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PREFACE

Music plays a decisive role in intermedial phenomena as opera, theater, television, advertising, interactive websites, and so
on. Even experiencing a sonata or a Lieder Cycle in a concert is intermedial (the performance, the context of the
performance, the shared experience of the audience, etc.). In this conference, we will deal with the complex and enigmatic
interaction of music, language, acting, performance and surrounding events as well as with the immediate, comprehensive,
all encompassing, sometimes selective response by the audience to these very complex intermedial events.

Semiotics offers important instruments when dealing with these phenomena. This conference will focus on how and why
music is composed and experienced within an intermedial framework. Our aim is to foster a better and comprehensive
understanding of how music works semiotically.

Let us exemplify the ideas developed above: a competent poet writes a libretto. But, his libretto is not only a literary outline:
it contains a projection of possible musical scores and dramatic performances. He distributes his plot on different segments
(recitative/versi sciolti, tempo d’attacco, cantabile, tempo di mezzo, cabaletta, all differentiated metrically) according to his
estimation of what music is able to express, but as well according to what a spectator will be able to experience immediately.
A composer reads and interprets this libretto. His composition offers a new reading of the libretto, according to his own
intentions and experiences, and own view about literature. In doing so, he also imagines what his audience will be able to
experience. The resulting score can differ sensibly from the poet’s “virtual” scores and dramatic performances. A director,
finally, will easily offer a mise en scéne that rewrites the composer’s and the poet’s outlines and suggestions. His product
makes also a statement about what music is in his eyes.

A spectator of film, opera, or advertisement, experiences music as a part of an organic whole, even without consciously
listening to the score. Therefore, we cannot separate music from text, acting, drama, image, etc. In this sense, intermediality
does not study theater, opera, or a music album as a mere aggregate of separate media. Many single components of an
intermedial object are connected and interwoven, and imply and mirror the other constituents.

This e-book contains the abstracts and extended abstracts of the XIIth International Congress on Musical Signification
(ICMS X “Music, Semiotics and Intermediality” that was held in Belgium from April 3 — 7, 2013 at Louvain-la-Neuve and
Brussels. It has been organized jointly by the Université Catholique de Louvain (UCL), the University of Leuven (KU
Leuven) the Université Libre de Bruxelles (ULB) and the Royal Academy of Belgium and Collége Belgique under the
auspices of the International Association for Semiotic Studies (IASS), with the University of Helsinki and the International
Semiotics Institute (ISI) as co-organizers and Professors Costantino Maeder (UCL), Mark Reybrouck (KU Leuven), André
Helbo (ULB) and Eero Tarasti (University of Helsinki) as Directors.

The International Congress on Musical Signification (ICMS) is a biennial conference on recent developments and future
trends in Musical Semiotics. It is one of the major platforms of the project of Musical Signification, which was launched in
Paris in 1984, and which has been directed since 27 years by Eero Tarasti at the University of Helsinki. Besides the
conferences, which were held up to now in cities of Europe, there has been also a tradition of publishing of conference
proceedings in printed format in order to give contributions more academic flavour. This tradition has been respected also
for this conference, but in addition to the printed version which will be put together after the conference, the organizers have
chosen to provide at first electronic proceedings at the very beginning of the conference, as is common in most scientific
conferences nowadays. This should be helpful to facilitate the dissemination of ideas, of bibliographic references and
personal coordinates of the presenters more readily without temporal delay.

The 12" ICMS has been inspired greatly by the 12" ICMS1n Krakow (Poland), which was a resounding success. It was a
major challenge of this congress to meet the same scientific and musical standards of that previous conference. A lot of
organizational matters have been copied rather directly from the Krakow conference, but, in contrast to this last conference,
the organizers have tried also to broaden the scope of the conference. This is obvious from the title “Music, semiotics and
intermediality” but also from the conference themes, which started originally from the tripartition “music, analysis,
experience”. Special interest has been paid to the following topics: (i) convergence between traditional musicology with
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emphasis on a structural approach to music (music as structure, score analysis) and sense-making by the listener (music as
heard) and performer (music as enacted); (ii) to maintain the link with the central topic of the “International Project on
Musical Signification”: musical sense-making: (iii) stressing the role of the semiotic point of view in its broadest claims:
moving from musical syntax (traditional analysis) over musical semantics (self-reflective or extramusical) to musical
pragmatics (effect on listener or performer); (iv) narratology as a major approach in present musical semiotics ; (V)
encompassing actual and emerging topics of music research such as music and emotion, music as experience, music and the
body, musical universals, music and evolution; (vi) embracing the interdisciplinary approach: bringing together traditional
musicologists and cognitive science and neurobiology; and finally (vii) a broadening of the semiotic approach to encompass
aspect of intermediality as well.

