(for simple souls)

= ‘

[T

10.

1

12-1

SECOND FLOOR
8. Classification, sound

9. Instrument and signal
Instrument and musical
expression
Musical boxes, phonograph etc.

Instrument as handicraft
1. Reconstruction, copy,
3. Musical "relics"

faking

The old departmant

FIRST FLOOR

15:
16.
17.
18.
19-20.
2l.
22,

23.

Middel Ages and folk music
European folk music today
1450-1600: Renaissance
Consort ab. 1600

Basso continuo

1650-1750: Baroque

18th century: Guitar,
clavichord, harpsichord

Early musical boxes

GROUND FLOOR

24,

25.

26.

27.

28,

29.

18th century: Concerto,
string quartet

18th century: Tradition,
fashion, experiment

Viennese classical symphony
orchestra

Ab.1800: Guitar, tangenten
flygel, hammerpiano, harp

19th century: Military music,
romantic symphony orchestra,
saxophone, harmonium, accordeon,
hammer piano
1850-1900:brass,guitar,piano,
harp
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c) Currently, there are no means for any kind of restoration. The
artifacts are secured against decay by a system of humidif-
iers. Howsver, for lighting (especially the problem of day-
light) and for the climatic conditions the situation is not
satisfactory. Measurements are taken regularly, supervised by
experts from the Nationalmuseet. This has recently resulted in
a report which will serve as an argument for procuring means
for the solution of +these problems (the project has been
accomplished in 1983 and 1984).

Appendix of Texts
explaining instruments and musical examples

From the old department:
Introductory taxt to room no. @2B: The 18th . century. Military

music, the Romantic symphony orchestra...:

"THE PERIOD OF 1800-1800: ROMANTICISHM
In the history of music the 18th century is normally covered
by a name referring to a growing romantic expression in art.
However, the period could also be characterized in the terms
of important changses in social life: Industry becomes great
industry and lots of people are crowded together in the snor-
mous cities where music life is organized in a new way: part-
ly the serious music - partly the popular music which is naow
written by composers who have specialized in dance and light

music.
At the same time the conditions of an efficient distribution
of music are created by - let us call it - the "music indus-

try”, i.8., music publishers dealing with mass production.
The manufacture of some musical instruments such as the piano
and the accordion becomes more or 1less industrialized.
Therefore, being cheaper on the market they reach a wider
circle of  customers.

The military music is now in its prime. Its.rapid development
is the occasion of a vivid experimental activity in the manu-
Facture of wind instruments.

Our information on the country music 1is getting more sub-
stantial: the note books reveal the repertoire of the country
musicians, and folk songs are collected by scholars and ar-
tists, partly in order to strengthen a national identifi-
cation.”

Illustrations from left to right:

Open air entertainment in the "Wiesner Volksgarten”, Illu-
strierte Z2eitung (1BB83)

Concert in the "Tonhalle” in Hamburg, Illustrierte Zeitung
(Leipzig 1845)

From the new department:
Texts from room no.9: Instrument and signal, instrument and
musical expression, musical boxes...:
"INSTRUMENT AND MUSICAL COMPOSITION
Musical instruments are found in many forms with varying qua-
lities as for the sound and playing technique.

Opposite page: Room no. 28 (new department)
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The distinctive character of each type is tied up with that
very musical culturse which made use of it, and the instru-
ments will change when the music changes. i

Room no. 9 (nesw department)

In some cases the interrelation between tha instrument and a
definite musical conseption is very obvious. In this exhibi-
tion case are displaysed 3 examples which can demonstrate that
kind of a connexion: ‘

1) European and Islamic oboe to-day

2) The development of the horn in Europe from 1700 to 1850

3) 4 different instruments in a Europsan composition Ffrom
about 1720

Outside the exhibition case we put on display some instru-
ments which becama of no importance for a wvigorous musical
expression. They thersefore became superfluocus and vanished
fFor lack of stimulant.




TWO OBOES - TWO KINDS DF OBOE MUSIC
The Islamic oboe has got a circular plate benesath the reed,.
The European oboe has got no circular plate. 3
The Islamic oboist supports his lips on the plate. The Euro-
pean oboist takes the reed directly betwsen his lips.
The Islamic oboist breathes continuously through his nose
while he presses thas exhaled air into the oboe with his
cheeks. The European oboist breathes in the "normal’” way. Now
and then he has to make a short break bscause of the inha-
lation.
The Islamic oboe music will sound without breaks and with the
same dynamic level all the time. Phrasing, i.e. the articula-
tion of the music in periods is performed by means of melodic
ornamentation. The European -oboe music is articulated by me-
nas of the breath and the tension of the lips both of which
are smployed for varying dynamics and phrasing.

HORN - CROOKED HORN - UALUE HORN
1720:
The Baroque horn produces by overblowing the so called harmo-
nics (look at the illustration).
Stepwise melody playing is confined to the key of the horn
and performed in the topmost octave of the instrument.
The sound is strong and bright.

Room no. 9 (new department)
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1750:

The invention horn can play in several ksys: by changing the
crooks you alter the length of the bore i.e. you alter the
pitch of the horn.

Stepwise melody playing is performed in several octaves: you
"stop” the notes into a higher lesvel with your hand in the
bell. The combination of stopping ( J and overblowing ( J
produces a chromatic scale in the middle register of the in-
strument (look at the illustration).

The sound is weaker and darker than the sound of the Baroque
harn.

1850:

The wvalve horn expands without any limitation into all keys
by means of a mechanism for melody playing, the principle of
which is that you quickly shift from one key to another:

The horn is constructed with 3 built-in different lengths of
a tube representing respectively 1/2 tone, 2/2 tones and
3/2 tones.

The wvalves attach the 3 tubs lengths one by one or simulta-
neously so as to Fill out the interval of a Fifth (look at
the illustration).

The sound is straong and dark.

INSTRUMENTATION

Instrumentation is the art of composing for musical instru-
ments.

This implies a thorough knowledge of the gualities of the in-—
struments as for their sounds and playing techniques, so that
you can use them in the best possible way.

Here we give a short example of instrumentation: how a compo-
ser decided to write music for the violin, the ocboe, the re-
corder and the trumpet of his age.

FOUR INSTRUMENTS - ONE MELODY

36

Johann Sebastian Bach has chosen four solo instruments for
his second Brandenburger concerto: violin, oboe, alto recor-
der and trumpet. At turns they present one and the same musi-
cal thems:

The wviolin and the cboe play the theme in the main key: F-
major (ex. 13,
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The alto recorder is weak in its lower register, and its low-
est note is: ...

The lowest note of the theme is:...

The recorder’s presentation of the theme does not take placse
until the music has moved to the key 5 steps further up: C-
ma jor (ex. 2J.

The Barogue trumpet produces by overblowing the harmonics of
the instrument (ex. 3.

The first presentation of the theme is performed in the same
key as the recorder: C-major, and the last part of the melody
is altered to a great extent (ex. 4).

The next trumpet solo is played in F-major 4 steps higher
than the recorder presentation. Expanding in its topmost re-
gister the instrument is now able to present the original
version of the theme with the exception of one single note
(ex. 5).

INSTRUMENT AND SIGNAL
The human voice is a wind-instrument with which we communica-
te by means of the words of the language. :
If the distance of the recipient is tooc long we can reinforce
the voice by means of a funnel (megaphone). But nowadays we
more often make use of a microphone, an eslectric amplifier
and a loudspeaker.
You can also employ a musical instrument for an announcemant,
a command, a call or a warning.
The sound of the instrument or the melody or the rhythm be-
comes a message without words, for instance when you:
exscute the same piece of work - pray to the same God - fight
the same battle — move on the same road - play the same game.
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AN EXAMPLE

In the 18th century the military bugle served as an instru-
ment of command.
In 1936 a military signal like this was still current in the

Danish army: fFirst the ’'kendings-—signal’, i.e. to whom goes
the order; then the signal for the execution of the order:
(1) ’'Second battalion’ - (2) ’stop!’”
2. Bataillon
_p Moderato (84 Narchtempo) g

I)SH_‘:_]?%p iEEEﬂ

Haldt

Andante (Langzomt) g
2) %E%E%r = ] i ——

NEES

Translation of texts for recorded music in room 9:
"MUSICAL COMMUNICATION — INSTRUMENTATION

38

1)

To the right in the showcase we present 2 oboes from the Is-
lamic world and 3 from the European music culture. The Euro-
pean oboist takes the reed directly between his lips, and he
uses his hreath for the phrasing of the music - that is to
shape the musical expression in phrases with intervals and
varying volume as you are now going to hear in Carl Nielsen’s
romance for oboe and piano.

22

The Islamic oboist supports his lips upon the circular plate,
and during the playing he constantly breathes through his
nose. He presses the breath into the oboe by means of his
cheeks. He therefore plays with one and the same tone volume
and without intervals, and he shapes ths musical structure by
ornaments. Let us listen to an Islamic oboist from India. He
is accompanied by a bowed instrument and a drum.

€32

In the middle of the showcase you can see how the horn chan-
ges as for construction from the baroque to modern times. Let
us compare the barogue horn with our day’s valve horn. First
you hear the old horn, then the modern instrument.

(&P

The horn with the large bell and the crooks is ment for stop
technique, which makes it possible to fill in notes bstweean
the harmonics of the horn. These stopped notes however give a
weaker sound, the result being a somewhat unaven scale. You
now hear an ascending scale, first played on a valve horn,
then on the old stop horn.

(5)

Stop technique seems to be a difficult process, a fact which
is demonstrated by the next example from Mozart'’s second horn
concerto.

(B)

The wvalve horn won the battle as medium of romanticism and
modernism. And so Richard Strauss in his "Till Eulenspiegels
lustige Streiche” is able to employ the valve horn as a most

Opposite page: Room no. 9 (new department)
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suffisticated representative of the impudence incarnate.

(7)

The left part of the showcase deals with J. S. Bach’'s instru-
mentation of his 2nd Brandenburg concerto from c. 1720. Four
very different instruments are supposed to take care of the
same melody. The violin introduces this soloist theme and ths
oboe, disposing of the same tone range with a fine sound qua-
lity, repeats the melody in the same kesy, F-major.

(8>

The alto recorder is rather weak in its lower range, and
moreover it lacks the deepest tone of the theme here. Bach
postpones its appearance until the music has modulated - that
is has moved into a higher key, C-major.

(38l

After a short orchestral interlude the trumpet introduces it-
self by a freely alterated version of the theme, since the
harmonics of the baroque trumpet would not respond to the
original melody. But after another modulation, now to ths
main key a fourth above the recorder’s entrance, the trumpst
gets its come back with the theme in its fFull length and with
the exception of one note only, corresponding to the violin’s
First introduction of the soloist’s melody.

(10D
Let wus end this tape by playing the whole first movement of
the 2nd Brandenburg concerto, so that you can enjoy without

interruption the behaviour of the violin, the oboe, the re-
corder and the trumpet in Bach’'s intrumentation.”

Mette MUller



THE THREE MUSEUMS AS SEEN BY VISITING COLLEAGUES
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REPORT OF THE BASIC CONCEPTS WORKING GROUP

Introductory lecture:
Basic Concepts of Musical Instrument Presentations

Talking about the fundamentals of presenting musical instru-
ments may sesm redundant and even annoying at a time when the
aesthetic and practical questions of setting up exhibitions domi-
nate discussion, and seducational ideas and programs on this topic
are flooding our museums. The basic concepts bshind any B8ax-
hibition are certainly its least noticeable part in the eye of
the average visitor, and probably also its least considered
aspect in general. Sa fFar only one meeting has been devoted to
musical instrument presentation C1], and it has taken eleven ys-
ars to meet again under this heading in Burgdorf and another two
years to gather in Scandinavia to further pursue this topic. The
predominantly practical occupation of museum staff may serve as
an excuse, or rather an sxplanation, Ffor the dislike of the ne-
cessarily abstract considerations which are required here. The
literature on the subject supports this view through its
scarcity, and we will have to look for assistance from neigh-
bouring fields outside the museum walls. It was for this reason
that our colleagues from the thres Scandinavian museums had ori-
ginally asked Dr. Erich Stockmann to deal with this subject, and
I could think of none more appropriate to talk to wus about his
ideas, his criticisms and hopefully also about his suggestions,
than he. Unfortunately he cannot be with us.

IFf we accept the standard definition of the museum's task to
be collecting, preserving, studying, and presenting then it be-
comes obvious that presentation, as the Ffinal step of this
saguence, combines the results of the previous three. It is the
most complex and most extrovert task from the professional’s po-
int of view, and the most necessary and rewarding one when looked
at from the point of view of the public in its capacity as tax-
payer and final addressee of all museum work. Thus, the collec-
ted instruments, after necessary preservation treatment, are made
comprehensible to the public through the museum’s presentation,
based on the study of the material, historical, and cultural
aspects involved. We, as visitors to a museum, feel entitled to
the explanations and descriptions which accompany our displays,
and would smile at the naivety of an exhibit without such infor-
mation displayed like exotic rarities in some princely 16th or
17th century Kunst- und Wunderkammer . The interpretation of the
individual instruments, their arrangement into ensembles, and the
clarification of their cultural context is elaborated using orga-
nological methods, and it is this field of scholarly occupation
which we will have to consider in the course of this talk.

