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INTRODUCTION

•••

Welcome to Sounding Board No.17 •••

On behalf of the BHS, I would like thank Aline Zylberajch for agreeing to be the Guest
Editor for this, the Autumn 2021 edition, of Sounding Board. As well as a busy career as a
performer and university teacher, she is also ‘Chair’ of Clavecin en France (CLEF), the
French society whose aims and ideals align closely with those of the BHS. It was in that
role that she saw the launch of the ‘Issoudun 1648-2023’ project, an important initiative
about which she wrote in the last edition of Sounding Board, and in this she reports on
the progress so far.
Thanks are also due to the other contributors, writing on a variety of subjects, but all in
some way related to teaching and learning, with the central message that we should
broaden our horizons: by playing a greater variety of keyboard instruments; by studying,
and where possible playing genuine historic examples, and by expanding our repertoire
choices to encompass the medieval as well as music which is being written today.
Sadly, this year we have lost yet another great harpsichordist, Emilia Fadini: a performer,
musicologist and much-respected teacher - as is so well portrayed in the article on her
life and work.
I have huge respect and admiration for all the contributors who have written articles in
what is, to them, a ‘foreign language’. I appreciate that this must have made the task
harder and more time consuming. I would also like to thank Pamela Nash for reading
through the articles and correcting the few places where the quirks of the English
language became apparent. I’ve always said I am so glad that I have not had to learn
English as a second language!
Meanwhile we hope you enjoy this the seventeenth edition of Sounding Board. Your
letters and comments are always welcome - please continue to write to us about this
publication or of any harpsichord-related matter. Thank you.

Edna Lewis - Secretary BHS

Please send your comments and your contributions to info@harpsichord.org.uk
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INTRODUCTION

••• From

our Guest Editor, Aline Zylberajch •••

I started playing the harpsichord at the Conservatoire de Paris, at a time when copies of
original instruments were, at least in France, very rare novelties, out of reach for most
people. Neupert double manual pedal harpsichords were the best instruments to echo
the musical dreams of my fellow students – and meanwhile I was happy to stutter on a
small Sperrhake spinet in my tiny chambre de bonne.
Paradoxically a large part of the stupendous collection of historical instruments gathered
by the Countess de Chambure was stored a few steps away from the classroom, in a small
building in the courtyard of the Paris
Conservatory... but most of them were silent.
Our teacher was a lovely man who had mostly
transferred his musicality and his passion for Bach
and Rameau from modern piano to harpsichord. A
Dutch friend suggested I should travel up north to
meet people who had different thoughts on the
matter and that’s how I started taking private
lessons with Ton Koopman in Amsterdam: a new
musical world opened up to my young ears. I also
had the opportunity to attend some of Kenneth
Gilbert masterclasses in Antwerpen, a decisively
inspirational experience.
Returning to France after a few years in the USA, I
found that the world of harpsichord playing
had expanded considerably. Workshops were
flourishing and brilliant performers charmed
audiences increasingly fascinated by the multitude
Aline Zylberajch (photo: Martin Gester)
of unearthed treasures of baroque music.
We all know the rest of the story...
Like most of my former fellow students, I started teaching harpsichord, and I was lucky
enough to be appointed to a conservatory with a quite large early music departmentStrasbourg, close to what many musicians consider the Mecca of early music, the Schola
Cantorum Basiliensis.
After this lengthy introduction, I would like to skip several decades and explain my
purpose in gathering the articles presented in this Sounding Board issue: fresh
perspectives on teaching - the harpsichord through new lenses.
The focus on teaching harpsichord has recently been undergoing manifold evolutions and
this is exciting good news. I wished therefore to present professors and performers of
various generations who strive to decompartmentalise the prospects for our favourite
instrument.
I was also very keen to honour a wonderful human being, one of the leading precursors in
teaching harpsichord with a holistic approach, Emilia Fadini, who passed away quite
recently.
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I asked dear friends to share some of their expertise in such fields as contemporary music,
renaissance music, medieval music, innovative approaches on teaching, novel and
enlightening perspectives on organology and harpsichord repertoire...
And I also wished to give voice to a very young and creative harpsichordist, right on the
threshold of her career.
I hope that these short contributions will be an incentive for the readers to stay tuned to
such stimulating fields of research and for young students to embark on new paths
without abandoning the core repertoire of our beloved instrument.

Aline Zylberajch
A graduate of the Conservatoire National Supérieur de Musique, Paris, and of the New England
Conservatory of Music, Boston, Aline Zylberajch started her career as a harpsichordist. She
contributed to the early productions of ensembles such as La Chapelle Royale, Les Musiciens
du Louvre and Le Parlement de Musique, with which she performed numerous operas and
oratorios. Later, her interest in the music of the late 18th Century led her naturally to an
intensive involvement in the performance practice of the early piano, discovering at the same
time the amazing variety of keyboard instruments that flourished all over Europe. This period,
which also saw the increasing popularity of duos, trios and quartets with obbligato keyboard
opened up a whole new field of research into chamber music, and led to new happy musical
encounters. One of her other addictions is playing vocal music, from early Baroque songs to
Lieder evenings, and listening to the many ways this flows through to keyboard repertoire.
Sharing through teaching has always been an important part of her musical life. As a
harpsichord teacher at the Academie Supérieure de Musique in Strasbourg, she has been
invited to give recitals and to give interpretation Masters classes in France, Switzerland,
Austria, Holland, Belgium, Spain, Poland, Germany, Mexico, Australia & Japan. Since 2011 she
has been teaching pedagogy of the harpsichord at the Pedagogy Department of Conservatoire
National Supérieur de Musique, Paris. She is a founding member and since 2020 appointed
chairwoman of ‘Clavecin en France’ society. Her recordings have received much praise in
Diapason, Classica, Gramophone, Early Music Review, Répertoire, le Monde de la Musique, etc.
A selection of Recordings
• ’Mozart à 20 ans’ (Concerto KV271 ‘Jeunehomme’ Alice Piérot, l’Orchestre du jour, Son an ero label)
• C P E Bach, ‘Testaments et Promesses’ (Sonatas and fantasias on Tangentenflügel, with Alice Piérot,
violin, L'Encelade)
• ’Una nuova inventione per Maria Barbara’ (Scarlatti sonatas on a Cristofori-Ferrini copy fortepiano,
Ambronay Editions)
• ’Autour d'un manuscrit redécouvert’ (Suites by Froberger on the Ruckers of Unterlinden museum in
Colmar, Assai)
• ‘Caprices’ (Sonatas and transcriptions for two harpsichords, with Martin Gester, Telemann, Mozart,
Vivaldi, Planyavski.K617 Editions)
• Mozart, ‘Grandes œuvres à quatre mains’ (Sonatas for four hands with Martin Gester, K617 Editions)
• C P E Bach, ‘Sonates Prussiennes’ (Ligia)
• Mozart und seine Zeitgenossen (Mozart, Rust... with Plamena Nikitassova, violin, Claves)
• ‘Portrait de l'Amour’ (François Couperin on the Ruckers-Taskin of Musée de la Musique in Paris, Assai)
• ‘Psalterion’ with Margit Übellacker, psalterion (CPE Bach, Mozart, Schobert, Ambronay Editions)
• ‘Haydn, solo vocal works’, with Stéphanie d'Oustrac,(Ariana a Naxos, Lieder and Canzonettas,
Ambronay Editions)
• J P Rameau, ‘Pièces de clavecin en concerts’, (with "les Nièces de Rameau" Accor)
• C P E Bach, ‘Musiques de chambre’ (quartets for pianoforte, flute, viola and cello, NoMadMusic)
• ‘From Prague to Vienna’ (Sonatas for mandoline and pianoforte, la Follia Madrigal)

3

•••• NEWS

Journées de Clavecin en France
‘Issoudun 1648-2023’

- bringing back to life the lost sonorities of the mid-17th century?
CLEF (Clavecin en France) has asked Emile Jobin to build a copy of an exceptional
instrument, reproducing in its original state, the earliest signed and dated French
harpsichord, a double-manual harpsichord built by Jean II Denis in Paris in 1648. The BHS
published an article on this topic in Sounding Board, Issue No.16, April 2021SoundingBoard16 (pdf file).
As expected, the pandemic has slowed down
our crowdfunding campaign. However, we have
been able to plan a number of concerts to help
in implementing the fundraising. Many
colleagues have offered to give benefit
performances, at which we will offer for sale
Clavecin en France publications (on fingerings,
on clavichord...and a small illustrated
children’s book on JS Bach’s life!) and we are
working with hopeful expectations on dossiers
involving various foundations.
Rose from the harpsichord built by Jean II
in Paris in 1648. (© photo credit, Jean
Bernard - Musée de l'Hospice Saint-Roch)

‘À la recherche de résonances nouvelles entre peinture et musique’
CLEF is organizing, in collaboration with the Musée Unterlinden in Colmar, a competition,
open to visual artists on the theme ‘In search of new resonances between painting and
music’.
The winner of the competition will carry out his or her project on a harpsichord lid,
donated by the Atelier Marc Ducornet, which will be placed on an instrument used for
concerts, workshops or in academies in France and abroad.
The jury, which will be chaired by the famous French painter Fabienne Verdier,
https://fabienneverdier.com/biography/ is composed of Saskia De Ville, journalist, producer
of radio and television programmes on music and Fine Arts, Marc Ducornet, harpsichord
maker, Bernard Foccroule, organist & composer, Florence Gétreau, organologist & music
iconographer, Emeritus Director of Research at the CNRS, Frédérique Goerig-Hergott, Chief
Curator of Modern and Contemporary Art, Musée Unterlinden, Jean-Louis Mandel, geneticist
4

& collector of contemporary art, Thomas Perraudin, head of the André Malraux contemporary
art space, school of visual arts, Mona Stocker, curator of the Saarländischer Museum in
Saarbrücken, as well as an administrator of Clavecin en France.
The winning work will be resolutely contemporary, without however excluding quotations
from tradition, and in particular from the Ruckers harpsichord in the Musée Unterlinden,
which inspired Fabienne Verdier to create four lids for Bernard Foccroulle's harpsichord.
Timeline • Deadline for application + online sketch 15 February 2022
• Meeting of the selection committee: April 2022
• Announcement of the selected projects 15 May 2022
• Deadline for submission of the selected sketches: 15 August 2022
• Announcement of the winner 15 September 2022
• Exhibition of the models in Colmar on 15 October 2022 at the Unterlinden Museum and
from January to March 2023 at the André Malraux contemporary art space
The competition is endowed with a prize of 4000€ awarded by Clavecin en France to the
winning project, all expenses included. The winner will also receive a large print offered
by Fabienne Verdier, and supplies offered by merchants of materials for artists.
https://www.clavecin-en-france.org/spip.php?article359
Fonds instrumental
Our small collection of various instruments, intended to be lent for a given period, is
growing, thanks to generous gifts or legacies. We are pleased to have been able to
contribute to the creation and or the support of harpsichord classes and to have given
students or professionals the opportunity to carry out special projects.
Journées de CLEF
In 2021, our yearly event ‘Le clavicorde au centre des claviers’, met with an almost
planetary success: ‘thanks’ to the pandemic, it took place entirely online…..See you in
Colmar in October 2022!
I would like to end with an anecdote:
One of the incentives for the foundation of CLEF was a message I received from a BHS
member a long time ago: a young woman was moving from Lille to the south of France
and wondered how to find a teacher there. Since she was not able to find any assistance in
her research on the French web, she contacted BHS... which kindly forwarded her request.
This is why one of our the very first tasks, once our site was set up, was to list all the
harpsichord classes, in smaller and larger French towns.
Shall we regard this episode as a cornerstone in the friendly relationship between the BHS
and CLEF …?

