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L’Italia e la International Association of Music Libraries, Archives and Documentation 
Centres (iaml) condividono una lunga e proficua tradizione di collaborazione: la fon-
dazione della iaml venne deliberata a Firenze nel 1949 e diverse conferenze annuali 
dell’associazione internazionale si sono svolte in Italia: a Milano nel 1963, a Bologna 
nel 1972, a Como  nel 1984, a Perugia nel 1996 e a Napoli nel 2008.

Nel 2016 questo importante appuntamento internazionale si è svolto per la prima 
volta a Roma, grazie alla stretta cooperazione fra la iaml Italia e l’Accademia Nazio-
nale di Santa Cecilia, presso l’Auditorium Parco della Musica, dal 3 all’8 luglio 2016.

La presenza di trenta bibliotecari musicali (il doppio rispetto al convegno iaml di 
Perugia del 1996), tra gli oltre 120 relatori provenienti da tutto il mondo, è apparsa 
come una conferma della costante, effettiva crescita della professione in Italia.

Questo volume nasce dal desiderio di far conoscere a un pubblico più ampio l’im-
pegno con cui la comunità italiana di bibliotecari, enti e studiosi ha presentato i 
propri risultati di lavoro e di ricerca sul patrimonio musicale italiano in ambito pro-
fessionale internazionale. 
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A Fiorella Pomponi Boceda



Maria Fiore Pomponi Boceda  
Il 29 luglio 2018 Fiorella Pomponi ci ha lasciati, improvvisamente, in silenzio per non 
disturbare amici e colleghi in vacanza.

Con lei abbiamo perso una preziosa collega di lavoro e un’amica discreta e sincera.
Per oltre cinquant’anni ha contribuito all’evoluzione delle norme di catalogazione 

delle risorse musicali, specializzandosi nella gestione dei documenti sonori e nella 
classificazione di tutte le tipologie di risorse.

Nella sezione musica della Biblioteca Comunale Centrale, la Sormani di Milano, 
ha trovato il luogo adatto per esprimere al  meglio non solo le sue competenze, ma 
soprattutto la sua idea di biblioteca come servizio pubblico, in grado di rispondere nel 
modo più semplice e veloce alle esigenze di fruitori diversi.

Straordinaria lettrice di romanzi, con il marito organizzavano in casa delle “serate 
letterarie”, dove presentavano e commentavano le novità appena lette. La sua passione 
e l ’attitudine per la musica, le ha espresse cantando per molti anni nel Canti-Corum, 
diretto dal maestro Vincenzo Simmarano.

Il volontariato era per Fiorella una delle ragioni di vita e poteva praticarlo per 
diffondere la cultura come per aiutare gli anziani ammalati, spesso indigenti, ad essere 
trasportati in ospedale.

Un esempio di  vita da non dimenticare.

Agostina Zecca Laterza
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Roland Pfeiffer
Digital Opera Manuscripts from Private Libraries in Rome

As we all know, in the 18th century music was mainly exchanged by means of 
manuscripts. This is particularly true for the music market in Italy, especially 
for what concerns opera music. Printed editions of “Favourite songs” were often 
published in London, however these could be found less frequently in Italy. It is 
not surprising that Charles Burney wrote about it in 1773:

 The art of engraving music there seems to be utterly lost, as I was not able to find a single 
work printed in the manner we print music in England. […] Musical compositions are so 
short-lived in Italy, such is the rage for novelty, that for the few copies wanted, it is not worth 
while to be at the expence of engraving, and of the rolling-press. Indeed there, as in Turkey, 
the business of a transcriber furnishes employment for so many people, that it is cruel to wish 
to rob them of it, especially as that trade seems more brisk and profitable than any other.1

This is precisely the period I researched with the project Die Opernbestände der 
Privatbibliotheken römischer Fürstenhäuser, now published in German and in Italian 
in <http://partitura.dhi-roma.it/>. During the last few years, in fact, I have been 
studying two private collections of manuscripts owned by Roman aristocratic 
families. I conducted my study about the sources of the Doria Pamphilj archive 
and the even larger opera collection of Palazzo Massimo alle colonne, containing 
over 140 full opera manuscripts, dating between 1770 and 1815 [Image 1]. Among 
these manuscripts there are also some unica of several comic operas, primarily 
from Pietro Alessandro Guglielmi. Further on, there are a lot of scores with op-
eras from Cimarosa and Paisiello, but also some less known composers as Federi-
ci, Nicolini, Fioravanti and Zingarelli are represented in the Massimo collection.

One of the main objectives of this project, which took place at the Music 
Department of Deutsches Historisches Institut (Istituto storico germanico, ig) 
in Rome, was the complete digitisation of these precious sources, a job that has 
recently been completed. In terms of numbers, this means more than 115.000 
single images, also grouped into a 460 file pdf. In the last ones bookmarks have 
been added, which allows the user to easily read the sources and to “ jump” from 
one chapter of the opera to another.