It was in Copenhagen in 1872 that the Congress of thse Inter-
national Musicological Socisty devoted a Round Table to "Musical
Instruments as Objects of Historic and Anthropological Research”,
with Dr. Stockmann in the chair [2]1. In his introductory paper he
describes the present situation of organolaogical research which,
he feels, suffers from the lack of theoretical and methodological
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discussions, and the obviously limited inclination towards theo-
retical reflection [3]. Elschek in his contribution characterized
the specialists from the fields of historical as well as from an-
thropological organology as entangled in their specialities and
having largely given up the scholarly dialogus, the exchange of
experience, and the integrating synopsis [4]. This, he writes, is
not an illness specific to organology but symptomatic of the
problems of all fields of musicology, which are only concealed
by the gquantity of infarmation produced by a multitude of specia-
lists. We may add that the mutual interest of musicology and
organology in the objects of their research is anything but live-
ly. The discussion of the feasability of a universal history of
music during the International Musicological Congress in Berlin
in 1974 clearly demonstrates the difficulties of integrating the
geographically, historically or otherwise limited research into
one common methodological approach [51. Thus, the possibility of
assaembling the music, and the musical tools of the world under
one common, theoretical roof, is questioned.

If this simplified sketch of the sciences, purporting to pro-
vide the museum curator with a firm platform for his more practi-
cal work, reflects the true situation (and I could not FfFind a
better interpretation), then the poor curator may wsell feel in-
clined to despair, and he may begin to envy Curt Sachs Ffor the
obvious eass with which he designed his picture of the musical
instrument museum fifty years ago [B].

Accepting that the vast majority of instruments are exactly
what the term describss, namely tools, we should decide whether
these tools should be presented as objects in themselves, with
their own historical and assthetic value, or whether we should
consider them merely as a means for achieving a higher hierarchic
level, namely the interpretation of musical ideas. In the latter
case the instruments become second class objects subordinate to
the art they serve. In the case of European instruments of the
past 400 or 500 yesars the result would be a museum of music with
the instruments as marginalia, the core being an acoustical hi-
story book not unlike Arnold Schering’s "Musikgeschichte in
Beispielen” [7] with the omnipresence of audible music similar to
the permanently visible works of art in their showcases. To me,
this would be a strange conception.

Any tool will attract special attention in a demonstration of
what it can do, and an instrument’s function as a technical devi-
ce for the production of sound will become immediately comprshen-
sible through such a demonstration, in particular if offered as
a live demonstration. For conservational, financial, and many
practical reasons such demonstrations can only be considered as
exceptions in most mussums, although they are occurring regularly
in the form of guided tours in some smaller collections. An in-
teresting example of overcoming these difficulties was experienc-
ed by the participants of the 1381 A.M.1.5. meeting in Vancouver
during their visit to the Ethnological Museum of the University
of British Columbia. Many of the objects on display appseared
strange and with little meaning to the visitor from another
continent. However, at the push of a button, a few films could be
sean, as a kind of audiovisual Jjuksbox, one of these showing the
making of a canoe from a log. In comparison to the demonstration
of an instrument by insufficiently trained museum staff, or an
unskilled musician hired by the museum, a well-made Ffilm sesems
more easily capable of reproducing a natural and trues image of
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the situation. in which the object was made, or played. Why?
Because in a film the complexity of conditions under which a

certain procedure takes place can be reproduced more completely
and more fFaithfully. A generation which has grown up with televi-
sion will gladly accept the conversion of any kind of svent into
the optical medium of tha film. In the case of musical instru-
ments which are still played in the appropriate surroundings,
e.g. many sthnographic instruments, the production of such films
is feasible, though in practice anything but easy, and they allow
an insight into the manyfold aspects of music making that is
otherwise unimaginable. The Musée des Arts et Traditions Popu-

laires in Paris incorporated such techniques into their study
collection yesars ago, and CIMCIM members were shown the installa-—
tions in 1971. As for myself, I was very much impressed.

Let me summarize this kind of presentation by greatly
simplifying: the obJjects can be displayed in an aesthetically
pleasing arrangement with simple labels for their indentification
while the explanatiaon of the musical, cultural, social, and geo-
graphic contexts is all dealt with in an audio-visual presen-
tation. Howsver, the museum of today, and probably also that of
tomorrow, 1is showing, and probably will continue to show, little
interest in a mechanized, prefabricated medium by which their ac-
tual treasures are in danger of becoming degraded to mersly illu-
strative material for a television production; an observation
that can, unfortunately, easily be made inpresentations of this
kind. :

The character of the three Scandinavian museums which ws will
visit during our Jjourney does not lend itself to thae extensive
use of audio-visual means in the described manner, since their
collections contain mostly historical instruments without a 1liv-
ing tradition. We are therefore now entering more difficult,
though more familiar, territory with the following considerations
(the fFollowing appears to me to be sgually applicable also to
ethnic collections, regardless of their geographic orientation):

There are probably two main types of museum presentation
which I would like to describe briefly. The travelling exhibition
of Tutankhamun represents one kind and it serves as an excellent
example of the amazement and fascination ths museum visitor expses-
riences in front of those stupendous objects in whose historical,
religious or cultural background, however, hse is hardly inter-
ested. He is fascinated by the costly materials used Ffor their
manufacture, by their unusual appsarance, by these witnesses of
exotic rites from an unknown culture, and is perhaps comforted in
the knowledge that his own leval of civilization is so much
higher, and more rational. A totally different kind of amazement
is that often observed in technical museums. Here the visitor
mests with a sector of his habitual surroundings, and ha can
bridge the gap between his previous expsrience and the various
intellectual demands put forth by the displayed objects with the
aid of his technical comprehension. The visitor is thus making
his actual knowledge and interest the starting point of a mental
promenade through history. Coming to musical instruments, we may
safely assume that every mussum visitor has passively or sven ac-
tively participated in a musical action of some kind, and we may
be squally certain that he can fFind a connecting link between his
personal experience and the contents of the museum presentation.
Starting from the already known, he will be conducted desper and
deeper into history while his readiness for involvement is con-
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stantly demanded.

At this point we should ask ourselves if a regressive exhibi-
tion would not be the appropriate form of a historical presen-
tation, one that leads backwards from the modern orchestra, or
other musical groupings, to earlier forms of ensembles and their
instruments. I believe no one has tried such a method as yst, and
there are surely many hazards on this path. In literature some
chronological and synoptical tables have been compiled this way,
e.g. in Samuel Marti’'s volume on pre-hispanic America, in the
"Musikgeschichte in Bildern” [8], in which arrows pointing up-
wards, that is against the direction of reading, indicate the
Flow of time and duration of periods, surely a somewhat unsatis-—
factory method. Neverthseless, it seems interesting snough to be
attempted, at least in a temporary exhibition, For the gaining of
first hand experience. The occasional arrangement of concert pro-
grams in regressive order of time gives an idea of how rewarding
this method can be.

Whether in a regressive or progressive presentation, instru-
ments of earlisr pseriods are often visually attractive and
aesthetically pleasing, if not sometimes strange, in their

appearance. Imagine the shape of a late lBth/early 17th century
lute with its massive body and its tiny neck; think of the dul-
zian which looks so much like a hsavy wooden cudgel; and let us
not forget the 19th century dital harp or harp-lute from England,
a piece of kitsch For the manteslpiece over the Firaeplace rather
than a musical instrument. We should allow the visitors to no-
tice these sscondary aspects, to take their own pleasure in them,
and to make their own discoveries. Instead of pre-programming
every single step of his walk through the galleries and svery dse-—
tail of his interpretation, we should leave him with sufficisnt
freedom for the use of his own imagination, and we should let him
find his own way of looking at our presentation which he will do
anyway, unless we manage to capture his imagination in soms way.

It is generally accepted that we group instruments by their
morphological components, and Stockmann rightly noted in this re-
spect the similarity with Linn8’s classification of plants [891].
Though the Sachs—Hornbostel method has indeed contributed greatly
towards a systematic survey of the naturally grown families of
instruments, it has at the same time pushed aside any other kind
of approach from which a systematic order could be devised. IFf
adopted, Hans—-Heinz DOrédger’s proposed method of analyzing instru-
ments also by musical and accoustical features [10] would have
changed our presentations considsrably. His system or other simi-
liar ones could lead the way towards replacing the static, mor-
phological and technological approach with a dynamic, more com-
plex and more lively one. Indeed, since music is inseparably con-
nected with the dimension of time, "dynamic” corresponds to
"musical” while ”static” is related to "unmusical?”,.

The functioning of instruments and especially the possibili-
ties of combination in ensembles can hardly be deduced from show-
pieces that are sitting in their vitrines with not more sxplana-
tion than the usual indication of type, maker, placs, date, and

inventory number. Whether in typological or whatever ordar, the
instruments will inevitably be looked at by the visitor as indi-
vidual objects. Two violins, one viola, and one violeoncello

placed next to each other in a showcasa, sach with its own
label, will not automatically make a quartet, but remain four
single instruments unless the visitor receives explicit informa-
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tion about this important type of musical ensemble. Children when
practising their instruments are told that any musical expressi-
on must be exaggerated to become audible to the listener, and the
musician’s good intention cannot replace a well expressed prea-
sentation of a particular phenomenon. The apparent wordlessness
- in a Figurative sense — of many art exhibitions prompted an art
historian to suspect that mussum employees might do their exhibi-
tions with regard only for their colleagues and not for the ordi-
nary visitors. We should becareful that this imputation doss not
become applicable also to our field.

How can we make the instruments speak to the visitor? Above
all by making them use their own language, by playing them and
making them heard in demonstration or by acoustical reproduction.
This demand is self-evident, and needs no further Justification.
The practical realization on the other hand raises many guestions
and will have to be discussed during the next days.

There is a large gap in comprehension between a static show-
pisce in its glass cage and a piece of music coming out of loud-
speakers or a pair of headphones. There are many more aspects to
be included in a presentation that aims at a somewhat rounded-off
picture. How is the instrument playesd? On what occasions is it
played? How does it combine with others? Who are the players? How
is the instrument made? Etc. etc. Many of these questions fFind
their answers in results of organological research, others are of
a more general character and may be answered by historical, cul-
tural, sociological or economic investigation.

The relevance of the consideration of esnvironmental factors
was also discussed in Copenhagen in 1872. Although our under-
standing of the relationship between certain social structurses
and the development of music or musical instruments is anything
but developed, nobody could deny that musical or technical achie-—
vements must find certain prerequisites in the cultural, social
and economic situation. As an example the svolution of the bar-
oque oboe in France during a period of prosperity and consolida-
ted political forces under the reigns of Louis XIII and Louis XIU
Finds its counterpart in the caonstruction of the short-lived Ger-—
man shawm during a period of constant war and subsequent slow re-
covery fFrom the country’s devastations and impoverishment. OF
course, this kind of observation does not explain bore diameters
or other technical detail, but it throws some light on men’s
achievements under certain conditions; it is not the methodologi-
cal approach that forbids deeper insights into many similar spi-
sodes but rather the lack of documentary material [C111.

Nevertheless, there are many possibilities for creating a
Framework around the instruments on display with the aid of other
kinds of objects. Paintings, drawings, and prints, either origi-
nals or reproductions (according to availability and conservatio-

nal considerations), can convey a good deal of an instrument’s
previous environment. Still lifes, however, such as Prastorius’s
"Organographia” of 1619, or the wsll-knoun paintings by
Baschenis, Bettera and Munari, make no further contribution to-

wards the understanding of instruments which are exhibited. It is
the reproduction of the complex situation in which the instrument
is played that iconographical material should be used for, and
not for the decorative purposes of creating an artistic atmo-
sphere within tha museum halls. Musical accessoriss and a broad
variety of non—-musical objects may serve our purpose wall. The
"Look of Music” in Vancouver provided two most interesting ex-—
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amples of the attempt to vivify the long—-ago performance of spe-
cific musical pieces. One was the trio-sonata from Bach’s Musical
Offering, the othser Mozart’s wind-piano quintet of 1784. In both
cases, the musicians seem to have Jjust left the room, their in-
struments casually leaned against the chairs or deposited on the
floor, with the music on the stands, the Jjackets, tobacco pipes
and the many other little details which may have been found in
the room, carefully arranged to make an almost perfect illusion
of a musical party of two hundred and more years ago. Ths 8x-
amples, howsver, demonstrate the principal limits of all efforts
to present music in a static exhibit; the sound of the music dies
away the very moment the musicians put their instruments down.
Because of this problem, the musical instrument museum has to
make use of various means to attract the visitor’s attention to
one or more aspects, sach one supplementing the other. Thase morse
practical aspects, I believe, are part of the pedagogical working
group's considerations. Thersfore I only want to list the compo-
nents indispensable to me in such a complex presentation:

An introduction into the nature of sound and its production;
a systematic introduction to the various types and sizes of in-
struments, their construction, technological refinementn and
decoration; the display of orginals, the museum’s primary raison
d’'étre, thus permitting at least a visual contact with music of
other periods or geographical regions, of different social and
sthnic origins; audible music as produced by, or intended for,
the instruments displayed in the show cases (the philological,
technical and esthetical materialization of this requiremsnt

could easily form the contents of another conference); iconogra-
phic or printed material and written or spoken texts aexplaining
the instruments’ wuse and cultural snvironment; non—-musical ob-

Jects illustrating musical events, personalitiss or phenomena.

