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About CESEM 
 
CESEM (the Centre for the Study of the Sociology and Aesthetics of Music) is a 

research unit based in the Universidade Nova de Lisboa devoted to the study of 

music and its correlation with other arts, culture and society, incorporating various 

approaches and making use of the latest perspectives and methodologies in social 

and human sciences. The unit is divided into five groups: Education and Human 

Development, Early Music Studies, Contemporary Music, Music in the Modern 

Period (post-c.1720), and Critical Theory and Communication.  

 

The general purposes of CESEM are to: 

• Create a suitable environment for teamwork, organized to tackle the 

identified scientific needs and priorities; 

• Support the research interests of its members and their participation in 

international professional venues, and the publication of the research 

results; 

• Promote new collaborative research projects that deepen the knowledge 

and dissemination of Portuguese, Iberian and Latin American themes; 

• Create new research tools, applications, and databases, allowing the 

international academic community to study local repertoires and other 

little explored objects as well as promoting the role of Music in 

contemporary Portuguese life; 

• Foster a renewed atmosphere of research and debate, bringing its 

members together in a dynamic musicological community capable of 

maintaining excellence in postgraduate studies in Music. 

 

 

   

For more information, visit the website: http://cesem.fcsh.unl.pt/en/ 

Enquiries, including requests for information about Masters and Doctoral 
programmes, may be directed in the first instance to: Cristiana Vicente and Vera 
Inácio Cordeniz (cesem@fcsh.unl.pt) 
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Thursday 7th June  
 

 
11h00–13h00 

 
Registration 

13h45–14h00 

 
Welcome from Prof. Manuel Pedro Ferreira, Chair 
of CESEM 

 

14h00–16h00 

 
Session 1 | Multiusos 3 (I&D Building, 4th floor)  
Print and concepts of authorship in the 16th and 
17th centuries 

 
Authorship in sixteenth-century Italian 
keyboard music | Cristina Cassia 
(Fachhochschule Nordwestschweiz) 
 

Hans Buchner’s Fundamentum: A Case Study 
and Suggestions for a New Historiographic 
Framework | August Rabe (University of 
Vienna) 
 
The curious case of the Wegweiser: an organ 
tutor ‘compiled by several good friends’ | 
John McKean (Boston) 
 
Manuel Rodrigues Coelho, Flores de musica 
(1620): challenges for the preparation of a 
new edition | João Vaz (Escola Superior de 
Música de Lisboa) 

 

 
16h00–16h30 

 

 
Refreshments 

 



16h30-18h10 

 
Session 2 | Multiusos 3 (I&D Building, 4th 
floor) | Stylistic analysis 

 
 

Style and attribution in the music of ‘Louis’ 
Couperin | Dan Tidhar, with Francis Knights 
and Pablo Padilla (Wolfson College, 
University of Cambridge) 
 
Analysing Francisco Xavier Baptista’s works: 
Attribution of his Last Keyboard Sonatas | 
Mafalda Nejmeddine (Universidade de 
Évora) 
 
Tracing Spanish Style in the eighteenth 
century: The Essercizi in context | Luisa 
Morales (University of Melbourne and 
FIMTE Festival) 
 

 
18h10–18h20 

 
Interval 

 

18h20-19h00 

 
Concert 
Anna Schivazappa (IReMus/Paris-Sorbonne 
University) (Baroque Neapolitan mandolin) and Dan 
Tidhar (University of Cambridge) (harpsichord): 
music by Domenico Scarlatti, Francesco Mancini, 
Francesco Bartolomeo Conti, Alessandro Scarlatti, 
and Nicola Francesco Haym  
 

 
 
 
 
 



Friday 8 June  
 

09h00–11h00 

 
Session 3 | Multiusos 3 (I&D Building, 4th floor) 
| Transmission of musical texts in manuscript and 
print 
 

Tabulated motets in the Giordano 4 volume of 
the Turin Tablature | Alberto Macrì (Genoa) 
 
‘Cette manière de verset est à mon avis la plus 
belle & la plus considérable de l’orgue’: Le 
Livre d’orgue de Montréal as an Important Link 
for the Early Manuscript Transmission of 
Nicolas-Antoine Lebègue’s Récits en taille from 
his Pièces d’orgue (Paris, 1676) | Walter 
Kreyszig (University of Saskatchewan) 
 
Authorship and creative copying in Braga, 
Arquivo Distrital, MS 964 | Andrew Woolley 
(Universidade Nova de Lisboa) 
 
From opera arias to solo sonatas: the case of 
the Sonates pour le clavecin [...] Opera IV by 
Domenico Scarlatti (F-Pn VM7-4428) | Anna 
Schivazappa (IReMus/Paris-Sorbonne 
University) 

 
 

11h00–11h30 
 

Refreshments 
 

 
 

11h30–13h00 

 
Session 4 | Multiusos 3 (I&D Building, 4th floor) 
| Concepts of authorship and authenticity in the 
19th and 20th centuries 
 



Liszt and Busoni: Bach and the Vocation of the 
Art of Transcription The Dilemma of 
Authorship; from an Artistic and Pedagogical 
tool to a Music-Philosophical Statement | Jan 
Lust (KU Leuven) 
 
Composers’ Recordings from the Turn of the 
Century: changing historical concepts of 
authorship and intentionality | Inja Stanovic 
(University of Huddersfield) 
 
Can the piano learn to speak the organ’s 
language? Comparative analysis of Busoni’s 
and Kempff’s transcriptions of organ chorale 
Nun komm’ der Heiden Heiland BWV 659 | 
Marija Golubović (Belgrade)   
 

 
13h00–14h30 

 

 
Lunch at Com Sabor (FCSH esplanada) 

 

14h30–16h30 

 
Session 5 | Multiusos 3 (I&D Building, 4th floor) | 
Authorial identity 
 

Rule and Rivalry: José de Torres, the Imprenta 
Musica, and their Influences on the Spanish 
Aesthetic | Michael Quinn (Case Western 
Reserve University) 
 
Authorship, improvisation and identity in José 
Maurício Nunes Garcia’s Método de pianoforte 
| Luciana Câmara (Federal University of 
Pernambuco) 
 
Empress Leopoldina of Brazil and the two-hand 
piano transcription: performing Haydn in the 
New World | Erasmo Estrada (Recife) 



 
Mozart’s Earliest Slurring and the Significance 
of Leopold Mozart’s involvement in the Young 
Mozart's Compositions | Beth Chen 
(Independent)  
 

 
16h30–17h00 

 
Refreshments 

 

17h00–18h00 

 
Keynote lecture | David J. Smith (University of 
Aberdeen), Authorship and Identity: Composer, 
Performer and Scribe in Early (English) Keyboard 
Music 
 

20h30 

 
Concert  
João Vaz (Escola Superior de Música de Lisboa) on 
the 1765 João Fontanes de Maqueira organ at São 
Vicente de Fora, Lisbon: music for the organ in 
Portugal (c.1550–c. 1800) by António Carreira, 
Manuel Rodrigues Coelho, Frei Diogo da 
Conceição, Domingos de S. José, Carlos Seixas, 
Frei Francisco de São Boventura, and anonymous.  