After considering these major conference topics, we have sent a call for papers with the request to submit papers according
to 7 major topics: boundaries of musicology today; musical analysis as related to syntax, semantics and pragmatics; music,
intermediality and experience; narrativity in music; live performances; music production and its actors: composers,
performers, lyricists, audience, etc. and music, body and biology. At the same time, the proposed general theme of the
Congress was versatile enough to realize a broad spectrum of topics and to view the entirety of the question from a multitude
of perspectives. The response to the call has been abundant and has obliged the organizers to reframe the topics in no more
than 43 sessions.

The abstracts and extended abstracts are offered in alphabetical order. They include the short abstracts of some of the
speakers which were sent to the organizers after the first call for paper as well as the extended abstracts of most of them. The
latter elaborate more in depth on the proposed topics and provide a lot of additional information that may be useful to launch
discussions with other participants. We are very happy to have included in this e-book also the “extended” abstracts of most
of the keynote speakers. Many of them are internationally recognized scholars, which have been recruited from a multitude
of perspectives. These e-proceedings are therefore a major attempt to broaden the field of semiotics still more than has been
done already in the past.

Mark Reybrouck and Costantino Maeder
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“WHAT KIND OF GENRE DO YOU THINK WE ARE?”. FROM
TECHNIQUE TO LYRICS, ‘GENRE DEFINERS’ WITHIN MUSIC
INTERMEDIAL ECOLOGY

Marino Gabriele

Communication PhD student, University of Torino (Italy)
gaber.en@libero.it

Focused on popular music (Fabbri ed. 1985 and 2002, Middleton 1990, Tagg 1994)*, endorsing a sociosemiotic
framework (Landowski in Greimas & Courtés eds. 1986: 332, Marrone 2001, Spaziante 2007, Ferraro 2013)54, with key
references to the semiotics of culture (i.e. the conception of music as a macro-generic semiosphere, cf. Lotman 1985)>, and
set within a wider in progress-study®® on the technologies, ideologies and rhetorics of “the new” in music (cf. Dalmonte &
Spampinato eds. 2009, Reynolds 2011), the present contribution deals with the problematic and still not much investigated
(cf. Fabbri 1982, Hamm 1994, Moore 2001, Marx 2008)”” issue of musical genre.

By discussing its definitions® (a set of multi-dimensional rules, as in Fabbri 1982 and 2002, symbolic codes, as in Holt
2003, attributes, as in Lena 2012; a marketing category, as in Negus 1999, Brackett 2002, Holt 2007), its relation with the
other umbrella term “style” (Hebdige 1979, Moore 2001, Pascall 2001, Shuker 2005: 259-262, Fabbri 1999), its second
grade forms (sub-genres, meta-genres™), its mechanisms of formation (which might be called condensation and emersion,
cf. Holt 2003 and Lena 2012) and labelling (“genrefication”, as in Carson and Zimmer 2012a & 2012b), its close tie with the
notions of imaginary (cf. Leone ed. 2011), architextuality (cf. Genette 1982) and generic contract (Kallberg 1988; the
notion of “ideal listener” will be here introduced®), an “atomic definition” of musical genre will be proposed.

By discussing meta-typologies, i.c. classifications of genres (by their names®') and visual representations of genres relations
(synchronic or diachronic; by affinity® or genealogy; graphical, logical®, topographical® and geographical; cf. the classic
Taylor 2000), the identification of the possible basic values underlying them will be attempted.

Both new formations (within electronic dance and indie music, from Carson & Zimmer 2012a and 2012b)* and
sedimented genres® (chosen as the set of genre-tags to be used in the Italian music criticism website Sentireascoltare.com)
will be analyzed as case studies.

% T have already addressed and succinctly resumed this topic in Marino 2011: 29-32. Popular music is here intended as the “ubiquitous
music” (Quifiores, Kassabian & Boschi eds. forthcoming) and, subsequently, “the midfield of music studies and musicology [...], from
which to start [...] trails potentially leading everywhere” (Sorce Keller 2012c¢). The implicit but basic assumption is that, since the invention
of phonography (Eisenberg 1997), all kinds of music (i.e. also art music, folk and jazz) have been re-configured (Landow 1992) and re-
mediated (Bolter & Grusin 1999), i.e. put in the technological (electric first, electronic and digital then) and socio-cultural (circulation
through media, mass media and new media) set of what we can call recording and reproducing practices (cf. Berio 1956 and 1976, Fiori in
Fabbri ed. 1985: 92-103, Dusi & Spaziante eds. 2006).