Aline Zylberajch
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FEATURE

A TRIBUTE

Emilia Fadini ou la Musique

On March 16, 2021, Emilia Fadini, the well-known Italian harpsichordist, scholar and teacher, died
in Gorlago (near Bergamo, Italy). Five months earlier she had turned 90. She had been in hospital
for a few weeks for a series of
complications following a stroke. Fadini
was an original and important figure on
the Italian and international music scene
who dedicated her life to the study of
historical
repertoires
for
keyboard
instruments. She also edited for Ricordi a
critical edition of Alessandro Poglietti’s
collected works and, most importantly, the
authoritative critical edition of the
Sonatas of Scarlatti. Unfortunately, she
wasn’t able to leaf through Volume 10,
which was published just a few days before
her death.
Since her fame has not spread as widely as
it deserves - perhaps also because of her
modesty and her reluctance for selfpromotion - it may be useful to recall here
the salient points of her life and her
Emilia Fadini (1930 – 2021)
multifaceted activity. Following a typical
Baroque pattern, we could divide Fadini’s
life into three parts: Training, Teaching at the Conservatory (with a long interlude dedicated to
the Scarlatti edition) and Buen Retiro1.
I. 1930-1966: training. Emilia Fadini was born on 11 October 1930 in Barcelona, Spain, of Italian
parents. Barcelona was the place of her childhood and early education, up to the age of 18. The
Spanish language and culture, along with the Italian, always remained fundamental for her, so it is
no coincidence that later Fadini studied in depth the work of the Italian-Spanish Domenico
Scarlatti.
Emilia's father, Amerigo Fadini, played a central role in the foundation and organization of the
Casa degli Italiani a Barcellona, an important cultural and welfare association which is still active2.
Emilia was the youngest of four children and grew up in a culturally and artistically stimulating
environment. All four of the Fadini siblings were involved in literature and the arts: a brother,
Edoardo (1928-2013) was a well-known and important theatre critic, founder of the Cabaret
Voltaire in Turin and promoter of the Living Theatre in Italy. Emilia's first passion had been dance,
but her family encouraged her to pursue musical studies instead. She studied piano in Barcelona,
A more detailed biography can be found in the only study published to date: Gian Luca Rovelli, Emilia Fadini tra
ricerca, interpretazione ed insegnamento, Master’s thesis in Musicology, Università degli Studi di Pavia, 2014.
2
In 1865 the Società Italiana di Beneficenza e Mutuo soccorso was established. The new name was given in 191112, following other internal changes. Amerigo Fadini received a memorial plaque which subsequently passed to
Emilia.
1
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where she became deeply interested in contemporary Spanish music, until the family’s move to
Italy in 1948.
In Milan, she continued her piano studies with Walter Baracchi, a well-known concert artist at the
time (among other things, the first performer in Italy of Ravel's Concerto in D for the left hand).
After taking the Diploma in 1953 at the Milan Conservatory, she continued her studies for a few
years with Ilonka Deckers. At the end of the 1950s she also resumed the study of composition with
Renato Fait. But hard times were to come: between 1959 and 1963 she lost not only both parents,
but also a brother, Ottone, who died at the age of 33. To earn a living, she worked as a teacher in
elementary schools (1959-1964), as piano accompanist in a dancing school and at Piccolo Teatro,
and as a private teacher. In 1964 she passed the exams of the Concorso Nazionale and gained a
position as piano accompanist at the Conservatory of Bolzano.
From then onwards she began a long career in the Conservatories; at the same time (1964-66) she
commenced studying the harpsichord. She felt at odds with the traditional piano teaching, based
mainly (sometimes exclusively) on a rigorous study of pure fingering technique. She had recently
discovered the importance of a more aware and informed approach to the study of keyboard
music, and felt the need to broaden and deepen her historical and cultural knowledge. Studying
harpsichord was the golden opportunity to expand her aesthetical and historical awareness. In
1966, under the guidance of Egida Giordani Sartori, she obtained the Diploma in Harpsichord at
the Milan Conservatory. Her final exam recital programme included music by G. Frescobaldi, J. J.
Froberger, G. F. Händel, A. Poglietti, F. Couperin, D. Scarlatti, J. S. Bach, J.-Ph. Rameau, and L.
Cherubini.
II. 1966-1991: teaching at the Conservatory. It was only after the harpsichord Diploma that
Emilia Fadini's teaching activity in the Conservatories took off. In Bolzano, as a piano teacher for
over six years (1964-70), she realized that her primary interest was seventeenth and eighteenth
century music. She said that the first stimulus to study early music performance practices came
from a chance discovery in a Paris bookshop; the volume Les ‘secrets’ de la Musique Ancienne, by A.
Geoffroy-Dechaume, which she then translated and had published in Italy3. This was the starting
point for her thorough investigation into the texts of J. J. Quantz, C. Ph. E. Bach, L. Mozart, G.
Diruta, G. Zarlino and many others from the sixteenth to the nineteenth century, which Fadini
studied voraciously, before applying all this knowledge to her teaching.
She requested permission to add a few hours of harpsichord teaching alongside her piano
teaching. Later she would only teach harpsichord: she obtained the position of harpsichord
teacher first at the Conservatory of Verona (1970-73), and later Milan (1973-91). It is difficult to
summarize these more than twenty years of fervent, multifaceted and highly original activity. We
can only give a succinct survey.
Fadini had found enormous lacunae in the Conservatory syllabi; early music courses were limited
to harpsichord teaching; musicological subjects (for instance the study of the contexts in which a
Renaissance or Baroque work had been composed) were scarce or absent. There was general
disinterest - with few exceptions - in these topics, as many directors and teachers considered them
as superfluous elements.
Fadini revolutionized not only her way of conceiving the studying and teaching of music, but laid
the foundations for a real change in the keyboard teaching in Italian Conservatories. Under her
enthusiastic impetus it radically changed within a few years, passing from an essentially technical
and instrumental approach to a varied, multidisciplinary and updated teaching method, attentive
to the historical, cultural, theoretical, organological, compositional and stylistic foundations
Antoine Geoffroy-Dechaume, Les “secrets” de la musique ancienne, Fasquelle Editeurs, Paris 1964. Fadini’s
Italian translation was published in 1973 by Ricordi as I “segreti” della musica antica. Ricerche sull'interpretazione
nei secoli XVI, XVII e XVIII.
3
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underlying the music of the past centuries.
Fadini also fought for a wider dissemination of musical education. She was one of the most active
members of a committee which promoted the opening of evening music classes for young and
adult people of the working class at Milan Conservatory. The Corsi Popolari serali di musica started
in 1976 and still exist: they have been awarded the Ambrogino d’Oro, an honour granted to persons
and institutions for civil and cultural merit.
Of course, it cannot be said that Fadini was the only one, in those years of great cultural
fermentation, to fight for reform. She undoubtedly was part of a larger movement, but often her
beliefs and methods started from entirely personal intuition and reflection.
All her pupils - amongst whom Ottavio Dantone, Enrico Baiano - recognized her exceptional
ability to stimulate the critical and emotional analysis of the text. Her teaching method may well
be defined as Socratic, of course in the sense of the Greek philosopher's maieutic method4. She
gave the students the necessary knowledge to analyse and understand a musical composition, and
made them able to effectively communicate it according to their personality and sensitivity.
This naturally led to teaching the historically informed performance also to modern instrument
players. Fadini didn’t see why a correctly informed approach shouldn’t be taken into account
when playing a work of Bach on the piano or on any other modern instrument. Since the early
1980s she gave numerous masterclasses open to modern players. At the time this attitude was
frowned upon, not only in Italy, as it was considered an extravagance.
As well as teaching and giving concerts, Fadini undertook a wide musicological and research
activity, participating to several conferences. We will just mention a few:
1983, 8-13 April, University of Wisconsin-Madison, Frescobaldi Quadrocentennial
Celebration and Conference.
1983, 9-14 September, Ferrara, Girolamo Frescobaldi nel IV centenario della nascita.
1985, 2-4 September, Sienna, Domenico Scarlatti e il suo tempo.
1985, 11-15 December, Nice, Domenico Scarlatti. Un anniversaire musical.
1989, Colmar – Premier Congrès Européen d’Analyse Musicale (Société Française
d’Analyse Musicale).
1991, 2-6 February, Salzburg, Internationalen Mozart-Kongreß.
1995, 9-15 December, Amantea, Alessandro Longo, l’uomo, il suo tempo, la sua opera.
2007, 9-11 November, Naples, Domenico Scarlatti: Musica e Storia.
2019, 14-15 June, Almería, Domenico Scarlatti: forwards and backwards.
The reader will find an essential bibliography at the end of this article.
Fadini had a deep knowledge of European culture of the sixteenth, seventeenth and eighteenth
century. She dealt with rhetoric in music, accentuation in music, influence of Seconda Prattica
style and figures in European musical language, influence of Iberian folklore and of ArabAndalusian music in Scarlatti’s sonatas, Empfindamer Styl etc. Her research activity originated
from, and regularly returned to keyboard performance; scientific speculation and a quest for
effective interpretation were inextricably intermingled.
She didn’t think much of a punctilious analysis not resulting in an effective performance, and took
very seriously the parallel between declamation (of an actor, an orator) and musical discourse, as
recommended by several musicians and theoreticians of the past centuries. Just as an actor
underlines words, phrases, and feelings by means of proper gestures, changes in intonation,
speed, voice volume, punctuation, pauses, Fadini explored the text giving significance to each
Maria Cecilia Farina, Una didatta socratica, in M. Moiraghi (editor), Cedere il passo al sogno. L’esperienza musicale
di Emilia Fadini, LIM, Lucca 2020, pp. 165-167.
4
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note and detail. The smaller unit would be given its articulation, length, accentuation, proper
connection with the previous and following ones. But she would also include them into a
convincing formal structure, though her architectures, refraining from comfortable clichés, would
often challenge listener’s expectations. She dealt with the tempo like an actor, adapting it to the
character of the episodes; for rhetorical needs she would lengthen a dissonant note or chord, a
pause between two episodes, play a chromatic ascent rallentando, a descending passage
accelerando. This made her interpretations sound at first unorthodox and puzzling, then
fascinating and moving.
There was ‘something’ which gave special depth to her playing and
teaching (and her friendship), something which established unsuspected connections in the
imagination and fired up audience’s and students’ imagination.
During her youth, as a pianist, Fadini had explored various repertoires, including a good deal of
twentieth-century works. When later on she passed to early music, harpsichord and clavichord,
she focused in particular on G. Frescobaldi, L. Couperin, J. J. Froberger, A. Poglietti, J. S. Bach, D.
Scarlatti, C. Ph. Bach, F. J. Haydn. The latter three, together with Mozart, she played the latter
three a lot on the historical piano, which she studied with enthusiasm from the late 1980s
onwards.
As an Italian brought up in Spain as well as a harpsichordist, she of course devoted herself to
Scarlatti, whose style and language she studied in depth down to the smallest detail. This led to,
and was later supported by, the intense philological work she did for the Ricordi critical edition.
Interlude: the Scarlatti complete edition
The important task of editing a new critical edition of Scarlatti’s Sonatas was given to Fadini in
the early 1970s. She had already edited Alessandro Poglietti’s collected works (Il Rossignolo, which
would actually be published years after, in 1984), but it was evident to everyone, editor, publisher
and editorial staff, that this enormous Corpus implied dealing with countless editorial issues.
The publisher’s suggestion was of re-using the old plates of Longo’s edition and cleaning them up
of all articulation, fingering and dynamic indications. Fadini firmly rejected the idea, for two
reasons: the Longo plates are an important historical document which has to be preserved, and,
more importantly, such an operation wouldn’t in any case be sufficient to re-establish the
Scarlatti text with all its characteristics, peculiarities and ambiguities.
At the conference on Alessandro Longo (1995) Fadini had said:
‘[…] I realized that the cancellations and the numerous changes in the musical text would
require a much more onerous job for the engravers than that of creating new plates.
Moreover, I was convinced that for a correct understanding of the text it was absolutely
necessary to restore the original Spanish notation: it assigns to the upper staff the pitches
from treble C up, and to the lower one the pitches from treble C down, regardless of the
destination of the single parts to one or the other hand (which in fact is not always easily
definable). […]
This would highlight a whole series of characteristics of eighteenth-century notation in
general and Scarlatti in particular, which a modern interpreter can by no means overlook.
For example, I’m referring to the use of polyphonic writing even for simple chords (where
each note has its own stem), to the frequent irregular value in notes grouping, to the use of
special marks […] to indicate the indefinite duration of sounds and chords, to the lack of
pauses for the same purpose’.
The aim of the new edition would be to offer ‘performers and scholars a text which is
philologically faithful to the author’s intentions (in so far as this can be reconstructed through a
comparative study of the surviving printed and manuscript sources), and which is presented as
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authentically as possible’5.
However, it was not easy to establish which was the 'most authentic dimension' of the Sonatas
text, and therefore which editorial policies would render it properly.
Fadini thought that the greatest importance had to be given to the vagueness of the original text:
no attempt to ‘clarify’ the notation in order to ‘help’ the performer should have been allowed.
Vagueness (which can indeed be considered one of the key words of Fadini’s approach to the
musical text) means ‘possibility of multiple layers of significance and value’, enabling endless
possibilities of interpretation.
This of course requires a responsible, informed and self-committed interpreter: such an edition is
not suitable for a superficial sight-reading.
Since the editorial staff would have preferred a ‘softer’ approach, the relations between Fadini and
Ricordi weren’t always easy. Volume 1, in fact, reflects a still unresolved hiatus, in that there still
are here and there some ‘compromise’ solutions. From volume 2 onward Fadini’s criteria were
almost completely followed, with the exception of key signatures (which follow the modern use)
and some pauses added in brackets.
The text is based on the comparison of the most authoritative eighteenth-century manuscripts
and printed sources (manuscripts: Venice, Parma, Vienna, Münster, London, Madrid, Cambridge,
Coimbra, Naples, Turin, Lisbon, Paris, Zaragoza, Barcelona. Printed editions: Essercizi, CookeRoseingrave, Witvogel, Boivin, Johnson, Haffner, Owen, Birchall, Clementi). The critical
commentary reports all the reading variants.
It is well known that the chronology of composition of the Sonatas was, is, and will always be, an
unresolvable matter. Fadini chose to follow the sonatas order of Venice: Kirkpatrick and Longo
numbers are also added to each sonata. The fifteen codices owned by the Biblioteca Marciana in
Venice, with their 490 sonatas, are the most complete source; but since their text is littered with
mistakes, often corrected in Parma, they are not automatically used as a primary source. The plan
of the edition is the following:
Vols. 1-8: Venice 1742, Venice 1749, Venice I-XII and part of XIII.
Vol. 9: last part of Venice XIII, and the twelve sonatas of Parma not present in Venice.
Vol. 10 Essercizi and sonatas found in other eighteenth-century printed sources.
The first eight volumes were published between 1978 and 1995; the first draft of volume 9 took
five more years. Fadini had no assistants while working at them, and had almost lost her sight and
health. Volumes 9 and 10 were edited in collaboration with Marco Moiraghi, and published
respectively in 2016 and 2021. The long delay in the release of volume 9 was due to various
difficulties encountered by Ricordi.
The edition of volume 10 was particularly complex: in the last fifteen years new sources have
come to light and new studies have been done on the already known sources (for instance on
different impressions of the Cooke-Roseingrave edition). The sources and all connected issues are
extensively discussed in a preliminary study. Some sonatas are presented in two or even three
different complete readings and the critical commentary is also longer than usual. To keep the
volume within the same size as the preceding ones, it has been decided to plan an eleventh
volume which will contain the remaining sonatas - authentic and dubious - from other printed
sources as well as the general thematic index.
III. Buen Retiro. In 1991, after early retirement from the Milan Conservatory, Fadini moved to a
small village in the mountains overlooking the Iseo lake, thus fulfilling a long-cherished dream.
But she continued teaching harpsichord, clavichord and fortepiano at Scuola Musicale di Milano
Domenico Scarlatti, Sonate per clavicembalo. Critical edition edited by Emilia Fadini. vol. I […X] Ricordi, Milano
1978 ff., p. vii.
5
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and in various courses and masterclasses, giving concerts and attending conferences until the
breaking out of the Covid pandemic.
In that period the Italian label Stradivarius asked her to record all Scarlatti’s Sonatas. She deemed
it a too ambitious task for one single person, and suggested a more interesting project: the
Sonatas would be interpreted by several different artists, with an order criterion different from the
simple sequence of the sources or of the K. numbers. This would produce a more imaginative
sonata grouping, based on aesthetical, stylistical, organological or historical criteria: The Spanish
Influence, The Italian Manner, The Harmonic Research, Iberian Naples, Scarlatti as Chosen by
Clementi, Essercizi per Gravicembalo, The Mandolin Sonatas, Scarlatti and the Organ, Toward Modern
Pianism etc. The interpreters were, besides Fadini herself (harpsichord and fortepiano), Ottavio
Dantone (harpsichord), Enrico Baiano (harpsichord and fortepiano), Marco Farolfi (harpsichord
and fortepiano), Maria Cecilia Farina (organ), Sergio Vàrtolo (harpsichord and organ), Raffaele
Vrenna & Mauro Squillante (harpsichord and mandolin).
The project, started in 1999, was unfortunately interrupted after volume 12 (released in 2012) due
to lack of funds. It is anyway an important legacy from every point of view: the twelve CDs contain
about 180 Sonatas interpreted by specialists on fine instruments, specially chosen to effectively
render the various interpretations. They give a wide and rich outlook of Fadini’s (and her circle’s)
approach. In particular, the three CDs recorded by Fadini are a precious testimony to her art,
always attentive to Scarlatti’s very special rhetoric, of his nuances, his sudden stylistic changes,
his digressions, his Scherzo ingegnoso dell’Arte6. In the CD-booklet Fadini writes:
The main characteristic of our project is entrusting the recording of the ‘complete works’ of
Domenico Scarlatti not to a single interpreter, as was the case for the Canadian
harpsichordist Scott Ross, but to several performers. We were convinced that Scarlatti’s
variety and creativity should be matched by a similarly rich and varied interpretation.
Furthermore, we will not limit ourselves to the use of instruments similar to those owned by
Queen Maria Barbara in the Madrid Court or in the Aranjuez summer residence. We shall
also use such instruments as the late eighteenth century French harpsichord and the
Viennese fortepiano, as well as the organ and mandolin. These are the instruments on
which Scarlatti’s repertoire was spread throughout Europe during the eighteenth century.
[…]

There was one more quandary: which order to choose for the recording? Various scholars
have tried to establish a chronology of the Sonatas, but none of them have ever given a
convincing answer. Ralph Kirkpatrick, taking as his basis the dating of the sources, thought
he had worked out the chronological order. But there is no evidence that those dates
correspond to the actual composition of the Sonatas. More likely, they refer to the
compilation or copying of the codices. Should we follow my edition’s order, then? It simply
follows the order in which the sonatas appear in the most complete manuscript, the codices
owned by Biblioteca Marciana in Venice […] and those present in other eighteenth-century
manuscript and printed sources […] this choice might seem musicologically correct, but it
would be rather impersonal from the musical point of view.
We therefore decided to highlight Scarlatti’s main stylistic traits: the Italian or Neapolitan
sonatas, those with an unmistakable Spanish flavour, those in strict contrapuntal style, the
Melo-bass sonatas (for a solo instrument and continuo), those ‘in più semplice e variato
Stile’7, etc. Each interpreter, in following these criteria, will be free to choose from the mare
magnum of the sonatas those which better suit their taste. Obviously, the collection of the
thirty Essercizi per Gravicembalo will remain unaltered, since we presume that their
selection and order can be safely attributed to Scarlatti.
6
7

