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ABBREVIATIONS1 
A-Wn Austrian National Library, Vienna  
D-BKh Kunsthalle, Bremen  
D-Hs Staats- und Universitätsbibliothek Carl von Ossietzky, Musiksammlung, Hamburg  
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F-Pl Musée du Louvre, Département des Arts graphiques, Paris  
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US-Cn The Newberry Library, Chicago, IL  
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1 The abbreviation system used throughout this dissertation follows the standardized library sigla established by the 
Répertoire International des Sources Musicales (RISM), an international non-profit organization founded in 1952 to 
document musical sources worldwide. Each siglum uniquely identifies an institution—such as a library, archive, or 
private collection—that holds music-related materials. The full list and structure of these sigla are maintained by the 
RISM Digital Center in Bern and are accessible online: https://rism.info/community/sigla.html.  
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