The combination and accentuation of these components are to
some degree subject to the type of museum under consideratian,
Museums spsecializing in musical instruments as the three at
Trondheim, Stockholm and Copenhagen Fform a minority amongst
those holding musical instrument collections. In most cases the
possession of musical instruments does not even lead to the form-
ing of subdepartments devoted to musical instruments within the
more general framework of museums of cultural history, the deco-
rative arts, the history of technology, or the like. I belisve
that the basic methods in all kinds of museums need not differ
very much from each other if a common comprehension of the nature
of musical instruments can be achieved on the grounds of their
complexity, their background and function; regardless of the cha-
racter and contents of a given collsction, its size and type.

In many museums, and certainly in my own place of work, thse
prasent situation offers little reason for satisfaction. Occasio-
nal silent observation could help us in our search fFor an impro-
ved presentation of our treasures and a few minutes spent hers
and there in the exhibition halls will often provide us with a
valuable and at the same times disillusioning sxperience. Eighteen
years ago van der Meer required that in a presentation sven an
uninterested visitor should come to know the old instruments so
that he would meet them with "Liebe und Ehrfurcht” (my attempt at
a translation: with love and veneration) [12]1. Amongst the visi-
tors to our museums the older generation will appreciate and to
some degree fulfill this requirement. The younger ones, espseci-
ally when part of a school class, look differently at our
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efforts: ”Nanette Streicher? I don’t know her, she hasn’t intro-
duced herself to me”. There is no sense in ignoring such effusi-
ons which are no exception, and at the same time any immediate
demonstration at this lack of respect would meet with incom-
prehension. The different reception of and the often indifferent
attitude towards museums, their presentations, and the massage
they hope to convey should be taken as a challenge, to fulfill a
continuous task that needs frequent reconsideration of their con-
cepts and methods in order to draw a picture of the richness of
what is perhaps the most important kind of human expression in
past and future history.

Friedemann Hellwig
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Precedent Remarks

Examining and evaluating other colleagues’ efforts is a deli-
cate task during which we may easily find a splinter in the
other’'s esyse while becoming uncomfortably aware of the bar in our
own. This is a bad position for anyone who has bheen invited to
criticize. However, this uneasy feeling in this instance very
quickly changed into an unsuppressable desire to study in all de-
tail what had besn achieved with a given collection under the
prevailing circumstances. It became a great enjoyment to ses un-
folded before us the wealth of considerations, sxpsrience and
practical work incorporated into the three Scandinavian praesen-—
tations of musical instruments. What had appeared as a delicate
and almost embarrassing task at the begimming turned out to be a
rewarding and inspiring undertaking from which the work in one’s
own mussum would directly profit. It was For this reason that the
initial shyness soon gave way to a friendly impatience which per-
mitted no waste of time in going into the exhihition halls in or-
der to discover the ideas behind the displays.

In the practical procedure of examining and evaluating the
presentations we made use of a few guestions that had been formu-
lated before the meeting and which proved a good starting point
for our observations. Later on, they were to be combined with
each other in ordser to arrive at a synthesis of the observations
made. The questions were the following:

1. Do the presentations Jjustify calling the musesum a mussum
of instruments or a museum of music? Although we were aware that
every intermediary degree betwsen the two are possible we never-
theless stuck to these two terms which we found helpful in our
irnwvestigations.

2. Are the objects found in systematic typological order or
are they displayed in the categories of a history of music, or of
general, social or economic history? If the previous guestion re-
lated to the mussum in general the present one would specify the
type of systematization used in presenting the museum’s col-
lections.

3. To what extent are the categories/principles used in the
presentation comparable and compatible with the different cultu-
ral provenances of the instruments? This question refers to the
consistency with which the systematization of the presentation
allows a direct comparison between instruments from various cul-
tural and social environments.

4., What extra-musical aspects are incorporated into the pre-
sentations in order to support the understanding of instruments
and music? And how do they serve the museum’s concept? It is ob-
vious that non—-musical objects may well help to illustrate musi-
cal or historical events and make them more easily understood by
the ordinary visitor; on the other hand the danger of distraction
is always presant.

5. Does the content of the mussum’s collection Justify the
concept of the presentation? Practically svery museum has certain
weak spots in its collections which may render the illustration
of a certain musical phenomenon or development in the manufacture
of instruments difficult if not impossible. Thae basic concept
behind a presentation must take this fact into consideration.

6. To what degree is the museum’s proclaimed concept found to
be in accordance with its materialization? This final question
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sums up much of what has been examined above. At the same time it
should provide an answer to the guestion of the degree to which
the mussum’s concept is in fact understandable to its visitors.

7. In the course of our tour this catalog of questions proved
helpful as a framework for our investigations. At the same time
it allowed for the special character of each of the museums - the
extent of their collections, their history, the influence of the
personalities of those who formed the collections, the geographic
situation, particular environment, etc., etc.
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Ringve Mussum, Trondhaim

In this museum only the newly installed exhibition halls were
under consideration. We thought that it would be impaossible to
consider the old rooms with their wvery special and attractive
atmosphere, arranged for mussum use during the fifties, with the
recently installed presentations. The number of halls to be 8Bx-
amined in Trondheim was for this reason relatively small.

1. We found Ringve Museum to be basically a museum of musical
instruments, with music used as illustration. The setting of the
old farmyard and its living quarters, dating Ffrom the past
canuries, also influenced the type and style of the recent pre-
sentation. It appears only natural to seek for these presentati-
ons a style which to some degree is in harmony with the old
rooms. AN ultramodern display (whatever that may be) would not
have been appropriate in this building or in the rural surroun-
dings in which the musesum is situated,

2. It has been tradition in Ringve Museum to offer the visi-
tor a guided tour through the exhibition rather than allow him to
stroll around on his own. It is therefore the guide who largely
decides upon the type of systematization in which the instruments
are prasanted. With the guided tour varying to some degree from
guide to guide we found it difficult to associate the pressnta-
tion at Ringve Museum with one of the key words used in our cata-
log of gquestions.

The European instruments are presented, in terms of their
physical layout, in a chronological fFashion, but the tour, which
included live performances, seemed to emphasize mostly the varie-
ty of sound produced by the stringed keyboard instruments. 0Obvi-
ously the flexible nature of live tours allows for other sm-
phases, depending on the inclination, training, or whatever, of
the guidss. Furthermore, it will always be easier to use key-
board instruments Ffor spontansous demonstrations than plucked or
bowed stringed instruments which need some preparation before
they can be played.

The ethnographic instruments are presented typologically in
the four basic classes as established by the Sachs-Hornbostel
system. Musical examples to demonstrate the sound of many of them
are provided by means of taps machinaes.

In addition there are study collections which focus on how
sound is produced by these basic classes of instruments, and two
exhibits which present the instruments in their sociological con-
text (as used for dance and for religion). Photographs are used
to help establish that context.

3. As the area for the museum exhibitions is rather limited
in Ringve Museum, the groups of visitors will make different
tours so that they do not interfers with sach other. However, it
seams to be normal that the groups fFfirst go through the sections
of the European instruments before they enter into that of the

ethnographic instruments. Thus, the Europsean visitor is at the
beginning faced with instruments that he may have already asncoun-
tered both in museums and in the concert hall. It is afterwards

that he learns about the four basic classes of instruments, and
these are represented by four individual objects, Forming the
center of the hall devoted to athnic instruments. Around this
center sach of the basic types is illustrated in more detail in
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vitrines giving examples of this group of instruments from vari-
ous continents, including Europe. While following a guide ws wan-
dered if it would not be wiser to begin the tour with a visit to
the ethnic section of instruments. Here the visitor would be in-
troduced to the principal types of instruments C(also about their
way of producing sound, as demonstrated at the rear side of the
showcases), and he would learn about the various rsesgional or na-
tional instruments belonging to each of the four classes. It
would then matter very little if instruments from various geogra-
phic provenances and social levels were intermingled in this part
of the exhibition. The subsequent visit to the Europsan instru-
ments would form a specialized presantation from one geographic
region and a limited social environment. It would also be much
easisr to explain the relationship betwesen the two neighboring
exhibitions of European art and Scandinavian folk musical in-
struments. :

We assume that some of the guides, forced by circumstances
to begin their tours in the ethnic hall, may already have axpe-
rienced the greater ease with which the visitors can be introdu-
ced to musical instruments if proceeding in the above sesquence.
If our observations were correct there is no need of any kind of
rearrangement of the presantations except for the guides using a
different entrance and exit.

There is only a minimal use of sxtra-musical materials sxcept
in the two sociological exhibits. In these, color photographs
establish the context between music on one side, and dance and

religion respectively, on the other. Elsewhere it is the guide
who has to create the environmental framework around the
instruments. We observed that many of the guides succeedsesd very
well in this, aeven with only very short explanations. It is the

personal contact between the guide and the visitor which becomes
an indispensable aid in vivifying this context.

5. A visit to the museum’s storage showed us (hesides its
exemplary tidiness and systematic order~ the wealth of instru-
ments which are accessible only to the specialist. We beliesve
with regard specifically to the presentation of Europesan
instruments, that the museum owns sufficient obhjects to give a
more complete chronological presentation, but apparently exhibi-
tion considerations were influenced by the pragmatic decision to
put the museum’s "treasurses” together in the best facility. In
the ethnographic gallery, the museum has sufficient instruments
to concentrate solely on non-Western instruments, rather than in-
troducing two or three European folk instruments, if it should
wish to do so. Howsver, as indicated above, the presence of thes
Euraopean instruments in a general and systematic introduction in-
to musical instruments is well Jjustified, in particular if this
introduction stands at the beginning of the tour.

6. The museum founder, Victoria Bachke, wanted her mussum to

become a ”"living” and "sounding” museum. The former is achieved
in the word’s own sense by the fact that the visitor may see the
collection only in the company of a guids. The concept of a

"sounding” museum is Jjustified through the regular demonstration
of playable instruments (European stringed keyboards) and the use
of tapes (in the ethnographic section). In Fact, the guide is the
interpreter of everything to be sesn and heard in this museum. He
can easily react to the visitor’s guestions and can thus help to
Fulfill the museum’s concept in that the visitors may enjoy their
visit even without any previous knowledge of music.

51



In the ethnographic section, the mussum concept claims to use
non-Western European folk instruments, but the latter appear
under-represented, and, as a result, the integration of musical
instruments in terms of a world-wide view appears problematic.
Perhaps such a concept lacks validity, in any case, because non-
Western instruments are found on a variety of social levels and
cannot be grouped together as folk instruments. Again, it is in
the guide’s power to explain this partial contradiction.

We found Ringve Museum to be a very lively mussum which of-
fers to the visitor, regardless of how much he already knows ab-
out music, an excellent introduction both to the many varietiss
of instruments as well as to the sound that can be produced on
them. The collections may not parmit a complete survey of the hi-
story of musical instruments, but the visitor can take with him
the idea that music is saomesthing wonderful, enjoyable and
desirable. The rational analusis which we applied in examining
the presentation of instruments in this museum seemed to form a
strange contrast to the rural surrounding of the former farmyard,
the quistness of the fields below the building and the spirit of
hospitality with which every visitor is received in Ringve
Mussum.
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Musikmuseet, Stockhaolm

Similar to Ringve Museum in Trondheim, the Musikmuseet is
housed in an old building, the crown bakery, which is the city’'s
oldest surviving industrial building. It is currently protscted
as a National Monument. &s was the case in Trondheim we felt
that this kind of historical framework would not lesave its con-
tents uninfluenced. The liveliness of the surrounding city,
which appeared so noisy after the tranquillity of Trondheim, the
rich cultural life and many other factors which are present in a
country’'s large capital must have an unconscious yet perceivable
influence on the way in which the museum presents its collections
to the public.

In examining the presentations of the Musikmuseset we followed
the drafted criteria although we found them to be somewhat in-
sufficient. Nevertheless, all guestions that were important to
us were raised in their context.

1.The museum is named Musikmuseet, yet we found it to be maore
a musaum of musical life. Music is offered to the visitor by thae
means of headphones which he can pick up at a number of Ffixed
posts found during his walk through the museum, however, the

sounds of music somehow appear to be of secondary importance when
strolling through presentations which follow categories of a dif-
ferent kind. n fact, in this museum, musical phenomena are seen
in the 1light of the historical events of the periods in which
they occurred.

We found it appropriate to examine the sound workshop and
treasury afterwards and to turn now to the Historical Section.

2. The presentations follow historical lines, and are divided
into "four cross sections of Sweden’s musical life”. The esxclu-
sive occupation with the national musical history is a noteworthy
Feature in the presentations of the Musikmuseet.