“ingenious jesting with Art”, D. Scarlatti, Essercizi per Gravicembalo, foreword To The Reader.
“in more simple and varied style”, ibidem.
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In her Buen Retiro Fadini also devoted herself to the historical piano and to the works of C. Ph. E.
Bach and F. J. Haydn. A life-long study allowed her to see the connection between seventeenth
century Recitar Cantando, Scarlatti, C. Ph. E. Bach and Haydn. She was planning some recordings
of the latter two, but her declining health thwarted her from achieving this goal. Her ninetieth
birthday (11 October 2020) was celebrated with a surprise party organized by the villagers and a
group of friends and former students. On that occasion she was presented with a book (edited by
Marco Moiraghi) specially dedicated to her life and work, Cedere il passo al sogno, ‘Give Way to the
Dream’, an Ingenious Jest for Emilia8.
A Eulogy for Emilia - Marco Moiraghi
When I came for the last farewell, Emilia, you seemed to have shrunk. Perhaps because you were
no longer animated by that great spirit that we all admired in you. Your body lay quiet, minute
and composed, with nothing left to wait for. Your mountain, as your friends of the village up there
recalled, seemed to have said goodbye to you shortly before, with that sudden landslide that had
made the road inaccessible. And now, bizarre weather: on the day of the funeral, spring’s arrival
seemed to have gone mad, with showers of snow alternating with mild gusts and bright clear
spells, in a wonderful whirlwind of colour and light. Looking at the hills of Bergamo and then the
snow and then the sun and then the running clouds, I thought it was you who was greeting us. You
always wanted to surprise us with your unsettling ideas, with your open-mindedness; now you
were leaving us on a day when the cards were shuffled, as winter and spring embraced.
They took you to the great church, the cathedral, where the last rites took place. You had been
many times to church, but to the small humble perched village church - and you went there not
because of any religious belief but simply to perform a modest task: playing the organ and thus
giving a little joy to the community. This was one of your greatest teachings: the simple
importance of the little things. A stone, an insect, a toad or a bird were for you great and precious
things as much as Frescobaldi's more complex Toccata or Bach's most magnificent Fugue. And
great were for you all the people you knew and admired for their uniqueness: so many human
stories that thrilled you every time, always with enormous and genuine surprise. Discover beauty
in the details: a single sentence, a single moment, a single sound. So for you the humble task of
playing in the village church was also great, where you expected nothing but a grateful smile from
the congregation. You didn't need divine inspiration: your every day was already sacred and full of
meaning.
But now a very special day had come, and others were playing for you. Here, in the cathedral,
everything seemed in abeyance and still. The sound of the organ echoed painfully, all around and
above. Could you hear it? It was your dear music, which you helped us so much to investigate, to
question. Did we know how to understand it?
We listened quietly, thinking of you, who were there, in the coffin, motionless. The music no
longer warmed you. And we were all coldly distanced: again the masks, again the coronavirus
emergency ever closer. The priest who officiated admitted that he did not know you and humbly
apologized for the few generic words. Now that you could no longer speak, no one could hear your
quiet reassurance anymore. You would have said to the priest: don't worry, that's okay.
But then, finally, the tears fell. Your nephew read in a broken voice some sentences of the will and
The book contains thirty ‘Essercizi’ (articles, memoirs and poems) introduced by an Incipit and followed by an
Explicit. They are written by Adriana Albertini, Franca Bacchelli, Enrico Baiano, Umberto Benedetti Michelangeli,
Enesto Bussola & Maria Grazia Liguori, Maria Antonietta Cancellaro, Pinuccia Carrer, Paolo Cherici, Deda Cristina
Colonna, Danilo Costantini, Ottavio Dantone, Giorgio Dellarole, Olivier Fadini, Antonella Fait, Maria Cecilia
Farina, Massimo Gentili-Tedeschi, Barry Ife, Mariagrazia Lioy, Marco Moiraghi, Luisa Morales, Luca Moser,
Giorgio Pestelli, Gianluca Petagna, Barbara Petrucci, Nicola Reniero, Corrado Rovaris, Gianluca Rovelli, Guido
Salvetti, Lorenzo Stoppa, Susanna Termini, Dušan Toroman, Marina Vaccarini.
8

12

we were once again struck by your purity. You said you loved so many people and you left the best
of you to everyone: love and gratitude. Then you asked for your 'beloved pets' to be taken care of.
You wanted your pets to be present at the last farewell before the funeral and you asked them not
to be blocked even if, by chance, a cat wanted to come and greet you in the coffin. And in the
meantime everyone could make music, play with your instruments around you: 'with joy', you
said. How many tears, Emilia, feeling overwhelmed by your sweetness. Sweetness and bitterness:
fate did not allow your wish to come true, and the farewell to you in the coffin had taken place far
from home, far from your pets.
It seemed to me a grave injustice, but then I realised that becoming angry was doing you wrong:
you would have smiled.
What will always remain alive and moving in us is the memory of your voice: cheerful, clear, firm,
patient. When you taught or were discussing with a student or colleague, you knew how to explain
and re-explain the point many times, just to make yourself understood, to dispel any
misconception. There was never any ostentation or self-importance: every utterance, even when
decisive and assertive, flowed calmly and smoothly.
You had a lot of faith in dialogue, as I would realize in the long days spent together. While
analysing those wonderful Sonatas onde cotanto ragionammo insieme9 (but nobody really knows
how much effort all that undertaking had cost you), it happened that we did not agree on the
interpretation of some details. Then, however, the constructive dialogue you gently imposed
always prevailed. I will not forget your voice that examines, identifies, clarifies, illuminates: a
sober tone that revealed balance and inner calm. At times your voice would break into a crystalline
laugh or a little cry of surprise: in spite of age, you still looked at the world with a kind of
enchanted amazement and an insatiable curiosity; every day brought its serendipity.
Emilia, the greatness of your teaching will always live.
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Some reflections on teaching the harpsichord today

Today’s world raises new challenges in the way we approach the teaching of historical keyboards. In order
to increase the chances of job opportunities thereafter, Jean-Christophe Dijoux argues that we should
refresh the way we shape study programmes whilst guaranteeing the acquisition of the fundamentals. (A.Z.)
I am a child of the so-called Generation Y, born before the internet age, and having directly
experienced the tremendous transformations of the last twenty years. A little less than a year ago,
I had the honour of being appointed professor of historical keyboards, basso continuo and
ensemble conducting at the Hochschule für Musik in Freiburg (Germany), where I am also in charge
of the HIP department. My career already indicates a paradigm shift: originally a piano student at

The campus of the Hochschule für Musik in Freiburg (photo credit: Hochschule für Musik Freiburg.)
the Conservatoire National Supérieur
de Musique in Paris, I possessed the
curiosity to try baroque dance and was
subsequently introduced to the
harpsichord. Little by little, my
practice of historical keyboards
intensified and I ended up, somewhat
by chance, in Germany (Freiburg) and
Switzerland (Basel) where I carried on
with my studies. I am now part of the
fourth generation of early music
teachers. Today's world, however, is
radically different from that of the
pioneers.
Indeed, from a time when, especially in France, musical studies were oriented towards
hyperspecialisation and the solo career, a reality has emerged where everyone is now expected to
be versatile, open to the acquisition of new skills and quickly adaptable. We live in a fragmented
world, more and more rapid, where the flow of people and information has never been so active,
even if the pandemic, for a year and a half, has dampened the enthusiasm somewhat. Information
is now available just a click away. One of the corollaries of the internet revolution is the growing
importance given to image, emotion, and to the short term. It is more than likely that this trend
)

15

will increase, which, in the educational field, raises real challenges. How can we maximize the
chances for new generations of students to settle in a constantly changing world where
competition is increasingly fierce? How can we accommodate the increasing versatility of student
profiles, in a time where the issue of acquiring the fundamentals is often overlooked?
The Bologna process has had commendable consequences in terms of exchanges and cross-border
access to studies. European universities and conservatories show a real cosmopolitanism in their
student populations. Circulation of knowledge, meeting of new talents, openness to others by
learning foreign languages, all of these are tremendous opportunities for young people. The
university of the 21st century, however, is also subject to the vagaries of the current world and of
the market: the lack of recruitment in certain disciplines can indeed lead the acting authorities,
public or private, to reconsider the relevance of maintaining certain courses of study at some
universities. The logical consequence – which many of my colleagues confirm – is a more or less
unofficial but real tendency to welcome students who don’t always have the level necessary for
the diploma to which they claim, which in turn results in a decline in the general level. In the few
universities which can afford to select students at the entrance examination, because of a large
number of applicants, on the contrary, the level is often extremely high. These two trends have
tended to increase in recent years. Landing in the world of work after graduation can then be
tough for many.
The importance of the big picture
In this context, it seems fundamental to me to reconsider our approach to teaching harpsichord in
music universities. In the same way in which baroque art, in architecture, induced a shift in
perspective, it seems essential to me to return to one of the fundamentals of HIP, the one that
carried it from its beginnings: that of de-centering, of disturbance of certainties, of (fruitful)
doubt, of refusal to take anything for granted. Allowing room for thinking provides the stimulus
for research, and the university should be the place par excellence for it. In other words, one must
first of all teach a state of mind.
I will start with the widening of the cultural field-of-view. More than ever, creating connections is
essential. Obviously, knowing the spatio-temporal context of a given piece of music is important,
but just as important are its historical, aesthetic and social contexts. Thus, if the study of treatises
and sources remains essential – more than ever! – to feed everyone's imagination, it must be
supplemented by elements from literature, philosophy, history and from the other arts. Take a
simple example: a tour of a collection of original instruments, which any HIP department should
organize on a regular basis. From an epistemological point of view, this is remarkably rich: in
addition to the information on the conditions in which the instrument was built, then played, on
the making, the successive owners, we can learn a lot about the craftsmanship of the time, on the
techniques of carpentry, metallurgy, painting, and so on. At the same time we can learn why this
instrument is unique and resembles no other. In other words, we are already there in a direct,
sensual relationship with the material. This dimension of craftsmanship, which tends to be lost
today, needs to be revived. This very dimension prevails in the attention paid to sound and
resonance when practising on an instrument as well.
As for the exploration of the repertoire and the study of sources in themselves, it is necessary, in
various contexts (seminars, workshops, instrumental lessons, etc.) to experiment with these texts,
and to discuss, confront and encourage the dialectic of approaches. This is much more fruitful
than ‘consuming’ knowledge and waiting for recipes. Otherwise the doxa arises, which is very
much at odds with the spirit of HIP.
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Along with studying the sources, it is essential for all students to develop ear training and singing
skills, as well as basics in continuo playing. Joint work with theoretical disciplines is essential
here. These skills are not only historically founded, they are indispensable for a sensible approach
to musical structure. This "complementary keyboard" option for HIP-students must be done on
the harpsichord, not on the modern piano (as is still sometimes the case). This is indeed a matter
of consistency, regarding the sound world in which we want the student to evolve.
Encouraging interactions
This notion of consistency is a key word for a department to work properly. Nowadays, the
successful HIP departments are generally structured around stable classes and strong
multidisciplinarity. Students always have opportunities to meet and exchange ideas, which in turn
allows for chamber music groups or projects to form spontaneously. Encouraging chamber music,
and more generally, encounters between people, is therefore the first thing to do. Digital
technology, for seminars and symposia in particular, is of definite use and may have been – as the
pandemic has shown – indispensable; but nothing can replace real interpersonal exchange.
Relationships to others, to sound must be experienced in the immediacy of real life. The same
goes for relationships to the body, for example in the context of historical dance workshops. Often
universities are not able to offer these courses on a regular basis, but a multi-day workshop at
least once a semester seems essential to me. The central importance of movement in the
repertoire must be explored, experienced intensely. Regular interdepartmental projects (operas,
cantatas) also bring people together and promote exchanges, possibly with other institutions
(partnerships between universities are interesting leads). Finally, masterclasses on a regular basis
broaden horizons by giving a glimpse of what is being done elsewhere.
Openness and versatility
Let us now come more specifically to teaching on historical keyboards. First, it is not uncommon
to find, in the context of introductory HIP-related seminars or workshops, ‘modern’ keyboardists
who manifest a sincere interest in this field. As such, an educational offer for pianists and
organists (initiation to historical keyboards) is to be developed. We must not underestimate the
importance of so-called complementary subjects for these students, among whom real talents can
be discovered. In the framework of a complementary subject over the course of several semesters
it is possible to achieve a certain level of proficiency. Having said that, this time is hardly enough
for these students to then apply directly to higher curriculum. That’s why it would be relevant in
those cases to organize at least one deepening ‘bridge year’. This is investing in the future, to
avoid struggling later in the course of their studies or as a newly graduated musician. For students
who study historical keyboards as their main subject, the need to complete a module on a second
instrument is essential. For example, a harpsichordist pursuing a harpsichord degree will have to
complete a clavichord or organ module, a fortepiano player a harpsichord or clavichord module,
etc. This provides skills that the student will be free to develop later, according to what he or she
wishes to do. It is, moreover, an idea that should be extended to the whole department: recorders,
for example, must complete a module in another wind instrument (bassoon, baroque oboe),
otherwise their chances of work with ensembles later will be greatly reduced. Cellists should be
able to try the viola da gamba, violinists the viola d'amore or viola, and so on.

Towards a more structured approach to the repertoire
To me, the approach to solo harpsichord repertoire, for its part, is still too often influenced by the
concept of the piano recital: an attraction to famous works and composers, and a virtuosic
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repertoire, all conditioned by recordings and online videos. Undoubtedly, we should reintroduce
the concept of virtuosity in the etymological sense, that of virtus, which means the qualities of
virtue and moral strength of the human being. And here again, we have to put things in
perspective, by favouring not a soloistic but a holistic approach to the repertoire. The link with
basso continuo and improvisation is, in this respect, fundamental.
Let's face it: playing continuo is by far the most widespread harpsichordist activity today, as it was
a few centuries ago. This is also a field where jobs are available. Just think of the numerous opera
productions where good vocal coaches are required, flexible and swift in reacting, knowing how to
reduce at sight and how to tune. It must therefore be possible to study continuo in the framework
of a full-fledged curriculum, with, as for historical keyboards, the possibility of concentrating
one's studies on a particular aspect of the discipline: chamber music, vocal coaching, maestro al
cembalo. Students who have chosen a major must complete a minor in at least one of the other
options, in order, again, to widen their perspective.
As far as improvisation is concerned, in addition to practicing standards, the research of the last
fifteen years has highlighted the importance of the practice of partimento. This is, with continuo
playing, the gateway to composition: literally the fact of ‘posing with’ (cum-ponere), which is very
much what partimento does with sequences. Improvisation, composition, continuo give the
possibility to see solo repertoire from another perspective. If we include the practice of
transcription, we have here several possibilities of approaching solo repertoire the other way
round: from the matrix (the harmonic structure, or the orchestral polyphony) to the written piece,
which in turns appears as a particular case of realisation/improvisation. This approach has to do
with craftsmanship as well, since each stage of the process can be refined. It enables the
assimilation of the language together with the acquisition of skills. Why not then structure weekly
schedules according to a given theme, which in turn would successively be approached from the
continuo, improvisation and solo repertoire points of view?
Today's youth has a great mastery of digital tools, as well as a remarkable capacity for enterprise
and innovation, in terms of projects or programmes. A HIP department must, therefore, be able to
offer students the tools to nurture their ideas, to achieve their aspirations musically and to evolve
in today's world. For sure, the studying time all in all remains short (in contrast with the field of
HIP which is expanding more and more), but this is precisely one more reason to take a long-term
view: that of the acquisition of skills, of discussion, research, experimentation, broadening of
views, and liveliness in reflection – hopefully throughout a musician’s life.

Jean-Christophe Dijoux,
French harpsichordist Jean-Christophe Dijoux was First prize winner in the 2014 Bach International
Harpsichord Competition and laureate of several chamber music competitions, such as the Telemann
International Competition in Magdeburg (special prize for the best continuo realization) and the chamber
music competitions of L'Aquila and San Ginesio (Italy). His first solo CD, Varietas, was immediately praised
by critics and named CD of the Month by Record Geijutsu magazine (Japan) in August 2016. It has been
aired on SWR, WDR and France Musique amongst others. As soloist or as collaborator in ensembles, JeanChristophe has performed at a number of prominent festivals and concert series. He was appointed
professor of historically informed performance at the Hochschule für Musik in Detmold in 2019, and in 2020
he was invited to succeed Robert Hill as chair of the department for historically informed performance at
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Some reflections on the teaching of historical keyboards in
a new class at the Académie Supérieure de Strasbourg