 
 
 
 
 
 
 
 
 
 
 
 



 
Saturday 9th June  

 

09h30–10h30 

 
Session 6 | Multiusos 3 (I&D Building, 4th floor) 
| Authorial intention in the 18th century 

 
A Hypocrite Called Rameau? Thoughts on the 
Similarities and Differences in the Treatment of 
Tonality in Rameau's Theories on Harmony vs. 
his Practice in his Harpsichord Compositions | 
Nikola Komatović (Serbia) 
 
The performance practice of the organ works of 
Johann Sebastian Bach in relation to the central 
German organ of the eighteenth century in 
general and the instruments of Gottfried 
Silbermann in particular | Jolanda Zwoferink 
(KU Leuven) 
 

 
10h30–11h00 

 
Refreshments 

 

11h00–13h00 

 
Session 7 | Auditório 2 of Torre B | Intent and 
authorship in piano transcriptions 

 
A Suitable Case for Treatment: Multiple Layers 
of Authorship and the Practice of Keyboard 
Arrangements | Katrina Faulds with Penelope 
Cave (University of Southampton) 
 
Variation of authorship: a study of Ludwig 
Schuncke’s Grandes Variations based on 
Robert le Diable | Nana Wang (University of 
Southampton) 



Pen and paper? Authorship in transcriptions for 
the piano from the beginning of the twentieth 
century | Laia Martin Hernandez 
(Universidade de Aveiro) 
 

 
13h15 

 
Conference lunch at the Grand’ Elias 

 
 
 
 
Sessions 1–6 and the keynote lecture take place in Sala Multiusos 3 (I&D 
Building, 4th floor). Session 7 (Saturday afternoon) will be in Auditório 2 of 
Torre B, another building within the FCSH campus grounds. All refreshment 
breaks are in Cardápio Mágico (I&D Building, 1st floor), but lunch on 
Friday is at Com Sabor (FCSH esplanada) 
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Authorship, improvisation and identity in José Maurício Nunes 

Garcia's Método de pianoforte | Friday, 15h00 | Luciana 

Câmara (Federal University of Pernambuco)  

 
Jose Maurício Nunes Garcia’s Método de pianoforte (Rio de Janeiro, 
1821) combines elementary instruction in music with keyboard 
technique and improvisation. In his method Garcia borrows 
musical themes from composers like Haydn and Rossini, and from 
his own compositions, arranging them in order to give prospective 
users the opportunity to practice ornamentation and 
improvisation. Garcia himself was a well known and widely 
acknowledged keyboard player and improviser. It is important to 
note that Garcia’s is the first known pianoforte method ever written 
in Brazil. His work, therefore, showcases a shift in musical 
instruction in early nineteenth-century Rio de Janeiro, from a 
training based on solmisation to one based on keyboard playing. In 
this paper I discuss the issue of authorship in Garcia’s keyboard 
method, particularly in relation to his use of other composers’ 
themes. Drawing on the theoretical framework of cultural history, 
the Garcia’s thematic and formal choices are analysed in order to 
broaden our understanding of the keyboard practice of the time. 
What was the role of the music of the composers quoted by Garcia 
in Rio de Janeiro’s musical life? What can we learn about Garcia’s 
improvisational practice from the instruction he offers in his 
method? How far was the composer’s identity as keyboard 
improviser marked by the composers he quotes in his method? 
Garcia’s pedagogical practice as exemplified in the Método de 
pianoforte shows how a musician that received his entire instruction 
in a Portuguese colony assimilates and re-signifies the musical 
language of his milieu via both literate composition and keyboard 
improvisation. 
 
 



Authorship in sixteenth-century Italian keyboard music | 

Thursday, 14h00 | Cristina Cassia (Fachhochschule 

Nordwestschweiz) 

 
The introduction of music printing clearly influenced the 
development of musical authorship. Recent studies concerning 
musical authorship and the print in the sixteenth century have 
focalised mostly on vocal polyphony. However, at the beginning of 
the sixteenth century, composers of vocal music are mostly not 
directly involved in the printing process. Their works are usually 
gathered in anthologies by the printers, for commercial reasons. 
Furthermore, printers sometimes add the composers’ names to the 
compositions without checking in advance whether they are 
correct or not. In addition, the number of anonymous compositions 
included in these gatherings is significant and underlines an 
interest in the music itself, regardless of the composer. On the 
contrary, the rise of the concept of authorship seems deeply rooted 
in prints for the keyboard. In particular, and with a very few 
exceptions, Italian keyboard music prints are from the very 
beginning ascribed to a single author, who addresses directly to the 
dedicatee or to the players, underlying his humbleness, begging for 
a good reception of his work or giving suggestions to execute his 
own music. Italian keyboard composers played also an active role 
in asking for privileges for their prints or, in the case of Claudio 
Merulo, in printing their own compositions. 
This paper, starting from the paratext of prints, aims to examine the 
concept of authorship in Italian keyboard music printed during the 
sixteenth century and to shed new light on its peculiarities. 
 