The first section is devoted to "the Imperial Period”, and
this term covers the 17th century. It is the period during which
Sweden got involved in the wars of central Europe and achisved
great political power. It is here that the relations, especially
with the northern part of central Europe, became apparent in the
instruments on exhibition.

The second section is devoted to the 18th century and carries
the heading of "Bellman’s Stockholm”. Carl Michasl Bellman has
been chosen to illustrate musical life mostly in the country’s
capital during the 18th century, for which end he is aspecially
suited through his contacts with a wide variety of social lavels.

"The Battle Cry” is the title of the third section, referring
to the social revolutions in the country and the effects in
particular on folk music.

The 20th century is sntitled "From Vaudville to Punk Rock”,
and here the lighter aspects of music and the beginnings of re-
production technigues such as those of mechanical musical instru-
ments are illustrated. This section leads up to the presant.

We had difficulties in applying any of the terms formulated
in question 2 with certain consistency. The four headings relate
to political, personal, social and musical matters; perhaps the
description as a presentation in the category of ”social history”
would be the best approximation.

3. The social context of musical phenomena and consequently

53



also of musical instruments has been found to be the most import-
ant point in this presentation. It can be described as very con-
sistent and in full accordance with the proclaimed concept: that
music is an expression of the time and surroundings in which it
is created; that every cultural group thus creates its own musi-
cal form; and that this has besen made the basic concept of the
museum’s permanent exhibition.

4. Extensive use has bseen made of extra-musical objects in
order to make the various forms of musical life and the use of
instruments understandable. Thus, non—-musical objects have bscome
important in the materialization of the musesum’s concept. Ws
Found the ”"shop of music and instruments” in the second section
of the historical department a particularly charming example of
this approach.

A number of headphonss were available to the visitor, giving
explanatory texts (because of the language problem only a few
were listened to- and musical examples.

Extra-musical aspects are strongly represented in these pre-
sentations, although we feel that there are further possibilities
not yet covered. For example the roll of the early trumpet, Iits
use in the battle field and at the court, the organization of the
trumpeters in guilds and their strict rules have not bean men-
tioned although the trumpeter and his instruments offer them-
selves as a demonstration of the political power present at vari-
ous events, In addition, we thought that it would be good to dis-
play more than one trumpet, that is, to represent the habitual
appearance of at least two trumpets as used for many heraldic
purposes. In the ssction representing 18th century Stockholm we
wondered if it would not be possible to find better means for the
visualization of the wide spectrum of socisty in which Bellman
had contacts and the expression of these contacts in his music.
We found that we gained a very delightful insight into the styls
of living of the period yet that the reprasentation of musical
aspects remained unsatisfactory.

We wondered if the three-dimensional objects should not re-
main the starting point of a mussum and for this reason its pri-
mary focus. Thus, we also wondered if the instruments on exhibi-
tion did not deserve more attention from those who had prepared
the display and consequently from the visitors (e.g. the sxtra-
ordinary giant trombone called fFor more detailed explanations).
We were aware that the amount of written or spoken (headphones)
text is already the maximum that the visitor would want to read
or listen to. Perhaps a slightly different accentuation of
aspects and selection of instruments would make the visitor aware
of the rich collections of instruments held by the musesum.

5. The museum owns some 4000 instruments of which only about
250 arse on exhibit. We found this figure to be very small and
wondered how more instruments could be incorporated into ths
exhibition. For example, the various forms of musical ensembles
could be demonstrated more clearly, such as the orchestra or the
musical grouping in which the Bassetthorn appears. We belisved
that some of the showcases appeared rather empty and could bs
Filled with further instruments. Thus, we missed the fFeeling of
splendor and wealth which must have been present at the Swedish
17th century imperial court. The size of the 1Bth century orche-
stra could be more clearly demonstrated by the inclusion of a
larger number of instruments. The dance master lacks his
pochette. Etc., 8tc. A collection of this size undoubtedly con-
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tains a number of instruments that could help to put more empha-
sis on the aspects of music and musical instruments in its
exhibition. We belisve that in this way many of the sociological
aspects in the museum’s concept could be even more clearly
demonstrated, particularly in more recent periods (mechanization
of wind instruments stc.J).

6. We found the exhibitions to be in astounding accordance
with the museum’s proclaimed concept; we wondered however,
whether more reference to musical phenomena should be made in
many of the introductory texts and their subdivisions (for in-
stance in "music in the home”, "music for an audience”, etc.).

We also wondered whether the space devoted to each of the
four historical departments had been divided in the best way. The
territorial expansion and political power which Sweden fFought For
in the 17th century found little expression in the rather com-
pressed rooms. It was bescause of the larger amount of space al-
lotted to the 13th century that we liked this section best.

Other parmanent exhibitions considered included the sound
workshop and the treasury.

The sound workshop, offering the visitor an sxcellent intro-
duction into the nature and production of sound, is an excellant
idea, and it stands rightly at the beginning of the visitor’s
promenade through the exhibitions. We discussed two points:
Firstluy if the amount of space alloted to this department does
not give it an unjustified weight at the expanse of the histori-
cal exhibitions which appear to be cramped into the basement;
secondly, we considered the question of the homogeneity between
the sound workshop, which introduces the principles of sound pro-
duction with the aid of musical instruments; and the historical
exhibitions in which musical life in the history of Sweden is il-
lustrated with musical instruments. At any rate, we thought that
the sound workshop must be an indispensable part of any of
today’s musical instrument presentations,.

The Treasury contains a number of instruments of the highest
quality which did not Ffind a place in the Ffour historical

sections. Here the instruments are to be seen without their
musical, social and historical contexts which form the primary
principle of the adjacent historical department. Among us wa

raised the gquestion if the instruments fraom the treasury should
not be incorporated into the historical sections.

We have understood and subsequently been able to Find out
ourselves that the building with its many small rooms and low
ceilings rastricts the flexibility of their use. For this resasaon
we can see the difficulties our colleagues must have had-with
laying out the basic plan for the various parts of the 8ax-
hibitions.

The permanent exhibition of keyboard instruments was still in
preparation while we visited the mussum. We asked ourselvaes thse
same question as in the treasury, namely, if these instruments
should not preferably be incorporated into the historical
sections.

Summing uwp, the musical instrument presentations in Stockholm
ware of particular interest to us in that they very consistently
followed the basic concept of integrating musical instruments in-
to categories of mostly historical and social character. We fasel
that wherever a similar basic concept is to be applied the Stock-
holm presentations will for a long time serve as the modsel.
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Musikhistorisk Musem og
Carl Claudius’ Samling, Copenhagen

The present museum has evolved from the combination of the
previous HMusikhistorisk Museum with the private collection of
Carl Claudius. With the integration of the two collections into
an enlarged complex of three houses a new concept had to be found
for the new museum. It is now divided into a section giving a hi-

storical survey of music and musical instruments, and anothser
section that deals with themes from the national history of
music. There are also a number of varied aspects serving as a

kind of introduction to the historical sections. We have theres-
fore decided to deal separately with the two sections when apply-
ing our catalogue of guestions, apart from question aone.

The historical section:

1. This museum can easily be described as presenting both mu-
sical instruments and music. All subdivisions have been derived
from these two principal subjects, and the contents of this muse-
um corraespand excellently with its name.

2. The new section (rooms 1-13) represents a sequsnce af
rooms illustrating various aspects in a loose order. The amount
of material shown under the different headings corresponds very
well with the character and size of the available rooms, result-
ing in a stimulating promenade through rather diverse themes:
notation, music-engraving, keyboards; Danish musical life in the
1Bth and 19th centuries; Danish folk music and dance; the classi-
ficatinn of instruments; the nature and production of sounds; the
use of instruments; the making of instruments; reconstructions,
copies, and fakes; "musical relics”; etc. Just a few remarks are
offered on some of these presentations. The exhibition on Danish
music history gives wus a very good impression of the musical
activities in this country and in various social contexts. Ex-
cellent photographs serve as illustrations. We very much liked
the rooms called ”play with sound” (they have been cleverly
arranged at the Far end of the exhibition so that possible noise
should not disturb other visitors). Here children can romp to so-
ma degres, using tubes and other simple objects for the produc-
tion of sound. Much temperament that may otherwise prove harmful
to museum presentations may here find a sensible outlst and thus
serve the museum’s intentions. We were less happy with a piano of
rather good quality, however inadequately maintained, which could
give the young visitor in particular the false idea that histori-
cal instruments are to be used as toys, not as serious tools for
the making of music. Room B might psrhaps be used as an opportu-
nity to present a larger number of sthnographic instruments for
which there is little room elsswhere (we would have liked to ses
all instruments in this room have labels giving their names, pro-
venances etc.). We were delighted with the quality of the musical
examples that could be listened to with earphones. Sounds Ffraom
rural life, military actions, and of course from the concert hall
gave an excellent idea of the wealth of acoustical phenomeana.
Perhaps it would be good to include signals and music played by
the trumpet which is one of the most important signal instruments
(room 93,

3. No attempt was made to find a common concept for thess
presentations; they have been arranged rather pragmatically as an
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aid For a deeper understanding of the historical section.

4. FeBw extra-musical subjects describe the circumference of
music making. Although no direct relation to the section showing
the historical instruments has been established ws neverthsless
expect the extra-musical aspects touched upon to be very informa-
tive and stimulating to the museum visitor. The danger of giving
too much weight to this section has besn wisely avoided. The idea
of including aspects of Danish music, surely of special intersst
to the Danish visitor, into this section appeared to be excel-
lent, leaving the presentation of the overall development of mu-
sical instruments in Europe undisturbed (the representation of
national aspects in an exhibition of general character must ne-
cessarily interrupt its natural continuity).

The new section:

1. As noted at the beginning of the previous section this mu-
seum presents both musical instruments and music.

2. The subdivisions of the historical section (rooms 15-29)
follow a chronological order, arranged under headings taken from
the history of music, and in some cases certain types of instru-
ments have been assembled.

Room 15 gives a presentation of medieval musical instruments,
showing both instruments of art and folk music. Together with
the extensive texts found on the walls, this gives a very good
impressiaon of the use of instruments during that period and of
the connection betwsen the two sociological spheres. We liked the
inclusion of copies supplementing the small number of originals
held by this or any collection.

Room 16, characteristically bulging out from the ground plan
and forming a kind of appendix to the main building, houses an
exhibition of ”"European folk music today”. We Found tha installa-
tion of this department to be a particularly good idea, making
excellent use of the peculiarity of the building. It also gives a
good idea of the constant relationship between the two main
streams of music making, and of musical instruments used in folk
music which are, to a great degree, directly derived from their
medieval ancestors. This presentation shows folk music to possess
roots in early history but to be something very much alive in our
own time, thus easily bridging several centuries. Various groups
of instruments, each representing one of the important countries
of European folk music, give a good impression of the wealth that
is still found today.

Room 17 leads back into the main guide lins, presenting musi-
cal instruments from the renaissance. As in room 15 copies have
been included to make the representation of the musical instru-
maents of that period more complets.

It is in room 23 (”early musical boxes”) that ws felt slight-
ly thrown out of the musical and historical order. We were also a
little puzzled to find the aenlian harp together with musical
boxes.

Room 25 lies exactly above room 16 and is used in a similar
way, deviating From the chronological line. The room is called
"tradition and fashion - experiment and renovation”, and there
are displayed ”various typss of instruments which for shorter or
longer have been of interest to the compossers and their
audiencae”. Many of the instruments which are difficult to in-
clude in the usual line of development, yet are often of special
interest to the visitor1 are shown in this room, for example the
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musical glasses, thae nail violin, the aeolian harp, instruments
with aliquot strings, etc. At the same time successful experi-
menting is documented by such instruments as the pedal harp and
the fortepiano. We thought this pressntation, 1like the corre-
sponding room one floor below, was an especially good idea, en-
riching the chronological order of the presentations.

3. The tour continues with rooms on the more recent musical
periods. The instruments, presented under the various headings,
have only the most basic information written on labels at their
sides while the historical, musical or sociological context is
established through texts that can be heard through earphonss.
These texts (they were available to the conference participants
in written form) offer easy to understand introductions to the
many questions of how the instruments were played, on what
occasions, with what kind of audience, etc. etc. With the many
rooms that a visitor passes on his way through the museum thesse
texts have been kept rather short, touching upon only a shortened
selection of questions. Their uniform style and well-worked-out
wording does the best possible Justice to the described
phenomena.

It has been our impression that all texts were written by one
single person thersby achieving the comparability and compatibi-
lity which fFinally results in the above mentioned unity.

4. Hardly any extra-musical objects have been incorporated
into the historical display section. This part of the mussum
Forms an exhibition of musical instruments whose explanation and
demonstration are almost sxclusively set forth by means of texts
which directly relate to music, to the circumstances under which
it can be heard, and to the instruments themselves. In addition,
there are carefully selscted musical sxamplss.

The tow sections together:

5. The combined collections of the former Musikhistorisk Mu-
seum and the Claudius Collsction allow for a very comprehansive
presentation of the history of European musical instruments. No
discrepancy can be found bstween the proclaimed concept and with
what is found in the nesw museum’s collections.