The appointment of Benjamin Steens, brilliant harpsichordist, clavichordist, organist and fortepianist at
Strasbourg’s Academy of Music marked a turning point in the design of the early music department. The
HEAR/Conservatoire de Strasbourg now offers a training programme which is unique in France. (A.Z.)
The creation of a historical keyboard class in Strasbourg; a new programme of instruction.
Since September 2020, the Conservatoire and the Haute Ecole des Arts du Rhin in Strasbourg,
France, have been offering students a new multidisciplinary specialisation course in ‘Early
Keyboards’. This course is open to students with a bachelor's degree in organ, harpsichord,
fortepiano, clavichord or modern piano who wish to broaden their skills and knowledge in the
keyboard repertoires and playing techniques of the 16th to the early 19th centuries. Students
choose one instrument as their major and two others as complementary disciplines. They work
together with the faculty according to a pre-established schedule. They also take courses in basso
continuo, improvisation, chamber music and general musical culture in relation to their area of
concentration. A prestigious team of professors surround the students who can prepare a
specialisation diploma, a master or a doctorate. Among the professors, the Strasbourg Superior
Academy counts Michel Gaechter - fortepiano; Martin Gester - harpsichord, baroque organ and
orchestral workshop; Aline Zylberajch – harpsichord; Benjamin-Joseph Steens - clavichord,
harpsichord and fortepiano; Christine Héraud - basso continuo on harpsichord; Francis Jacob basso continuo on organ; Stéphanie Pfister - chamber music and Olivier Wyrwas - improvisation.
Masterclasses with guest artists complete this pedagogical programme. The teaching of the
clavichord plays a particularly important role in this training. The clavichord is not only taught as
the main instrument that can be presented at the Master or Doctorate level, but also as the link
between the practices of all the other historical keyboards.
By creating this new course, the HEAR/Conservatoire de Strasbourg offers a training programme
which is unique in France. Whilst the organ and harpsichord are instruments which have their
own classes in most conservatories in France, the teaching of all the historical keyboards in a
single course: harpsichord, organ, fortepiano and clavichord, is not offered in all schools.
Fortepiano classes are still rare, and although interest in the practice of the clavichord is gradually
increasing in harpsichord classes, it is taught in only a few.
The separation of organ and harpsichord or fortepiano classes, as we have seen in France since the
revival of early music practice and teaching, is the result of a different teaching tradition there.
Harpsichord and organ classes were created at the time in the same way as piano classes. The
more continuous tradition in the training of organists in the Germanic countries has certainly
contributed to a different development of the teaching of the historical keyboards, which is why
this type of de-compartmentalised teaching has been established for a long time in the higher
conservatories of other countries such as the Netherlands, Germany or Switzerland. Obviously,
the presence of a large number of historical clavichords and pianofortes in the museums of these
Germanic countries has contributed greatly to the rediscovery of these instruments, especially as
some museums have always been linked to conservatories and therefore to teaching. In France,
the clavichord was practically abandoned in teaching from the end of the 17th century and the
pianoforte made its entry a little later than in the Germanic countries. This is one of the reasons
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why the museums of the conservatories in French cities contained fewer of these instruments.
Today, the creation of this class in Strasbourg responds to a growing demand on the part of the
younger generation of keyboard players who want to broaden their horizons. This decompartmentalised training seems to them more and more obvious and useful for the
understanding and interpretation of keyboard repertoires up to the beginning of the 19th century.
The clavichord: an indispensable link in the teaching of historical keyboards
Since the creation of the new class of historical keyboards in Strasbourg, it was decided to give an
important place to the integration of the clavichord as a pedagogical tool and solo instrument.
The sources constantly refer to its intrinsic qualities for practice and interpretation, making it a
perfect pedagogical instrument and an excellent working companion for all keyboard players from
the Middle Ages to the 19th century.
The eminent organist and clavichordist Etienne Baillot sums up magnificently in one of his
writings what the clavichord brings to the learning of the other keyboards:
The extreme simplicity of the clavichord's mechanism - reduced to a simple lever - and
the almost direct contact of the finger with the string requires, and in return impose, a
particularly careful and well adapted playing technique.
Several necessities determine this technique: the mastery of dynamic levels, the control of pitch
and timbre, the support of the sound beyond the attack, with the ever-present danger of a ‘false
attack’, a sort of ricochet of the tangent against the string, coming from an insecure finger and
producing a zingy, choppy sound. This risk, largely related to the proportions of the scale,
increases as the finger approaches the axis of the fingerboard and prohibits any rough, dry or
uncertain gesture. The small key-dip and relative lightness of the clavichord’s keyboard also make
it unsafe. The notions of mass, speed, height, angle, and force of the gesture thus require the most
scrupulous attention. Given all this, the clavichord stands out in a multi-keyboard class not only
as a demanding instrument in its own right but also as an excellent ‘pedagogical laboratory’ for
the development of a controlled keyboard touch.
Historically, there was no division between the study of different keyboard instruments as is
sometimes found today. Composers and keyboardists at least until the beginning of the 19th
century who practised different keyboards in parallel were influenced by the different keyboards
in their own playing and compositional practice, whether out of interest in a particular keyboard
instrument or for pragmatic reasons. For figures such as JS Bach, Couperin... this seems fairly
obvious to us today. But let's take Ludwig van Beethoven as an example: Beethoven is
unquestionably considered to be one of the greatest composers for the piano and was recognised
as an immense virtuoso of this instrument. When we look at the initial training he received we
notice that he was trained primarily as an organist, which allowed him to get a well-paid job.
Thus, we are almost certain that he first put his young hands on a clavichord to begin his
apprenticeship, with, as we know, JS Bach's Preludes and Fugues from the Well-Tempered Keyboard
as his bedside book. He then discovered new types of pianofortes probably around the age of 1617. All of these elements inevitably influenced his technique and his conception of keyboard
sound, as well as his training as a composer. It is highly probable that all keyboard composers of
his generation had similar training. We might even legitimately ask whether the finesse of touch
attributed to Chopin might not be partly related to the tradition of teaching the fortepiano in the
first half of the nineteenth century, which still required starting with the clavichord. It was
therefore time to review our pedagogy and to give the clavichord its rightful place among the
other instruments.
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The contribution of each instrument to cross-teaching
One of the central questions to ask when teaching the historical keyboard ensemble in a crossover
manner is how quickly to integrate the understanding of the musical differences directly related to
the particular mechanics and resonance of each instrument. To do this, let's look in detail at the
production of sound and what each instrument provides. When we touch a keyboard there are
three parameters to control: the attack or depression of the key, the control of the duration of the
note and the release of the key.

‘In order to stimulate the
students' curiosity and to
refine their skills…… it is
essential to confront them
with a large number of
instruments of different styles
and periods’
B-J Steens
Above;
Aubertin organ at Vertus
Left;
Clavichord, Joris Potvlieghe
Far left;
Fritz pianoforte of 1816.
(photos; Joris Potvlieghe)

The big difference between the fortepiano, harpsichord and organ on the one hand and the
clavichord on the other is that for the first three instruments, once the sound is produced by
pressing the key, it is no longer possible to control or intervene on the quality of the sound. On
the clavichord, with its simple lever system, the control of the tension on the string is essential
and related to the quality of the sound. If you let go, even just a little, the sound will become
distorted or go out of tune; if you put too much pressure on the contrary, the sound will become
distorted or mistuned. With good control it is possible to influence the quality of the sound
throughout the duration of the note and it is even possible to add ornaments such as vibrato
(Bebung). The dynamic functioning of the fingertip plays a particularly important role in this case
and focuses the keyboardist's attention on this particular aspect of keyboard technique. This
precise movement of the fingertips is often neglected on other keyboards because the various
mechanics partially compensate for errors. A better control of the functioning of the last
phalanges also encourages a better and more natural positioning of the hand in relation to the
keyboard and a better management of the centre of gravity of the hand.
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Before the invention of the pianoforte, the clavichord was the only keyboard instrument which
allowed for the control of nuances by the speed of the stroke. Clavichord work was therefore
encouraged for harpsichordists and organists, in order to better learn to express and hear the
meaning of musical phrases. The musician playing the clavichord must therefore perfectly control
three parameters from one end to the other: first, the dynamic quality of the attack, through
controlled speed and precise finger movement; second, the control of the singing quality of the
sound over the entire duration; third, the release according to the desired articulation. A fourth
parameter is added to this: the perfect control of the sequence or sustained transmission from one
note to the next according to the desired articulation. This last characteristic is often referred to
in historical texts as cantabile playing, obviously in connection with the art of singing.
In order to control all these parameters perfectly, the hand must therefore always be perfectly
placed and the choice of fingerings can never be haphazard. By working on the clavichord, the
instrumentalist therefore develops an acute precision in fingering skills which leads to a more
secure technique overall. The clavichord therefore demands great perfection, from the exact inner
thought of the sound to be achieved.
It is therefore never a question of ‘working the organ or the harpsichord’ on the clavichord, but of
exploiting all the pedagogical qualities of the instrument and then transposing them through
more acute work to the particularities of the other keyboards.
To support these ideas, let's just quote from CPE Bach in his Essay on the True Art of Playing
Keyboard Instruments:
Every keyboardist should own a good harpsichord and a good clavichord to enable him to
play all things interchangeably. A good clavichordist makes an accomplished harpsichordist,
but not the reverse. The clavichord is needed for the study of good performance, and the
harpsichord to develop proper finger strength. Those who play the clavichord exclusively
encounter many difficulties when they turn to the harpsichord. In an ensemble where a
harpsichord must be used rather than the soft-toned clavichord, they will play laboriously; and
great exertion never produces the proper keyboard effect. The clavichordist grows too much
accustomed to caressing the keys; consequently, his wonted touch being insufficient to operate
the jacks, he fails to bring out details on the harpsichord. In fact, finger strength may be lost
eventually, by playing only the clavichord. On the other hand, those who concentrate on the
harpsichord grow accustomed to playing in only one colour, and the varied touch that the
competent clavichordist brings to the harpsichord remains hidden from them. This may sound
strange, since one would think that all performers can express only one kind of tone on each
harpsichord. To test this truth ask two people, one a good clavichordist, the other a
harpsichordist, to play on the latter’s instrument the same piece containing varied
embellishments, and then decide whether both have produced the same effect. (Carl Philipp
Emanuel Bach, Essay on the True Art of Playing Keyboard Instruments, trans. William J.
Mitchell, p37-38 (New York: Norton, 1949).
It is obvious that this work applied to the clavichord-pedalboard for the organists obliges them
particularly to question their technique...
On the organ, it is rather the release of the keys that is a particularly important parameter in
playing (for mechanical organs), because of the particularity of the sound which, unlike stringed
keyboard instruments, does not diminish while the key is held down. It is therefore through a
refined and flexible control of the release of the key that the organist will control the articulations
in his playing, allowing him to accent or soften the musical discourse of the phrasing. Perfecting
control in this area will inevitably bring much to the practice of stringed keyboard instruments,
where the end of the durations is often neglected because the sound gradually fades away. As the
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organ is often found in large spaces, the musician learns to take into account more carefully the
relationship between the sound of the instrument and the acoustics of the building.
The harpsichord teaches us the finesse and richness of the ornaments, arpeggios and rubato
necessary for the instrument's expressiveness (this bears fruit directly in Chopin's music!). It also
teaches us to listen to the link between articulation and listening to harmonic resonance. The
fortepiano comes last in the history of keyboard development. The transposition of the precision
work of the fingertips from the clavichord to the fortepiano allows us to understand the
importance of the escapement in the mechanism. By observing the evolution of this escapement
mechanism, we notice that it becomes progressively more complex over time. To make these new
mechanisms work well, the demanding work of the small phalanges must be increasingly
supplemented by greater activity in the metacarpus, wrist, elbow, arm and shoulder... an evolution
that is obviously also linked to the progressive enlargement of the range of the keyboards. A better
understanding of the importance and logic of this evolution allows pianists to adapt more quickly
to each type of keyboard.
Conclusion
In the joint repertoire between the different keyboards, the work of transposing musical ideas
from one instrument to another, without losing the meaning, develops great flexibility.
The understanding of what each instrumental particularity brings to the musical and technical
level, as well as the understanding of the evolution of the instruments in their mechanics and
structure, allows the development of a great intelligence of adaptability in the cross-practice of
the different keyboards. They also allow the exploitation of all the visible and invisible resources
of each instrument. In the same way, the cross-understanding of the different repertoires brings a
great deal to the musicians in terms of their performance.
In order to stimulate the students' curiosity and to refine their skills in this direction it is essential
to confront them with a large number of instruments of different styles and periods, whether they
be high quality copies or original instruments in museums or churches. We believe that mastering
different keyboards is part of the current trend to broaden one's skills and that in the future it will
no longer be an asset but a prerequisite for a harpsichordist wanting to make a career. Many young
harpsichordists, organists and pianists are aware of this and are already working in this direction.
Few conservatories in France still offer higher-level training in this respect. Most of the classes
have the sole objective of training students to play one particular instrument. However, going
forward it is our opinion that, at least from Master's level onwards, training courses should
develop a much more open approach to the various keyboard instruments, allowing students to
tackle as many of the subjects essential to their profession as possible.
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A dialogue between a harpsichord maker and a musicologist, regarding

The instruments of Vincent Tibaut of Toulouse
Some ten years ago, Emile Jobin and Marie Demeilliez published a study, in French,1 about Jobin’s
experiments in making ‘Tibaut’ harpsichords and how his findings reflect the musical practices and
the repertoire of the late 17th century. (A.Z.)
Since the 1990s, the harpsichord maker Émile Jobin has built several instruments inspired by
those of Vincent Tibaut of Toulouse, of which three harpsichords from the end of the 17th century
are preserved2. First in 1993, Jobin made a facsimile of the harpsichord kept in the Musée de la
Musique in Paris, hardly modified since the 18th century3. Subsequently, he built several copies of
the Tibaut harpsichords with which he experimented, in an attempt to return to the original state
of the museum's harpsichord (which had suffered several modifications at the beginning of the
eighteenth century) and to realise the improvements that Tibaut may have envisaged. Jobin’s
Tibaut harpsichords are well
known to harpsichord lovers
and players: one of them
belongs
to
the
Paris
Conservatoire
(CNSMDP),
where
many
young
professional harpsichordists
have been trained. These
harpsichords, inspired by
Tibaut, are also regularly
used on recordings and in
concerts.

The Tibaut dated 1679
(Musée des Instruments
de Musique de Bruxelles)
https://mimo-international.com/MIMO/doc/IFD/OAI_RMAH_106173_NL
"Clavecins anciens et fac-similés – l’exemple des instruments de Tibaut de Toulouse", Restitution et création
dans la remise en spectacle des œuvres des XVIIe et XVIIIe siècles, ed. J.-N. Laurenti, Annales de l’ACRAS, n.4 (2010),
pp.82-101.
2 Three instruments signed by Vincent Tibaut are known: the oldest, dated 1679, is currently in the collections
of the Museum of Musical Instruments (MIM) in Brussels. The second, dated 1681, belongs to Mr Guillou;
restored and appreciated by harpsichordists, it was used for several recordings. The Musée de la Musique de
Paris owns the last one dated 1691. While the first two harpsichords underwent major transformations to keep
them in good working order, the Tibaut 1691 has most of its original elements. See Florence Gétreau, Alain
Anselm, "Vincent Tibaut de Toulouse, ébéniste et facteur de clavecin", Musique-Images-Instruments, vol.2 (1996),
pp.196-209.
3 See Émile Jobin, "Les enseignements posthumes et très modernes d’un maître vraiment ancien ou quelques
expériences réalisées grâce à la construction d’un fac-similé et d’une copie du clavecin de Vincent Tibaut 1691
du musée de la Musique", Acoustique et instruments anciens. Facture, musiques et science, ed. L. Espié and
V. Gibiat, Cité de la Musique / Société française d’Acoustique, Paris, 1999, pp.179-193.
1
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The lowest notes of the keyboard
Several features of his harpsichords testify to Tibaut’s interest in the lower range of the
instrument:
• In the 1691 harpsichord, Tibaut dug resonators into the lower part of the wrest plank,
under the veneers. Thus he obtained two vibrating bridges which made it possible to
improve the sound of the lower notes by favouring their first harmonics.
• Tibaut’s instruments have a fifty-two note compass, a range of GG/BB-c3, with split sharps;
the keys of the lowest accidentals (Eb and C#) are divided into two parts, in order to
provide the use of seven different notes under the E. At the end of the 17th century, such
broken octaves were relatively uncommon in France.

Of the eighty or so surviving harpsichords
from this period4, fewer than fifteen have
(or used to have) a split sharp on the Eb
key, and very few have two split sharps.
However, it is a keyboard with a short
octave and two split sharps, like Tibaut’s,
which is represented in the first complete
harpsichord method published in France
by M. de Saint-Lambert in 1702 (ill.1). In
the text, Saint-Lambert points out that
these split keys are not the same on all
instruments, depending on who is tuning,
but that the ordinary practice is to make
them AA/C# and BB/Eb.

The short octave with two split keys on the ‘Tibaut’ harpsichord in the Conservatoire National
Supérieur de Musique et de Danse de Paris. (reproduced by kind permission of Émile Jobin.)

4 For a list of known 17th century French harpsichords, see Alain and Marie-Christine Anselm, "Petit prélude à
l’étude des clavecins français du XVIIe siècle", Musique-Images-Instruments, vol.2 (1996), pp.227-230; R. Dean
Anderson, "Extant Harpsichords Built or Rebuilt in France during the Seventeenth and Eighteenth Centuries: An
Overview and Annotated List", Early Keyboard Journal (Journal of the Southeastern Historical Keyboard Society), 19
(2001), pp.69-171; 20 (2002), pp.107-195.
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Ill.1: Saint-Lambert, Les Principes du clavecin, Paris: Ballard, 1702, p.6: keyboard of the harpsichord
[Library of Congress: http://hdl.loc.gov/loc.music/muspre1800.100554]

I thought it would be interesting to compare the way Tibaut favoured the lower range with the
harpsichord repertoire of the end of the 17th century, assuming that the choices made by the
harpsichord makers would respond to the needs of harpsichordists.
And yet a look at the pieces published in France between 1670 (Jacques Champion de
Chambonnières' harpsichord books) and 1717 (François Couperin's 2nd book) and at the
manuscript work of Louis Couperin, reveals that the use of the lowest notes of the keyboard is very
limited in harpsichord repertoire. Until the end of the 1680s, i.e. in the works of Louis Couperin, in
the two books of Chambonnières (1670), those of Nicolas Lebègue (1677, 1687), that of Perrine
(1680) and the first book published by Élisabeth Jacquet de La Guerre (1687), the notes of the short
octave are required only very occasionally, and in a small number of pieces. This is also the case in
harpsichord music published in the early 18th century, such as that of Louis Marchand (17021703) and Jean-François Dandrieu (ca1704). The short octave is mostly used in cadences or pedals,
to make the lower octave of G, A and B sound, like in this Allemande La Loureuse by Jacques
Champion de Chambonnières (Ill.2): the AA reinforcing the dominant of the final cadence is the
only one in the whole piece. Performing this music without the lowest keys, for example on a C-c3
keyboard, does not require major adjustments of the score.