 
 
 



Mozart’s Earliest Slurring and the Significance of Leopold 

Mozart’s involvement in the Young Mozart's Compositions | 

Friday, 16h00 | Beth Chen (Independent)  

 
Mozart started to compose at a very early age. His father Leopold 
Mozart was his mentor. When we are amazed by the music which 
the child and teenage Mozart created, we have actually glimpsed 
partially, or even largely, a style and good taste from Leopold or 
influenced by Leopold.   
Before the slur sign was a compulsory performing guidance to be 
included in keyboard music notation by many composers, Leopold 
Mozart had already started to guide the child Mozart as to how the 
sign could be used in music and for different instruments. In his 
autographs, eight-year-old Mozart occasionally indicated odd 
slurrings which appear to be invalid or impractical, or slurs which 
were not stylistically or musically ideal for articulation and were 
later altered by his father.   
The young Mozart’s early career started when his father notated 
the music for him, altered or completed his notation for him. A little 
later father and son were collaborating in converting other 
composers’ music into keyboard concertos. Leopold’s assistance 
resulted in Mozart’s development as a composer whose musical 
thought was inseparable from his performing styles, practicability 
and detailed notations (within or beyond the capability of the 
notation system at the time).   
This paper will show how and why Leopold altered the child 
Mozart’s earliest compositions, and will discuss how the two 
Mozarts shaped the music with their articulation guidance when 
they were working jointly on the young Mozart’s early piano 
concertos. 
  
 
 



Empress Leopoldina of Brazil and the two-hand piano 

transcription: performing Haydn in the New World | Friday, 

15h30 | Erasmo Estrada (Recife) 

 
When Empress Consort of Brazil Maria Leopoldina arrived in Rio 
de Janeiro in 1817 she allegedly brought with her an imposing large 
number of trunks. It is known that she played the piano before her 
trip to Brazil. One can probably assume that her luggage contained 
a significant amount of printed music. The contents of her extant 
collection, currently housed at the Biblioteca Nacional in Rio de 
Janeiro, display a significant number of pieces for piano solo. 
Among these it is possible to find a number of now quite rare two-
hand piano transcriptions of Joseph Haydn’s symphonies by the 
Saxon actor, singer, keyboard player and composer Carl David 
Stegmann. His arrangements, published around 1814 by Simrock in 
Bonn, appear to have attracted the attention of several buyers 
among whom we can find princess Leopoldina.  
This paper initially examines the socio-cultural context in which 
the two-hand piano transcription of Haydn symphonies was 
performed. Subsequently consideration is given to the manner 
performer–listeners might have experienced this music since these 
arrangements might have granted a particularly deep insight into 
the elements and structure of the compositions. Thus, particular 
attention will be given to the impact of Stegmann’s transcriptions 
on the development of Leopoldina’s musical taste and her 
appreciation of the Austrian musical legacy — the composition of 
the symphonies predated her birth. It is hoped that this discussion 
will contribute to an understanding of Leopoldina’s musical 
preferences and their place in the larger picture of the court in Rio 
de Janeiro. 
 
 



A Suitable Case for Treatment: Multiple Layers of Authorship and 

the Practice of Keyboard Arrangements | Saturday, 11h00 | Katrina 

Faulds with Penelope Cave (University of Southampton) 

 
In 1817, Leigh Hunt described a performance of Paisiello’s aria ‘Nel 
cor più non mi sento’ in unflattering terms: it contained “such a load 
of variation as absolutely to do away all features of it. It was no 
longer a pretty little complaint, but a piece of flowery giddiness.” 
Hunt’s criticism suggests the fundamental emotional and structural 
nature of the aria was changed by embellishment, a process which 
blurred the distinction of authorship. The degrees of separation 
were further extended in the aria’s subsequent publication history. 
Originally from Paisiello’s opera, La Molinara (London, 1791), its 
longevity was fostered by its insertion in other productions and 
subsequent publication with embellishments by eminent singers. 
Additionally, it generated many keyboard adaptations and 
variations, often entitled ‘Hope told a flattering tale’. Emily H. 
Green lamented the absence of a framework accounting for voices 
“speaking simultaneously”, suggesting “the concept of multiple 
authorship existed as a spectrum”. While variations occupied 
Green’s middle ground, poignantly exemplified by a set attributed 
to both Pleyel and Dussek, an additional layer of creative arranging 
was applied when Bruguier transformed the variations into a piano 
duet. This process weakens the idea of fixed authorship, 
encompassing a shift in which Paisiello effectively disappeared. 
The aria was also used pedagogically to develop ornamentation 
skills; as variation and embellishment were infectious across 
genres, and as upper-class women often concurrently received 
vocal and instrumental tuition, we should acknowledge the 
potential for cross-fertilisation. This paper, illustrated by a 
performance of Bruguier’s arrangement, explores the fluidity of 
authorship and Italian vocal embellishment as, itself, a form of 
authorship to be considered as a source of performance practice for 
keyboard players. 



Can the piano learn to speak the organ’s language? Comparative 

analysis of Busoni's and Kempff's transcriptions of organ chorale 

Nun komm' der Heiden Heiland BWV 65 | Friday, 12h30 | Marija 

Golubović (Belgrade)   

 
Piano transcription of instrumental and vocal-instrumental music 
flourished during the 19th and early 20th centuries. At the time, 
many pianists were enthusiastic towards Johann Sebastian Bach’s 
music and there were, among many others, Ferruccio Busoni, 
Alexander Siloti, Egon Petri, Samuil Feinberg, Max Reger, Sergei 
Rachmaninoff and Wilhelm Kempff, who thought that the beauty 
of Bach’s music should not remain available only to the instruments 
for which it was originally intended. Their attention was specially 
drawn to Bach's organ music, especially organ chorales. 
Comparative analysis of Busoni’s and Kempff’s transcriptions of 
Bach’s organ chorale Nun komm’ der Heiden Heiland BWV 659 in G 
minor will show us the possibility of interpreting the original organ 
composition on the piano.  
The importance and value of Busoni’s and Kempff’s transcriptions 
is demonstrated to us through the fact that both of the 
aforementioned pianists occupied significant positions in the 
history of pianism. However, in their transcriptions, there are 
differences that can affect performance and they are primarily 
related to melodic ornaments and bass lines. First of all, it should 
be kept in mind that the piano, compared to the organ, has an 
advantage when it comes to rhythmic accuracy, dynamics and 
expressiveness, but a disadvantage is the inability to sustain the 
tone as the organ can. These differences between instruments set 
specific tasks to the performers and raise issues that are often 
discussed: is it necessary to strive for the sound of the instrument 
for which the work was originally composed or should all potential 
instruments and a rich array of piano sounds be used? In other 
words, can the piano adopt an organ-like sound and learn to speak 
the organ’s language? 