6. On examining the director’s texts explaining the concept
fFor the new museum, one will find that the main concern is not
directed to the realization of historical, sociological or philo-
sophical considerations. The presentations are always oriented to
factual situations, concrete historical svents, and easily under-
stood developments. In her introductory text Mette Miller summa-
rizes the basic conception of the old department as Yan attempt

to combine the history of the instruments with the general
tandanclas in the organization of musical life as Ffound in the
social strata that are covered by the collsctions”. Exactly this
has been achieved: not to superimpose a concept over the museum’s
collections and eventual presentations but rather to make the
best wuse of what the mussum holds. This is a very pragmatic ap-
proach which makes the answer to question 6 very easy: the con-
cept and its materialization have to be in accordance with each
other under these circumstances.

Summarizing, our little group realized that the main goal in
establishing the presentations of this museum has not so much
been the realization of a professional, that is, a musicological
or other concept but the attempt to address the visitor and to

58



bring him into the closest possible contact with the collection
(For conservational reasons this has to be understood in a figu-
rative sense). The clear language used everywhere for the esxpla-
nations and the excellently chosen musical examplas together with
an attractive style in the visual presentation of the instruments
result in a museum that wse expect to become a focusing point FfFor
all lovers of music and certainly a great attraction to those who
have had little contact with music befors.

Friedemann Hellwig
on behalf of the working group
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REPORT OF THE PEDAGOGICAL APPROACH WORKING GROUP

Ringve Museum, Trondheim
Gensral Comments

We approached the museum through the view of the prepared ex-
planations from Peter Andreas Kjeldsberg and from guided tours -
one a special tour for us by Jan Uoigt and another as members of
a regular gensral tour, "a group of puddings from the cruises”,
as HBlene La Rue called us. From Peter Andreas Kjeldsbserg wse
learned that the purpose of the museum is to give the visitor an
impression of the collection and the intentions of its foundsr
and to offer an introduction to the development of musical in-
struments, especially keyboards.

The Exhibitions

Ringve presents the visitor with a museum of mussums - a hi-
story of museum techniques which we Ffound wvery appealing. The
fFarm house represents mussum presentations common in the late
19th and early 20th centurises; tha keyboard area, the best of
post-World War Il ideas; and the sthnological exhibits, a modern
up-to-date installation. The length of the tour can vary accord-
ing to the interests of those on the tour and the expertise of
the guids.

We found the arrangements of the rooms pleasing and condu-
cive to a good learning experiencs. In the farmhouse, sach roam
presented a special idea in context - there was a Mozart room, a
Chopin room, and a Victoria Bachke room. In the exhibit which we
are calling the keyboard room, the chairs which rotated 360 de-
grees appealed to us very much for they offered rest to the
visitor, Ffocus to the presentation and security for the instru-
ments. Many of us enjoyed the openness, the feeling of spacious-
ness. We suggest there be more labels for the visitor to see as
he walks by so that he might know something about some of thes in-
struments even if the guide does not discuss them. The labsels
might be of a larger type sizs. We also felt that the Norwegian
folk section was too crowded Ffor our tour group to see and
understand. We recommend a rethinking of this area, Ffor as the
leading musical instrument museum in Norway, we feel that Ringve
could and should provide the visitor with a better opportunity to
learn about Norwegian music and instruments. In the sthnological
axhibit we found a good, logical arrangement that was asstheti-
cally pleasing. Its theatrical setting provided an element of
surprisas. The spotlight helped us as visitors to concentratses upon
one group at a time. We were impressed that all the lights and
tapes worked and that the audio-visual equipment was very dis-
crete. We would Ffind it helpful to have more illustrations of
playing techniques, especially of the taped examples. HMounting a
map to which the guide could point might be considered. Some sug-
gested that the audio equipment could be changed at a minimum 8x-
pense for better reproduction.
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Additional Activities

a) Buided Tours

Uictoria Bachke would be pleased that her visitors are pre-
sented with a "living museum”, and a pleasant and informative
visit. Ringve has selected attractive, intelligent guides who
present a welcoming atmosphere and informed presentations. We no-
ticed that it was an open atmosphere with FfFew restrictions
(unlike some of our own museums). The pace of ths tour was good,
not too much information but enough to satisfy most of the
visitors. We admired how carefully timed were the remarks betwasan
the taped esxamples.

As for suggestions, wse felt that the introduction of the tour
might prepars us a little more For the entire scope of Ringve.
We urge the guide to consider wherever the tour begins as ths
right place to begin (starting in the keyboard room, we were told
that we started at the "wrong” end). We were pleasad that we
heard music early on in the tour. The tour guids might do morse
to establish rapport with the group - introduce herself, tell who
she is (student in Trondheim?), Ffind out something about the vi-
sitors (do they play or own instruments), in other words know the
audience and play to it. S5he might have explained more about the
barrsl organ that she was playing as we all arrived.

Explanations should be more than fool proof, they should be
idiot proof, For instance, when presenting the taped sxamples,
explain that other instruments will be on the tape also. In the
explanation about keyboard actions, a harpsichord action model of
a sample jack might help the description. In the ethnographic
room we all would have liked to know more about the function of
the music, and some of us wondered if there might be soma way to
have illustrations of the players as the tapes were playing. UWe
were all concaernad about the security of the instruments. As
alert as the guide might be, she or he was often busy answering
guestions while some of the visitors wandered freely around the
room, sometimes touching instruments. While ws appreciated being
able to see the sansa taken off its exhibit mount we felt uneasy
about 1ts precarious return.

We regretted that we wsre not able to be part of the other
types of tours, thoss for schools and visitors with specialized
interests. One of us, however, attended part of a school tour and
noticed with satisfaction how the same (ethnographic) exhibition
could be used in a different way for a young audience. The guids
followed a much less rigid scheme and adapted the tour in a plea-
sant way to this particular group. Recognizing that it is diffi-
cult, if not impossible to cover everything in one tour, members
of our group did comment how they would have been interested in
saome discussion about wind instruments, or the platforms, or the
religious functions of the clavichord; subjects which are no
doubt covered in the more specialized tours. We share a concern
about providing more for visitors who come more than once; we
urge Ringve to move ahead on developing plans for a changing sx-
hibition area.

b) Publications and Concert Hall

Ringve has done a superb job in developing postcards, recorcd-
ings, pasters, and checklists relating to the collections. For
many of us, it was our only knowledge of the Ringve collections
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until this wvisit and for many others it may be the only way to
know of its treasures. The museum might consider preparing infor-
mation sheets for the guided tours so that the visitors could
have the names of the instruments and their provenance as thsey
move along on the tour. The handsome concert hall Cwith its inge-
nious elevator to transport the kesyboard instruments— is also an
added assst, one that many of us would enjoy having.

Conclusion

We encourage the museum to document and record the history of
the mussum, the lives of VUictoria Bachka and her husband, recol-
lections of them by thoss still living in Norway and elsswhers,
her collecting activities, and the many anecdotes about hsr and
about the museum since her death.

A visit to the Ringve Museum, located as it is on a hill
overlooking the beautiful fjord, is a magical experience that
moves all who come. That the visitor is also treated to such sx-
cellent exhibitions and music in addition to the beautiful set-
ting is a credit to Jan Voigt, Peter &ndreas Kjeldsberg and all
the others involved in the life of the Ringve Musesum.

Cynthia Adams Hoover
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Musikmuseset, Stockholm
Genseral Commants

There was no clear sntrance sign outsidse to help direct the
public in. Inside howsver the signs and labels were in Swsedish
and English, which was sxcellent. The main signs directing the
visitor to the diffsrent parts of the museum are at ths momeant
only in Swedish. It would be most helpful if these were also in
English. A diagrammatic map of the museum would be a great asset
as the building has such a complexand confusing ground plan. Ons
specific problem is that of tha noise which carriss from one area
to another. There is a great need for sound insulation. The open
areas betwsen rooms and also the uncovered stairways must consti-
tute a security hazard.

The group agreed that the musseum ably catered to all types of
visitors, as was its intention.

The instruments were shown with other objects to indicate a
cultural and histaorical context; in this case the social history
of Swedish music. The other objects and archives material were
used very wsell and the balance between the different materials
was very good. Particular areas were seen as being especially
well done such as the Music Shop in Bellman’s Sweden.

The Exhibitions

a) The Sound Workshop

It was wonderful to be able to play and try out different
instruments. The examplss were well chosen, and the group parti-
cularly liked the model showing the three different types of key-
board mechanism. This exhibition would have to be explained very
carefully to children as the texts are too complicated sven for
adults. It was generally felt that the green and red color coding
was not good. Wouldn’t it be possible to use a system similar to
the international warning signs which make use of different
shapes as well? The key explaining the color coding system was
not obvious and many of the party failed to see it the first tims
round.

To follow the exhibition systematically one has to cross the
room repeatedly from side to side. Without clear indication of
this route the line of thought was not always clear. Maybe this
type of exhibition would have fitted baetter in a serias of smal-
ler rooms to be visited one after the other. If these rooms wers
acoustically isolated this would also be better.

The large headings and different levels of the text were
good, but there wers parts of the exhibition which were not ex-
plained well. In the section on brass instrumsents the valve was
not explained at all; it was felt that this could have bean shown
quite simply. The large showcases in the middls of the room were
not always directly related to the surrounding exhibition. This
exhibition attempted to explain complicated basic concepts and
the museum should be highly commended for carrying out a diffi-
cult job extremsely well.

b) Kloink
This was snjoyed by all the group and the fact that the in-
struments could be made by the children themselves from simple
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materials was a splendid idea. The dasign of the miniature build-
ing was very imaginative. The fact that one could buy a booklet

about making these types of instruments was good, making it pos-
sible for interssted visitors to carry on experimenting with
sound in their own homes and schools. It was good that in this

building where sound insulation is so difficult, there was this
place in which children could make a noisse. We would all have
liked the opportunity to see a group of children using this area.

c) Four Cross Sections of Swedish Musical Lifse

These exhibitions were designed to show music in Swedish hi-
story and social 1ife. They esach gave a very good fesl For the
periods with an excellent coverage of social history. There was a
very good balance of texts, instrumants, and illustrative materi-
al as well as recordings. The large maps showing the differsnt
stages of Swedish history were very clear and helpful. It was
Felt that this whole section widens the understanding of the cul-
ture of the period. Certain sections, those on industrialization
and the twentieth century, were felt to be particularly well
done.

The beginning of these sections might need a 1little more
explanation; perhaps a more prominent introduction would help
(this 1is one of the places where it would have been helpful to
have had the signs in English). The labels were very clear and
systematic, but only occasionally there were slight incon-
sistencies. The use of headlines and different levels of the text
was very good. In some cases only part of the Swedish text has
been translated. Is the height of these labels easy for children
to read”?

The layout of these exhibitions makes imaginative use of vsry
awkwardly shapsd spaces. The use of temparary panels is good,
making it easy to change the shape of a room. This can also help
in adapting an exhibition when there is a change in the numhsar of
oJbects or the approach. We fFelt that these sxhibitions had used
the divided space to very good advantage; although there must be
considerable problems in sscurity and the management of school
tours. In a couple of instances it was felt that the corridors
were too narrow and crowded.

For non-Scandinavian wvisitors the introductory section of
Bellman’s Stockholm lacked sufficient explanation of who Bsllman
was. Although this is made clear as one progreasses through the
exhibition it was felt that there could have been an sarlier ex-
planation - perhaps a text by his portrait.

d) The Treasury

It was generally fFelt that the space alloted to the treasury
exhibition was much too small. It might be an idsa to have fFewer
objects, but change them after some tims,

Audio-visual Means

The recorded sound illustrations were considered a splendid
idea with a good selesction of musical examples of appropriate
length.

It was ideal to have chairs hy the headphones. The taps
squipment was very discrete. In some casss the volume of the
music was a little soft. We all felt that there was the nead for
an indication of the contents of the taped programs, perhaps also
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including the length of the examples. It would have been good to
have had the instructions for using the headphones in English
too.

Additional activities

a) Concert Hall

The concert hall had well designed acoustics, however it was
vary difficult to see from the back. A simple solution that might
alleviate the problem would be to stagger the chairs so that
people behind could sees bestween the heads of those in front. It
would also be good to make use of the area outside the concert
hall for temporary exhibitions which might tempt the concert-
going public to explore the museum. If there were problems with
sacurity these exhibitions could bs made up of photographic
material.

b) Shop _

The shop was well stocked with the museum’s own publications
as well as thase from other publishers which related to the col-
lections. It also had a large selection of recordings of folk and
historical instruments seen in the collection. A very imaginative
idea was that of selling musical instruments.

c) Archiveaes

We could only guess the richness of the museum’s archives
from the examples used in the exhibitions. Unfortunately there
was no time to examine the contents in detail.

H8léne La Rus
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Musikhistorisk Museum og
Carl Claudius’ Samling, Copenhagen

General Comments

The instruments are displayed together with pictures and
drawings and are the main part of the presentation. Tha prin-
ciples according to which the instruments were shown together
were excellent, but in some instances these ideas were not suf-
ficiently explicit, for example in rooms 9, 23, and 25 we found
the combination of pianos, musical boxes, and aesolian harps
confusing. In room 6 and 7 there was a Fanciful display of toy-
like sound and musical instruments, specially for children.
Having a piano in this context, however, might lead to mis-
understandings.