Ill. 2 : Jacques Champion de Chambonnières (livre I, Paris, 1670), Allemande La Loureuse (end)
[Bibliothèque nationale de France: https://gallica.bnf.fr/ark:/12148/bpt6k991343q/f27.item]
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It is in Jean Henry d'Anglebert's book (1689) where the notes of the short octave are most
frequently used: the harpsichordist needs the GG and AA in almost all the pieces. These notes
contribute to the fullness of d'Anglebert's music, characterised by large chords and numerous
ornaments. The composer continues to use the short octave to reinforce the structural notes, but
he also gives them a more melodic role: in the Chaconne en Rondeau in G major, the bass line is
sometimes played by the harpsichord's lower notes (Ill.3, mes. 6-7).

Ill.3 : Jean Henry d’Anglebert, Pieces de clavecin, Paris, 1689, Chaconne en rondeau, 2nd couplet
[Bibliothèque nationale de France: https://gallica.bnf.fr/ark:/12148/bpt6k1280279x/f39]
It is also in d'Anglebert's book that the usefulness of a split key appears for the first time in the
printed repertoire. It is the need of the lowest accidentals (below the E) that justifies a broken
octave, in which the lowest sharps are divided in order to provide both the short octave and the
accidental which would be found in a chromatic octave: BBb, C# and/or Eb. Of all the harpsichord
books published in Paris in the seventeenth century, only d'Anglebert's requires a BBb once in the
gigue of the second suite, in G minor (Ill.4).

Ill.4 : Jean Henry d’Anglebert, Pieces de clavecin, Paris, 1689, Gigue : BBb mes.4
[Bibliothèque nationale de France: https://gallica.bnf.fr/ark:/12148/bpt6k1280279x/f67]
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The sarabande of the same suite calls for a BB, again only once, but we can assume that a split key
or a chromatic compass would facilitate the execution of this suite. In Louis Couperin’s music,
composed in the mid-seventeenth century, we find many BB and BBb; like in d'Anglebert’s pieces,
these notes are never required in the same works. So that the harpsichordist can tune the Eb key
to sound BB or BBb according to the requirements of individual pieces. In this context, the need
for split keys in the seventeenth-century harpsichord repertoire seems rather thin, at least
according to surviving scores. Moreover, composers seem to consciously adapt their music to
keyboards without broken octave, avoiding C# and Eb even though these notes belong to the key
of the piece: for example, Louis Couperin's Gigue 33 (Brunold/Moroney numerotation) in C minor
requires E but never Eb, Allemande 58 in D major requires C but not C#. It was not until the
beginning of the 18th century, with Dieupart's book published in 1701 (outside France), and then
Louis-Nicolas Clérambault's book (Paris, 1704), that Eb were required more frequently and more
occasionally a few C# [see annexe].
However, more often than not, harpsichord music does not require all the notes of the ravalement,
neither the Eb or C# in the same piece: in Dandrieu's and Clérambault's suites, the presence of a
Eb goes with the absence of BB or BBb, which leaves the possibility of playing them with a
harpsichord without split sharps, adapting the tuning of the short octave. Most of the harpsichord
music printed in France in the first two decades of the eighteenth century can therefore be
performed on a GG/BB - c3 keyboard with a single split key. In the repertoire considered in this
article, only the books by Jacquet de la Guerre (book II, 1707) and François Couperin use - very
occasionally - the possibilities offered by two split keys.
In Couperin's first book, one piece is an exception: La Bandoline. In the key of A minor, this
rondeau is composed in a rather low range (the right hand is entirely notated in alto clef). The
notes of the short octave are regularly played, but in addition to the GG, AA, BB and BBb, the
harpsichordist will need an FF like in the first couplet (Ill.5). These lower notes are required to
reinforce the F, G, A, B or Bb in the lowest octave, like a 16’ stop, so one can imagine playing the
piece without these octaves on a keyboard with a smaller range. But the fact that Couperin
specifies these octaves implies that he played his music on a keyboard up to the FF-d3 or e3 with
chromatic compass, or with two split keys (allowing BB, BBb and Eb, required in Couperin's first
book).

Ill.5 : F. Couperin, Pièces de clavecin. Premier livre, Paris, 1713, La Bandoline, 1st couplet
[Bibliothèque nationale de France: https://gallica.bnf.fr/ark:/12148/btv1b525017311/f77]
This sparing use of the lowest notes and more particularly of the lowest accidentals in the
harpsichord repertoire - even though makers like Tibaut tried to favour the instrument's lower
range - implies that the use of these notes was not limited to what the scores tell us. Printed music
was intended to be played on as many instruments as possible; it was therefore expected that they
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would be suitable for the most common keyboard GG/BB-c3. Harpsichordists playing an
instrument like the Tibaut would have made more use of these GG, AA, BB, BBb, Eb or C#,
doubling structural notes in cadences, or underlying an expressive melody – the musician adapts
his performance to the specificities of the instrument.
When realising a continuo part, the accompanists would enjoy a harpsichord with a sumptuous
bass range, allowing reinforcement of the chords with lower octaves, or to transpose the bass part
as recommended by Saint-Lambert in his Nouveau traité de l’accompagnement (1707): ‘However,
the Accompanist is not obliged to follow the progress of the Basso Continuo scrupulously. [...] He
may even raise or lower the whole Bass by an Octave for several bars in succession, either to
conform more closely to the character of the singing voice, or to suit the quality of his
instrument’5.
Coupler and dogleg jack
An analysis of the keyboard frames and of the upper-manual jacks of the Tibaut 1691, while
making the copy for the CNSMDP, revealed to Jobin traces which suggest that this harpsichord
was originally disposed without a shove coupler, but instead with a dogleg jack. With this system,
the upper-manual jacks
rest directly on the
lower-manual: this saves
the weight of the uppermanual when playing
both registers on the
lower-manual. For the
harpsichordist,
the
keyboard is lighter to
play. In the 18th century,
the dogleg was removed
and a coupler was added
to this harpsichord.
In 18th-century French
harpsichords,
the
keyboards can be used
independently thanks to
the shove coupler, which
allows the harpsichordist
six different registrations
on an instrument with
Tibaut 1691 (Musée de la Musique de Paris) : https://mimotwo 8’ tops and one 4’.
international.com/MIMO/doc/IFD/OAI_CIMU_ALOES_0160632
On the Tibaut of 1691
there is no indication that the upper-manual could be separated from the lower, which indicates
that the upper 8' could never be removed. There was a 8’ stop ‘principal’ shared by both manuals,
and the possibility of adding a 4’ stop and another 8’ when playing on the lower-manual. This

5 Saint-Lambert, Nouveau traité de l’accompagnement, Paris: Ballard, 1707, chap.VIII: Cependant l’Accompagnateur
n’est pas obligé de suivre scrupuleusement le progrés de la Basse-Continuë. Il peut descendre quand elle monte, ou
monter quand elle descend comme il le juge à propos; […] Il peut même monter ou descendre toute la Basse d’une
Octave pendant plusieures mesures de suite, soit pour se conformer davantage au caractere de la voix qui chante, soit
pour s’accommoder à la qualité de son instrument.
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principle is reminiscent of the Flemish instruments, very popular in France6, which usually
consisted of a single manual with a 8' stop plucking the left string, like the upper-manual of the
Tibaut, and a 4'. On the Tibaut, the second 8' stop of the lower-manual gives more strength to the
whole and allows three different registrations. This arrangement of registers also corresponds to
the disposition of the French choirs of this period, where the small choir of soloists, which sings
continuously, can be joined by a large choir, for contrasting and stereophonic effects.
The pièces croisées which
require two independent
manuals are rare in the
17th-century
French
repertoire, which supports
this hypothesis of a dogleg
jack where the uppermanual 8 sounds from the
lower manual as well. This
layout invites a different
approach to playing the
17th-century
French
repertoire:
the
most
widespread
custom
on
French harpsichords (in the
eighteenth-century coupler
tradition) is to play the
lower 8' first, to which is
added sometimes the upper
8', sometimes the 4', or both;
in the opposite, considering
the upper 8' as the main stop
Demonstration of the dogleg jack from the ‘Tibaut’ harpsichord in the
Conservatoire National Supérieur de Musique et de Danse de
Paris. (reproduced by kind permission of Émile Jobin.)

of the instrument invites us
to play and to listen to this
music in a different way.

All this shows us how much contact with ancient instruments like Tibaut’s can modify our way of
understanding and playing the 17th century repertoire. Let us hope that the conditions necessary
for the production of facsimiles of historic harpsichords can be met regularly in the years to come
and allow rich exchanges about other repertoires.

→
6 See Florence Gétreau, "La vogue des clavecins anversois en France. XVII e et XVIIIe siècles", Hans Ruckers (†
1598). Stichter van een klavecimbelatelier van wereldformaat Antwerpen, ed. J. Lambrecht-Douillez, Peer: Alamire,
1998, pp.65-75.
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Annexe: Lowest notes required in French harpsichord music from
L. Couperin to F. Couperin’s 2nd book
Books
L. Couperin (ed. Brunold/Moroney,
L’Oiseau Lyre, 1985)
Chambonnières I (1670)
Chambonnières II (1670)
Lebègue I (1677)
Perrine (1680)
Lebègue II (1687)
Jacquet de La Guerre I (1687)
D’Anglebert (1689)

GG, AA
GG, AA

AA
GG, AA

Marchand II (1703)
Clérambault I (1704)

No
GG
AA (1 piece)
AA (7 pieces)
GG (1 piece)
GG, AA
AA
GG, AA

Leroux (1705)
Rameau I (1706)
Jacquet de La Guerre II (1707)
F. Couperin I (1713)

Siret (1716)
F. Couperin II (1717)

AA

GG, AA
La Bandoline: FF, GG
and AA
AA
GG, AA

BB or BBb
BB or BBb
Not in the same pieces

AA (5 pieces)
AA (8 pieces)
GG (2 pieces)
GG (4 pieces)
AA (8 pieces)
no
GG (2 pieces)
AA (2 pieces)
AA
GG (2 pieces)
GG, AA

Marchand I, 1699
Marais, Symphonies d’Alcide
(ca1693-1701)
Dieupart,
Six suites pour clavecin, 1701

Dandrieu I (1705)

Accidentals
between C and E

BB (1 piece)

BB (3 pieces)
BB
BB (4 pieces)
BBb (1 piece)
BB

D# (1 piece)
C# (1 piece)
Eb
Not in same suites

BB

Eb
D# (1 piece)
Eb (3 pieces)
Eb (3 pieces)
C# (2 pieces)
Eb

Eb

BB (2 pieces)
BB
BB and BBb
(not in the same pieces)
BB
BB and BBb in La Bandoline
BB
BB (VIIIth, XIIth ordres)
BBb (VIth, VIIth, IXth)
XIth ordre: BB and BBb,
not in the same pieces

Marie Demeilliez
Marie Demeilliez is senior lecturer in musicology at the Université Grenoble Alpes (France) and a
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See Sounding Board No 2, June 2010 for Stefan Claessens’ article on building a copy of a Vincent Tibaut,
harpsichord . See https://www.harpsichord.org.uk/wp-content/uploads/2015/04/IssueTwoJUNE10.pdf
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FEATURE

The 16’ Harpsichord and other oddities
This article by Leonard Schick gives an overview of several important aspects of the historical 16
foot register and of German harpsichords in general. It records common modern misconceptions
about the 16 foot and goes on to discusses Baroque regional tastes and the musical use of various
stops on the different sized harpsichords. (A.Z.)
Before I started my professional harpsichord studies I had only once been really impressed by a
harpsichord: it was a copy made by John Phillips of the 1739 Gräbner. That instrument had a
manual range starting at DD and a much fuller and louder sound than all the harpsichords I had
heard before. A historically informed articulation, mainly based on a kind of non-legato, has
always been of great importance to me. Using it on that harpsichord with its straighter ‘organ-like’
sound did certainly make the little articulation details within that non-legato more telling and
expressive than on other harpsichords.1 The sound of that Gräbner copy was much darker and less
brilliant than that of Flemish harpsichords – this also made the use of the 4' much more pleasant
to me. When I started my harpsichord
studies in Basel, I was confronted for the
first time with two harpsichords with 16'
stops. These instruments made less of an
impression on me, because, as good
Hamburg style instruments, their sound
was closer to the Flemish sound, and
therefore rather brilliant. I became curious
nevertheless because of the 16' stop, which
I found very useful, especially in majestic
and contrapuntal organo pleno style pieces.
Also, their very straight sound allowed me
to achieve lots of effects with German style
articulation, something of which all
Franco-Flemish
and
Mietke
style
instruments had failed before. My
organological interest in the 16' was very
much increased by the fact that many
The 1739 harpsichord by Johann Heinrich Gräbner
harpsichordists and instrument makers
the younger, Schloss Pillnitz, Dresden. Inv.-Nr. 37414.
seemed to have very different opinions
(photo by kind permission of Torsten-Pieter Rösler
about it, and that many of their claims
from the Schloss Pillnitz)
contradicted the ones of their colleagues.
permission.
So, I started to read as many articles as I could find on the subject. I did so hoping that it would be
possible to combine the beautiful, dark and centred sound of the Gräbner with a 16' stop. Last but
not least, I wanted to know more about J.S. Bach's instruments.
Whilst digging into the subject I was very much surprised by some aspects. First of all, relatively
few articles discuss German harpsichords at all, yet on the other hand a relatively big part of these
For historical articulation see Ludger Lohmann, Studien zu Artikulationsproblemen bei den Tasteninstrumenten
des 16.–18. Jahrhunderts, (Regensburg, Gustav Bosse Verlag, 1982).
1
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articles discuss the importance of the 16' stop.2 All of them conclude that this stop was an
important feature of the German harpsichord tradition. Despite this existing body of research,
which has been easily accessible since at least 1985,3 this fact seems not very well known in
today's harpsichord world. Moreover, I realised that many aspects still need more research. My
first contribution was a thesis about Jacob Adlung's writings on harpsichords in his Musica
Mechanica Organoedi and in his Anleitung zu der Musicalischen Gelahrtheit.4 More publications are
being prepared as there are plenty of easily accessible sources which have not yet attracted
scholarly attention.
In the modern harpsichord world, I often hear various claims, which seem very widespread, but do
not reflect what we know from the sources. I have compiled some of these erroneous views in this
informal list:
• The German harpsichord building school was an inferior school, therefore German
musicians must have been frustrated with their own instruments, and thereby imported
instruments were probably very important.
•

Surviving instruments give us a reasonable idea of the instruments actually used at the
time. There must have been some sort of German standard, which probably corresponds to
Michael Mietke's instruments.

•

16' harpsichords must have been rare and a local phenomenon of Hamburg.

•

The 16' has a bad influence on the overall sound of a harpsichord.

•

It is impossible that composers could want their compositions to sound an octave lower
than written.

•

16’ harpsichords were probably too expensive for professional musicians, and were only
owned by amateurs.

•

16' harpsichords have a softer sound than triple strung harpsichords.

•

Having many stops and making contrasting registrations are a 20th Century ‘revival thing’.
The real ‘HIP musician’ prefers small but good instruments.

•

Harpsichords with individual pedalboards were practice instruments for organists.