Pen and paper? Authorship in transcriptions for the piano from 

the beginning of the twentieth century | Saturday, 12h20 | Laia 

Martin Hernandez (Universidade de Aveiro)  
 
The Unedited Sonatas for harpsichord by Domenico Scarlatti transcribed 
freely by the pianist-composer Enrique Granados are just one of many 
piano transcriptions from the beginning of the twentieth century, 
at a time when works from the past were being revived. There also 
was a tendency to edit the scores more accurately, as the piano 
became more and more popular, and the performer more revered. 
Two aspects must be noted about the title of Granados’ publication: 
the inclusion of the adjective “freely” and his double aptitude as 
pianist-composer.  
Transcription was a term widely used to refer to those works that 
were modified by the hands of a transcriber. However, the level of 
modification applied in these scores could vary significantly, as I 
will demonstrate in various passages of sonatas transcribed by 
Granados and from other transcribers. This flexibility in 
transcription has a direct impact on the concept of authorship 
which I will address in this paper. To whom should we grant 
authorship, to the composer or to the transcriber? Should the 
variety and level of modification influence this authorship?  
I propose to discuss the concept of transcriptions, more than as a 
composition created uniquely by the composer. It is important to 
recognize that the performer has contributed to the interpretation 
of the piece. Authors as diverse as Stephen Davies, Paul Thom, 
Nicholas Cook or Rubén López Cano, to name just some, have 
referred to the transcriptions in this regard. The process of 
transcription starts and ends in the execution by a performer, that 
he becomes a transcriber writing it down on a score, as a graphic 
reflection of an ongoing process between composition and 
interpretation. Should we identify, therefore, the authorship of a 
work in the score? Or should we identify it in the performance? 
 



A Hypocrite Called Rameau? Thoughts on the Similarities and 

Differences in the Treatment of Tonality in Rameau's Theories 

on Harmony vs. his Practice in his Harpsichord Compositions | 

Saturday, 09h30)| Nikola Komatović (Serbia) 

 
The name of Jean-Philippe Rameau (1683-1764) inevitably appears 
in the historical considerations of musical theorists. Rameau is 
considered the father of modern harmony, as well as one of the 
pioneers of the modern understanding of tonality. At the same time, 
he was almost certainly the most prominent figure in French music 
of the first half of the 18th century. Along with the Couperin family, 
as a remarkably gifted composer for keyboard instruments, he is 
seen as the progenitor of the long tradition of French keyboard 
music, which can be traced all the way to our own time. 
Such an interesting and multi-talented figure provides a very 
welcome opportunity for musicologists to assess the relationship 
between the theoretical and the creative; the empirical and the 
evanescent; and perhaps even the conscious and the subconscious.  
Rameau the theorist obviously underwent a long evolution; 
however, this path was not always progressive and straightforward, 
but seems to have meandered and vacillated as he abandoned some 
of his ideas as the result of personal insecurity and (possibly) the 
harsh criticisms that mostly came from Jean-Jacques Rousseau 
(1712-1778). This led to obvious inconsistencies between the practice 
of Rameau the composer and the ideas of Rameau the theorist. 
This paper offers a chronological comparison between Rameau’s 
postulates about tonality theories and its subsystems (diatonic, 
chromatic and enharmony) and his contemporaneous 
compositions for harpsichord, and will attempt to infer if and how 
much the composer adhered to his own postulates. 
 
 
 



‘Cette manière de verset est à mon avis la plus belle & la plus 

considérable de l’orgue’: Le Livre d’orgue de Montréal as an 

Important Link for the Early Manuscript Transmission of Nicolas-

Antoine Lebègue’s Récits en taille from his Pièces d’orgue (Paris, 

1676) | Friday, 09h30 | Walter Kreyszig (University of Saskatchewan)  

 
In 1676, Nicolas-Antoine Lebègue (ca. 1621-1702), referred to in the 
1661 Chapter records of La Cathédrale de Troyes as fameux organiste 
de Paris, released his first publication of solo organ music in Paris. 
The Pièces d’orgue, a volume of eight suites, which he calls versets 
organized according to keys, featuring the récit en taille (Cromhorne 
en taille ou Tierce en taille), the trio à deux dessus, the trio à deux claviers 
et pédalle, and the dialogue entre le dessus et la basse, In the 
introduction of this publication, Lebègue, identifies the récit en taille 
as “cet manière de verset est à mon avis la plus belle & la plus 
considérable de l’orgue”. Here, he underscores his innovative 
compositional tendencies, steering away from the more severe 
contrapuntal style of his contemporaries Louis Couperin and 
Guillaume-Gabriel Nivers. The Paris reprint of this volume in 1678, 
the year of Lebègue’s appointment as organiste du Roi of the Chapelle 
royale of Louis XIV, shared with Nivers, Jacques-Denis Thomelin 
and Jean-Baptiste Buterne, and a second reprint of the same volume 
in ca. 1682 attest to the expressivity of this organ repertory at hand, 
which in turn accounts for the volume’s popularity and resultant 
circulation beyond the borders of France, including Canada. From 
Lebègue’s Pieces d’orgue, an anonymous scribe has entered eight 
unattributed récit en taille (singled out by Lebèque in the 
aforementioned introduction) from the respective suites in Le livre 
d’orgue de Montréal (preserved at the Bibliothèque et archives 
nationales du Québec in Montréal), the most voluminous keyboard 
manuscript emanating from the orbit of the Court of Louis XIV, 
comprising some 300 unattributed solo organ pieces on 540 pre-
ruled pages, mostly for the liturgy, so that the inclusion of decisively 
unattributed secular repertory, poses an anomaly, which Kenneth 



Gilbert has termed “The Lebèque mystery.” Considerable variants 
between the manuscript transmission of the récits en taille and their 
inclusion in the publication of Lebègue’s Pièces d’orgue, serving as 
the focus of this paper, are indeed suggestive of a missing 
manuscript, which served as an exemplar of the readings 
transmitted in the Le livre d’orgue de Montréal, a source free of 
copying errors and emendations.  
 
