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LEENDERT COUPRI E , .• ,-- :.-

AN OUTLINE OF ICONCLASS 

A couple of years ago an al phanumeri c i conographic  cl assi fi c ati on 
of s ubjects, themes and moti fs i n  Western art was completed i n  
the Department of Art H i story of the Uni versity of Leiden. 
D i v i ded over seven vol umes th i s  c l assi fi cati on compri ses some 
1400 pages ,  which have been pub l i shed under the ti tl e  I CONCLASS. 
An iconograKh i c  classifi cation system by the Royal Netherlands 
Academy of rts and SClences. 
A 1500-page al phabeti cal i ndex and an i conographi c bi b l i ography 
of about the same s i ze compl ete the p ub l i cati on. 

Subjects i n  art deal i ng wi th mus i c have been deal t wi th i n  thi s 
cl assi fi cati on under the headi ng 48 C 7 (fourty-ei ght C seven) . 
From the poi ntof vi ew of the i conography of musi c ,  as studi ed by 
mus i co l ogi sts, thi s part of ICONCLASS wi l l  l ook at the fi rst 
g l a nce rather conci se and restricted, as i t  counts barely four 
pages. 
However, several auxi l i ary devi ces, whi c h  are to be expl a i ned 
duri ng the l ecture, make thi s  conci se s urvey grow i nto an 
extended framework that i s  abl e  to deal wi th I dare say al l 
aspects of musi  cal i conography a part from that of the i nstruments 
themsel ve s.  

Due attenti on wi l l  al so be pai d  to the al p habeti cal i ndex , as 
thi s keyword-arranged cross-section of al l the themes and 
s ubjects treated i n  I CONCLASS puts the di l i gent user on the tra i l  
of i nnumerable other i nstances ,  e l sewhere i n  the c l assi fi cati on, 
where mus i c  and musici ans p l ay the i r  part. To gi ve one i nstance: 
the scene of Ulysses, bound to the mast of h i s  s h i p  i n  order that 
he may l i sten unharmed to the l uring songs of the Si rens when 
pass i ng the i r  abode - found in the i ndex under keywords as 
bi ndi n� , Shi p, Si ren(s ) and mast (unfortunately and by mi stake 
not un er power of music!) --;S-shown as h av i ng been ' cal l e d '  94 
I 18 1 (ni nety-four I e l ghteen one ) , whi c h  notifies that the 
moti f has been cl assi fi ed as a s ubject from c l assi cal mythol ogy. 

From the po i nt of vi ew of musical i conography proper the pages of 
ICONCLASS bi b l i ography devoted to music (under the headi ng 4 8  C 
7 and i ts sUbdi vi s i ons ) wi l l  prove to be of minor i mportance. 
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But on the other hand one shoul d  real i ze that the bi b l i ography of 
I CONCLASS as a whol e. with its tens of thousands of references. 
i s  at present the l a rgest survey of i conographi cal and 
i conologi cal li terature avai l ab l e  i n  pri nted form. 

Duri ng the whol e  period of the meeting a set of all seventeen 
vol umes of ICONCLASS wi l l  be avai lable for consultation. Likewi se 
a set of dossi ers cove r i ng themes rel ated to mus i c  - from 48 C 7 
and s ubdivi sions as wel l as from other paragraphs of the 
cla s s i fi cati on - wi l l  be on show • 
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OSKAR ELSCHEK 

CLASSIFICATION. TYPOLOGY AND INTERPRETATION OF ICONOGRAPHIC 
SOURCES IN ORGANOLOGY 

1 .  Sources. musi c and musi cal i nstruments 
Mus]c. dance and enterta]nment are not the only thematic frame s 
i n  whi ch musi cal i nstruments appear in  the fi ne arts. Primari ly 
musi cal themes or those connected wi t h  them don ' t  represent the 
mai n  i conographi c  sources for organology. Documents are more 
frequently presented i n  connecti on wi t h  non-musi cal themes .  
Musi cal i nstruments i ndi cate al most excl usi vely the musical 
relevance of a source. Si ngers , can ' t  be i denti fi ed as s i ngers 
when they don ' t  have at hand a notated s heet of paper or a 
musical manu script ( they can pray, speak, reci te) . Musi cal 
i nstruments symbo l i ze mus i c  as s uch, they are mostly the 
unambi guous s i gn of a musi cal event represented . 
Organology has a remarkable importance for musi c 
hi story i n  general. In many cul t ures the only reli able 
i nformati on, is based on mus i c al i nstruments; all the other 
considerations on musi c ,  musi cal li fe and mus i c  phi l osophy i n  
these cultures, are connected wit h  mus i c al i nstrument s .  I n  the 
non-l i terate tradi ti onal and fo l k  area, where any hi storical 
informati on before t he 16th cent ury is lacki ng, pi ct ures of 
musi cal i nstruments present important i nformation about these 
negl ected fi elds of musi c c ult ures.  
Be side a few meeti ng s  organized by the ICTM speci al h i stori c­
iconograph i c  observat i ons i n  the fi eld  of tradi ti onal mus ic were 
carried out seldom. ( l) The goal of our study group i s  to 
i ntensi fy research i n  t h i s  fi e l d .  
2 .  Iconographi c sources of art and tradi tional musi c .  
Research ]n both areas must be contlnued ]n close cooperati on.  
Even i n  Europe as  to  the 16th century i t  i s  di ffi cult to adjudge 
musical i nstruments exclu s i vely to one cul t ural area. Ange l s ,  
devi l s, the court and vi l l ages, fest i vals and dances s how i n  
di fferent soci al settings simi lar i nstruments. We have to study, 
evaluate and i nterpret the same sources ,  for both areas, but 
under speci al points of view. We have to class i fy thematic 
frames, types and categories  of sources i n  the same manner to 
facilitate i nevitable comparative work. 
E. Wi ntern i tz, in h i s  exce l l ent essay about t he 14th century Book 
of Hours of Jeanne d'Evreux , i l lustrated by Jeanne P urcelle, 
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poi nted out: ' The sacred and profane, even the vul gar meet as 
c l ose nei ghbours' (2) 
3. Cl assi fi cati on i n  organologi cal i conography 
We have to take into account crlterla from the vi sual arts 
referi ng to the used materi als  and their forms ( e . g .  woodcut, 
cerami cs, i ntarsi a, fresco,  pai nt i ng s ,  engravi ng) and to consider 
concrete types of sources ( e.g. s ketchbook, psalter, wal l 
pai nti ng , book of hours , song book) . 

Organol ogi cal i conographi c  classi ficat i on has to stress speci al 
poi nts of vi ew, such as: 
1 .  themes and moti ve s  i n  s i ngle� items of art; 
2 .  t he soci al l evel ,  the i ntended, symbo l i cal but al so the real 
one; 
3. the classifi cat i on of the i nstruments ( accordi ng to the usual 
c l a s s i fi cati ons) taki ng i nto account s i ngle  i nstruments, groups 
of i nstruments and thei r rel ati on, and the way they are vi sual ly 
represented. 
ad 1 .  The fol l owi ng themes cou l d  be di sting ui shed: 
a. re 1 i gi ous themes ( i  n European art a 1 1  scenes i nspi red by 
myt hol ogi cal and bi b l i cal sources etc . ) ; 
b .  mundane t hemes ( here l ess standardi zed t hemes occur centered 
round feasts, tri umphs, dance, pastoral scenes,  peasant dances, 
street si ngers etc . ) ;  
c .  music-theoreti cal i l l ustrati ons of musi cal i nstruments i n  
works written by A.M.  Boethius,  Fr. Gaffurius,  Al -Ki ndi etc. 
d. organographi cal i l l ustrations i ncl uded i n  the publ i cations by 
S .  Vi rdung, M .  Praetori u s ,  A. Ki rchner, F. B uonanni etc .  
ad 2 .  The soci al setti ng and i t s  el ements seems to be a more or 
l ess descri pti ve and analytical task.  The vari ous soci al l eve l s, 
cl asses, soci al groups etc . , shoul d be classi fi ed accord i ng to 
their concrete forms, without worki ng out a detai l ed 
catagorizati on. They change i n  h i story, i n  cul tural area as wel l 
as i n  the forms of i conographi c al refl ecti on. Results may enter 
i nto i conographic  i nterpretati on. 
ad 3. Standardized cl assi ficati ons of musi cal i nstruments s houl d 
be suppl emented by some formal , vi s ual poi nts characterizi ng the 
depicted i nstruments: 
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a.  a si ng l e  i nstrument wi thout any person; 
b. the i nstrument i s  hol d - i n  pl ayi ng positi on, 

- i s  pl ayed 
- i s  t uned, 
- i s  shown. 