I could start arguing against each of these claims, but most have already been debunked and
others will be the subject of further publications. It is more interesting to consider how we arrived
at the situation where musicians claim to be historically informed, but seem not to be aware of
many scholarly publications and sources.
First of all, it seems to me that ‘HIP’ practice doesn't change just because of new publications or
evidence, but rather because of the changing practical needs of musicians. For instance, Wanda
A list is given here: Leonard Schick, Cembalobauformen und-dispositionen bei Jacob Adlung, published by Schola
Cantorum Basiliensis (Masterarbeit) (Basel, 2020), p.9, footnote 5.
3
Herbert Heyde, «Der Instrumentenbau in Leipzig zur Zeit Johann Sebastian Bachs», in: 300 Jahre Johann
Sebastian Bach, (Tutzing 1985) pp.73–88.
4
Leonard Schick, Cembalobauformen und -dispositionen bei Jacob Adlung
2
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Landowska was perfectly aware that her Pleyel wasn't a copy of a historical instrument, but those
compromises didn't bother her; in fact, she was happy to own a solid transportable harpsichord.
The next generation however, including Gustav Leonhardt and Frank Hubbard, was no longer
satisfied with the sound of revival harpsichords. Later however, when publications about German
harpsichords appeared, starting with Heyde, the impact on the actual performance practice was
almost non-existent, I would argue because it didn't meet any practical need of the musicians of
the day. Indeed, one of the reasons I am interested in this research is because it helps me as a
musician in practical terms.
Even purely musicological publications are greatly influenced by the musical aesthetic of their
time. As harpsichord registrations were seen as being of secondary importance, dispositions were
often not recorded with great accuracy. Frank Hubbard’s impact on our modern view can be seen
in the numerous instances, where simple errors that Hubbard made are still being reproduced in
new publications. For example, Hubbard claims that Adlung described the dispositions 8’, 8’8’,
16’8’, 8’8’4’4’ and 16’8’8’4’.5 In fact, Adlung describes 8’, 8’8’, 8’8’4’, 16’8’4’, 8’8’4’4’ and
16’8’8’4’.6 John Koster certainly still trusted Hubbard in 2019 when the same mistake appeared in
his article about German harpsichords.7 Similarly, the 1721 Hass harpsichord, which is in a bad
condition, was thought to be originally strung as 8’8’8’4’4’ with five string choirs.8 However, it was
discovered to be 16’8’8’4’4’ in 1999 and this discovery was published in the very important book
Das Deutsche Cembalo.9 This fact was unknown to Kottick, who still claimed it to be 8’8’8’4’4’ in
2003, without even discussing the possibility of 16’8’8’4’4’.10 Much later, in 2019, Koster was aware
of the right disposition of the 1721 Hass.11 A similarly unsatisfying musicological situation in
English publications can be found around the so-called ‘Bach harpsichord’: In 1987 it was found
out that its 16’ stop is original and that the original disposition of 16’8’4’ was transformed in the
first half of the 18th Century to 16’8’8’4’.12 A very important series of articles about this
harpsichord was published in 1996.13 Unfortunately, Kottick doesn't quote these, which makes his
claims and hypotheses outdated.14 Here, Koster's 2019 article offers more reliable information.15
There are many important aspects that have not yet been thoroughly discussed in English
language publications. One such aspect is the number of regional variants in dispositions and
manual ranges that appear in written sources. I hope that the English translation of my 2020
Frank Hubbard, Three centuries of harpsichord making, (Havard University, Cambridge, Massachusetts, London,
England, 1965), p.265.
6
Jacob Adlung, Anleitung zu der Musicalischen Gelahrtheit, publ. Johann David Jungnicol (Erfurt, 1758), pp.553–4
7
John Koster, ‘History and Construction of the Harpsichord’ in: The Cambridge companion to the harpsichord, Mark
Kroll (Cambridge University Press, 2019), p.21.
8
Lance Whitehead, ‘An Extraordinary Hass Harpsichord in Gothenburg’ in: The Galpin Society Journal Vol. 49
(Mar. 1996), p.99–100.
9
Martin-Christian Schmidt, «Der deutsche Cembalobau und das 16’-Register-Möglichkeiten und Grenzen der
Realisierung» in: Das Deutsche Cembalo, published by Christian Ahrens, and Gregor Klinke (München-Salzburg,
Katzbichler, 2000), S. 60 –63.
10
Edward Kottick, A History of the Harpsichord, (Indiana University Press, Bloomington, 2003) p.308.
11
John Koster, ‘History and Construction of the Harpsichord’, p.20.
12
Horst Rase, «Beiträge zur Kenntnis des mittel- und norddeutschen Cembalobaus um 1700», in: Studia
Organologica, Festschrift für John Henry van der Meer zu seinem fünfundsechzigsten Geburtstag, Hrsg. Friedemann
Hellwig (Tutzing, Hans Schneider, 1987), S 285-293.
13
Günther Wagner (publisher), Jahrbuch des Staatlichen Instituts für Musikforschung Preußischer Kulturbesitz
Günther Wagner (Stuttgart-Weimar: J.B Metzler, 1996).
14
Edward Kottick, A History of the Harpsichord, pp.329–330.
15
John Koster, ‘History and Construction of the Harpsichord’, p.21
5
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master thesis can be a useful contribution here.16 At the moment, I am not aware of any English
language publication that discusses the musical and social role of large German harpsichords.
There are, however, two important publications in German, both by Christian Ahrens. The first
one identifies very big harpsichords, including those with a 16’ stop and those with a manual
range down to CC, as continuo or concert instruments.17 The second one convincingly argues that
pedal harpsichords were primarily used as continuo instruments.18 Yet there remain many German
sources that have not yet been studied by modern scholars, especially newspapers of the second
half of 18th Century, that have recently become very easily accessible thanks to digitized archives
on the internet.
Useful information for a more informed musical practice suggested by my research can be
informally summarized as follows:
•

Harpsichords were often praised for being loud and big. Large instruments were
considered ‘useful for concerts’.19 Small instruments were probably primarily used for
domestic music making or simply for practicing.

•

‘Gravität’, majesty, often expressed by a 16' in the registration, was popular, especially in
the first half of the 18th Century.20‘Gravität’ was often used too to describe harpsichords.21

•

Colourful dispositions and registrations were popular.22

•

A large percentage of harpsichords had two manuals.23

•

16' stops can be found by almost every well-known German maker from the 18th Century.

•

Concert organizers sometimes owned their own big harpsichords.24

•

All these aspects were also important for continuo playing.

Leonard Schick, Cembalobauformen und -dispositionen bei Jacob Adlung
Christian Ahrens, »... «der Ton ist so prompt und stark, daß er sich zum Accompagnement ganz vorzüglich
qualificirt«– Zur Existenz spezieller Cembali für das Generalbaßspiel», in:– con cembalo e l'organo –: das
Cembalo als Generalbassinstrument : Symposium im Rahmen der 29. Tage Alter Musik in Herne, Hrsg. Christian
Ahrens und Gregor Klinke (München-Salzburg: Katzbichler, 2004), pp.111–129.
18
Christian Ahrens, «Ausstattung, Verbreitung und Verwendung von besaiteten Tasteninstrumenten mit Pedal»,
in: Muzikoloski Zbornik. Musicological Annual XLVII/2, (2011) pp.27–48.
19
See for instance Christian Ahrens, »... «der Ton ist so prompt und stark, daß er sich zum Accompagnement
ganz vorzüglich qualificirt«.
20
See for instance Quentin Faulkner, Die Registrierung der Orgelwerke J. S. Bachs, DigitalCommons@University of
Nebraska - Lincoln Faculty Publications: School of Music, (University of Nebraska - Lincoln, 1995), p.18. or Ulrich
Dähnert, Der Orgel-und Instrumentenbauer Zacharias Hildebrand, (VEB Breitkopf & Härtel, Leipzig 1962), p.11.
21
Leipziger Postzeitung, 23.10.1731. ‘[...] es ist in Form eines 16-füssigen Clavicymbels, und 4 Chörig, mit DrahtSaiten bezogen, an Gravität und Force übertrifft es den stärksten Clavicymbel.’ ‘[...] The instrument has the shape
of a 16 foot harpsichord, 4 choirs with silver strings, the majesty and strength is superior to any harpsichord.’
See also the Allgemeine Anzeiger Der Deutschen, Gotha, 1801, S. 1164. The harpsichord by Friederici with FF-f'''
advertised there was said to be particularly beautiful because (!) when one played the lowest notes one could
mistake them for a 16'.
22
Leonard Schick, Cembalobauformen und dispositionen bei Jacob Adlung, pp.76–79.
23
Christian Ahrens, »... «der Ton ist so prompt und stark, daß er sich zum Accompagnement ganz vorzüglich
qualificirt«, p.123.
24
See for instance Matteo Messori, «Ein 16'-Cembalo mit Pedalcembalo von Zacharias Hildebrandt», in: BachJahrbuch 2010 (Bd. 96), Hrsg. Peter Wollny (Leipzig, Evangelische Verlagsanstalt Leipzig, 2010), pp.288–295.
16
17
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At the same time, it is important to note that such big concert harpsichords didn't necessarily
have a 16’ stop; the alternative was a manual range down to CC, which could even be combined
with a 16’ stop. Such a triple strung (certainly 8’8’4’) "concert harpsichord" by Silbermann owned
by the Hotel de Bavière in Leipzig with CC as the bottom note was advertised for sale in 1799.25 But
such large compasses were not a ‘late 18th Century’ feature, one CC-c’’’’ harpsichord (6 full
octaves) is reported to have existed in the first decade of the 18th Century.26 At the moment, I am
aware of more CC-based instruments in German sources (including surviving instruments) than
GG-based ones, the most common
lowest note for double manuals being
FF during the whole of the 18th
Century.27 For instance, a CC-f''' triple
manual harpsichord with a 16’8’8’4’2’disposition was advertised for sale in
Hamburg in 1755,28 another second
hand CC-f''' triple manual instrument
with five stops in 1741.29 Other sources
suggest that this range appeared in
virtually all of the most important
towns in the whole of the 18th Century.
Harpsichord by Hieronymus Albrecht Hass,
1740, in a private collection. It is similar,
except for the smaller manual compass
(FFGG-f''' instead of CC-f'''), to the two
harpsichords advertised in newspapers in
Hamburg in 1755.
The use of an individual 16' stop as an additional colour certainly appears much more logical to
the modern reader than the use of a bigger manual range which corresponds to almost nothing in
the repertoire. But these low notes were intended for continuo playing: one advertisement for
such a CC instrument names the advantage of having the possibility of playing continuo in 8’ or
16’ pitch.30 The 16’ stop was nevertheless more common than such extended manual ranges.31 The
1739 Gräbner with DD-d''' is the last surviving German harpsichord with such a low range.

Leipziger Zeitungen, 16.04.1799.
Johann Mattheson, Grundlage einer Ehren-Pforte [..], (Hamburg, 1740). p.409.
27
See forthcoming publications.
28
Privilegirte Hamburgische Anzeigen, No. 76, 24.09.1755.
29
Hamburger Relations=Courir, Nr. 196, 12.12.1741.
30
Hannoversche Anzeigen, 9ten September 1765. Many thanks to Uwe Fischer, Bachhaus Eisenach, for sharing
that source!
31
According to Koch, a harpsichord has usually three or four choirs (!), two manuals, and five octaves. The
possibility of bigger ranges is not discussed. See Heinrich Christoph Koch, «Flügel», in: Musikalisches Lexikon
(Frankfurt a. M. 1802), S. 586–588. This tendency can be confirmed by looking in many 18th century
advertisements for used harpsichords, or in other lexicons.
25
26
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As the Germans placed their focus on the public use of the harpsichord (the favoured private
instrument being the clavichord) it would seem sensible to me if modern concert halls were
equipped primarily with such German concert harpsichords instead of the Franco-Flemish
instruments that are more common today. These large German harpsichords would be more suited
for continuo playing in big orchestras and cantata settings and would certainly be perfect for
Bach's solo harpsichord music. Harpsichordists should also become more inventive with their
registrations, not by changing them all the time (harpsichords usually had hand stops), but by
giving many more special colours to each movement.

Leonard Schick
Leonard Schick grew up in the French speaking part of Switzerland. He took violin and harpsichord
lessons in Lausanne before going to Basel for studying harpsichord at the Schola Cantorum
Basiliensis. He studied harpsichord with Jesper Christensen and Jörg-Andreas Bötticher, and now
studies organ there with Tobias Lindner. Leonard Schick composes and improvises in Baroque
style, having taken improvisation lessons with Dirk Börner and Emmanuel le Divellec in Schola.
His output as a composer currently includes works in most Baroque genres, and includes more
than 30 church cantatas and more than 30 keyboard fugues. He has studied and played the
historical keyboard instruments in many important collections.

LINKS
Leonard Schick demonstrates various registrations, playing a harpsichord built by the famous
contemporary Berlin maker, Matthias Kramer:
An improvisation of a partita on the hymn tune ‘Vater unser im Himmelreich’.
https://www.youtube.com/watch?v=5-jbdNinK0w
And featuring the ‘Organo Pleno’ he improvises a Fantasia and Fugue on a theme of Johann
Adam Reincken,
https://www.youtube.com/watch?v=elqH_CidPVw

A mini documentary, made by Robin Bigwood, about a remarkable harpsichord, started by
Andrea Goble in the 1980s and finished by Alan Gotto 35 years later. It is a copy of the 1740
triple manual Haas, a large and elaborate instrument which includes both a 16ft and 2ft stop.
https://youtu.be/r-YSM4SPcYw
David Wright demonstrates the solo 16’ in d’Anglebert’s ‘Prelude in G minor’;
https://youtu.be/DCa5Fziv8M4
Robin Bigwood uses a variety of 16’ combinations in CPE Bach’s ‘Folies d’Espagne’;
https://youtu.be/fMDdxbv0ujI.
For the complete playlist on the Haas;
https://www.youtube.com/channel/UC4JNL0_ghYpRfRK4nVEUDhg
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FEATURE

The Medieval Harpsichord:
reconstructions, resonances, and repertoires

The very first notes - the medieval harpsichord. Corina Marti, harpsichord and recorder virtuoso, has been
sharing years of passionate research with her students at the Schola Cantorum Basiliensis, opening the way
for many renowned soloists and ensembles now specialising in this ‘new’ repertoire. (A.Z.)

In The Beginning
I have always loved the sound of plucked strings on a keyboard instrument and as a young
harpsichordist, I found it hard to believe that nobody was playing music before 1600 on
such an instrument. Even though there was repertoire to be played and academics writing
on the subject, when I was studying not many people were joining up the dots to bring
this music alive, and in fact many were
even sceptical of this topic. At first, it
was not easy to find concrete answers,
and the exact type of instruments used
and the specific repertoire remained a
mystery.
However, if I look back now, after many
years of researching medieval keyboard
instruments and teaching in Basel at
the Schola Cantorum Basiliensis, I’m
very happy - and still astonished - at
how quickly this idea developed into a
big community of students, performers
and teachers who are spreading their
knowledge and passion around Europe
and the world.
The Medieval Harpsichord
‘Medieval keyboard instruments’ is a
big topic and in the present article, I’m
focusing only on stringed keyboard
instruments from the 14th and 15th
centuries.
Reconstruction of a hammered Clavicimbalum.(photo: Michal Gondko.)