 
 
Liszt and Busoni: Bach and the Vocation of the Art of Transcription 

The Dilemma of Authorship; from an Artistic and Pedagogical tool 

to a Music-Philosophical Statement | Friday, 11h30 | Jan Lust (KU 

Leuven) 

 
Although the act of transcribing is rooted in the Renaissance and 
more importantly in the Baroque, the heyday of the transcription 
lies in the 19th century. The social and economic progress of the 
Industrial Revolution led to a situation where people that hitherto 
had no access to cultural activities suddenly possessed the 
economic means to participate actively or passively in cultural life. 
This necessitated the production of sheetmusic for all performing 
levels. Composers, arrangers and music publishers rose to the 
challenge and transcriptions of all kinds of music (opera, 
symphonies, church music…) for amateur use at home or for the 
concert stage (by professional virtuosi) were published.   
The rediscovery of the compositions of Johann Sebastian Bach 
provoked a shockwave in the musical world of the 19th century. 
Liszt was the first to transcribe Bach’s forgotten organ works for the 
piano, for both artistic and pedagogical reasons. In his style of 
transcribing he remained faithful to the original.  
The Bach-transcription nevertheless would take a substantive 
pianistic and interpretative boost in the following decades at the 
hands of Ferruccio Busoni. The basic pedagogical, social and 



virtuosic “reasons of being” of the transcription is being expanded 
and philosophically backed by his insights and output as a writer. 
In his “Sketch of a new esthetic of music” (1911), Busoni fiercely 
defends the transcription as a new work of art, with the same value 
as an original composition.  
The presentation will focus on the transcriber’s right to exist and 
authorship (composer versus transcriber) next to the artistic and 
technical development of the transcription by Liszt and Busoni, in 
relation to the instruments of the period and consequently the 
artistic choices they made. A part of my PhD is a re-registration of 
these transcriptions on modern instruments. I hope to present my 
version of the Organ Fantasy in G minor BWV 542 on piano.  
 
 
 
Tabulated motets in the Giordano 4 volume of the Turin 
Tablature | (Friday, 09:00) | Alberto Macrì (Genoa) 
 
An important manuscript for the knowledge, study and 
transmission of keyboard collections pertaining to the period 
from the late sixteenth to the early decades of the seventeenth 
century, the tablature of Turin consists of 2,703 papers in 16 
volumes and it contains 1770 compositions ordered by musical 
genre and written in German alphabetic musical notation. As a 
whole it is designed as a monument, still little studied, whose 
extraordinary wealth can still provide a lot of material to 
investigate. The extent of the repertoire prompted the decision 
to limit the scope of the study only to volume 'Giordano 4', 
which preserves a large collection of tabulated motets. Indeed 
it is only (or mainly) through the tablature of a vocal 
composition, whether it has 4, 5, 6, 8, or 12 voices, can it be 
discovered, highlighted and especially fixed the many and 
varied techniques used by the scribe to make an instrumental 
version, mostly in four parts, to a piece originally intended to 
be performed by voices. The goal of this research is to get into 



the ‘laboratory’ of the copyist and try to understand the 
tabulating mode realised on each occasion in relation to the 
number of voices and to the contrapuntal structure of the 
repertoire of interest by trying to catch his logic and his 
‘secrets’.   
 
 
 
The curious case of the Wegweiser: an organ tutor 'compiled 

by several good friends’ | Thursday, 15h30 | John McKean 

(Boston)  

 
In 1689 a music instruction book specifically designed for 
keyboard students was published anonymously in the South 
German city of Augsburg. Entitled Kurtzer jedoch gründlicher 
Wegweiser…die Orgel recht zu Schlagen (short yet thorough guide 
to playing the organ), the work provides elementary instruction 
in music fundamentals, modal theory, keyboard technique, and 
thoroughbass; it concludes with a collection of 71 short didactic 
versets for keyboard. Remarkably, the Wegweiser remained in 
print for more than 60 years over the course of at least a dozen 
printings, making it the most widely disseminated and arguably 
the most influential published work of keyboard pedagogy in 
Germany during the turn-of-the-eighteenth-century period. 
The work is of particular interest today given its prominence 
and relevance during J. S. Bach’s formative years. While 
Johannes Speth (1664–1719), Daniel Speer (1636–1709), and 
Johann Caspar Kerll (1627–1693) all have been suggested as 
possible authors, the fact that the Wegweiser not only lacks an 
authorial attribution but actively disavows such a thing is 
noteworthy. As the introduction states, “no one assumes 
authorship of this work…it remains to be known only that this 
work was compiled by several good friends and lovers of music.” 



Adding to the intrigue, later editions of the Wegweiser include a 
German translation of Giacomo Carissimi’s (1605–1674) music 
primer Ars Cantandi in its entirety. This paper will explore the 
substance and influence of this fascinating little treatise, along 
with lingering questions of authorship/authority and associated 
notions of ‘common’ or ‘standard’ playing technique as a 
socially mediated construct. 
 
 
 
Tracing Spanish Style in the eighteenth century: The Essercizi 

in context | Thursday, 17h30 | Luisa Morales (University of 

Melbourne)  

 
The Essercizi are a truly transnational grouping where French, 
Italian and Spanish styles are all represented. If the first two 
styles were already familiar to music lovers and keyboardists 
around Europe, the group of sonatas in what I will now call a 
“new Spanish style” – characterized by the profusive use of the 
phrygian mode combined with irregular rhythmic patterns – 
produced a huge sensation, as no similar music had been 
published before. The Essercizi enjoyed immediate success: the 
sonatas were copied, modified and even pirated from the very 
start by the English publisher Thomas Roseingrave. In fact, the 
sonatas are a mirror of the musical and cultural activities which 
were being pursued at the Spanish Royal Court at the time; the 
sonatas’ gestation and even their publication are best 
understood in the context of the royal cultural policies 
developed by King Philip V. 
 