** Sociosemiotics is here intended as a pragmatic and phenomenological approach to music, regarded as a set of “signs within the heart of
social life” (Saussure 1967: 26), wherein texts and practices are put on the same level of constructed signification.

% Cf. the clouds simile depicted in Xenakis 1979 (and quoted in Fabbri 2005).

% Ie. my PhD thesis project.

7 Not much investigated apart from a non-theoretical, genre-by-genre and intra-generic, historical treatment; cf. Charlton 1994, Borthwick
& Moy 2004, Fabbri 2008.

% Apart from the very following references in the text, cf. also Frye 1957, Fabbri ed. 1989, Kallberg 1988 (especially for Dahlhaus’
position), Chandler 1997, Toynbee 2000, Samson 2001, Shuker 2001, Sorce Keller 2012a.

* Cf. Shuker 2005: 120-123.

% Modeled on Umberto Eco’s “ideal reader”, with particular attention to the notions of “competence” (Stéfani 1982) and “expectations” (cf.
Barbieri 2004).

¢! TLe. those elements (or even: that unique element) which have been considered so relevant, amongst the others, to become defining (or at
least: describing and identifying), capable to synthesize the identity of that particular music. Cf. Borges’ parodist genres typology quoted in
Hamm 1994 and Dawes 2006.

2 E.g. based on Wikipedia interrelated lexemes, on Last.fm listeners’ choices and “journeys”, on computer sound analyses (e.g. the
pioneering and controversial Cope 1991).

% E.g. flowcharts.

¢ E.g. maps and 3D sets.
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Genres can be defined as intermedial (cf. Higgins 1966, Wolf 2002, Crapoulet 2008)%” entities in regard to the very diverse
elements (real and possibleﬁg, material and immaterial, musical and extra-musical®; the notion of “musification”” will be
here introduced) involved into their definition. The process of giving music a name, a necessary practise which is actually
impossible to get out of’', implies a specific meta-knowledge and it is a precious key to understand how communities
understand and appropriate music, what they consider meaningful in it.

REFERENCES

Barbieri, D. (2004). Nel corso del testo. Una teoria della tensione e del ritmo. Milano: Bompiani.

Beres, D. (2005). Global Beat Fusion. The History of the Future of Music. Lincoln, NE: iUniverse.

Berio, L. (1956). Prospettive nella musica, Elettronica n. 3, p. 108.

Berio, L. (1976). Prefazione. In: H.Pousseur (Ed.). La musica elettronica. Milano: Feltrinelli.

Bolter, J.D. & Grusin, R. (1999). Remediation. Understanding New Media. Cambridge: MIT Press.

Borthwick, S. & Moy, R. (2004). Popular Music Genres: an Introduction. Edinburgh: Edinburgh University Press.

Brackett, D. (2002). (In search of) musical meaning: genres, categories and crossover. In D.Hesmondhalgh & K. Negus (Eds.). Popular
Music Studies (pp. 65-83). London: Arnold.

Carson, C.E. & Zimmer, B. (2012a). Among the New Words. American Speech, Vol. 87, No. 2 (Summer), pp. 190-207. Online
<http://www.academia.edu/1231419/_Among_the New_Words_American_Speech_Vol. 87 No. 2 Summer 2012 _pp. 190-
207_>

Carson, C.E. & Zimmer, B. (2012b). Among the New Words. American Speech, Vol. 87, No. 3 (Fall), pp. 350-368. Online
<http://www.academia.edu/2341158/ Among_the New Words_American_Speech_Vol. 87 No. 3 Fall 2012 pp. 350-368 >

Chandler, D. (1997). An Introduction to Genre Theory. Online <http://www.aber.ac.uk/media/Documents/intgenre/chandler_genre
theory.pdf>

Charlton, K. (1994). Rock Music Styles: a History. Madison, WI: Brown & Benchmark.
Cope, D. (1991). Computers and Musical Style. Madison, WI: A-R Editions.
Costa, M. (1999). Estetica dei media. Avanguardie e tecnologia. Roma: Castelvecchi.