Sadly, no actual instruments from this
period survive due to war, neglect, the
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reformation, fires and modernisation, hence there is a strong reliance on iconography.
Luckily here there is an abundance of material – much more than I first suspected! From
Istria to York, Manchester to Sweden, in Poland and Germany, we find a plethora of
surviving images in paintings, frescos, statues and wooden inlays - and I am sure there are
still more to be found.
The first iconographical evidence of some sort of non-organ keyboard instrument appears
in the 14th century and it quickly became a popular addition to the choirs of angels
playing all sorts of medieval instruments. These seem to tie in with instruments referred
to as clavisimbalum, clavicembalum, clavicimbalum (different sources have different
spellings). This is a term I adopted and which has become the standard name but in reality
they are medieval harpsichords and maybe should be referred to as such.
A generation later we begin to see large
collections of keyboard music appear
confirming these had become popular
instruments (for humans as well!)
Of course, iconography contains fact and
fantasy in equal amounts. We can gain a
relatively solid idea about general trends
in the shape and size of these keyboards,
but as they were very often depicted
being played by angels, it is hard to gain
any concrete measurements as to who
knows how tall an angel was back then
(or even now). There are a few paintings
depicting keyboard instruments being
played by humans so we can rely a little
more on these to get an idea of the size
but we should never forget the tiny angel
head with wings which plays an even
smaller harpsichord that can still be
found in York today.
However, we should not become
frustrated, as in fact there doesn’t have
to be one answer. Although we can say in
general that these instruments were
smaller than later harpsichords, I
strongly believe that the medieval
version came in more than one size … it
could be a 4ft instrument … or not
… but the one aspect which does seem
universal is that there were probably no

Plucked Clavicimbalum, a 2010 reconstruction by
Andreas Hermert, Berlin (photo: Michal Gondko)

39

dampers. We don’t have evidence of them in any of the iconography and none of the
surviving literature about the instrument mentions them.
Paulus Paulirinus from Prague and Henry Arnaut de Zwolle.
Paulus Paulirinus from Prague and Henry Arnaut de Zwolle are two writers who go into
details of what medieval stringed keyboard instrument were like.
Zwolle, is an incredibly important figure when we want to try to recreate a medieval
harpsichord as he actually left us a description and sketch of a plucked string keyboard
instrument in 1440.
I’m very happy that this manuscript has survived but we must be careful as there are now
a lot of newly made instruments based on his designs (or rather, based on how some
people today have interpreted his designs) which sadly are often built in a very amateur
way and probably do not reflect the true sound of the original instrument. I believe that
the medieval harpsichord deserves to be built in a way that it can actually recreate how
Paulus Paulirinus from Prague describes it: silver bells with a sweet sound.
Rather than relying too heavily on Zwolle, I believe it is more profitable to examine every
painting, sculpture and wooden inlay that we have and only take a few choice things he
describes, such as the mechanics and the shape. For example, he is the only person to
include rosettes - they seem almost like an afterthought and we don’t find them anywhere
else.
Repertoire
If we look for something to play from the late Middle Ages, we are quickly drawn to the
big collections such as Codex Faenza and Buxheimer Orgelbuch.
This repertoire has been strongly associated with organists, but let’s not forget that the
music was also playable on its little portable sister – the medieval harpsichord. This
instrument could be transported for practice or pleasure into a monastic cell, a duchess’s
bedroom or a king’s chamber, and a composer could have one at home. It would be very
blinkered to think that this music was played only on the organ.
But are the Codex Faenza and the Buxheimer Orgelbuch the only repertoire out there? Of
course, there are pieces from both collections which are so special and well composed that
they have become part of the core repertoire which every medieval keyboardist should
have under their fingers just as later harpsichordists are expected to know the important
pieces of Bach and Frescobaldi etc. However, there are plenty of smaller collections and
single folios which have survived as well, and I always enjoy hearing new ideas coming
from my students.
What is striking however, is that much of this music was not written for amateurs but for
people who knew how to play, and it is interesting to note that by the late 14th/early 15th
century there had already been many decades of keyboard players developing their skills.
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Medieval Keyboard Today
I have been teaching medieval keyboard technique and repertoire for over 15 years and I am happy
to note that there has been a big shift in the soundscape of what we call medieval music over the
last decades. Standard instrument combinations such as the pairing of the vielle and lute, which
became so strongly established in the 70s, are now opening up to include other instruments,
including all sorts of keyboard instruments. It is time to move on, or rather move back, to the
more varied sounds of the Middle Ages. Keyboard instruments can be invaluable in a medieval
ensemble as they offer so much variety, from adding a single line in polyphony, to capturing all
the voices in a type of medieval continuo, provide improvised accompaniment to singers or play a
solo piece.
It is now possible to study medieval keyboards with me professionally at the Schola Cantorum
Basiliensis and there are a handful of courses for amateur players. When studying professionally
of course students learn the medieval harpsichord, as well as a plethora of other instruments such
as clavicytherium, organ, portative organ and even the renaissance harpsichord.
I recently asked some of my students, and former students, what brought them to study medieval
and renaissance keyboards and because of this article, specifically the medieval harpsichord.
Although many different responses came back, it was always this deep love of that silver sound
which provided the impetus and then the large repertoire for the instrument which encouraged
people to study medieval harpsichord as well as the chance to play both solo and chamber music.
And if anyone is in doubt … yes, there is the possibility of having a career on this instrument. It is
a booming area and there is a lot of demand for public concerts and recordings as the instrument
moves from being an exotic addition to the medieval landscape and becomes a more established
part of the scene.
Last but not least, it is an honour to be recreating this tradition and there is a beautiful feeling in
continuing the legacy of the famous keyboard players from the past, such as Andrea da Firenze,
Hermann Poll, Jean Visé, Jean de Gerson, countless players in Spain, Nikolaus de Radom, most
probably the clavicymbalist Queen of Poland - and even an anonymous woman in Krakow in the
15th century.

Corina Marti
Harpsichord and recorder virtuoso Corina Marti, leads a full life as a soloist, chamber musician and teacher.
She is artistic co-director and founding member of La Morra, an award-winning Late Medieval and Early
Renaissance music ensemble which ‘never fails to keep the listener’s attention alive’ (Gramophone). Her
ongoing research into aspects of the repertoire and the reconstruction of Late Medieval and Early
Renaissance keyboard instruments and recorders has contributed substantially to the present-day revival of
these instruments. She teaches the next generation of early music performers at the Schola Cantorum
Basiliensis in Basel, Switzerland, and in masterclasses worldwide.

LINKS
https://youtu.be/QLDDhrmhRnE
https://open.spotify.com/album/1sC3C0TTN9fAxii2wbH8Nc
https://www.voxhumanajournal.com/marti2020.html
https://open.spotify.com/album/7GyccNSe947KL2yzgy4UTy
https://open.spotify.com/album/1lzfW1A7d1D30uesPsGiR9
www.corinamarti.info
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Universum rei harmonicae concentuum absolvunt:
the Harpsichord in the 16th century
A conference held in Vienna April 20-24, 2021.

Organising any conference is extremely hard work but it is indeed a very brave move to even think
about doing so in the middle of a global pandemic. Undaunted, Augusta Campagne and her
colleague Markus Grassl, decided to take on this enormous challenge. (E.L.)
WHY?
As a novice harpsichordist one usually starts off by learning pieces from the 18th century. Of
course, as a student, you are encouraged to learn a bit of Louis Couperin, Froberger, Frescobaldi
and some Virginalists, but a rather large part of the main repertoire, at least in my eyes, seems to
consist of music by Bach and 18th century music. For me as a Dutch harpsichordist who studied
in Amsterdam with Ton Koopman and subsequently in Basel with, amongst others Jesper
Christensen and Jean-Claude Zehnder, it has always been a bit different. I far preferred the earlier
repertoire. In the 1980s, when few others were interested in this repertoire, I especially loved
delving into Italian music from around 1600, exploring the Neapolitan repertoire and other lesserknown composers. Encounters with a.o., Gabriel Garrido, Maria Cristina Kiehr and Mara Galassi
sparked my interest in early continuo playing, which led me to start researching in this area. This
culminated in an article in the Basler Jahrbuch in 19951 and ultimately in a PhD on the
intabulations of Simone Verovio in 2015, published in a revised version in 2018.2
From Basel I moved to Vienna, where I have now taught basso continuo and harpsichord for over
30 years. Again, J.S. Bach and the 18th century seemed to be a central part of the curriculum. I
have yet to hear an exam without a piece by Bach. My colleagues loved this music and played it
exceedingly well, but I wanted something broader, also for my students.
As a teacher and as a basso continuo player, it has always upset me, when I see or hear players who
still approach accompanying the music from around 1600 with an 18th century idea of continuo
playing. This includes harmonizing according to much later harmonic ideas and patterns, playing
three parts in the right hand and one in the left, indiscriminately adding dissonances etc. etc. But
then I started to ask myself: wasn’t I taking exactly the same approach, approaching the music
from around 1600, and wasn’t I looking backwards in time as well, coming from later music rather
than exploring the music that comes beforehand first?
To understand why new music is called new, it seemed necessary to understand where this newer
music from around 1600 developed from, what the old music to try and find out what was standard
practice and state of the art at that time. So, I started exploring earlier music, music from the first
half of the 16th century - especially but not only, the Italian repertoire. I became really excited
about the music I was discovering.
The next hurdle I encountered was the kind of instruments and their sound world that should be
appropriate for the music of the sixteenth century. Playing all Italian music on a Giusti or
Campagne, Augusta. ‘Die Anfänge des Generalbasses oder: Die Praxis des Begleitens im italienis- chen
Frühbarock’. Basler Jahrbuch für historische Musikpraxis 19 (1995): 9–31.
2
Campagne, Augusta. Simone Verovio: Music printing, intabulations and basso continuo in Rome around 1600 (Wien,
Köln, Weimar: Böhlau Verlag, 2018)
1
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Grimaldi copy, instruments built in the second half of the 17th century, already seems wrong for
Frescobaldi: he would never have known such instruments, let alone composers of music 150 years
earlier. I am not advocating lugging different instruments for different pieces to a modern concert
hall. But to understand the music better, a knowledge of the appropriate instruments does seem
essential. So, I ordered a harpsichord based on the 1531 Trasuntino instrument with one 8' and 4'
from Joel Katzman. This instrument has taught me a lot and opened up the world of the 16th
century further.
Of course, since the 80s and 90s many things have changed and many more people are playing this
earlier music, approaching it in a much more informed manner. Much of the interest, however,
seems to be concentrated on medieval music and the reconstruction of instruments (due to the
lack of original instruments) rather than original instruments or their copies. To me it seemed
that there was less interest in the music of the 16th century itself, and that many of the activities
concerning this music were limited to a specific repertoire and/or to individual performers and
researchers in various countries. It seemed to be time to start establishing a more comprehensive
perspective, so the idea of organizing a conference came up.
HOW (1)?
Together with my colleague Markus Grassl from the musicology department of the Universität für
Musik und darstellende Kunst Wien (MDW), I had already organized two conferences: one on
Elisabeth Jacquet de la Guerre and one on accompanying around 1600: cantare nel gravicembalo. In
both we had a mix of different people: some musicologists, some performer-researchers and as the
role of a music university is also pedagogical, masterclasses for the students. In our next
endeavour, we aimed at a similar mix and decided on
the title universum rei harmonicae concentuum absolvunt:
the harpsichord in the 16th century. We sent out a call for
papers aiming to bring together interested scholars and
performers as well as instrument makers and restorers.
But how to reach all these people, working in their own
country or group together? Of course, I knew several
colleagues who might be interested in participating. I
approached them for more names, but for bringing likeminded people or people interested in similar music
together, Facebook groups like '16th and early 17th
keyboards' are ideal.
We sent the call to our contacts and posted it on
Facebook. We had a lot of responses, unfortunately
many more than we could place. It is interesting to note
that many people seem to be doing work on (Italian)
diminutions at the moment, an important subject, but
we also needed a well-rounded programme. So,
unfortunately, we needed to make some difficult choices as to who we were able to invite.
WHAT?
We ended up with a programme that took us around the world. We had presenters from four
continents talking about music from the Western world as it was conceived in the sixteenth
century. There were lectures and lecture recitals on music for keyboard from Poland from the
Johannes de Lublin manuscript Paweł Gancarczyk (Poland) and Corina Marti (Israel/
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Switzerland) and the Netherlands Christina Edelen (USA/Netherlands), both presenting
fascinating overviews within a historical context. Vania dal Maso (Italy) presented some Swiss
and Italian intabulations of Josquin Chansons on the clavicytherium. She described distinguishing
features of the clavicytherium and placed the intabulations in their historical context as well as
dealing with aspects of performance practice. We heard from Andrés Cea Galàn (Spain) that
Cabezon was far from isolated in Madrid and that he had travelled extensively in the retinue of
Prince Philip throughout Europe, meeting many other musicians and composers. Who would have
thought harpsichords travelled even further and that there were harpsichords, organs and
clavichords in Ethiopia as early as 1520? Janie Cole (South Africa) gave us a broad insight into
the way European music and keyboard instruments were used by colonial powers as ambassadorial
and evangelical tools, especially by the Jesuits.
Some lectures and lecture recitals were on more performance practice topics. Thérèse de Goede
(Netherlands) showed us how the clear methodology of Spanish sources regarding improvising
and adding diminutions can be applied practically. Gwen Toth (USA) led us through an enacted
dispute between Monteverdi and Artusi and then showed us ways to apply imitatio and aemulatio
when making ornamented intabulations. Maria Luisa Baldassari presented an impressive
account of her practice-based research on hand positions. She showed several Renaissance
paintings, mainly of St. Cecilia, where she highlighted the positions of the hand, arm and wrist.
She subsequently demonstrated the effect these positions have on playing, fingering and
performance practice. Fabio Antonio Falcone displayed that an understanding of the text, but
above all of the literary conventions of the day, are essential to the performance and
understanding of the intabulated frottole in Andrea Antico’s print.
John Griffiths emphasized that even though compositions might be notated in a tablature
associated with a specific instrument, many compositions could also be played on other
instruments. Subsequently he considered the nature of tablatures in general in diverse regions of
Europe. Ian Pritchard, on the other hand, centred on the specifics of Italian Keyboard Tablature
(IKT). He showed the underlying system as explained by Diruta and subsequently investigated IKT
through scribal habits, showing that exceptions to the rules were made to highlight certain
polyphonic details. Domen Marinčič presented an impressive number of examples which all
convincingly showed, that varying the beat, modifying the tempo, was a common phenomenon
especially in intabulations, to amplify the contrasts.
Heidelinde Pollerus led us through a beautiful collection of pictures of harpsichords, showing
that many of these decorations had symbolic meanings and were supposed to appeal to cognitive
as well as sensual perceptions. Catalina Vicens presented her keynote from a palazzo in Rome,
playing her examples on an original harpsichord, giving her lecture recital an extra dimension.
She explored different pathways to put keyboard music of the 16th century into a broader
perspective, emphasizing what she calls the rhetoric of sweetness, through using rhetorical treatises
and aesthetic concepts of the period.
Apart from these lectures and lecture recitals, Nicholas Parle, Corinna Marti and Catalina Vicens
gave live master classes on English, Polish and Italian music respectively, where all harpsichord
students of the MDW played. Because he had been in contact with somebody who had covid,
Andrés Cea Galàn could unfortunately not attend live, but apart from some small technical
hiccups, the teaching worked very well online as well. For many of our students, this was the first
time they had played music from the 16th century and the immersion over the four days definitely
had positive effects: several pieces were played in exams later in the term and a few people
became really interested in making their own diminutions.
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One aspect of the programme which I personally found very attractive, was that most of the
presenters were performer-researchers: active musicians actually playing the music they were
conducting their research on.
HOW (2)?
Although we had hoped to be able to hold
the conference live, the situation in Austria
deteriorated by the end of January, so that
we were forced to go online. This turned out
to be a blessing in disguise, as it meant that
many more interested people were able to
attend. Again, publicity via Facebook turned
out to be a good way of spreading the word.
We asked everybody giving lecture recitals
to provide a short video. These were placed
in various groups in the weeks before the

event, so people not only knew about the
conference, but could also hear examples of
the music that was central to the theme of
the conference. The conference was
moderated live from Vienna: some papers
were pre-recorded whilst others were
presented live.
The online Conference in progress
(photo credit: Alexander Flor)
THE END ??
All in all, we enjoyed a three-day mix of papers, lecture recitals and masterclasses, which were
followed by between 75 and 150 people from Australia, via Asia, Africa and Europe to North and
South America. Markus Grassl and I are planning to bring out a selection of the papers in an
online format, so that examples, videos and audio recordings can be included. Who would have
ever thought that 16th century keyboard music could attract such a large amount of interest!

Augusta Campagne
Augusta Campagne studied harpsichord and basso continuo in Amsterdam and Basel and taught
these subjects for many years at the University of Music and Performing Arts, Vienna. In 2018,
‘Simone Verovio: Music printing, intabulations and basso continuo in Rome around 1600,’ a
revised version of her PhD, appeared in print. Together with Elam Rotem, she is now working on a
set of articles on ‘Keyboard accompaniment in Italian music around 1600’, presenting sections on
intabulations, scores, and basso continuo sources. This will be published on the research platform
of the Schola Cantorum Basiliensis, together with video recordings of examples that illustrate the
practical application.

45

FEATURE

Teaching contemporary music
for harpsichord in Amsterdam
Succeeding the late Annelie de Man, Goska Isphording’s class at Amsterdam’s Conservatorium is entirely
devoted to contemporary harpsichord techniques and compositions. If Holland is rightly considered one of
the cradles of early music revival, it is also one of the European countries where contemporary music is
most explored and performed. Goska’s MoHa (Modern Harpsichord) students are messengers who continue
bringing 20th and 21st century harpsichord music to the attention of a wider audience. (A.Z.)