 
 
 



Analysing Francisco Xavier Baptista's works: Attribution of his 

Last Keyboard Sonatas | Thursday, 17h00 | Mafalda 

Nejmeddine (Universidade de Évora) 

 
The inventory of Portuguese keyboard music of the second half of 
eighteenth century indicates Francisco Xavier Baptista (1741-1797) as 
the author with greatest musical production and one of the two 
composers whose works were published in Portugal during that 
century. He is the author of the collection Dodeci sonate, variazioni, 
minuetti per cembalo, published in Lisbon between 1765 and 1777, and 
of other manuscript works, among them, two compositions 
preserved in manuscript Vm7 4874 of the Bibliothèque Nationale de 
France. In this manuscript, these works are attributed to Francisco 
Xavier Bachixa, who was considered another author. Biographical 
research on Francisco Xavier Baptista revealed that he was known 
by the surname Bachixa (or Baxixa) in the 1780s and, as a 
consequence, these works were attributed to him. The aim of this 
study is to show by analysis that these keyboard works are the last 
works composed by Francisco Xavier Baptista, as suggested by 
biographical research. The corpus to be analysed comprises 
twenty-three works. The works were analysed through the 
application of an analysis grid based on the Sonata Theory of James 
Hepokoski and Warren Darcy. A comparison was made between 
the two works mentioned above and the other works belonging to 
the same musical genre, based on the analytical and stylistic 
characteristics identified. The results show that the works of Vm7 
4874 contain typical elements of the keyboard writing of Francisco 
Xavier Baptista and particular characteristics of form and style that 
approach the Classical patterns. These aspects are related to the 
structure of the recapitulation and the exposition zones as well as 
the dramatic use of harmony. They will be demonstrated 
analytically and through a live performance. 
 
 



Rule and Rivalry: José de Torres, the Imprenta Musica, and 

their Influences on the Spanish Aesthetic | Friday, 14h30 | 

Michael Quinn (Case Western Reserve University) 

 
The staunch conservatism that marks the trajectory of Spanish 
music has been the subject of countless studies. Some attribute 
Spain’s bentness on clinging to an archaic musical idiom to the 
anfractuous and culturally anxious history of a near-Eastern 
country. Indeed, the introduction of Italianism to Spain via the 
court did little to soften the dichotomy between the conservative 
Spanish and “other” styles, a dichotomy synonymous with “old and 
new.” Others turn to the Church’s stronghold on the Peninsula, 
and, subsequently, its aesthetic values.  
Perhaps owing to a paucity in sources, little reference has been 
made to the complexity of music publication in early eighteenth-
century Spain. Acclaimed virtuoso organist, composer, and music 
director at the Capilla Real founded the Peninsula’s first music 
publishing company, the Imprenta de Música, in 1699. Torres was 
granted a royal patent for the printing and publication of music, the 
broad terms of which were antithetical to the promise of a new 
avenue for the dissemination of music and music literature and 
rendered illegal any competition. That the issue of Torres’ tyranny 
over music publication was consequential is manifest in the recent 
connection of the composer to several lawsuits against competitors, 
which culminated in a bloody ambush at the Capilla. This project 
has undertaken tracing the far-reaching implications of José de 
Torres’ monopoly on the publication of keyboard music and seeks 
to question what has long been understood as a nationally based 
appreciation of old styles. Considering that scholars have taken 
Torres’ works—which constitute the majority of the corpus from 
the time and were models for contemporaneous students as far as 
the New World—to be exemplars of the Spanish style, is it not 
worth questioning whether we have confused the Spanish style for 
Torres’ style?  



Hans Buchner's Fundamentum: A Case Study and Suggestions 

for a New Historiographic Framework | Thursday, 14h30 | 

August Rabe (University of Vienna) 

 
This paper examines Hans Buchner’s Fundamentum as a case in 
point on the question of authorship in fifteenth- and sixteenth-
century keyboard music. Writings on music history characterize 
Buchner’s Fundamentum as one of the most important 
documents for organ teaching of the age. A re-examination of 
the only three surviving manuscript sources raises serious 
doubts about the assumption that they are “copies” of an 
“Urtext.” As John Kmetz (1988) has shown, Fundamentum’s main 
source was written as late as ca. 1550 by the music teacher 
Christoph Piperinus.  
In my paper, I will present evidence against the claim of Hans 
Buchner’s sole authorship and deconstruct this as an 
unsubstantiated narrative of music historiography. I will show, 
that Piperinus did compile and work out parts of Fundamentum. 
He may have incorporated materials stemming from Buchner, 
but his use of these reflects principles codified in the popular 
printed musical textbooks of his time.  
In a second step, I will consider the treatise from the backdrop 
of other fundamenta (e.g. attributed to Conrad Paumann). In 
theses sources, which point to oral practices, authorship is 
always unsure and attributions to a “big name” might be a 
strategy to create authority for a written text. 
 
 
 
 
 
 
 



From opera arias to solo sonatas: the case of the Sonates pour 

le clavecin [...] Opera IV by Domenico Scarlatti (F-Pn VM7-

4428) | Friday, 10h30 | Anna Schivazappa (IReMus/Paris-

Sorbonne University)  

 
The Sonates pour le clavecin [...] Opera IV, published in 1751 by 
Boivin under the name of Domenico Scarlatti, have long been 
thought to represent a case of misattribution, as being not newly 
composed sonatas but rather transcriptions from opera arias. 
We have discovered, however, that the three printed sources of 
these sonatas differ remarkably in content. Only one of the 
sources contains arrangements; the two others consist of seven 
sonatas for harpsichord by Domenico Scarlatti and represent an 
authentic collection of the Opera IV by Scarlatti. 
In this presentation we will focus on the defective copy (F-Pn 
VM7-4428), a collection of sonatas for a treble instrument with 
figured bass. These works are actually transcriptions from opera 
arias by Mancini, Conti, Haym, and Alessandro Scarlatti which 
have been performed at the Haymarket Theatre around 1710. 
The French edition of solo sonatas taken from these opera arias 
probably derive from English editions of songs for voice, 
recorder and continuo, published in London in the same years. 
The arranger of the Parisian edition made several modifications 
concerning, for example, tonality, tempo-marking and the 
internal structure of the movements. Even if we have identified 
the arias from which the arranger took inspiration, a number of 
questions are still open, in particular regarding the circulation 
of this music in England and France, the authorship of these 
arrangements and the treble instrument they were intended for. 
  