The very i nstrumental characterizati on is based on t he number and 
types of i nstrument s :  
a .  a s i ng l e  i nstrument i s  presented; 
b. two i nstruments appear - two i dent i cal i nstruments, 

- di fferent i nstruments but of the same 
type , 

- di fferent types of instruments; 
c. a multi t ude of i nstruments i s  i nc l uded (pos s i bl e  cri teri a as 
b. ) .  
The mul t i tude of the i nstruments can refl ect a real musi cal 
situati on, fol l ow a systemati c  sel ecti on or join i nstruments 
wi t hout any i ntended musi cal order. I nstruments coul d be pl aced 
according to a mus i ca l l y  rel evant pri nci ple or be der i ved from a 
composi ti onal scheme of art (as symmetry of a l i ne ,  i n  a ci rcl e ,  
square, i n  concentri c ri ngs)in an asymmetri cal l y  organi zed scheme 
etc . ) . Here stabi l i zed common arti fical  topoi can appear strong ly 

·indi viduali zed i n  an i mmense vari ety of i nc l udi ng i nstruments i n  
the concept of fine art. Preci se cla ss i fying princi pl es ought to 
be combi ned wi th t he effort to sei ze t he i ndivi dual , s ubjecti ve, 
creative moti vati ons of the arti st. Classi fi cat i ons have to put 
together roots of s i mi l ariti e s ,  coi nci dence, common models and 
forms presenting musical  i nstruments i n  the fi ne arts through 
time and space, to di scover t he mi grati on of t h emes ,  types and 
i conograph i c  mode l s .  
4 .  Probl ems of traditi onal and fol k  i nstruments 
Beslcte ctlverse art genres where tractltlonai lnstruments were 
i ncl uded we can from the 16th century meet a series of sources 

·wi th spe c i al preference for fol k  musi c i nstrument s .  They arose 
partly i n  art forms created for the taste of t he l ower-cl asses 
( t hrough the sel ect i on of theme s, pre sented setti ngs , acti vities  
and i nstruments)  but whi ch are a l so a part of  fol k  art. 
Authent i c i ty of i nformati on, knowl edge of the objects, about 
their functi on pl ay an important rol e .  To menti on some of them: 
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5 .  Sel ected a nd i nter�reted Slovak i co nograph i c  exam�les 
Bagpl pes from the 12t -16th century; woodcuts from t e 16th 
century, 17th ce ntury i l l ustrat i o ns i ncluded i n  J . A. Comenius 
works, the Song book of Seni ca, i n  the 18th century pai nti ngs i n  
the Bobrovec chapel of the guild of folk mus i c i a ns, fai e nce 
cerami cs,  etchi ngs by J. v . d. Nypoort, 18th-19th century glass 
pai nti ngs , dance scenes a nd genre pai nti ng i n  general, pai nted 
pastorales on oblong paper stri p s  etc .  

Notes 
1. Studi a i nstrumentorum musi cas' popul ari s, vol s. 1 and 4 
(Stockholm 1969 , 1976 ) ;  Hi stori sche Volksmusi kforschung, 
Musi kethnologi sche Sammelbande vol s. 2 and 5 (Graz 1978, 1981 ) .  

2 .  Bagpi pes for the Lord, i n: Musi cal i nstruments and their 
Symboli sm i n  Western Art (London 1967 ) ,  p. 129. 
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MAGDA KYROVA 

'CHOREA MUNDI': HISTORICAL EVIDENCE OR PICTORIAL TRADITION 

Starti ng poi nt for my paper was a pr i nt from our i conographi c 
col l ect i o n ,  entit l ed ' Chorea Mundi , i n  Dutch ' Den Dans des 
Were1 ts ' ,  i n  French ' Le danse du mundi '. The pri nt must be dated 
aroun d  1540-1550 and has been designed by P i eter Ba1tens,  cal l ed 
Custodi s ,  a n  art i st from Antwerp. It depi cts the fema l e  
person i fi cat i on o f  the World,  enci rcled by s i x  men danci n g'on the 
mus i c  of a b 1 adderpi pe. 

Bei ng an art hi stori an I concentrated mysel f i n  the fi rst pl ace 
on thi s work of art rather than on a musi cal probl em, though the 
q uestions i t  evokes are partly related to the fi e l d  of mus i c  and 
dance, partly to that of cultural and soci al hi story i n  general . 
I tri ed to fi nd out why the at'ti st had chosen thi s absurd dance 
to convey the efforts of men stri vi ng for worl dly goods. 
In other words,  are the dance and the musi cal el ement p l ayi ng a 
rol e i n  transmitt i ng the meani ng of the pi ct ure , or i n  reverse, 
what does the pi ct ure tel l us  about the possi b l e  meani ng of the 
musi cal i nstruments used? ( cf. Wi nterni tz ch. l: ' the vi s ual arts 
as a source for the hi storian of musi c ' ) .  

I wi l l  a p proach these questi ons more or l ess accordi ng to the 
method of P anofsky,  the only method eXi sting for i conographi c 
research. Panofsky made a di sti nct i on i n  three phases: 

1. the pre-iconographical descri ption  
2.  the i co nographi cal analysi s 
3. the i co nographi cal i nterpretation 
whi ch I wi l l  defi ne more cl early than normal ly us ual or 
pos s i b l e .  
The essay s  by P anofsky himse l f  ( for i n stance hi s ' Studi es i n  
i cono1 0gy') are the best and most readable  examples of the 
appl i cat i on of hi s method. 

-, 
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- ... LAURENCE LIBIN 

MUSICAL ICONOGRAPHY IN THE NATIONAL GEOGRAPHIC MAGAZINE 

National Geographic, the official monthly journal of the National 
Geograph1 c .SOC1 ety in Washi ngton , D .  C. , has been pub 1 i shed ' ' 