1 Charles Burney, The present state of music in France and Italy, London, 1773, p. 196-197.



Additionally, along with the digitisation of the originals, we created source 
descriptions equipped with music incipits for the rism catalog <https://opac.rism.
info/index.php?id=4>. Descriptions which were never available before are now on 
the world wide web for free. Being responsible for the enrichment of this database, 
made our collaboration with rism stronger and more beneficial. As a matter of fact, 
the rism works as a catalogue of records of the original manuscripts, referring to 
the Biblioteca privata dei principi Massimo (I-Rmassimo) or to the Archivio Doria 
Pamphilj (I-Rdp) as the place where the scores can physically be found; however in 
the same records we put the indication “digital copy in I-Rig”, which refers to the 
availability of digital files in the ig institute. So this project was a 3-level-cooper-
ation: the private owners agreed to make their originals available for digitisation; 
rism agreed to receive source descriptions to be added to its catalogue; whereas 
the project team in the ig institute’s public research library took care of “the rest” 
– such as, among other things, the project’s own website. As this will be one of my 
main focuses today, I would like to point out that regarding the copyright and the 
limitation of open source circulation, we had to abide by the contract we negotiated 
with the owner families. But first I’d like to say a few words about the new platform 
on which specific information about these collections and digital sources have been 
recently published. The platform is called Partitura and contains several introduc-
tive issues [Image 2].

Regarding the rich Massimo collection, we tried a recognition of the most 
important copyists that contributed to the creation of the manuscripts; results 
are ordinated first by the copyist’s atelier of Adami, Cencetti, Rosati and those 
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Image 1 – Giuseppe Vasi, Palazzo Massimo detto delle Colonne, 1754.



which are attributable or doubtful; and in the end by a list of image icons quoting 
characteristic keys etc. from the manuscripts [Image 3].
Partitura is a database with the advantage that unlike a printed publication it can 
be modified at any time, in case of new discoveries. Returning to the copyists, we 
assigned a unique code to each of them: numbers for the Adami ones and alpha-
betic letters for the Cencetti ones.

By searching this unique code in the database, it is possible to obtain a list of 
all the volumes to which each copyist contributed. Obviously you may do other 
kind of cross inquiries between dates, names and titles: adding for example 
“179*” in the field “year” the list will be reduced to those records dating from 
the 1790s [Image 4].

Other researches may involve words form the aria’s text incipits: for example 
I may want to search all the arias which refer to “figli”, “figlie” or similar, a com-
mon rhetoric mean of opera seria. Thanks to this tool I could obtain a list of all 
the arias whereby the incipits contain the words figlio, figlia, figliolette ecc. 

You may also search for composer (e.g.: Sarti) and obtain not only full scores 
of his operas, but also those of operas from other composers (e.g.: Salieri) where 
an aria of Sarti has been put in. A different type of search function: if I were 
searching for all operas titled Alessandro nell ’Indie I would find out that the col-
lections have examples of full opera scores from Anfossi and Cimarosa, as well as 
single arias from Abos, Bach, Piccinni and Sacchini.

259digital opera manuscripts

Image 2 – Die Opernbestände der Privatbibliotheken römischer Fürstenhäuser. Homepage:
<http://partitura.dhi-roma.it>.
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Let’s now see how a single record is structured. It refers to a single act of an 
opera, e.g. Cimarosa’s Alessandro nell ’Indie. Opening the full record, we can see 
not only the text incipits, but also the copyists of the manuscript (just two in this 
case) and the first performance of the work. Following a link it is also possible to 
view the corresponding record in rism, which allows an integrated consultation 
of both databases, with the advantage to see also the corresponding music incipits 
of all single arias and other pieces of the opera [Image 5].

The other link on the right allows you to access the digital images. Now, please 
don’t be too disappointed! Because this link only works if you use the Partitura 
database from inside the music library of the Deutsches Historisches Institut in 
Rome. There you would have seen this digitised score, with its index on the left 
hand side, enables the user to move from one part of the manuscript to another. 
As I said earlier, an important condition to the digitisation project was to limit 
the open access of the digital images according to the owners’ wishes, who as 
could be assumed, aimed to preserve the copyright of these precious sources. On 
one hand, we would have liked to do more for the open access, on the other hand 
we are grateful that the content of these precious sources could be made available 
for research, especially since the conditions of the places where the manuscripts 
are stored could endanger the paper in the future. 

Image 3 – Table with examples of all copyists from Kopisten und Kopistenwerkstätten der Sam-
mlung Massimo von Cecilia Meluzzi und Roland Pfeiffer
<http://partitura.dhi-roma.it/copisti.html>
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Up to this point, the project, (modestly said), could figure in my opinion as a 
model of cooperation between private and public libraries, aiming to improve the 
access to an important cultural heritage and to facilitate research on Italian opera 
from the 18th and early 19th century.

Here and today, anyway, I would like to share with you my thought on possi-
ble projects involving private citizens in a wider context. Some of the questions to 
think on could be: How should an agreement be structured, to fulfil both’s needs, 
those of the public institution and those of the private owner? How can a private 
owner successfully be stimulated to open his collections and to agree to such an 
initiative, considering that the concrete advantages for him are quite limited? 
Which other models of agreement between public and private are imaginable, 
in order to unify the different interests and to obtain a forward-looking result? 
Which future strategies could be pursued to convince private owners to agree to 
an open source presentation of their sources on the internet, as we are all wish-
ing? After my experience, I believe these are the questions we must face for future 
projects. The answers to these questions could have an enormous relevance, when 
we will face some of the many other private collections all over the world which 
still have to be explored and discovered.

Image 4 – Sample search page by copyist identification code and date <http://partitura.
dhi-roma.it/search.html>.
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Image 5 – Sample search page by title with a list of results.



Finito di stampare nel mese di dicembre 2018
presso Seristampa (Palermo) per conto di 

IAML Italia Associazione Italiana delle Biblioteche,
Archivi e Centri di documentazione musicali
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