 
 



 
Authorship and Identity: Composer, Performer and Scribe in 

Early (English) Keyboard Music | keynote lecture | Friday, 

17H00 | David J. Smith (University of Aberdeen) 

 
In a recent book chapter, David Schulenburg investigated 
problems of attribution in the music of Peter Philips and his 
circle by asking ‘What is a composer?’. However, in an age where 
there was usually no separation between composer and 
performer, or between performer and scribe, how useful is the 
modern concept of a composer for early keyboard repertoire? In 
this paper, I will extend the question of authorial identity in 
terms of questions of attribution to examine the extent to which 
those responsible for keyboard music can be understood as 
composers in anything resembling the modern sense of the 
term. Focusing mainly (although not exclusively) on early 
English keyboard music, I will look at what names appearing in 
manuscripts imply about authorship, examine the link between 
written music and teaching in an age when much keyboard 
music was improvised, and suggest that the texts of a keyboard 
piece may be regarded as analogous to modern recordings in 
their variety of readings. 
 
 
 
Composers’ Recordings from the Turn of the Century: 

changing historical concepts of authorship and intentionality | 

Friday, 12h00 | Inja Stanovic (University of Huddersfield) 

 
Pianists in training are often told to express the “composer’s 
intentions”, and to play the musical text “how it is written”. 
However, treatment of the text as something sacrosanct developed 
only around the inter-war years of the twentieth century. Negative 



opinions about changes to the written text have solidified since this 
time, particularly in respect of nineteenth and twentieth-century 
music, further underlining assumptions about the composer’s 
intentions and, by association, the ultimate and unwavering 
authority of composers over their own works. In this context, it is 
particularly interesting to hear composers of this period 
performing their own pieces; a significant number of composers 
from the late nineteenth and beginning of the twentieth centuries 
made recordings of their own works, including E. Grieg, C. Saint-
Saëns and E. Granados, among others.  
This paper examines a range of these early sound recordings, 
suggesting that they offer invaluable insights into the ways 
composers read their own musical texts, as well considering how 
changing stylistic conventions in performance practice, rarely 
identifiable from either written documents or musical scores, 
influenced the sonic result. Focusing on a cross-examination of 
articulation, tempo fluctuation, tempo rubato, and portamento 
between the recordings and the written sources, the paper 
demonstrates some of the many ways in which composers’ 
recordings suggest degrees of fluidity and flexibility in respect to 
the written text, determined relative to personal and historical 
stylistic conventions. This suggests that contemporary notions of 
the music text, as something sacrosanct, often depart from historic 
understandings of the same; composers allowed themselves 
substantial freedoms, when performing their own works, and this 
implies that contemporary assumptions about intentionality and 
authority are more likely to have been authored in the present than 
the past. The paper reaches the following conclusion: the 
relationship between composers’ recordings and their works 
proves important in the context of rethinking notions of 
authorship, and early recordings viewed in this way may ultimately 
serve as a model, or exemplar, for contemporary performances of 
works.  
 
 



 
Style and attribution in the music of ‘Louis’ Couperin | 

Thursday, 16h30 | Dan Tidhar, with Francis Knights and Pablo 

Padilla (University of Cambridge) 

 
The large and outstanding corpus of harpsichord music that has 
been attributed to Louis Couperin for more than a century 
appears in the sources only with a surname, and Glen Wilson 
has recently argued on grounds of style and chronology that 
these works are not by the same composer as the Louis Couperin 
organ works in Oldham manuscript, but instead may actually be 
by his brother Charles. An ongoing project has been considering 
these attributions using computational musicology, exploring 
and developing mathematical and statistical analysis techniques 
for symbolic music data, with the aim of characterizing these 
compositional styles more precisely. As well as the suites 
formerly attributed to Louis, the project has also been tackling 
the difficult problems of style analysis in the unmeasured 
preludes, identifying the harmonic and melodic components 
that represent compositional fingerprints. The methods are 
applicable to other music of the period, and stylistic analysis of 
(for example) dubious attributions in early Bach keyboard 
works has been undertaken, leading to greater confidence in 
what was previously only top-level musicological observation. 
 
 
 
 
 
 
 



Manuel Rodrigues Coelho, Flores de musica (1620): challenges 

for the preparation of a new edition | Thursday, 15h30) | João 

Vaz (Escola Superior de Música de Lisboa) 

 
The Flores de musica of Manuel Rodrigues Coelho, published in 
Lisbon in 1620, is the earliest score to have been published in 
Portugal and is often considered one of the most important 
works of European keyboard music of the 17th century. With 129 
pieces (of various lengths) and more than four hundred pages, it 
is also one of the most extensive. Referred to by scholars since 
the late nineteenth century, its importance was first emphasized 
by Macario Santiago Kastner in the 1930s. Kastner was also 
responsible for the first - and only - complete modern edition 
published by the Calouste Gulbenkian Foundation in 1961. It 
was reprinted in the 1980s, but this edition has long since been 
out of print. 
The new, full edition of the Flores de musica, to be published 
between 2018 and 2020 (400 years after the original publication) 
by Ut Orpheus, under the auspices of ECHO (European Cities 
with Historic Organs), aims to fill this gap. It will provide 
performers and musicologists with a practical edition that takes 
into account all the knowledge about Coelho and his work that 
has accumulated over recent decades. 
This communication addresses some of the issues raised during 
the preparation of this edition, such as the establishment of 
editorial criteria, the analysis of the differences between existing 
copies, a comparison between the printed versions and the 
“Braga manuscript” (P-BRp MM 964) versions, or the 
“mysterious” ternary rhythm that remains one of the most 
striking compositional features of Coelho’s music. 
 
 
 



Variation of authorship: a study of Ludwig Schuncke’s Grandes 

Variations based on Robert le Diable | Saturday, 11h40 | Nana 

Wang (University of Southampton) 

 
Tempted by the glory and success of grand opéra in the 19th century, 
some composers took advantage of its prosperity by composing 
numerous arrangements based on it. However, this genre received 
continuous criticism since the 19th century and is still negatively 
treated by current scholarships as a ‘bastard, obsolete genre, 
handiwork, and the worst crimes ever committed in music history.’ 
Nevertheless, it is undeniable that some opera fantaisies were 
endowed with a creative interpretation of the original opera. In this 
paper, I will particularly examine an opera fantaisie composed by 
Ludwig Schuncke, who was a famous German pianist and well 
known for his relationship with Schumann in the 19th century. This 
piece is based on Giacomo Meyerbeer’s Robert le Diable, which was 
regarded as his first grand opéra and one of the best representatives 
of this genre. In this arrangement, Schuncke employs different 
strategies to depict the chivalrous character through rewriting 
Versez a tasse pleine and Sicilienne. Rather than faithfully 
demonstrating the knight’s character, Schuncke composed five 
different variations based on Sicilienne, providing different 
interpretations of the source through varying the musical 
languages. Interestingly, he even challenged the gender of the 
cavalier in the second variation. By attaching Avec beaucoup de 
coquetterie at the beginning, the original masculine image is altered 
to a large degree. He further emphasized his ironic interpretation 
of the cavalier in the fifth variation through quoting En vain j’espère, 
dramatically implying that everything that the knight has done is in 
vain. Finally, I will also examine this piece through my own 
performance and interrogate how different gestures contribute to 
reshape the knight’s character. In conclusion, I will demonstrate 
that a different communication between author and reader is 
created through this repertoire. 