Crapoulet, E. (2008). From Intermedial Music To Interactive Multimedia event: the Performance Of Ravel’s Miroirs. Lenguaje Y
Representacion / Culture, Language and Representation, Vol VI, Revista de Estudios Culturales De La Universitat Jaume I /
Cultural Studies Journal Of Universitat Jaume I, pp. 121-136. Online <http://www.raco.cat/index.php/CLR/article/download/
226340/307938>

D’Amato, F. (Ed. 2002). Sound Tracks. Tracce, convergenze e scenari negli studi musicali. Roma: Meltemi.
Dalmonte, R. & Spampinato, F. (Eds. 2009). Il nuovo in musica. Lucca: LIM.

Dawes, C. (2006). Imploding Musical Genre. Locating a Modern phenomenon in Postmodern thought. MA Thesis available at Open Access
Dissertations and Theses. Paper 6539. Online <http://digitalcommons.mcmaster.ca/opendissertations/6539>

Dusi, N. and Spaziante, L. (Eds. 2006). Remix-Remake. Pratiche di replicabilita. Roma: Meltemi.

Edlund, J. (2004). The Virtues of the Musifier: A Matter of View. Online <http://www.interamus.com/techTalk/
musificationAndView.html>.

Eisenberg, E. (1987). The Recording Angel. Explorations in Phonography. New York: McGraw Hill

Fabbri, F. (1982). A Theory of Musical Genres. Two Applications. In: D.Horn & P.Tagg (Eds.). Popular Music Perspectives (pp. 52-81).
Goteborg and Exeter: International Association for the Study of Popular Music [paper delivered at the First International

Cf. also the notion of “chimera” music in Agostini in D’Amato 2002 and “global beat fusion” in Beres 2005.

8 Cf. “historical genres” in Holt 2007.

Cf. also Genette 1982 for a transtextuality-modeled notion of “transmediality”.

% Cf. Fabbri 1982.

“Extra-musical” is a very problematic notion, cf. Sorce Keller 2012b; cf. also the extroversive level of analysis according to Monelle
1992.

" Non-musical elements are “musicified”, i.e. incorporated within the music semiosphere, through a process of semiotic translation
(intersemiotic translation or transmutation, according to Jakobson 1959). For the use of the term “musification” in informatics, cf. Edlung
2004; see also the concept of “musicalization” in literature from Mallarme on, e.g. Lesure 1984, Costa 1999: 136, Wolf 1999.

' Maybe, just “in between”, according to Holt 2007. Cf. the case of “free music” in Toynbee 2000 and the case of imaginary records (but
combinatory music) in Marino 2011: 115-116; cf. also the notion of language as a “fascist system” in Roland Barthes and of language as the
“chief meta-language” in Emile Benveniste.

114



M.Reybrouck, C.Maeder, A.Helbo, E.Tarasti (Editors). E-proceedings of the XII™ International Congress of Musical
Signification (Université catholique de Louvain and Académie Royale de Belgique), April 2-6, 2013). Music, Semiotics,
Intermediality: Abstracts and extended abstracts. Louvain-la-Neuve 2013. ISBN: 978-90-9027424-9

Conference on Popular Music Studies, Amsterdam 1981; enlarged then within Fabbri 2002]. Online <
http://www .francofabbri.net/files/Testi_per Studenti/ffabbri81a.pdf >.

Fabbri, F. (1999). Browsing Music Spaces. Categories and the Musical Mind. Paper delivered at IASPM (UK) conference. Online
<http://www.tagg.org/others/ffabbri9907.htm1>.

Fabbri, F. (2002). Il suono in cui viviamo. Saggi sulla popular music, 2nd Ed. Roma: Arcana [1st 1996].

Fabbri, F. (2005). Ricostruire una storia della popular music e dei suoi generi. In: A.Rigolli (Ed.). La divulgazione musicale in Italia oggi
(pp- 41-50). Torino: EDT.

Fabbri, F. (2008). Around the clock. Una breve storia della popular music. Torino: Utet.

Fabbri, F. (Ed. 1985). What is popular music? 41 saggi, ricerche, interventi sulla musica di ogni giorno. II Conferenza Internazionale
TIASPM, Reggio Emilia, IASPM e Musica/Realta, 19-24 settembre 1983. Milano: Unicopli.