continuously since October, 1888. Currently ,  this journal reaches 
over 10, 300,000 subscribers throughout the worl d and is found in 
many pub l ic and research l ibraries . University Microfilms of Ann 
Arbor, Michigan, produces microform versions of the complete 
publ ication.  Popul ar in styl e rather than schol arly - the Society 
issues technical reports separately - National GeOgrathiC 
neverthel ess is careful ly edited and generally accura e 1n its 
reporting . Besides physical and pol itical geography, articl e s  
cover such fiel ds a s  astronomy, oceanography, botany, zool ogy, 
travel and discovery, history, energy and po l ution issue s ,  
archaeol ogy and ethnol ogy. I ndexes for each s ix-month vol ume are 
distributed free of charge to Society members . Authors include 
staff writers and independent contri butors, many of whom are 
distinguished in their fiel ds . The journal empl oys excel l ent 
photographers and maintains a very l arge photo archive. 
Perhaps National Geographic ' s  greatest val ue for musicologists 
l ies in 1ts profuse photographic il l ustrations ,  printed 
exclusively in col or since 1962. These il l ustrations and their 
concise captions convey the essence of each artic l e .  Regrettably, 
for copyright reasons the Society does not normal ly permit 
republ ication of its photos, but so widely is the magazine 
distributed that the pictures can easily be consul ted throughout 
North America and in most Western European cities .  
Among thousands of photos il l ustrating articl es o n  travel , 
anthropol ogy, ethnol ogy, and other ' peopl e-rel ated ' subjects are 
hundreds that show music and dance performances ,  ritual s  and 
ceremonies invol ving musical instruments, and instruments being 
made or hel d  or simply present in the backgrounds of domestic 
interiors and other scenes .  Many of these pictures are dramatic 
and of great interest; al l are of fine technical quality. 
I n  1974, students of this writer at Col umbia University surveyed 
musical and  organol ogical coverage in the journal and compiled a 
card index of over 800 images.  This survey is by no means 
complete but indicates the extent and kind of pictorial material 
present. Index cards fo l l ow general ly the format adopted by RIDIM 
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and include data on i nstrument type and name, by whom played or 
held, function, whether shown alone or in ensemble, provenance, 
and volume/date/page. [Sample cards and illustrations wi ll be 
di stri buted in The H ague]. Presently the only set of cards is 
kept in the Department of Musical I n struments of The Metropolitan 
Museum of Art. Pictures of musical instruments and music-maki ng 
are incidentally also found i n  adverti sements in the magazine; 
these ill ustrati ons have not been indexed but may someday furni sh 
interesting evi dence for the perceived status of music in modern 
American society. 
When this index is complete, corrected and duplicated , its 
usefulness to students of traditional and popular music will be 
obvi ous.  A few appli cati ons may be me ntioned here. Since back 
issues of National Geographic can be inexpensi vely p urchased in 
used-book stores and elsewhere, it is possib le without disturbing 
bound library sets to locate, cut out and compile photos as 
reference materi al for educational purposes and for i llustrative 
use not i nvo 1 vi ng i llega 1 reproducti on ( as on museum exhi b i t  
labels ) .  I n  the teachi ng o f  ' world music ' ,  National GeO�raphic 
photos can prove i nvaluable by vividly depictIng the WI e 
distribution of various  instrument types and the extremely 
di verse situations in which i nstruments function . Organologists 
using the index can refer laymen and colleagues to an appropriate 
photo whi ch will help identify an unknown instrument or show it 
in an authentic setting; this is particularly helpful i n  cases 
where no other published illustration of the instrument i s  
readily accessible . Early i ssues of the magazi ne are rare and 
should not be di smembered, but can be viewed as secondary sources 
for ethnomusicological research ( however. relatively few music­
related photos are found in early i ssues; they become more 
numerous beg i n ning around 1920) . Published pi ctures can also 
point toward more extensive i conographic material kept in the 
i llustrations di vi sion  of the Society , which can be consulted by 
appoi ntment. .. 
Mu sical indexing of other widely distrabuted periodi cals would 
greatly increase the scope of commonly available iconographic 
material. In view of the cost of field photos and the difficulty 
of locating good illustrations of certain unfamiliar i nstruments, 
a group effort to survey selected journals for mus i cal 
iconography could be a worthwhile project of the Study Group .  
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=-.-::£ MARCEL-DUBOIS 

.,� OGIC AND ETHNOGRAPHIC DATA IN MUSICAL ICONOGRAPHY AND 
-.�� 1 'TERPRETATION: EXPERIENCES AND METHODS OF APPROACH. 

�= : two personal experiences i n  musi cal i conogrpahy - the 
- a: narp i n  Asi a and the european s nare drum- I wi ll try to 
. _'nate research-methods and ai ms . 

=-·5 sense, procedures of a speci a l i zed i conographic research 
• Je exami ned and the questi on wi l l  be posed , al ong the l i nes 

. :·c proposed probl emati cs, whi ch new methodol ogic measures 
: s· uld take. 
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DALE A. OLSEN 

THE PIPERS OF ETRURIA: A MODEL FOR RESEARCH IN MUSIC ICONOLOGY 

For approx i mately 400 years, from ca . 700 to 300 B . C . ,  the 
Etruscan ci vi l i zati on fl our i shed i n  north-central I tal y ,  an area 
referred to today as Etruri a.  Unt i l  the Etruscans were fi nal ly 
absorbed i nto the Roman Empire duri ng the second century B. C . , 
they produced many t omb pai nti ngs,  bronzes, and reli efs in stone 
and terracotta that reveal much about thei r cul ture, i ncl udi ng 
musi c. About the mode of musical effort, however, nothi ng i s  
k n own apart from these representati ons frozen i n  time and space. 
Mus i c  i conographic i nvest i gati on reveal s  that double-tubed 
aerophones and lyre chordophones were very common among the 
Etrusca n s ,  whi l e  others, s uch as 'horns ' ,  ' trumpets', and 
'panpipes '  were less  frequent. Thi s study addresses the 
organol ogi cal classi cicat i on of the double pi pe with the 
questi o n ,  ' how can one obtain organol ogi cal knowledge about a 
musi cal i nstrument l ost i n  t i me ? ' Although thi s ubi qui tous and  
eni gmat i c  Etruscan musi cal i nstrument i s  the subject of  thi s 
paper, the purpose of thi s study i s  to test my model of musi c 
i conol ogi cal ( and archaeomusi d)l ogi ca 1 )  i nqui ry, wi th the hope of 
answeri ng the above questi on. 
My model of mus i c  i conol ogi cal i nquiry i s  based upon four 
processes whi ch feed i nto and i nteract with the ulti mate goal , ' mus i col ogi cal knowledge ' .  The model i s  di agramed i n  the shape of 
a Greek cross.  The center of the cross contai ns the object i ve of 
the i nqui ry, which coul d be 1) cultural knowl edge , 2)  
organol ogi cal knowledge, as i n  the present study of the Etruscan 
doub l e-pi pes or 3) other types of knowl edge . The model i s  
conceived as hol i st i c  and i deal i st i c .  Because data are usual l y  
i ncompl ete, however,.certain processes may have to be omi tted . I n  
some Situat i ons,  such as the i nterpretat i on of geometric deSi gns 
of prehi storic artifacts for examp l e ,  mus i c  i conographi c sources 
do not exi st,  apart from the arti facts themsel ves. With the 
present Etruscan research, archaeomus i co l og i cal sources do not 
exi st. I n  other si tuati ons,  perhaps the ethnol ogic anol ogy or the 
hi storiographi c processes may not be possi ble . I thi nk of each 
process as a step towards focusi ng on the ulti mate mus i co l ogi cal · 
goal , and unt i l  al l four can be consi dered i n  depth ( whi ch 
admi ttedly would happen only rarely) , ' tota l '  knowl edge wi l l  not 
be attai nable.  
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I was sti mu l ated to do research on the pi pers of"Etruri a whi l e  
v i s i t i ng the ' B uongi orno Etruschi ' Etruscan exh i bi t  at the 
Fl orence Archaeo l ogi cal Museum in October, 1985. At that di spl ay 
many arti facts depi cti ng pi pers were exh i bi ted. Knowi ng that the 
Greek aul os i s  cal l ed a double-tuned shawm by musi col ogi sts and a 
doubl e-tubed fl ute by art h i storians,  and that the dou b l e  pi pes 
of the Greeks. the Etruscans. and the Romans. are u s ual l y  
di scussed i n  the same breath 1. I a sked mysel f ' what do we 
real ly know about the Etruscan double pi pes? ' Do schol ars say 
Etruscan pi pes are the same as Greeks pi pes because (1) they l ook 
the same, or (2) si nce t here were Greeks l i vi ng i n  Italy at the 
t i me .  the Etruscans must have l earned from them how to make 
pi pes, or i s  it because (3) the Etruscans were actual ly Greek 
mi grants? Even i f  any of the above were true. what do we real ly 
know about t he organol ogy of the Greek pi pes? How does one arri ve 
at sci enti fi cal ly estab l i shed concl usi ons about cultures that 
l i ved mi l lennia  ago? And , more speci fi cal ly, how can one 
sci enti fi cal ly concl ude what ki nd of i n strument the double  pi pes 
of the Etruscans was? 
I n  t h i s  study. I wi l l  fol l ow the processes of my mus i c  
i conologi cal mode l ,  presenti ng the many vari abl es i nvol ved. and 
basi ng my con c l u si o n s  on sci e nti fi c methodol ogy. Alt houg h  the 
s ub ject matter i s  fami l i ar, it is al so probl emat i c .  My 
presentation wi l l  attempt to be a bas i s  for di scuss i o n .  not 
necessari ly about t he s ubject matter. but rather, the method 
empl oyed. Each process of the model wi l l  be expl a i ned i n  detai l 
as app l i ed to the s ubject matter, usi ng color and b l ack-and-white  
sl i de s  for the  mus i c  i conographi c and other data .  The major 
objecti ve of t h i s  paper i s  to present a model for the study of 
musi c i conographic  materi al s that woul d  take the di sci p l i ne 
beyond the descri pti ve stage and i nto a sci enti fi c one; hence, 
t he term ' music  i conol ogy ' i s  app l i ed .  
1. Franci s  Col l i n son,  i n  The Bagpige .  The h i story of 