All kinds of visitors may visit the musesum, specialists or
not, on their own or in groups. Approaching music and musical in-
struments under a varisety of headings, the museum succeeds in de-
livering its specific message, both in the manner of display and
in the texts.

Because there were so many rooms covering such diverse sub-
Jects in this museum, we decided that sach member of the working
party would cover one or two subjects only. Later these observa-
tions were unanimously accepted by the group and are presesnted
below.

Exhibition Technigques

al) Sign—-posting

It was a pleasure to see that the rooms were clearly number-
ed at the right places with direction signs in the corridors,
staircases and inside the rooms. It would be useful to have fFloor
numbers on the landings and staircases. As a matter of Fact, be-
cause of the complexity of the building, it is necessary to de-
vise a system which allows psople to plan their visit according
to the subjects of special interest to them.

bl Maps
They were well done and well placed, especially in the tempo-
rary exhibition of musical instruments of Africa.

c) Texts

There were sufficient labels, but we would like to see tha
catalog or inventory number included. This criticism will also
apply to any catalog printed, as specialists in particular will
need these references. It was good that in the African exhibition
all the texts were also in English. In soms rooms there is an in-
troductory text, but it is not always visible at Ffirst sight
(room 21). All of the labels were easy to read, but occasionally
they were too far from the spescimen or at an inappropriate place
(room 1B).

Although the texts were in general well conceived and nicely
formulated, we made the following observations. In both the tem-
porary exhibition and room B8 (classification and sound), the
technical terms used should be explained. The excellent choice of
bows shown in room 23 could have more information. The sxplanati-
on on how the piano works is only given in room 26, while the in-

66



strument has been shown already sseveral times before.

Soma of the texts in room 2 and 3 seemed too long, though in
ropms 15 and 22 this lsngth was indispensable. In rooms 4, 1B,
and 25 they were short but sufficient. In the rooms showing in-
struments as handicrafts, reconstructions, copies and fakes, uwe
wanted mores explanation.

From a pedagogical point of visw 1t is essential that the vi-
sitor has a clear introduction to the different subjects in each
room. Thersfore, it would be ideal if sach room had a gsneral
title and an introductory text with titles and subtitles always
placed in the same position. We realize, however, that this is
difficult in a museum like this, which is housed in three dissi-
milar old buildings. Thesse headings are esven more essssntial when
saveral subjects are presented in one room, like in rooms 2, 9,
2l, and 23.

d) Audio-visual means

In this museum the visitor can listen to musical examples
through headphonss by pushing a button to start a tape recorder.
The 1lists with references about the musical examples were consi-

dered very usaful. Texts and musical sxamples were good and wse
especially 1liked the explanation of the basic elements in sound
and music in room B. In fact, combining elements from this very

useful basic introduction with more elaborate demonstrations and
models of the sound workshop of the Stockholm mussum would in our
opinion result in an ideal presentation of the subject. It was
suggested to have at the entrance of the mussum a handlist of the
tapes and their duration, so that the public could plan their wvi-
sit accordingly.

Special Exhibits

As requested by Mette Miller we paid particular attention to
the temporary exhibition and the displays of musical notation and
instrument fakes. As stated above we found the exhibition of
African musical instruments very successful from all points of
view. Although the manuscripts were beautiful, the musical nota-
tion exhibition was disappointing. UWhereas the rest of the room
showed the history of keyboard instruments, the notation was that
of vocal music and that only over a short period of time. We fFelt
it would have been more appropriate to have more explanations
also, for instance, of the short octave ksyboard, or keyboard no-
tation itself. Missing also were books with printed notation.

The rooms showing fakes and reconstructions and the instru-
ment as handicraft were very close together. This was confusing
because some objects could have been shown under either heading.
The distinction betwesen reconstructions and fakes was not suffi-
ciently clear and it should be mentioned why and for whom they
were made. The 8pinette attributed to Franciolini should have an
explanation of how to recognize this type of faks.

Conclusion

We fesel that this mussum could exploit the richness and di-
versity of its collsctions sven more by providing the visitors
with suggestions for different tours. These could be of different
length and cover specific topics such as the history of key-
boards. This could be done as simply as possible, Just with an
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instruction shest.

In brief we did appreciate the whole of the museum because of
the following qualities rarely found at the same time: wunity,
diversity, and richness. Also we liked finding that HMette
Miller’s personality and sense of humor appeared throughout the
whole mussum.

Josiane Bran—-Ricci
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REPORT OF THE CONSERUATION AND SECURITY WORKING GROUP

Introduction

The Conservation/Security group was concerned with ways in
which conservation could be of service to the designer and buil-
der of a display and also protect the interests of the objscts
themsslvas. Consservation 1is a discipline which encompasses many
areas of museum operation, and its influence is felt in the re-
alms of display design, storage, handling, shipping, the musaum
environment, and in the restoration of the instrumaents them-
selves. One of the most important interactions is the conser-
vator’s influence upon the display designer. Cooperation bestwsan
conservation and design is essential at the formative stages of =a
display and the overall success of the result is the logical out-
growth of this cooperation. But the conservator is not referred
to here as one particular staff membsr, nor is the display desig-
ner necessarily a professional in the field. In many cases it
would be considered a luxury to bhe able to employ one of thess
two specialists in the mounting of a display. What is really re-
Ferred to is conservation input during display design - an aware-
ness by the designer of the factors which can influsnce the well-
being of the objects heing displayed. This was the objective of
the Scandinavian Tour - to give the three major collections of
musical instruments the benefit of advice from a wide range of
musical instrument specialists from diverse backgrounds, and to
abstract and generalize this material for the future use of all
museums of musical instruments. Because this critique came after
the formation of the display schemes of the thres Scandinavian
museums any improvement will involve a certain retrograde motion
- a going backwards bhefore one can again go fForwards. But this
will not be a great price to pay considering the accomplishments.

Problem: Conservation deals in invisibles - how did the
group know, Ffor example, that a certain instrument was well sup-
ported? How did they know what material was used for ths sup-
ports? What as the breaking strain of the nylon lins supporting
the instruments? Could they judge the relative humidity without
instruments to refer to? Because of these invisihbles, and many
maore besides, it is very difficult for an observer with no insidse
knowledge to form a Jjudgement. This is why a critique based upon
a questiommaire can not be truly adequate to the task. The group
also needed, in addition to the svidence of its own senses, soms
inside information upon each of the displays that it examined,
which sach of the three mussums provided before the critigque
began.

Also, the diversity of materials of fabrication and the range
of shapes and sizes of musical instruments maks tham one of the
most difficult groups of objects to effectively assess for a cri-
tique of this kind. There are so many different ways of doing the
same Jjob, particularly in display design, that so-called guide-
lines often become simply personal preferences. 5o we tried to
look at the design of the displays as an almost uncontrollabls
variahle, there being as many variations as there are displayed
collections of musical instruments; and to concentrate upon ths
areas we could see and fesl and touch. In short, we isolated ths
treatment of the instruments from their aesthetic environment.
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This brought up another consideration - the choice of materials
and the layout of the display, were so interwoven with the areas
of interest of the other groups that we might have covered ground
which was far better covered by others.

As far as display of musical instruments goes, thes conserva-
tor must have influence upon such factors as restoration, 1light-
ing and relative humidity, supports for the instruments, the ma-
terials used in the construction of the displays, and the on-
going maintenance of the object over the long term. Thaese four
areas were the subject of the group’s activities and the critique
was based upon the satisfaction of criteria in these four areas:

1. The Condition of the Instruments.
2 The Safety of the Instruments.

3. The Stability of Materials Used.

4 The Maintenance of the Instrumsnts.

1. The Condition of the Instruments

a) Extent of Restoration

Over long periods of use musical instruments change: thes ma-
terials of which they are composed deteriorate and parts may be
removed and replaced. After their playing lives are over the in-
sidious sffects of the environment cause a general decay, somati-
mes more quickly than when the instruments were in use. All thse
evidence of time and use may be fFound upon them and it is neces-
sary to decide how much of this is desirable - what surface
appearance, added pieces or structural changes should be left as
evidence of the instrument’s history, and what should be removed
as unnecessary or distracting. In the context of the display of
instruments the onus is largely upon the originator of the dis-
play, although the decisions that a curator makes must take into
account the safety and integrity of the instruments themsselveas,
and thus be in line with current thinking in the realm of conser-
vation. The discipline of conservation, and its interaction with
other museum functions, has developed strongly over the past fif-
teen ysars and the conservator’s advice to the curator tends now
to favor preservation of the status quo over major cleaning and
restoration, although along with this development must go a form
of public sducation. The museum visitor must not necessarily sx-
pect a clean and new appearance in displayed museum material, Iif
indeed the truly well-informed visitor of the past sver did. IFf
an instrument happens to be in virtually mint condition this
should not be taken by the curator as an ideal to aim for in thse
restoration of other items from the collection (in fact, they
should strongly question the reason for the excellent condition).
Rather it should be regarded as a fortuitous sxample, valued for
its intactness, and wsll protected for the future. It is impos-
sible to return an instrument to some former condition without
obliterating some evidence upon it, however slight, and as aour
analytical techniques and regard for the Ffunctional history of
the object become more sophisticated we are obliged to leave as
much evidence of usage upon the material under our care as is
possible.

b) Restoration to Playability
The sevidence of restoration far in excess of that desired by
current standards is visible in many collections, particularly in
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keyboard instruments which in the past have received the Ffull
force of “restoration to playability”. The thres museums sxamined
wers no exceptions in this regard, although in some cases the ab-
sance of large scale restoration in the past had brought about a
certain degree of "passive conservation”. In the Musikmusest in
Stockholm a policy of having the staff conservator make reproduc-—
tions of chosen instruments under curatorial guidance, rather
than restoring them, has besn implemented and it is to be hoped
that from this will grow an established policy for the future
protection of instruments. The making of an "exact” copy is FfFi-
nancially and physically quite feasible where the museum is able
to afford the services of a conservator/restorer, who in many
cases will also be a skilled instrument maker. This results ul-

timately in the museum possessing both the original instrument
intact and the working copy at whatever stage in the life of the
original is desired. IF, on the other hand, it is decided by the
museum to restore the instrument in question to playability, the
mussum, and by infersence the public, will possess neither. The
choice is that simple.

c) String Tension

It is unnecessary for instruments to be kept at playing ten-
sion if they are part of a static display, and it is quite suffi-
cient in most cases to de-tune the strings so that they are under
vary little tension but lie flat and straight in their correct
places. Bowed string instruments where the bridge is held in
place by strings alone may require a little more tension for the
purposes of demonstration, in some cases at a semi-tone or a tone
below modern pitch. In some of the displays examined it was appa-
rent that distortion had been taking place quite recently. Not
enough attention had been paid to authentic stringing, with rae-
gard to both material and diameter. It was fFelt that the number
of instruments kept at playing tension should be reduced and a
rotation established where the periocd of de-tensioning Ffar ex-
ceaded that under tension. Actual demonstrations of the various
instruments - a lively and very attractive museum activity -
could be replaced with recordings and an explanation of the rea-
son for this. This, together with attention to stringing and
pitch, would greatly extend the lifetimes of several instruments.
The suggested policy of creating reproductions rather than resto-
ring originals to plauyability is emphasized herea.

d) Dust
In all three museums fFiltration systems of some kind had baen
installed so that surface dust in open displays could be kept to

a minimum. Howsver, as long as a museum display is open to ths
public the settling of airborne particulate matter onto the ob-
Jects will always be a problem. The displays of the Musikmusest

in Stockholm had only recently been totally dismantled and vali-
antly re-assembled for our examination, and in this case a litls
dust on objects could well be ignored. When it was pointed out
that at least two instruments in this display had visible dust on
their surfaces the quick rejoinder from anothsr member was:
"Only two? Congratulations! I wish we could do as well in my
museum! ”.
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extent. Unlike the other sections which represent the past and
future of the collections, this one is firmly rooted in the
present.

The Museum Environment

Much has been written about the mussum environment and tech-
nical information is available from many sources (ses listing at
the end of this report). Knowing the problems that the climate
imposes, this group looked favorably upon any attempt to al-
leviate them, particularly with regard to relative humidity.
Lighting is generally sasier to control. Because the mussum snvi-
ronment is discussed in the works recommended in the bibliography
only a short summary will be provided here followed by the obser-—
vations of the group in relation to the thres museums examined.

a) Relative Humidity and Temperature

Wood and skin are the substances most sensitive to alter-—
ations in relative humidity. The dimensions of these materials
alter as they absorb and lose moisture from the air. A stable re-
lative humidity is esssential for the prevention of shrinking,
cracking and other features, espscially in Jjoined wooden objects
and tight skin. It is particularly necessary to avoid sharp
changes in humidity. The upper acceptable 1limit Ffor relative
humidity is generally agreed to be that at which mold growth
will occur - around 70% RH. Thus the safe upper limit is sst at
65% RH. The lowser acceptable limit occurs when organic fibers
containing moisture begin to suffer damage dus to embrittlement
and as this usually occurs at around 40% RH, the safe limit is
st at 45% RH. Thse lower value chosen in practice will vary bhet-
wean countries according to the practicality of maintaining high
humidity levels in buildings during the winter months.