Authorship and creative copying in Braga, Arquivo Distrital, 

MS 964 | Friday, 10h00 | Andrew Woolley (Universidade Nova 

de Lisboa) 

 
Braga, Arquivo Distrital, MS 964 has long been recognised as an 
important source of seventeenth-century Portuguese and Spanish 
organ music. Scholars have naturally given priority to its rich and 
voluminous repertoire of liturgical and non-liturgical keyboard 
pieces in contrapuntal genres, almost all of which has been edited 
in the Portugaliæ Musica series (vol. XI, ed. Klaus Speer; vol. XXV, 
ed. Gerhard Doderer), though other types of music are represented 
(a set of elaborately ornamented responsories and lamentations for 
solo voice and continuo as well as miscellaneous dances and airs for 
keyboard await a published study). Additionally a number of 
questions remain about the volume as a whole, especially its dating 
and the related questions of why it was put together and by whom. 
The Braga volume is not just one manuscript but consists of a large 
number of fascicles of different paper types that were assembled 
post-copying in the eighteenth century. It has been proposed that it 
consists of miscellaneous manuscripts dating from between about 
1610 and 1720, which were bound in the mid-eighteenth century. 
However, I argue, on the basis of the watermarks and the 
characteristics of the handwriting, that much of it was copied by a 
single scribe who was working between about 1695 and 1715 and is 
also likely to have been responsible for assembling the various 
manuscripts. The identity of this copyist remains uncertain, but a 
close examination of his copying habits shows that his role 
included correcting or annotating the work of the others, perhaps 
in a capacity as a teacher. Several of the pieces he copied also 
include a significant quantity of on-the-page correction, which 
suggest he was a composer, or was at least modifying creatively the 
music he was copying. 
 
 



The performance practice of the organ works of Johann 

Sebastian Bach in relation to the central German organ of the 

eighteenth century in general and the instruments of Gottfried 

Silbermann in particular | Saturday, 10h00 | Jolanda Zwoferink 

(KU Leuven) 

 
On my three Bach CDs issued on the Prestare label and recorded 
on the Gottfried Silbermann organ in the Cathedral of Ss. Trinitatis 
in Dresden, my artistic approach to performance and registration 
was basically intuitive. Of the Silbermann organ I wrote: ‘I believe 
I have found the source [for Bach, JZ] in this instrument by 
Gottfried Silbermann’. From a premise by Prof. Dr Ewald Kooiman 
- ‘The organs of Gottfried Silbermann may not be viewed as ideal 
instruments for the interpretation of Bach’s music’ – it is clear that 
opinions strongly differ. My research will give me fresh insight 
concerning the most appropriate ‘Bach organ’, central German 
organ building in the seventeenth and eighteenth centuries and 
historically informed performance practice, and provide answers to 
the questions: to what extent, following a doctorate in the arts, can 
I consider the Gottfried Silbermann instrument in the Hofkirche in 
Dresden as source of the organ works of Johann Sebastian Bach, 
and to what degree do I remain convinced by my Bach 
interpretation on the three recordings? 
Since Spitta it is assumed that the Fantasie et Fuge in G minor BWV 
542 was composed for Bach’s application at the Schnitger organ at 
the Jacobikirche in Hamburg. The compass of the organ in 
Hamburg does not, however, allow this famous organ work to be 
performed. This Bach research shows that Bach presumably 
composed the work for the Stertzing organ of the Georgenkirche in 
Eisenach.   
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CONCERT 1: FROM OPERA ARIAS TO SOLO SONATAS 

 
Thursday 7 June, 18:20 

Sala Multiusos 3  
 
 
 
Domenico Scarlatti (1685 – 1757)  
Sonata K 89 in D minor 
Allegro / Grave / Allegro 
 
---- 
 
Sonates pour le clavecin [...] Opera IV (F-Pn VM7-4428): 
transcriptions from opera arias by Francesco Mancini, 
Francesco Bartolomeo Conti, Alessandro Scarlatti, and Nicola 
Francesco Haym 
 
Sonata IV in G major (for treble instrument and continuo) 
Allegretto / Adagio semper piano / Allegro / Aria / Giga Allegro 
 
Sonata VI in G minor (for treble instrument and continuo) 
Adagio / Allegro / Pastorale / Allegro 
 
Sonata Prima in C major (for treble instrument and continuo) 
Moderato / Allegro / Andante / Allegro 
 
 
Anna Schivazappa, baroque neapolitan mandoline 
Dan Tidhar, harpsichord 
  



CONCERT 2: ORGAN MUSIC IN PORTUGAL (ca.1550-
ca.1800) 

 
Friday 8th June, 20:30 

Igreja de São Vicente de Fora 
 

 
ANTÓNIO CARREIRA (ca.1530-ca.1594) 
Fantasia em Ré 
Canção 
Fantasia em Lá-Ré 
 
MANUEL RODRIGUES COELHO (ca.1555-1635) 
Kirios de 1º tom (5 versos) 
 
FREI DIOGO DA CONCEIÇÃO (séc. XVII) 
Meio registo de 2º tom 
Batalha de 5º tom 
 
DOMINGOS DE S. JOSÉ (17th c.) 
Obra de 5º tom 
 
CARLOS SEIXAS (1704-1742) 
Sonata para órgão em Sol maior 
Sonata em dó menor 
Moderato in tempo di siciliano 
Minuet 
Sonata para órgão em lá menor 
 
FREI FRANCISCO DE SÃO BOVENTURA (fl.1773-1802) 
Toccata I 
 
ANÓNIMO (Portugal, XVIII/XIX century) 
Sonata para órgão em Dó maior 
 
 
João Vaz, organ  
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