a musi cal i nstrument ( London an Boston: Routledge & Kegan 
Paul. 1975). sk1ms over t he Etruscan pi pes d uri ng hi s 
di sc"ussi on of Greek and Roman pi pes. Febo Gui zzi and 
Roberto Leydi , however, i n  Le zampgone i n  Ital i a ,  vol . 1 
( Mi 1 ano: G. Ri cardi & C. . 19B5). present some detai l s  about 
the Etruscan i nstrument. Part i ci pants are encouraged to 
read Chapter One , ' Antiquity ' .  from the former, and pages 
31-53 i n  the l atter. These wi l l  provide an excel l ent 
background on the double pi pes i n  the anci e nt worl d. 
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WALTER SALMEN 

ICONOGRAPHIC PROBLEMS IN RELATION TO THE PICTORIAL THEME OF THE 
'PEASANT'S DANCE' ( summary) 

I n  the 'Dude en nieuwe Hol l antse Boerenl ietie s  e n  Contredansen' 
( o l d  and new Dutch Peasant's songs and contredances ) .  which were 
sol d in Hol l and about 1700 in several editions of Estienne Roger. 
t he term 'De Boere Dans' ( t he peasant's dance ) with or without 
'Klempen' ( wooden shoes) is one of the many names for pieces 
notated in one voice. 
These titles, which referred wit hout specification to al l the 
representatives of t he biggest social c l ass at the time. were in 
the 17th century al ready connected with a classification-system. 
existing of a cl ass-orientated division in court dance - civic 
dance - pea.sant's dance. .-. 

I n  'Minnesang' a l ready the 'dorperl ich' coarse dancing. the 
. unbrid l ed 'ridewanzen' was contrastingly pl ayed off against the 

chaste ' siffel n' on tiptoe. Dancing 'in paurenweis' ( NUrnberg 
1479)  meant coarse. simp l e. cl umsy, offensive behaviour with l oud 
screaming. acoustical ly associated wit h the droning noise of 
bagpipes and shawms. Graphic artists. l ike for instance Johann ;' 
Theodor de Bry. depicted t his topos, in which they accentuated 
il l ustrative examples of t he distinction of courtiers in the 
upper part of the print,  in a sequence underneath however the 
c l iche of t he unwiel dY 'Dorperlichen' ( vil l ager) . 

_ • � i"_ 

The term 'Vol kstanz' was not bein� used before the
' 

begi
·
nning of 

the 19th cent;ruy. t hough we meet touret'. 'Paysanne' ( for 
instance in Austrian l utetabul atures of the 17th century ) .  'buren 
dantz' ( Nord l ingen 1491) or 'Baurentanz' ( bei Lauremberg . 1653) , 
'Dans voor Boeren en Boerinnen' ( Hol l a nd c .  1700) etc. 
Many witnesses give evidence of the superiority of an upper 
c l ass. that cl aimed to possess excl usive l y  decency. 'honnetete, 
Modestie. Sittenhafte Manier' ( Joha n n  Pasch 1707, preface ) .  The 
inferior peasants on the other h and incorporate consequently 
instinctiveness and foo l ishness, t he 'geringe' and  'gemeine'. 
Several paintings and prints refl ect this,negative st� l ization by 
means of topic el ements. I 
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We may ask ourselves how, for whom and for which purpose do these 
conventional ly cal l ed ' Peasant ' s  dance ' pictures bear evidence, 
to these social reservations? What do the pictures learn with 
relation to choreography? Are they to be considered as depictions 
of reality or as al l egories? 
An answer to these probl ematics is at the time only partly 
possible. One thing may be certain, that before the second half 
of the 18t h century artists didn ' t  aim at the·.representation Of 
the common 1 ife of a 1 1  groups of the popul ati on� 
Pictures had other purposes . In any case they courd be useful, as 
opposed to t he literary sources,  to consol idate and elucidate the 
reputation of the patrons and owners of pictures, tapestries, 
engravings or porcelain figures, who considered themselves as 
bel onging to a higher social rank. 
Pictures of peasant ' s  dances are therefore easy to identify, for 
they are characterized by stereotyped .. motifs, poses and 
attributes, that remained more or less the same in many European 
countrie s .  

: :  ' "  -," 

, '., .' ..... : 

";.1,",(",. 

" . 

, 

.� .-

" 

� 
."' -" � v-./ ' .. \ • . ' 

, .' ,  > � � t 
.. " 

.; ! ; .. : 
, 

17 

:.: 

- .... , 

" "  -

-- ---_. 



GEORGE SAWA 

DISCREPANCIES BETWEEN TEXTS AND ILLUMINATIONS IN MEDIEVAL ARABIC 
AND PERSIAN MANUSCRIPTS 

I propose to study descrepanci es between text and 
i l l umi nati on i n  a thi rteenth-century copy of Ki tab al -Aghani 
(Book of Songs) of a l - I sbahani (d .967 ) ;  an e i ghteenth-century 
copy of the anonymous fourteenth century Pers i an Kanz al-Tuha; 
(Treasure of Rare G i fts ) ;  and the anonymous Arabi c  Kashf al­
Ghumum (Unvei l i ng of Grief ) .  I shal l propose possi ble causes for 
such di screpanci es,  suggest methods to deal with i conographi cal 
problems, and present i ss ues and probl ems for debate among the 
confere n ce parti cipants . 

Di screpancies pertai n to the fol l owi ng area:  

1 .  I nstrumentati on i n  ensemble mus i c. Fi g .  1 s hows from l eft 
to rlght: lute, tamDourlne, flute, tambourine,  and harp 
pl ayers . Nowhere i n  the Ki tab al -Aghani have I been 
a b l e  to fi nd such a combl natl on. Percussion i nstruments 
were hardly ever used in ensemb l e  music and tambouri nes 
used by sol o si ngers for sel f-accompaniment. Si mi l arly the 
harp was used for s e l f-accompani ment and joi n ed no other 
i nstruments . the only combi nation supported by the text i s  
the l ute and fl ute. The i l l umi nati on i s  thus a mi s l e adi ng 
representati on of the text and can be attri buted to the 
factthat the copyist was not the arti st, that the arti s t  
was unfami l i ar w i t h  the text, that the arti st' s des i re for 
symmetry was more important than preci s i on ,  or that the 
arti sf may honestly depi cted the practi ces of hi s own era 
{13th century and not the era of the text (16th to 10th 
century) • 

2. Posture i n  pl ayi n g  a n  i nstrument. F i g .  2 s hows a psal tery 
player holdl ng the instrument on hi s chest wi th h i s  left 
hand on the tuni ng pegs and only the ri ght hand pl ucki ng 
the stri ngs .  Thi s mi ni ature prompted musi col ogi sts to 
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concl ude that thi s was the performi ng posture. The text, 
however, c l early states i n  two separate passages that the 
common practi ce i ncl uded both hands pl ucki ng the stri ngs.  
(Thi s  passage has i mportant i mp l i cat i ons for European 
psaltery p l ayi ng commonly bel i eved to be done wi th one 
hand).  The arti st probably ai med at s howi ng the face of the 
i nstrument at the expense of proper posture of two hands 
pl uck i ng a psal tery l ayi ng on the p l aye r ' s  l ap. 