Fabbri, F. (Ed. 1989). Musiche/realta. Generi musicali, media, popular music. Milano: Unicopli.
Ferraro, G. (2013). Fondamenti di teoria sociosemiotica. Le visione “neoclassica”. Roma: Aracne.
Fry, N. (1957). Rhetorical Criticism: Theory of Genres. In: Id. Anatomy of Criticism: Four Essays. Princeton: Princeton University Press.

Genette, G. (1982). Palimpsestes: La littérature au second degré. Paris: éditions du Seuil. Italian ed. Id. Palinsesti. La letteratura al second
grado. Torino: Einaudi 1997.

Greimas, A.J. & Courtés, J. (Eds. 1986). Sémiotique. Dictionnaire raisonné de la théorie du langage. Tome 2. Hachette: Paris. Italian ed. Id.
Semiotica. Dizionario ragionato della teoria del linguaggio. Edited by P.Fabbri. Milano: Bruno Mondadori 2007.

Hamm, C. (1994). Genre, Performance and Ideology in the Early Songs of Irving Berlin. Popular Music, Vol. 13, No. 2, Mellers at 80
(May), pp. 143-150.

Hebdige, D. (1979). Subculture. The Meaning of Style. London-New York: Routledge.
Higgins, D. (1966). Intermedia, Something Else Newsletter, No 1.

Holt, F. (2003). Genre Formation in Popular Music. Musik & Forskning, No 28. Department of Musicology, University Of Copenhagen.
Online <http://musik.ku.dk/upload/application/pdf/f51d6748/MF28-Holt.pdf >

Holt, F. (2007). Genre in Popular Music. Chicago: University of Chicago Press.

Jakobson, R. (1959). On Linguistic Aspects of Translation. In: R.A.Brower (Ed.). On Translation (pp. 232-239), Cambridge, MA: Harvard
University Press.

Kallberg, J. (1988). The Rhetoric of Genre: Chopin's Nocturne in G Minor. 19th-Century Music, Vol. 11, No. 3 (Spring), pp. 238-261.

Landow, G. (1992). Hypertext. The Convergence of Contemporary Critical Theory and Technology. Baltimore: Johns Hopkins University
Press.

Lena, J.C. (2012). Banding Together. How Communities Create Genres in Popular Music. Princeton: Princeton University Press.
Leone, M. (Ed. 2011). Lexia. Rivista di semiotica: Immaginario/Imaginary. New series, No 7/8.

Lesure, F. (1984). Introduzione. In: G.Cogeval & F.Lesure. Debussy e il simbolismo (pp. : 25-40). Roma: Fratelli Palombi.
Lotman, J. (1985). La semiosfera. Venezia: Marsilio.

Marino, G. (2011). Britney canta Manson e altri capolavori. Recensioni e dischi (im)possibili nel giornalismo rock. Falconara Marittima
(AN, Italy): Crac Edizioni.

Marrone, G. (2001). Corpi sociali. Processi comunicativi e semiotica del testo. Torino: Einaudi.

Marx, W. (2008). Review of F.Holt, Genre in Popular Music, Chicago: University of Chicago Press 2007. Journal of the Society for
Musicology in Ireland, Vol. 4, No. 9, pp. 27-34.

Middleton, R. (1990). Studying popular music. Philadelphia: Open University Press. Italian ed. Id. Studiare la popular music. Milano:
Feltrinelli 1994.

Monelle, R. (1992). Linguistics and Semiotics in Music. New Jersey: Harwood Academic Publishers.
Moore, A.F. (2001). Categorical Conventions in Music Discourse: Style and Genre. Music & Letters, Vol. 82, No. 3 (Aug.), pp. 432-442.
Negus, K. (1999). Music Genres and Corporate Cultures. New York: Routledge.

Pascall, R. (2001). Style. In: S. Sadie, J. Tyrell & L. Macy (Eds.). The New Grove Dictionary of Music and Musicians. 2nd ed. London:
MacMillan Publishers-Grove Music Online.

Quiflores, M.G., Kassabian, A., & Boschi, E. (Eds. Forthcoming [May 2013]). Ubiquitous Musics The Everyday Sounds That We Don't
Always Notice. Farnham: Ashgate.

115



M.Reybrouck, C.Maeder, A.Helbo, E.Tarasti (Editors). E-proceedings of the XII™ International Congress of Musical
Signification (Université catholique de Louvain and Académie Royale de Belgique), April 2-6, 2013). Music, Semiotics,
Intermediality: Abstracts and extended abstracts. Louvain-la-Neuve 2013. ISBN: 978-90-9027424-9

Reynolds, S. (2011) Retromania. Pop Culture’s Addiction to Its Own Past. London: Faber and Faber.