Corrosion of metal objects can be directly related to ambient
relative humidity, dry conditions being ideal Ffor their well-
being. The perfect environment for a collection of musical in-
struments made of mixed materials cannot possibly exist. How-
evar, at 50% RH, metals with no reactive corrosion products will
be quite stable and it is therefore better to bias conditions in
favor of the wood and other organic materials on display.

In Scandinavia it is against the law to heat a public build-
ing above 20 degrees C. Howsver, dimensional changes due to fluc-
tuations in temperature are genserally less serious than those
caused by fluctuations in RH.

All three museums examined had humidity and temperature con-
trol systems in the areas which the group examined. Ringve and
Musikmuseet had efficient and well-maintained systems while Mu-
sikhistorisk Museum required the additional assistance of sevsral
drum humidifiers in the newsr part of the display arsa. Although
RH may not have besn as well controlled in this area, the group
was gratified to find no evidence of damage due to dimsnsional
changes of materials.

b) Light Levels

Sensitive ohjects like paper linings, textiles, music manu-
scripts and so on should not have more than 50 1lux Ffalling on
their surfaces. Painted designs, varnished wooden instruments,
and ivory instruments can receive as much as 150 1lux and for
metal objects 300 lux is guite acceptable. If fluorescent light-
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ing is used the ultraviolet (UV) component must be reduced hy
Filtering to 1less than 75 uW/lm, the acceptable level. Color
distortion due to fluorescent lights can be corrected by using
tubes with a color-rendering index of B85 or abovs.

Incandescent lamps can cause a heating effect if they are too
intense or too close to the objects they illuminate. The surface
heating of objects made of wood and other organic materials,
while hardly beneficial, is in itself not as damaging as the
effect of the heat on their moisture content. Heating will cause
the objects to lose water from their surfaces and whan the lights
are extinguished they will cool and attain equilibrium with the
surrounding humidity. This sharp cycling of moisture content can
result in damage, although this effsect is not very serious if the
lighting levels are within those recommended above.

Lighting systems in the three museums varied from filtered
daylight, to fluorescent tubes and incandescent spotlights; Mu-
sikmuseet having probably the best system in terms of low ultra-
violet emission and controllability. Basically, this system con-
sists of 100 W spotlights with individual dimmers installed in
order to adjust the level of light falling on the objects from
each spotlight. The previously cited publications provide recaom-
mendations for monitors for this purpose. The 1light levsels of
fFluorescent tubes are not as easily controlled and if one re-
guires less light one can remove tubes and substitute non-
operative tubes. This idea is used in office buildings to cut
down on power consumption but it does nothing for the appesarance
of a museum display. Other techniques available include the usa
of dimmers, and special tubes of low wattage. Ultraviolet radia-
tion can be scresned from fluorescent tubes by the installation
of UU-absorbing sleeves. Where daylight is used for illuminating
an exhibit, blinds or translucent curtains may be used to covsr
windows and thus provide protection from direct sunlight. UU-
absorbent films can also be applied to windows.

One point that should be emphasized is that, although the re-
commended levels of light for sensitive objects appear very low,
it is really a gquestion of contrast. Thus, if a museum visitor
moves relatively quickly betwsen, Ffor example, a stable and
brightly illuminated object and a less stable object in lower
illumination, the latter will appear dimly lit. To correct this
and to allow the eye to adapt at its own pace, it is necessary to
ensure that illumination throughout the display, at whatevar
level, 1is even, and that there are no great contrasts in light
lavels, or that the light levels in a display change by slow and
even increments.

Display Support Design

The handling of musical instruments in the mussum is dramati-
cally different from the handling during their working life. The
rules are no different for any other museum obhject - when it be-
comes the property of a museum the conditions of its physical en-
vironment must change radically. As it is the role of the museum
to preserve the object for the future, the physical handling of
the object, as well as its support during display and storagse,
are most important aspects.

The adequate supporting of artifacts, no matter how light and
structurally stable they may appear to be, is of greatest import-
ance. Very often the sffects of uneven or poorly distributed
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supports only become svident after a wvery long time - what
appears to be an adequate and stable structure in the short term

may prove to have critical drawbacks when viswed over a period of
years. Even structures of great apparent rigidity within the
artifact have the capacity to slowly change shape to accommodate

themselves to new and continuous stresses. This is especially so
in wooden objects but there are many metal structures in musical
instruments that can undergo the same changes. Preventing these
changes from taking place is the prime function of display
supports. The visual appearance of the amount or support is of
secondary importance and this brings up the question of a poten-
tial conflict between design and conservation. What may bs the
safest and most secure way of mounting an instrument may not be
the most pleasing to the eye. A compromise is often going to be
necessary but one must naever jeopardize the safsety of the instru-
ments in order to achieve this. Rather, the techniques of safe
mounting must be adjusted, where possible, to suit the nesds of
thae designer who in turn must be made to understand the needs of
the instrument.

When designing a support for an object it is obviously neces-
sary to take into account the force of gravity acting upon it and
the best way to visualize this is by imagining the weight of the
object acting downwards in vertical lines. A basic sympathy for
the object, and a sensitivity to its weak points, are really all
that are required to support adeguately any instrument, no matter
what the angle, weight or material. A publication listed in the
bibliography (Nao. 3) treats these problems in a realistic and sa-
sily understood Fashion.

Two examples should highlight the seffects of poor supports:

1. It has been reliably reported that woodwind instruments
will deform slightly if supported horizontally and held only at
their ends (a descriptive name for this syndrome was coined
during the Scandinavian Tour - it was named “banana-ing”l). A
woodwind instrumant displayed horizontally must be supported in
at least three places to prevent this sagging, especially in ths
majority of cases where the instrument is made in several Jjoints.
As it 1is recommended that the lappings of woodwinds be left
slightly loose to avoid damage due to dimensional changes in the
wood, sagging by movement about the loose joints will be imme-
diately obvious. Howsver, this kind of sagging, though damaging
in the long term, must not be confused with actual bending of the
wood which occurs only after protracted periods of stress, esspe-
cially in environments where large humidity FfFluctuations take
place. Boxwood is apparently wvery prone to this kind of dis-
tortion. Sagging can be alleviated in cases of two-point suspen-—
sion by making the points fFall one quarter of the instrumesnt’s
length from its ends (see Fig. 1) although this is better suited
to instruments made in one piece. Multi-jointed instruments
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Fig. 1
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Fig. 2

must have more points of support although it is hardly necessary
to support every Joint see (see above drawingl.

2. Most instruments of the violin or viol families can be
quite safely and conveniently carried by their necks, or hung
from their scrolls or heads, and this is standard practice for
makers and dealers of new instruments. The neck Jjoint is obvi-
ously made to withstand a great deal of tension and more force
acts about the neck due to tension than would act on it due to
gravity. However, a nsew instrument, or an instrument at playing
tension, cannot necessarily be treated in the same way as a muse-
um instrument. Without close examination it is difficult to say
for certain that the neck Jjoint is in thoroughly sound condition.
With the violin one can be tolerably certain after a brisf sxami-
nation that no harm can come to it due to hanging in a display by
its scroll, even for long periods of time, and if a little ten-
sion is 1left on the strings no harm can come to it. Larger in-
struments of the same kind need supports at strategic points,
both in display and storage, or harm can result.

One of the biggest problems the conservator must face is that
of convincing people that these affects do, indeed, takse placs.
The changes in shape are so slow that they are not readily per-
ceptible and, to complicate matters, they often do not take place
as predicted. It is impossible to predict with certainty, Ffor
example, that a fFlute will bend if displayed unsupported, or that
a cello neck will become loose if the instrument is hung by the
scroll. It is the solitary exceptions - those cases where a phy-
sical condition is demonstrably the result of poor support - that
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must prove the rule, and if the rules seem to all-encompassing
and unnecessarily extreme it is because of these axceptions.

OFf =all the wide rangse of supporting methods available for
artifacts, thres systems were used predominantly in the thrase
museums. Acrylic sheet (Plexiglass, Perspex, stc.) formed into
supports was used in two displays and in one of these displays,
monofilament line suspension was also used. In the third, a
unique system of padded tublar brass clamps and saddles support-
ed many of the objects and showed itself to be quite versatile.
An interesting discussion arose from consideration of the various
available supporting materials and methods. To a large extent,
display techniques have followed design trends and it is quite
possible to date an installation by the way in which the materi-
als have been used. ARAcrylic mounts and monofilament lines repre-
sgnt a stage in display evolution - an attempt to render the sup-
porting material as unobtrusive as possible. This intantion rare-
ly works to its fullest potential and many displays are marred hy
cumbersome pieces of plastic or lines reflecting the light. Used
with care these technigques can be very sffective, but in our ex-—
amination of the three displays their use was no better, and no
worse, than the apparently old-fashioned brass clamps. In fFact
the brass clamp system was seen to have a certain “aesthetic
durability” and we felt that when bent acrylic and monofilamsnt
line are hopelessly out of date those bhrass clamps will still be
there, still doing their Jjob, and harmonizing well with their
surroundings.

Acrylic Supports

While plastic mounts may not be to everyone's taste, and in
some display schemes would be distinctly out of place, they have
been used to great effect and their advantages and shortcomings
wera sxamined by the group. Some mussum personnel dislike the use
of acrylic sheset for mounting and the following is a discussion
of the more common criticisms.

Acrylic mounts can be ugly and obtrusive. This is true unless
attention is paid to both function and fFinish. The material used
must be sufficient for the job and not over-thick or too massive.
Elegant shapes and non-functional curves should be avoided as
distractions from the object displayed. All edges, corners and
glue Joints should be carefully made and very finely Finished,
either highly polished or smoothly and evenly scraped or sanded.
Cracked or scratched pisces should be discarded.

Acrylic sheet is difficult to work. Provided that one has the
basic tools, and a basic understanding of their use, this is naot
so. A number of publications concentrate on working with Plexi-
glass and other acrylic products of the same kind (see refersnces
13, 15). The technigues are simple but working with plastics doss
require patience and time to achieve proficiency. The mess of
dust and chips is easily removed with a vacuum cleansr but this
must be done thoroughly as the dust holds a strong static chargs,
especially after working, and will stick to other objects.

Acrylic sheet ysellows with age. Plexiglass, Perspex and
other acrylics may have yellowsd with time when they were first
introduced. They do so to a much lesser extent now, especially if
the lighting levels of the display are of the intensity rs-—
commended for sensitive mussum objects.

Points noted during examination of this kind of mounting
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technique concerned the appsearance of the mounts, their function,
the techniques used in their construction, and the padding that
their contact surfaces require. A number of plastic mounts wers
made with unnecessarily thick material which, not easily being
heat—-formed, had to be cut and joined to form corners and angles.
The result of this laborious process is never really attractive.
In general, 5 mm thick acrylic sheet should be sufficient for al-
most all applications. If thicker material is considered necessa-—
ry it should be ussed with great attention to its fFinished
appearance. A typical mount of thin acrylic sheet is shown in
Fig. 2. Quite complicated structures can be made with relatively
simple techniques (Fig. 3). In another display, standard strips

Fig. 3

of 2 mm acrylic, approximately 2 cm wide, were used throughout
for all supports. While this kind of application cuts down tre-

mendously on labor, it does create a monotony of forms and, in
the case of complex shaped instruments like lutes, a bsewildering
number of supports. Some of these 2 mm thick strips were also

observed to be bending under the weight of the instruments, al-
though this kind of plastic can remain under stress without de-
Formation or fracture for a long time. The polished edges of
acrylic sheet can sometimes be very sharp and it is always necss-
sary to pad contact surfaces to avoid scratching and cutting of
the instruments resting on them. The lack of padding, and some
resultant damage was noted in a number of places. Padding can be
of stable polyethylene foam, felt, or any one of a wide range of
materials, provided that it is proved stable and harmless to the
artifact. It can be attached with non-rubber based contact
cement, but this must be allowed to dry thoroughly before the
mount is used. Self-adhesive foam plastic draft strips have beasn
used for periods of a year without noticeable change, although no
information is available on their long term stability.