3. Str i ng di str i but i on. Fig.  3 s hows a dul ci mer wi t h  stri ngs 
trlchordat ty set. the text clearly states that the twel ve 
bottom stri ngs were tri chordal ly set but i mp l i es t hat the 
remai n i ng ni nety-s i x  were quadri chorda l ly tuned . The art i st 
probably read only the l ast few l i nes of the passage and 
assumed a uni form tri chordal tuni ng . 

4. I n strument shape .  Fi g .  4 s hows a l ute w i t h  a ci rcul ar sound 
box. the dImensIons a nd proporti ons g i ven i n  the text 
contradi ct such a shape and poi nt to an oval shape. Three 
other copi es of the s ame manuscri pt s how an oval s hape. The 
arti st di d not read the text and very l i ke l y  found i t  
easier t o  draw a circle  with a compass than draw an oval 
body. 

5 .  Fretti n�. Fi g .  4 shows frets on the l ute. Fretti ng was 
common In the ei g hth to the thi rteenth century but there 
i s  no i ndi cati on of fretti ng in the fourteenth century. 
The three other copi es of the same manuscri pt show no frets 
a nd corroborate the text. The arti st who did n ot read the 
text was undoubtedly i nfl uenced by earl i er i l l umi nations.  

6 .  Parts of  i nstrument body. Fi g .  5 is  supposed to represent 
an InnovatIve trend In Egypti an harp mak i ng ,  namely the 
i ntroduct i on of a wooden board covering  the area from the 
top of the neck a l l the way down to t he bridge. The board 
was to di vide one set of str i ng s  from the other and hide 
one of the pl ayer's hand. The carel ess arti st here repeated 
earl i er i l l umi nati ons. 
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I t  seems almost certain that the copyist and the artist 
were not the same person. The artist ' s  s l opiness and 
unfamil iarity with the text caused anachronistic il l uminations: 
either in t he form of automatic reproduction of earl ier 
il l uminations unfitting to the practices of the manuscript era, 
or reproduction of the artist ' s  contemporaneous practices 
unfitting to the manuscript era. Artistic licence was al so an 
important factor which pl aced the artist ' s  fancy and care for 
symmetry above precision.  
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?ig.l Illumination in a thirteenth-century 
copy made in Iraq of the tenth­
century Kitab al-A�nI (Cairo, 
National Library, Adab 579). 

Fig.4 Lute in Kanz al-Tu�af. 

Fig.2 
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Illumination of a psaltery 
in the fourteenth-century 
Cairo Ka�f al-Ghumum 

Q v 
(Istanbul, Top Karp1 SaraY1, 
A. 3465). 
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Fig.3 Illumination of a dulcimer in tho 
fourteenth-century Kanz a1-TuQaf 
(Brit. Mus. Or. 2361). 

Fig.5 Harp in Ka#hf al-Ghumum 



TILMAN SEEBASS 

THE ROLE OF ICONOGRAPHY IN THE RECONSTRUCIJON OF MUSIC HISTROY OF 
NON-LITERAL TRADITIONS 

. 

Most non-Western music cul t ures s hare wit h European fo l kore t h e  
characteristic pecul iarity that t heir historical devel opment -
being based on oral tradition - is s l ow and very hard to define.  
Monuments of the visual arts are therefore a most we l come 
secondary source which can provide some information about 
aesthetica1 . spiritual . and social concepts pertaining to the 
arts and music in general and about instru me nts and performance 
in particul ar. But of course the paintings and scul ptures are 

. often diffi cult  to date. and t hey are not more re1 i ab l e  for 
Real ienforschung in non- l iteral t raditions than in literal 
tradl tons.  Fortunately we h ave some h e l p  in ethnographic dat a .  
i. e .  i n  t h e  evidence provided by l ive music. since t h e  music of 
non- l iteral traditions tends to be more conservative and permits 
a l onger projection into the past. Musical historiography then 
requires here the pursuit of different roads of inquiry. Let me 
exemplify this with two examp l e s .  

The first one is the famous charivari scene in t h e  roman de 
fauvel .  an encyclopedic satire by Gervais de Bus and Raoul 
Chal Iiou from t he second decade of the 14th century. A story 
reaches a climax when Fauve1 joins Vaine G 1 0ire in the nuptial 
bed and a c harivari breaks out . It is vividly described. then 
suppl emented by a scene with the Hel l equin and his wil d hunt. 
There is no doubt that Raoul Chail 1 0u who interpol ated t h e  
scenes. a n d  the nob l e  audience which is adressed by the Roman 
must often have seen a charivari in the streets of P aris-ana-must 
have been familiar with the ghost t a l e  of t he He1 1 equin a nd his 
fo 1 1  owers. Together wi th the gaudy processi ons at cl eri c feasts 
the charivari has a direct rel ative in carniva1esque processions 
as they are stil l practiced today in Europe. with masks. wagon s .  
obscene songs. devilish noise. a n d  c haff throwing. Charivari. 
feast of foo l s .  and carnival carry the function of RUge . As tool s  
for expressing criticism and for punishing or at least publicly 
exposing misdemeanour. they fit perfectly in a satirical poem. 
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Turning to t he i l l ustrator, we can be sure that when he pai nted 
t he scenes he drew as much from rea l i ty as the poet. After al l ,  
i t  was exactly the P ar i s i an real i ty whi ch provided bot h ,  author 
and painter, wi th the i ncenti ve to create the sat i re .  No matter 
how much a satire may draw from model s of other generat i ons or 
peri ods, b y d e f i n i t i o n it must al ways take i s sue wi t h  
real i ty itsel f and i t  wou l d  never be succesfu1 i f  the audiencce 
could not recogni ze itself  i n  the presentati on. Moreover, whi l e  
for most other scenes the pai nter coul d fol l ow pi ctori al mode l s ,  
for the compositi on of our scene there was not only no i ncent i ve 
but probably al so no oppurtunity to do so . 
With the help  of a few other pi ctures, i t  can be shown that 
animal di sgui se, drummi ng , dancing ,  even pl ay i ng a bowed 
i nstrument are part of a secul ar mus i cal pract i ce out s i de the 
church door, whi ch goes back to the early mi ddl e age s .  
Conc l usion: The chari vari p i ctures are uni que for thei r 
folkorl stlc and sat i r i cal val ue.  They are a) very helpful for the 
eval uati on of how musi cal and pi ctori al means are appl i ed and 
understood by the court circles i n  whi ch the sat i re was written 
and to whi c h  it was addressed, b) they gi ve evi dence of an old  
musi cal practi ce, and c )  they al so s hed l i ght on music pi ctures 
before and after because they are so unambi guous .  