Samsom, J. (2001). Genre. In: S. Sadie, J.Tyrell & L.Macy (Eds.). The New Grove Dictionary of Music and Musicians. 2nd ed. London:
MacMillan Publishers-Grove Music Online.

Saussure, F. de (1967) Corso di linguistica generale. Edited by T.De Mauro. Roma-Bari: Laterza.

Shuker, R. (2001). ‘Message understood’. Musicology and genre. In: Id. Understanding Popular Music (pp. 139-154). 2nd ed. London-New
York: Routledge.

Shuker, R. (2005). Popular Music. The Key Concepts. 2nd ed. London-New York: Routledge.
Sorce Keller, M. (2012a). Generi musicali. Online <http://www.marcellosorcekeller.com/zibalduccio/generi-musicali/>.

Sorce Keller, M. (2012b). How very “musical” is the “extra-musical” Online <http://www.marcellosorcekeller.com/bonsai-pieces/musical-
and-extra-musical/>.

Sorce Keller, M. (2012c). I Centrocampo. Online <http://www.marcellosorcekeller.com/zibalduccio/il-centrocampo/>.
Spaziante, L. (2007). Sociosemiotica del pop. Identita, testi e pratiche sociali. Roma: Carocci.
Stefani, G. (1982). La competenza musicale. Bologna: Clueb.

Tagg, P. (1994). Popular music: Da Kojak al Rave. Analisi e interpretazioni. Edited by R.Agostini & L.Marconi. Bologna: Clueb [anthology
of writings 1979-1993].

Taylor, K. J. (2000). Ishkur’s Guide to Electronic Music. Online <http://techno.org/electronic-music-guide/>
Toynbee, J. (2000). Genre-cultures. In: Id. Making Popular Music. Musicians, Creativity and Institutions (pp. 102-129). London: Arnold.
Wolf, W. (1999) The Musicalization of Fiction: A Study in the Theory and History of Intermediality. Amsterdam-Atlanta, GA: Rodopi.

Wolf, W. (2002). Intermediality Revisited: Reflections on Word and Music Relations in the Context of a General Typology of
Intermediality. In: S.M.Lodato, S.Aspden & W.Bernhart (Eds.). Word and Music Studies, Vol 4, Essays in Honor of Steven Paul
Scher on Cultural Identity and the Musical Stage (pp. 13-34). Amsterdam-Atlanta: Rodopi. Online <http://bit.ly/XNtJrw>.

Xenakis, 1. (1979). Arts/Sciences. Alliages. Tournai: Casterman [printed version of Xenakis’ 1976 thesis discussion].

NOTE: all the referenced web pages were last accessed on February 20, 2013.

116



The International Congress on Musical Signification (ICMS) is a biennial
conference on recent developments and future trends in Musical Semiotics. It
is one of the major platforms of the project of Musical Signification, which was
launched in Paris in 1984, and which has been directed since 27 years by

Eero Tarasti at the University of Helsinki.

The Xl International Congress has been organized in Belgium from April 2 —
6, 2013 at Louvain-la-Neuve and Brussels with professors Costantino Maeder
(UCL), Mark Reybrouck (KU Leuven), André Helbo (ULB) and Eero Tarasti
(University of Helsinki) as conference directors. The event was a successful
collaboration of the Université Catholique de Louvain (UCL), the Univerisity of
Leuven (KU Leuven), the Université Libre de Bruxelles (ULB), and the
Académie Royale de Belgiue under the auspices of the International
Association for Semiotic Studies (IASS). It was co-organized with the

University of Helsinki and the International Semiotics Institute (ISI).

Website of ICMS12: http://studi-italiani.fltr.ucl.ac.be/icms12/\Welcome.html

ISBN: 978-90-9027424-9

%, ®
INCAL UCL /5 CEzt
Institut des Université ;

Centro di studi italiani
Civilisations catholique

ArtsetLettres EMBASSY OF FINLAND  delouvain %e CL

BRUSSELS Wallonie-Bruxelles International

BO = ACADEMIE ROYALE

ZAR T os sricious
fnis ;7 ReSIC

ERASMUS CENTRE DE RECHERCHE EN

VLAANDEREN

s et amrnrion S MUNDUS INFORMATION ET COMMUNICATION