A thin nylon security line should be wused on all mounts
where there is a possibility of the instrument toppling off dus
to vibration. This need not be a strong 1line as it will act
simply as a passive restraint, neither does it need to be tight-
ly in contact with the instrument. Small holes may be drilled in
the plastic mount to secure this.
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Monofilament Line Suspensiaon

Many curators have had bad experiences with monofilament 1li-
nes sed for hanging instruments for long periods, but there is no

good reason to abandon this technigue. Clearly, if a 1line of
breaking strain Far in excess of the weight of the instrumant is
used, there will exist a large measure of protection. Nylon or

polyester fishing 1lines, which are normally used for this
purpose, are not manufactured specifically for longevity and the
breaking strains given do not allow for loads maintained over a
protracted time or fFor knots, scratches and kinks in the mate-
rial. In other words a line with a nominal breaking strain of x
kilograms cannot be trusted to support anything of that weight
for any 1length of time. It is common sense to use a material -
any material - in such a way that it will not be over-stresssd.
A good rough-and-ready method to judge the adequacy of a support
line is to gently lower the instrument until the line tightens
and then to check for slongation of the line. If the lina stret-
ches appreciably it is not strong enough. Two fFactors, in addi-
tion to protracted longitudinal stress, can affect the stability
of lines and these are degradation due to ultraviolet radiation
(particularly with nylon) and extra stressing due to tight knots
and sharp bends. IF ultraviolet radiation is kept to an accept-
ably low level for protection of artifacts, the same protection
will apply to the plastic lines. The weakening effect due to ty-
ing knots, on the other hand, is unavoidable although in a line
of very high breaking strain this should be no problem. Passing
lines around sharp corners, such as holes drilled in display cass
tops, should be avoided where possible, or soft padding can be
inserted at points of stress.

In some instances, the failure of nylon or polysster lines as
a support system has, in fact, proved to be more of a human Fai-
lure - simply, the knots came undone. It is not as easy as ona
would imagine to tie a thick monofilament line tightly, and, spe-
cial knots have been devised to achieve this (Fig 4J). 1In
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addition, once the knot has been tied and the excess line trimmed
off, the end of the line should be melted (a cigarette lighter
will do, but the tip of an electric soldering iron is safer) to
expand it and prevent it from slipping back through the body of
the knot. The ordinary reef knots, gquite sufficient on rope, will
invariably slip if tied on monofilament line which has no rough,
twisted surface to afford a grip. Knots in monofilament line can
be very obtrusive because of their necessary size and it is
desirable to tie them in some place away from tha normal FfField
of view, suspending the instrument on a loop instead of a single
line. Fishing hooks with the barbs ground off can also be used in
places where instruments need to be regularly removed Ffrom the
display, as in Fig 4. The use of loops also avoids tying lines
too tightly around instruments, particularly ones of wood or
other substances likely to take an impression. Tubing of poly-

ethylene, polypropylene, or other stable plastic may be threaded
over the thinner 1lines to provide cushioning on delicate sur-
Faces. g r

One point which must not be overlooked is that the suspen-
sion is as strong as its weakest link. A secure point of attach-
ment must be chosen on the instrument - never a soldered bracket,
keywork, or a glued attachment - and at the other end the line
should pass around a secure point, Ffirmly attached to durable
material. If attention is paid to all of the above points the
suspended instrument will be securs.

For aesthetic reasons there is a limit to the amount of mate-
rial that can hang in a display case and avoid the clutter of se-
varal brightly lit lines at the top of ths case. Judicious ad-
Justment of lighting and a limit to numbers are the only solution
to this problem.

Tublar Clamps and Saddles

This system is used almost exclusively in the Musikhistorisk
Museum in Copenhagen. Basically it consists of a number of
standard units adapted to the particular needs of individual in-
struments by various clamps, saddles and supporting strips (Figs.
5, 6, & 7). The system is versatile and it is apparent that
mass—production of the components could save both time and monesy.
n areas of contact, soft foam plastic padding is inserted between
the metal and the instrument. Nylon security lines were attached
where necessary. In a few places where the weight of the instru-
ment might cause distortion, for example the boot joints of save-
ral bassoons, ‘an additional steel wire was attached to the sup-
port from a point higher on thes wall (Fig B8)J. While this system
may not satisfy everyone’s aesthetic requirements, from a conser-
vation point of view it is sound when used correctly. Howevar,
incorrectly positioned clamps which have been over-tightened can
lead to major distortions.

Dpposite pagse:
Top/right: Fig. 5
Center: Fig. B
Bottom/left: Fig. 7
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Other Support Methods

Instruments were also seen laid on flat shelves, the base of
display -cases, and specially constructed mounts of wood and
textilse. Generally, the various technigques, too wide in range
and detail to be discussed here, were quite acceptable provided
that the instrument was well supported. It is true to say that
the system of mounting is rarely at fault, rather it is the
application of the system to the structural requirements of the
object that causes problems. A few points of interest wers noted:

Vertically displayed woodwinds should always be supported in-
side with a loose fitting padded wood dowel where the structure
of the instrument permits. It is not sufficient to simply stand
oboes, clarinets, etc., on their bells, especially in a place

where a bump to the display case would bring them down. It is al-
so not sufficient to test the completed display by shaking the
display cases - there are two possible results from this test,
one of which will cause damage. A supporting dowsl is very simple
to install and completely invisible where it might shew through
fFingerholes if its covering is black.

When displayed horizontally, woodwind instruments with bells
should be supported centrally so that there is no bending strain
between the edge of the bell and the upper joint.

Any instrument laid on a flat surface should have supporting
‘blocks o©of some kind inserted under areas of possible weakness.
Although the structural problems of the violin and viol fFamilies,
and indeed of most bowed and plucked string instruments, have
been mentioned previously, it should be emphasized that a sup-
porting block under the root of the neck is always necessary.

Lid props and hinges of keyboard instruments should be
checked for strength and stability. Lids should be closed whan
the exhibition is not open to thes public sob that hinges, especi-
ally wire ones, will not receive prolonged strain, and so that
dust can be at least partially excluded. However, o0ld or weak
hinges may not be able to take the strain of daily movement and
if doubt exists they should be moved carefully and infrequently.

Transparent plastic covers over soundboards and strings
should be carefully padded so that their edges cause no damage to
paints, varnishes and other finishes.
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Hooks should have stable plastic tubing covering them so that
they cause no scratching or denting. Heat-shrinkable polysethylens
tubing from electronics suppliers works well as a resilient co-
vering material.

Security

Security from theft and accidental or deliberate damage are
the concern of the individual museum and specific guidelines are
not usually of much help. Adequate surveillance by trained secu-
rity personnel, burglar alarm systems, and so on are fairly obvi-
ous deterrents to the determined thief and rendering instruments
inaccessible by barriers and glass cases will prevent damage from
those who are unable to resist touching the instruments., A few
specific observations may be mentioned hera:

It seems unwise to use such terms as “treasury” when label-
ing certain areas of a display. However, if increased coverage
by security personnel is given to such areas this will be offset.

It is always necessary to provide security guards for display
of wvaluable instruments and it is a good policy to have the
guards themselves acquainted with the nature of the instruments
under their care. A few guidelines on the delicacy and intricacy
of the objects and the need for care when dealing with them
should be given. Guards should be situated in such a position
that there are no blind corners limiting their vision. Routes can
be mapped out so that every area of the museum is covered fre-
quently but unobtrusively.

Barriers to prevent access to displays are a very seffective
protection against the casual touchers as they provide an obvious
physical . >straint together with a psychological one. They are
guite useless against the determined thief.

Notices asking the public not to touch seem to be largely in-
effective unless they are witty and amusing or are presented in
bright colors. Either way they are a distraction. Sticking red
tape onto the keys of instruments as a warning not to touch was
not considered a good idea.

Transparent plastic covers over instruments or parts of in-
struments are effective restraints but they add nothing to the
appearance of the display. In tight places where the mussum visi-
tor is close to the instrument they may be necessary.

Instruments either hanging or mounted on walls within reach
of the public are susceptible to accidental and deliberate damage
as well as theft. The group was concerned particularly with in-
struments of great fragility, like ivory woodwinds, or others of
great value which, in some cases, were in very sexposed places.

Portable instruments displayed in open areas can be attached
to their mounts or some other convenient fixture with -monofila-
ment line to dissuade the casual thief or artifact handler. These
will also prevent accidental dislodgemant.

Mouthpieces, reeds, and other detachable parts of instruments
can easily be stolen unless care is taken. A security line tied
between, say, a mouthpiesce and mouthpipe of an instrument can be
guite unobtrusive. It is not sufficient to simply put in worth-
less mouthpiesces, stc., and expect them to be stolen - if things
are being stolen, no matter how valueless they may be, there is a
problem which requires solution.

Glass cases provide the ultimate physical and psychological
deterrents but even these, unless constructed carefully and
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equipped with alarms, are not invulnerable. Alarm systems vary,
and as sach application poses its own unique problems it will not
be possible to deal with them in detail hers. Suffice it to say
that every museum should have an efficient, regularly serviced
burglar alarm system, for both its display cases and building.

3. The Stability of Materials Used in Display

The matserials used for displaying instruments and othsr muse-
um objects, either Ffor mounting or Ffor constructing their
gnvironment, must be of very high stability or their degradation
will affect the displayed objects. For example, wood, cardboard,
and other fibrous materials are often acidic and the glues usesd
in plywoods and composition boards give off vapors that can be
harmful to artifacts. Some woods used for display cases have bsen
known to cause corrosion of the metal fittings used in their con-
struction in addition to corrosion of materials displayed in them
(References 2, 5) and it is apparent that the volatile acidic va-
pors from the wood are responsible for this. In addition, ad-
hesives, textiles, and other materials used in construction can
be the source of harmful vapors. Where a sealed display case is
used it is therefore extremely important to ensure that the wood
is of a species that has a low level of potentially harmful can-
stituents and that it is well seasoned and comparatively dry, and
that other materials do not contribute harmful wvapors. In open
spaces these substances are not considered a problem and card-
board and wood supports and forms should be confined to open,
well ventilated areas, especially where a large amount of materi-
al is involved in the construction. Illustrated is an example of
the use of cardboard form tubes at Ringve Mussum (Figs. 9 & 10)J.
Also shown are acrylic mounts in various forms combining to make
a very effective center-piece to a display.

The problems with the ysllowing of plastics and the possible
degradation of monofilament 1lines have already been discussed.
The yellowing of plastics and also the fading of pigments, dyes,
etc., wused in the display will rarely have any effect upon the
objects themselves although it is important to realize that they
are indicators of possible environmental troubles, especially ex-
cessive levels of ultraviolet 1light or gensrally excessive
illumination. Damage dus to failure of suspension lines is usu-
ally more conclusively demonstrated.

During the group’s examination few, if any, examples of
damage to instruments due to deterioration of associated compo-
nents were seen. Of course, all three installations sxamined
were relatively new and one would not sxpect to see the results
of essentially long term processes so soon. There was little or
no indication of potential problems in any of the displays which
gives this whole section a welcome under repraesentation.

4. The Maintenance of the Instruments Displayed

It 1is desirable to organize a routine of display maintsesnancs
for the inspection of each article of the collectian. The in-

Opposite page:

Top: Fig. 8
Bottom: Fig. 10
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strument itself should be checked for changes - string tensions
can be adjusted when necessary, surface dust removed, and any
other features given attention as needed. At the same tims

supports and mounts can be checked, nylon lines tested for

strength, and so on. 0On these occasions notes should be taken of
any changes made or obhserved. The environment should be monitored
continuously and spot checks made of the suspected problem areas
where necessary. It is important that the instruments on display
‘be readily accessible for these regular checks. Tensions of drum
heds and other membranes should be reduced wherever possible, al-
though this may be difficult with many "ethnic” instruments where
the heads are found glued, nailed or tied in placs. Stable and
suitable relative humidity and temperature are essential to the
prevention of weakening or damage due to dimensional changes. Un-

necéssarg tensioning of strings has been mentioned before, and
tuning of instruments in rotation for short periods should be
considered. Instruments which are not normally played should not

be under tension, although an instrument with a loose bridge must
have sufficient tension on at least two strings to keep the
bridge in place.

It is a common misconception that the problems of objects end
when they have been put on display in a museum. This is fFar from
true and in many cases the acquisition by the museum of an in-
strument, and its mounting on displauy, can mean the end of its
regular care and attention. The passive existence that instru-
ments take on when they are installed in a display case must be
punctuated by periods of care and attention. On—-going care must
not be limited to those instruments in a playable condition - ven
an instrument that is in such a condition that it will never play
again must be given regular inspection. Changes can and will take
place and it is the aim of this section of the publication to
suggest ways of retarding these changes wherever and whenever
possible.

; In all three museums the collections that the group sxamined
had only recently been mounted, so the evidence of poor long term
maintenance was obviously absent. We all hoped sincerely that
this evidence would still be absent in years to coms.
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Epilog

It is with great relief that the undersigned hands the manu-
script of this volume over to Or. Istvan Eri of the National
Centre of Museums, Budapest, Hungary, to whom Eszter Fontana had
established contacts. Dr. Eri kindly offered to undertake the
printing and mailing through the framswork of the National
Centre. However, at this moment sufficient funds have still to be
Found.

This issue is an example of the use of computers and ths
intercontinental exchange of data files between CIMCIM members:
Robert Eliason edited the reports of the working groups at his
Kaypro X, wusing the word processor Perfect Writer. He had this
version transferred into a MS5-D0S version for Further editing by
the undersigned. In NUrnberg, Barbara Hellwig wrote the remain-
ing text with Wordstar 2000, using the Commodore PC 20 in the
musical instrument conservation lab of the Germanisches National-
museum. The final editing and lay-out was done by the undersigned
on the same machine, the final printing on a Star 5R-10 dot
matrix printer. Additional help was recieved from the museum’'s
photographic department.

June 1886 _ F. Hellwig
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