The second exampl e i s  a p a i r  of reli efs from t h e  Borobudur temple  
in  Central Java . The fi rst of the  two represents the  musi cal 
entertai nment offered to a Boddh i s atva and h i s  consort; cel esti al 
nymphs are presenti ng a so l o  dance and pl aying transverse fl utes, 
one l arge and several l i ttle cymbal s, and a drum. The model for 
t h i s  entertai nment has to be traced to I ndi an courts, but of 
course that does not sol ve the questi on whether such music was 
a l so seen i n  Java . Since written documents pertaining to the 
music of that peri od h ave not survi ved, we have to examine l ater 
rel i efs, consult the passages deal i ng wi t h  court mus i c  i n  
Javanese l iterature, and compare the fi ndi ngs wi th ethnographi c  
data. Thi s i s  not too di ffi cul t thanks to the fundament laid  
s i xty years ago by Jaa p  Kunst and Roel of Gori s.  The two authors 
c o l l ected pi ctures ,  archi val documents, and l i t erary evi dencce 
for music from more than hundred sources. Whi le organol ogi cal 
terms from Sanskri t  remai n i n  the l anguage and l i terature of the 
l ater centuries,  i n  t he vi sual arts the Indi an musi cal themes 
seem to fade away . Thi s  makes i t  di ffi cul t to l i nk word and term 
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to object and picture . The rel iefs yiel d better results if we 
analyze them from the point of musical structure and sound. Three 
groups of instrume nts with distin ctly different functions can be 
recogni zed: the fl utes whi ch carry the tune or mel odi c thread, 
the c l ay drum which provides the scanning rhythm, and the cymbal s  
which give col or and rhythm at the same time. How c l ose can we 
come to this musical structure with ethnographic evidence, i .e .  
l ife music? The most unusual and obsol ete of al l musical 
ensembles rel ated to I ndianized courts in I ndonesia is the gambuh 
dance drama. It has, to my knowl edge disappeared in Java but 
s urvived in Bali at a few courts. It consists of a group of l ong 
fl utes to which a rebab and a singer can be added,  two sl ighty 
conical hand drums, a variety of smal l metal l ophones which 
provide a sweet, ringing and tinkl ing sound ( but are not pitch 
oriented ) ,  and a hanging gong.  None of the instruments is 
directly rel ated to the Borobudur instruments but the e nsemb l e  
produces the same basic musical structure. 
The second relief from the Borobudur shows a rural scene of music 
entertainment in which street musicians provide amusement to a 
person of some rank . None of the pictorial el ements seems to be 
rel ated to I ndian model s; in fact, the prominently displ ayed 
mouth organs have been key witnesses for Southeast Asian cul ture 
since prehistoric times .  We learn through ethnographic evidence 
that in the archipe l ag o  the instrument survived in 
Kal imantan/Borneo. 
Concl u sion: Al though nothing is known from written records about 
the mUS1C cul ture in I ndonesia in the first mil l ennium, some 
answers pertaining to I ndonesia ' s  music history can be given. a )  
The I ndian music culture did not establish itsel f on the 
archipel ago in a vacuum. b) even the most I ndianized I ndonesian 
musical genre was not immune to the idea of col otomy. c) I ndian 
concepts of music were c l ose enough to Southeast Asian concepts 
to infl uence the indigenous music, but they cou l d  only survive 
if they absorbed some indigenous el ements . The l ess they 
absorbed the more they were bound to remain esoteric. 
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MARK SLOBIN !' -

ICONS OF ETHNICITY: LOOKING AT EURO-AMERICAN MUSICS 

Among European-American s ,  ethnicity is a vol untary, symbol ic 
activity. That is, Euro-Americans can choose to i dentify 
themsel ves with their O l d  World  roots and are free at any time to 
invent symbol s  which wil l carry the i r  current interpretation of 
what those roots mean to them in  any given generation. Unl ike 
earlier mode l s  of American ethnicity , which assumed steady 
evol ution from i mmi grant status through accul turation to 
as simil ation, this interpretation al l ows for a vol ati l e  ethnic 
expressive c u l ture which is constantly renegotiated, si nce it 
fol l ows no straight-l i ne trajectory. 

I n  thi s compl ex,  shifting world  of sel f-conceptual ization ,  music 
a l ways pl ays an extremely important rol e. Though it is often 
stated that music ' refl ects' cul ture, in the case of American 
subcul tures, m usic is strongly constitutive: you are what you 
sing, p l ay, and dance. The artifacts of ethnic musical systems 
-sheet music , record al bums- can stron g l y  reinforce the val ues 
encoded in the music itse l f .  The visual images projected by sheet 
music folio cbvers and record al bum graphics advertise the 
val ues of the songs and tunes they stand for, but do even more: 
they comment on and ampl i fy the music ' s  me s s age , adding a l ayer 
of interpretation which tel l s  us just how rich the content of 
ethnic artifacts can be. 
The present paper begins with my previous work on the iconography 
of Jewish-American sheet music from the period 1890-1920s as a 
starting-point for investigation and moves on to a consideration 
of currently avail abl e Jewish and Pol ish-American record al bum 
graphics to show the continuity in the treatment of symbolic 
ethnic identity impl icit in these popul ar cul ture objects . I n  
partic u l ar,  we wi l l  survey two themes identified in the ol der 
material :  1) a consistent set of symbol s  as markers of group 
identity, e . g. the use of idealized Bible-land imagery to 
represent Jewishness as opposed to the pos sib l e  use of 
' ethnographic' imagery depicting the Eastern European Jewish 
immigrants in their actual homel and; 2 )  p a ra l l el ism and 
divergence between ethnic and mai nstream themes, e . g. the 
mainstream American and Jewish-American depictions of the 
sin k i ng of the ' Titanic' in 1911 as expressed on sheet music 
covers , inc l u ding the di fference in content between the two 

. . .  
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versions as expressed both in il l ustration and song text s .  
In technical terms, features s uch a s  variable use of l ine-drawing 
and photography are briefly surveyed for their semantic 
qualitie s .  

For the newer repertoire, the paper concentrates on the depiction 
of specific musical groups,  where t he iconography of performing 
artists and t heir settings carries much of the il l ustrations ' 
message. With the decl ine of sheet music as the main marketing 
unit for ethnic musics, the focus of iconographic study shifts to 
record a l bums which, in the l ong-pl aying record era beginning c.  
1950, become the central artifact. In this post-Worl d  War I I  era, 
the dance/concert band becomes the principal symbol of ethnic 
musics among most Euro-American groups. For the Jewis h  material , 
we have the particul arly hel pful example of a genre cal l ed 
kl ezmer music which is created as a concept in the mid-1970s and 
defined in terms of marketing with the 19 77 release of the first 
al bum by the pioneer band, the ' Kl ezmorim ' . After a brief 
explanation of the genre ' s  background, the �aper detail s the 
changes in concept il l ustrated by the bands successive al bums, 
al ong with examp l e s  from paral lel kl ezmer bands to devel op 
general theme s .  As with the earlier sheet music case, graphic 
characteristics s uch as l ine-drawing vs.  photography can be 
seen as strong ly symbolic. Other technical features such as the 
differing messages on the fronts and backs of record jackets are 
also il l ustrated. The two general themes identified above for 
sheet music ( internal sel f-conceptual ization and dial ectice with 
mainstream mode l s )  are al so shown to be stil l operative among 
today's jewish-Americans . The Polis h-American material centers on 
al bums of pol ka bands, the basic organizing unit of that grou p ' s 
musical identity. Comparison and contrast with t he klezmer 
material wil l help  identify general concerns of ethnlc 
iconography. 
Final ly, brief reference to record graphics of American Indian 
music wil l provide both a control on hypotheses devel oped 
and evidence that the sense of symbol ic ethnicity presented can 
even be extended to groups wel l  beyond the pale of Euro-American 
identiy .  this sort of continuity reinforces a basic premise of 
the paper: pop u l ar music artifacts can be a val uab l e  source of 
iconographic analysis of cul t ural processes. 
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N ICO STAITI 

IDENTIfICATION Of MUS ICAL INSTRUMENTS AND SYMBLOLIC NATURE Of 
fIGURES : 
SHEPHERDS IN 'ADORATION OF THE SHEPHERDS ' I N  SICILY. 

One of the earl i est known S i ci l i an representati ons of the 
Nati v i ty i s  to be found i n  a rel i ef of an early-Chri sti an ( 4t h  c.  
A.D. ) sarcophagus of AdelEh i a. Between thi s .  however, a nd the 
14th-15th century ' Adorat l on of the Shepherds ' ,  to be exami ned 
l ater, there appears an al most total gap i n  Nati v i ty 
representat i on s .  It i s  h i g hly probable of course that thi s 
s i l e nce i s  merely one of documentary evi dence and t hat between 
the 11th and 1 3th cent uri es i n  S i c i l y  as el sewhere i n  Italy -
l i turgi cal pl ays and sacred representat i ons were wi despread . 
These wi l l  a l most certai nly have i nc l uded C hri stmas p l ays, but i n  
S i c i l y  documentary evi dence beg i n s  as l ate as the 17th century. 
wi th a descri pt i on of the Casazze. processi onal pl ays performed 
i n  t he Madoni e Mountai ns.  EVldence of these pl ays can be traced 
from the 17th centruy through to the present day. 
Between the 15th and 16th century, scul ptors from L ombardy and 
Tuscany settled i n  S i c i ly.  work i ng ma i n l y  on commi s s i on for the 
cl ergy. O ne of their most common subjects - ( see e . g. the works 
by Domeni co and Antonel l o  Gagi n i )  - was the Holy Vi rgi n .  The base 
of the statue often carries re l i efs of t h e  ' An n unci at i on ' ,  the 
' Nati v i ty ' , the ' Adorati on of the Shepherds ' .  and the ' Magi ' .  
From t h e  16th c .  onwards. the ' Nati vi ty '  i n  general and the 
' Adorat i o n  of the Shepherds ' i n  particul ar. seems to have become 
i ncreas i ngly i mportant. At fi rst rel egated to the p l i nth of the 
Vi rgi n ' s  statue - represented as but an epi sode i n  the story of 
t h e  Holy  Vi rgi n - it soon became the mai n  subject for l arge 
canvasses.  In terms of pi ctorical popul arity ,  the ' Adoration of 
t h e  Shepherds ' reached i t s  peak between t he l ate 16th and mid 
17t h century. The spi rit of the counter- Reformati o n  led to an 
attempt to secul ari ze the sacred i mage. From t he extra-spaci al 
a nd extra-temporal atmosphere of the 15th century pai nti ngs of 
the Vi rgi n ,  where s he i s  a l most al ways depi cted standi ng on a 
h al f moon al l egori cal ly and magi cal ly ci rcumscri bed by hosts of 
ange l s  formi ng a hal o ,  there was now a move towards 
representations of dai l y  l i fe i n  fami l i ar s urroundi ngs,  p l ayi ng 
on the h u man and sent i mental aspects of rel i gi on .  
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The supernatural albeit  deli mited by celestial choirs and usually 
placed at the top, i s  so only i n  terms of the h i erarchy of t he 
compositi on. It i s  otherwi se marg i n al to the mai n  scene and 
almost always smaller i n  si ze. As a res ult, h uman f i g ures ,  
dep i ct i ons of simple and ' fami li ar '  people gai n  promi nence 
fami li ar i n  t he sense both of ' recogni zable to t he beholder ' and  
' si mple, plai n and homely '  as  trad i t i onally typ i fied by the 
s hepherd. At t i mes, the angel appeari ng to the s hepherds is g i ve n  
h i s  own space wi t h i n  a pai nti ng depi cted i n  a separate frame 
above to the ri ght of the Holy Family. Taken by s urpri se by t h i s  
holy event whi le goi ng about thei r dai ly busi ness,  these people 
are s hown carryi ng objects and weari ng clothes typi cal of thei r 
status and occupation,  underli n i ng thereby the h uman aspect and 
maki ng for i mmedi ate i denti ficat i o n .  
I n  thi s way, t he folk musical i nstrument, together wi t h  the 
cheeses, the s heep, and the s heaves of grass t akes on a symboli c 
but not allegori cal role. It underli nes the atmosphere of every 
day fami li ari ty t hrough the fact that i t  i s  known a nd played i n  
t he area i n  whi ch the art i st works and/or area the pai nti ng i s  
dest i ned for ( and i n  S i c i ly i n  thi s peri od the two areas are 
often one and the same ) . Furthermore we must cons i der the role 
played by ' t ableaux v i vant s '  a nd the sacred processi onal plays 
( for whi c h ,  i n  17t h  c. Si cily there i s  i ncreasing  evi dence) i n  
determi n i ng t he treatment of t h e  N at i v i ty a nd t h e  ' Adorati on of 
t he S hepherds ' .  The work of art combi nes scenes and the 
posi t i o n i ng of characters i n  the li ve represent ati ons i nto a 
stati c compositi on. Shepherds depicted i n  counter-Refromati on 
pai nti ngs are almost certai nly closely related to the ' suonanti 
chi la cornamus a ,  chi altro strumento pastorale ' ( ' who played the 
bagpi pe ,  who other pastoral i nstru me nts ' ,  PITRE' , 1876 )  of the 
Casazze and sacred representati ons documented i n  S i c i ly from the 
17th century to the present day . It i s  obvi o u s ,  however, that the 
relat i on s h i p  between li ve and pi ctori al representati ons cannot 
have been one way. Probably, the close ties betweeen play and 
pai nti ng have determi ned reci procal i nfluences and modi ficati ons.  
I t  i s  i n  these ties that we may fi nd the confrontati ons, 
amalgamati on a nd di fferences between popular reli gi on and 
offi c i al reli g i o n  i n  counter-Reformati on S i c i ly .  
I n  the 18th century, pai nti ngs of t h e  ' Adorat i on of the 
Shepherds ' h av i n g  almost completely di sappeared, the ' Creche '  
becomes enormously popular, both wi t h  the common people and i n  
art, both life s i z e  and mi n i ature. The fi rst evi dence of thi s  i n  S i c i ly 
dates to the 16th century. Between t h e  17t h  and  18th centuri es, 
the ' Creche ' ( born perhaps from the i ncreas i ng substituti on 
of li ve actors i n  sacred representati ons by papi er mache fi g ures ) 
has  a place i n  i t s  own ri ght as part of the Chri stmas ritual i n  
the home. 
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I n  al l the representati ons of the ' Adorat i on of the Shepherds ' 
consi dered so far ( dramat i c ,  on canvas, i n  the creche) the 
shep herd-musi c i a n  i s  a must. As sai d earl i er ,  the i nstruments 
used are general ly t hose to be found i n  the areas i n  whi ch the 
representations are produced and exhi bi ted. In S i c i l y  thi s  
usual ly means the a paro bagpi pe ( an equal chanter, even today 
wi despread throughout S i c i l y  and Southern Cal abri a )  and fl utes,  
often double or s i mpl e ( the presence of whi ch i n  S i ci ly i s  
acknowl edged i n  bi b l i ograph i c  references and, i n  the case of the 
doubl e  fl ute, by i ts conti nued presence i n  and around Messi na ) 
but i n  some cases si ngl e pi pe and even Renai ssance ba ss 
traverse. 
Gl ven the I tal i an representations between the 16th and 17th 
centuri es of bagpi pes, oboes a nd c l ari nets - si ngle and mu1ti­
p i pe s  - and fl utes p l ayed by s hepherds or at l east pl aced i n  
pastoral setti ngs, I feel we can say that there are two basi c 
reasons for the ties between the above me nti oned i nstruments and 
the pastoral worl d .  Fi rstly, these i nstruments are actual l y  - and 
i n  some cases exc l usively - shep herd s '  i nstruments and most 
probably that was t he case, at l east i n  Southern I taly, al so i n  
the 16th and 17t h centur i e s .  Secondly,  the topos deri ved from 
anci ent myt hol ogy i nvol ves the representat i on of musi cal 
i nstruments. Anci ent art had transmi tted to I tal i an Renai ssance 
cult ure, the i mage of t he syri nx ( pa npi pe) a nd the au1 0s as 
attri butes of rural di vi niti es and of goat- shaped satyrs as 
opposed to stri nged i nstruments whi ch are ari stocrat i c  symbols  of 
spi ritua l i ty .  Together, these two basi c reasons have determi ned 
the s hepherd ' s  i conography. 
At Chri stmas, now and defi n i tely from at l east te mi d 19th 
century, the p l ayi ng of a paro bagpi pes i n  S i ci l y,  as wel l  as of 
other types of bagpi pes, oboes and doub l e  fl utes i n  Centra1-
southern I t al y ,  i s  i ncreasi ng consi derably.  Mu sici ans are cal l ed 
to pl ay for money i n  pri vate h omes i n  front of t he Creche and i n  
the street i n  front of i cons.  Tens,  perhaps hundreds of pl ayers 
use t hei r i nstruments for only n i ne days a year for the 
Chri stmans noven a ,  the only recogni zed and pai d ritual occasion 
i n  whi ch the l nstrument i s  used . The repertoi re of the a tato 
bagpi pe ( be i t  as a sol o  i nstrument or as an accompanime n  0 
vocal mus i c )  - as wi th other I t al i an bagpi pes - i s  reserved to 
Chri stmas.  
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Bagpi pes and mul ti-pi pe fl utes were and sti l l  are shepherds 
i nstruments. They were used to accompany parti cul ar moments of 
the shepherds soci al and work i ng l i fe .  It woul d appear that there 
was no parti cul ar corre l at i on between thei r use and the Chri stmas 
festi v i t i e s .  An expl a nati on for thei r present associ ati on wi t h  
Chri stmas ri t ual s i s  rather to be sought i n  thei r representat i ve 
symbol i c  funct i on i n  i conography and i n  holy pl ay s .  
Si ci l i an pastoral i conography - and perhaps that o f  Southern 
Italy - has then pl ayed an active role i n  determi n i ng the ritual 
use a nd repertoi re of several mus i c al i nstruments, a nd i n  
part i c u l a r  of the a paro bagpi pe. The representat i ons acted as a 
di stort i ng mi rror. 
By i ncl udi ng certai n l ocal wi nd i n struments they projected an 
i mage of these i nstruments as bei ng di rectly l i n ked to the 
cel ebrati on of Chri stmas . Thi s  was probably conso l i dated when the 
' tabl eau vi vant ' became the ' C reche ' .  The progressi ve 
s ubsti tution of l i ve actors by papi er mache, terracotta and wax 
fi g ures meant t h at only one flesh and bl ood actor remai ned: the 
musi ci an whose funct i o n  coul d not be taken on by an i nanimate 
object. 
The N ovena i n  the home and i n  the streets was al so p l ayed, up to 
1950 ci rca, i n  Si c i l y  by the orbi , b l i nd fiddlers and citarruni 
( pl ucked two-o r-three-stri n gea-Das s )  pl ayers.  Together wlth the 
bagpi pe pl ayers they shared customers and i n  thi s century -
zones .  These orbi represented an alternati ve way of gi vi ng l i ve 
sound to t h e  � i v i ty ' . In  the N at i v i ty representati ons the 
ange l s  were depi cted pl ayi n g  stri ngs,  organs and natural 
trumpets.  
As the tradi t i o n  of the orbi di ed out the bagpi pe p l ayer took 
thei r pl ace thereby extendl ng a tradi tion  born i n  the 16th 
century. The bagpi pe pl ayer mai ntai ns t h i s  ri tual of the 
shepherd ' s  offeri n g ,  p l ay i n g  every year in each home from the day 
of Immacul ate Concept i on to the 25th of December. 
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LISBET TORP 

THE RESOUNDING CHAPEL OF RYNKEBY CHURCH IN FUEN ISLAND, DENMARK 

r 

The paper dea l s  with the i nteresti ng fou'nd of al together 31 
depi cti ons of ange l s  p l ayi ng di fferent i nstruments rang i ng from 
those usual ly empl oyed i n  eccl ci si asti cal mu s i c  to those c ommon i n  
the secular  reperto i re dur i ng the 16th century. 
The restorati on was carri ed out from 1965-67 and the 
i l l umi nati ons gi ve a comprehensive survey of the musi cal 
i nstruments of the period.  

The frescos are wel l preserved whi ch makes  i t  pos s i b l e  to study 
not only the i nstrumentari um per s e ,  but the vari ous p l ayi n g  
techn i q ue s  con cerni ng the majority of the depi cted i nstruments . 

Rynkeby church appears as a typi cal Dan i s h  vi l l age church . The 
o l dest parts of the church go back to the fi rst hal f of the 13th 
century, i . e .  the Romanesque Peri od.  D uri ng the l ate Goth i c Era 
the church was enl arged and changed accordi ng to the style  of the 
peri od. 
The latest added extension  i s  probably the chapel on the Northern 
s i de of the church,  i n  wh i ch the frescos are seen. The fi rst 
menti on of thi s ch apel i s  found i n  a report of a vi si tati o n  
carried out by the Bi s ho p  Jacob Madsen i n  the year 1592 . I n  spi te 
o f  i ts Gothi c appearance the chapel i s  supposedly bui l t  i n  the 
middle of the 16th century. 
Concerni ng the dati ng of the fre scos , vari ous vi ew poi nts have 
been presented s i n ce thei r di scovery. Hence, the Dani s h  
musicol ogi sts Mette MUl l er a nd Dorthe Fal con Mol l er both i nc l i ne 
to the opi n i on that the fre sc os were pai nted about 1560. Whereas 
the German scholar  C l a udi a Yal der-Knechtges sugge sts that they 
were created withi n the peri od rangi ng from 1565-1580. The paper 
di scusses the vari ous arguments adduced by the aboveme nti oned 
schol ars concerni ng the dati ng.  

The  paper fi nal l y  deal s wi th some of the questi ons rai sed as  to 
the accuracy of the depi cted i nstruments, the rel i ab i l i ty of the 
presented pl ati ng techn i q ue s ,  the empl oyme nt of model s by the 
arti st, and h i s  possi b l e  sources of i nspi rati on.  
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Thi s fi nal part of the paper i s  di scussed i n  connection wi th the 
presentat i on of a seri es of s l i des whi ch al l ow i ndi vidual studi es 
of each i nstrument. 

The frescos of Rynkeby Church contai n depictions of the 
fol l owi ng i nstrume nts : 

Harp 
Box Zither ( hummel ) 
D u l  c i mer 
Bowed fi ddl e ( vi ol a  da Bracci o )  
Keyed fi ddl e  ( Nyckel harpa ) 
Hurdy G urdy 
V i o l a  da Gamba 
Vi huela  
C l av i c hord ( or Vi rgi nal ) 

Concerni ng the wi nd i nstruments, some of the dep i cti ons are l es s  
unambi guous :  

Shawm ? 
Cornett ? 
Crumhorn ? 
Hunti n g  Horn ? 
Trumpet ? 
Transverse F l ute ? 
Bagpi pe wi t h  1 chanter and 1 drone 
Bagpi pe wi t h  2 chanters and 3 drones 
Al phorn ? 
Pos i t i ve Organ 

The percu ssi on i nstruments are only represented by the fol l owi ng 
i nstruments:  

Tri ang l e  wi th ri ngs 
sma l l  bel l s  
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