Poland, where I come from, has assigned the harpsichord a very privileged status in
modern times, stemming from the extraordinary personality and great achievements of
Wanda Landowska. Since then, the harpsichord has ascended the cultural ladder, with
both the instrument and its repertoire being taken very seriously. This has resulted not
only in new generations of renowned Polish harpsichordists but also in a lot of interest
from different composers and a very extended new repertoire. In such a musical
environment, a very friendly and, needless to say, an obvious and self-evident climate for
modern music co-existed from the outset, alongside the repertoire from the earlier
époques and it was thereby accepted on equal terms in concert halls and in programmes
of study. In the decades to come however, the harpsichord was re-adopted to flourish
within the historical performance practice, which resulted in an ever-widening gap
between the early and modern repertoire for this instrument.
Funnily enough, my strong interest in contemporary harpsichord first arose not from the
new music, but rather from contemporary art and culture in general and above all from
the theatre. The town where I grew up (Lublin), was well known for its small avant-garde
theatre companies which have now gained a reputation in theatre tradition. They created
a certain mood for experimentation and curiosity which fascinated me. Moreover, one
could feel a great unity of all the arts, poetry, jazz, and pop music. Probably the only
privilege of provincial towns is that one can absorb everything that is offered without
making stylistic preselections. Krzysztof Penderecki, Dead Can Dance, Krzysztof Kieślowski,
Tadeusz Kantor, Stanisław Soyka: they were all equally our idols. This attitude towards arts
in general - that embracing of all the different inter-disciplinary arts which influence each
other - has always stayed with me, something I continue to love and cherish.
From my time as a student, I always stayed in touch with young composers and performed
many of their new works at countless concerts. Of course, I can recall the first piece I
premiered - back in 1994 - Three Sketches (for flute, bass clarinet, viola & harpsichord) by
Wojciech Widłak - now the rector of Music Academy in Cracow. I still remember the
excitement which accompanied this performance.
At first, the choice of contemporary music I played was quite coincidental, simply
whatever music I could get under my fingers or whichever score I could get a grip on. The
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breakthrough came with a meeting with the composer Hanna Kulenty. To work and meet
with a composer of such a repute made a huge impact on me. Her direct comments and
guidance were of the utmost inspiration. This first meeting resulted not only in other
works being written for me by Hanna, but also in a friendship ever since then. Another
eye-opener was the piece Chatarra by Ton Bruynèl. It was my first piece with tape (prerecorded fixed electronics), and at the same time formed an important introduction for
me into electro-acoustic music with harpsichord.
The first harpsichordist that I met who devoted her life to the contemporary harpsichord
and with whom I had the privilege to study, was the Dutch harpsichordist Annelie de Man.
Her style of life and music career fascinated me tremendously. Naturally, the essential
guidance for becoming a professional harpsichordist and musician came from her, and all
the memories from that time are the best memories: from the lessons, the playing
concerts together, to the endless conversations at her kitchen table. And truly
unforgettable was smoking a cigarette during the lessons: not just for the smoking itself,
but for the feeling of partnership, focus, the sensation of "partners in crime" on the
dangerous but, oh gosh, so exciting, paths of contemporary music. Annelie opened to me
and all her students the whole arsenal of components of this world as well as the very
helpful skills of being a musician, reaching beyond far more than the score itself. These
life lessons could include the most practical issues like; how to prepare the score, how to
finish the piece, what to do with the tote when going on stage, how to talk to the
composer, or even how to dress. So, one day, we went shopping together in the P.C.
Hofstraat (the most luxurious boutique street in Amsterdam) to buy clothes for my final
exam performance. Altogether she armed me with a set of tools in readiness to enter a
professional music career.
It is always the utmost pleasure to work with composers, who open up for us their
intimate world of creatives processes as they invite us and guide us through their works.
It’s like Alice in Wonderland with no age limitations. I cannot express my gratitude
enough towards composers such as Henri Dutilleux, Roderik de Man, Yannis Kyriakides,
Włodzimierz Kotoński, and many more than is possible to name here, for their generous
guidance, support and trust in our common efforts.
The funniest memory is probably when I tried to convince the Polish composer Cezary
Duchnowski to write for harpsichord. In order to create that mutual feeling of excitement,
we entered the Python - the double-loop corkscrew roller coaster in the Efteling - a Dutch
theme park. After this ride, the agreement of the new piece was made.
I have had the honour of teaching at the Conservatorium van Amsterdam for more than
ten years now, and this is where I am aiming, together with my students, to cover more
than 100 years of harpsichord repertoire, from its well-known modern classics to wet-ink
pieces, often written by colleagues and student composers. It is very uplifting to see how
the young harpsichordists are communicating with ease with composers of their own
generation. The subject of contemporary harpsichord was first introduced at the institute
by Annelie de Man in 1994 and since then we have seen many alumni taking active part in
the contemporary music scene.
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The existence of this harpsichord class for modern repertoire next to one of the most
important centres for the revival of historically informed performance practice, was
revolutionary at that time and it is still unique in Europe.
The MoHa (Modern Harpsichord) students are allowed to choose the level of their
involvement: either to take the two-year course as the supplementary subject (that is part
of the curriculum for all the Bachelor harpsichord students) or the full study at Bachelor
or Master level.
Thanks to the very international character of the Amsterdam Conservatory, my class
welcomes students from all over the world, who bring with them their culture and
language, and thanks to their direct testimonies, we are able to gain access to an
understanding of regional manifestations of the (harpsichord) music of our times. We
constantly learn from each other, as the new music repertoire is still very purely
documented and is continuously expanding. One could say that our MoHa classes are a
worldwide network of harpsichordists seeking out new repertoire. We search through
national archives and documents, as well as liaise with local composers: in short - we
know it first, we play it first.
The question arises of whether or not students can be equally involved in early and
contemporary music and if they can then perform it to the same artistic level. This would
be most obvious when assumed it is natural by means of the continuation of the musical
tradition that has been passed down for centuries, with every generation introducing its
own ideas. Both aesthetics also share the same attitude of serving the composer in
representing his work to the core. So far, some very talented players have proven that it is
indeed possible to combine this bipolarity within one musical career. The fact and
condition remain nevertheless, that one must acquire extensive knowledge of the
repertoire one is presenting to truly make a difference and to contribute to it, rather than
merely reproducing someone else's ideas.
I love to approach new music with a never-ending curiosity, without preconceptions or
even pre-existing compositing or performing traditions, so that I can secure for it a fresh
and independent presence. State of the Carte Blanche has proven to be most successful so
far.
It is not natural for all students to feel attracted to new music or to new forms of arts in
general. That is why I am introducing the broadest possible scope in looking at the
present culture, and within our lessons, you will find us engaged in things such as reading
the aesthetical works of Umberto Eco, taking guided tours of the Stedelijk Museum of
Contemporary Art in Amsterdam, meeting composers, or attending concerts at
contemporary music festivals. This reinforces the observations of manifestations of the
present state of the art beyond the new harpsichord repertoire, which, indeed, on its own,
could feel like an intruder, and yet which, when seen in the much broader context, has its
natural state of being.
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As mentioned before, our students come to us from many different countries. I have been
trying to evoke interest in national schools and composers, and through this, new
harpsichord repertoire from different countries which, in many cases might otherwise
appear to be beyond our expectations.
I have been trying to evoke interest in national schools and composers, and through this,
also interest in harpsichord repertoire from different countries. Students often say that
there is little or no modern harpsichord music from Bulgaria, Japan, Portugal, etc. But
that is, until we being to check catalogues, get in touch with harpsichord teachers,
academy professors etc, and then we often find there is an impressive and as yet unknown
list of contemporary works - more than we expected. This is thanks only to the students
who can take advantage of being able to speak to contacts in their mother tongues within
their respective countries, as well as visit libraries etc. I love to see how quickly, through
these national connections, they become involved with the subject and the repertoire.
We spend hours listening and reading the scores, that is during our group lessons, where
personal preferences of different aesthetics (like minimalism, neo-classicism,
postmodernism) are achieving visibility, and which I then transfer to our individual lesson
on chosen repertoire. But most of all I wish to pass on my passion for the overwhelming
variety of approaches composers have taken, revealing the harpsichord’s qualities across a
broad scope, making use of its resonant, singing, emotional potential as much as its
percussiveness.
Over the years, more than fifty solo works have been written for me in close collaboration
with the composers, and I have premiered around 200 works in different chamber and
ensemble setups. As a younger player, the excitement of the new work was most
important, but this has changed and evolved into a search for new quality. The postpremiere life of those pieces also takes up my attention, as well as efforts to create a more
sustainable platform for newly written works through sharing my repertoire with other
harpsichordists and finding the possibilities for co-commissions, all with the aim of
increasing the number of performances for different audiences.
We are now well into the 21st century, and we can with all confidence say that the
contemporary harpsichord is doing well, and for those with curious ears, there is still
much to be discovered in terms of new repertoire and exciting collaborations.

You can read (and listen!) more about the recent discoveries in contemporary harpsichord
repertoire in Bachtrack article:
https://bachtrack.com/fr_FR/guest-article-contemporary-harpsichord-goska-isphordingfebruary-2020
To view Moha repertoire see
https://www.youtube.com/playlist?list=PLZcXSTsdNl2p20XvAspM-QPLQJ7tzSgEs
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Practise as Evidenced by the Contemporary Repertoire, University of Urbana, Illinois 1981.
TIENSUU Jukka, Harpsichord - a Mother of Necessity? https://tiensuu.fi/Harpsichord_MotherOfNecessity.pdf
TROXLER Ule, Antoinette Vischer: Dokumente zu einem Leben für das Cembalo, Birkhäuser, Basel 1976.

Goska Isphording
Goska Isphording specialises in contemporary music played on the harpsichord. A chamber musician and
solo performer, she teaches contemporary harpsichord techniques at the Conservatorium van Amsterdam.
Having premiered over a hundred solo and chamber music compositions, many of which were written
specifically for her, she is the co-founder of The Roentgen Connection, an ensemble that performs
contemporary music on baroque instruments and is also a member of The Riot Ensemble in London. As a
soloist, she is invited and appears at the most prestigious festivals for contemporary music.
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Modern Music for Virginals
Francis Knights’ repertoire list illustrates the interest of today's harpsichordists in music of many styles
written for all types of keyboards. Here he shares with Sounding Board some thoughts on contemporary
music for the virginals, a genre which is becoming increasingly popular with British composers.

The terms ‘harpsichord’, ‘virginals’ and ‘spinet’ between them cover a wide variety of
instrument designs using the same plucked-string principle, from many countries and
from dates around 1500 to 1800. Historically, local productions predominated – whether
in Italy, France, Germany or Britain – and the problem of matching repertoire to
instrument was less important than it is to present-day players, with their wide repertoire
requirements and musical options from Medieval to modern. Practically speaking,
composers and performers of the past would have used such instruments as were available
to them, which might also include organ, clavichord, lute-harpsichord and so on. In the
early music revival, the virginals and spinet have sometimes been seen as sub-categories
of harpsichord, and thus of lesser value; by contrast, a few modern writers have actually
exaggerated the specific qualities of these instruments (‘[historical] virginal music was
deliberately composed for performance on the virginal alone, and no other instrument
will do’).1 For practical and economic reasons, the smaller instruments were very likely
more common than the larger (for example, the virginals and spinet in 17th and 18th
century England, respectively).
Modern composers often understand the ‘harpsichord’ to be a standard 18th-century fiveoctave double manual of the kind used by leading recitalists, and relatively few have
explored the rather different tonal qualities of earlier and smaller designs. While the
contemporary harpsichord repertoire is very large, with thousands of pieces listed in
Frances Bedford’s catalogue thirty years ago2 and many more since, surprisingly few works
make use of the single register and unique tone colour of the different kinds of historical
virginals – Italian, Flemish, English and so on.3 Of course, many of these ‘harpsichord’
works are playable on virginals or spinet - compass and registration limitations permitting
- but only about a dozen were written for the instrument or explicitly specify virginals as
an option. Of those, nearly all are of British origin, and most are of quite recent date.
Although some were written for specific instruments (an Italian pentagonal in the case of
the William Mival and Ivan Moody pieces listed below, written for Sophie Yates), no
particular type of virginals is named, so no specific use is made of certain distinctive
Alec Hodsdon and Cecil Clutton, ‘Defining the Virginal’, The Musical Times, Vol.88, No.1251 (May 1947), pp.153154.
2
Frances Bedford, Harpsichord & Clavichord Music of the Twentieth Century (Berkeley, 1993). For a comprehensive
catalogue of the contemporary clavichord repertoire, see Francis Knights, Modern Music for the Clavichord
(forthcoming 2022).
3
Other early keyboard works have been generically published for ‘keyboard’, often at the publisher’s request;
see for example Peter Dickinson’s Five Diversions (1963), Peter Maxwell Davies’ Four Lessons for Two Keyboards,
Op.81 (1978) or Timothy Broege’s Five Sonatas for Keyboard (1982).
1
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sonorities characteristic of certain virginal designs, such as the muselar, the mother-andchild, the ottavino or the arpichordium stop. There is thus a great deal more to explore in
terms of tone quality, with sonorities quite different from the ‘concert’ harpsichord.
Some of the modern virginals works are neo-classical in style or reflect such influences,
such as Colin Hand’s Five Portraits, which follow Herbert Howells’ Lambert’s Clavichord of
1928 in providing portraits of modern English composers (in this case Elgar, Delius,
Malcolm Arnold, Edmund Rubbra and Gordon Jacob). Many have their origins in
commissions or requests from specific players, including Sophie Yates and David Pollock,
and several specify or recommend meantone tuning, making them easier to incorporate
into a recital of earlier repertoire. One, Graham Lynch’s Admiring Yoro Waterfall, was
originally for virginals, then circulated as for clavichord and finally published for
harpsichord; it works equally well on all three instruments. Lynch has also composed the
only ensemble piece listed here, Sing, Memory (2013), which effectively combines virginals
and classical guitar (ex.1). There is even a piece for ottavino, Liz Lane’s charming
Diamond Fantasia of 2019.

Ex.1 Graham Lynch, Sing, Memory, bars 1-10. (By permission)

Several of the works are descriptive or programmatic in nature, including Admiring Yoro
Waterfall (based on a Hokusai print) and The Sea of Marmara, while The Siege of Chester is
a homage to composer William Lawes, killed there in 1645. The two latter pieces both
employ complex interlocking rhythms to achieve some of their effects.
Recently, a five-day workshop in Antwerp gave composers the opportunity to explore the
instrument and its sounds,4 using a mother-and-child muselaar after Ruckers made by Jef
4

Liselotte Sels, ‘New Sounds for Virginals’, Harpsichord & Fortepiano xxv/1 (Autumn 2020), p.39.
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Van Boven: in early 2020 Liselotte Sels invited piano, harpsichord and composition
students to explore the instrument (illus.1), with improvisations and compositions-inprogress being showcased at the end of the ‘VRGNLS Nextdoors’ workshop.5 Some
interesting experimental techniques emerged, and to engage both performers and
composers hands-on in this way is likely to result in additions to the repertoire in years to
come.6 Performers also have an important role to play in sharing the sounds of their
instruments with composers, and further recordings would be of great assistance.

Illus.1 Students from the Royal Conservatoire Antwerp experimenting with the two keyboards of the
muselar at the ‘VRGNLS Nextdoors’ workshop in 2020. (photo by Liselotte Sels)
See https://www.ap-arts.be/en/research/hpschd-new-music-harpsichord and
https://www.youtube.com/watch?v=KZXmbdSVc6M.
6
The Pianomuseum Haus Eller https://www.pianomuseum.de will be showcasing their Martin Skowroneck
virginals as part of a Festival in Summer 2022, with both new and old music.
5
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Catalogue of works
This list includes date, duration, compass, scoring, publisher, dedicatee and composer website, where known.

Colin Hand, Five Portraits (2008), 11’, C-c3, ‘for the Virginals or the Harpsichord’. Peacock Press P
279 (2008). For David Pollock
_________, Sonatella (2009), 4’, E-c3, ‘for Harpsichord or Virginals’. Peacock Press P 342 (2009). For
David Pollock
Anthony Hedges, Three bagatelles, Op.60 (1975), 10’, ‘for virginals or harpsichord’. British Music
Information Centre. For Christine Brown
Gordon Jacob, Suite (1959), 10’, ‘for the virginal (or piano or harpsichord)’. Oxford University Press
(1961). For Margaret Hodsdon
Francis Knights, A Virginal Book (1996), 11’, C-c3, ‘for Virginals, Harpsichord and Clavichord’.
Unpublished, two of the pieces may be played in meantone, website www.francisknights.co.uk
Liz Lane, Diamond Fantasia (2019), 5’, D-c3, ‘for ottavino (or harpsichord)’. For Colin Booth,
website https://www.lizlane.co.uk, recording by Colin Booth (ottavino) at
https://www.youtube.com/watch?v=12PXvy2yAuY
Graham Lynch, Admiring Yoro Waterfall (2001), 4’, D-a2, ‘for harpsichord’ (originally virginals or
clavichord). Composers Edition (2018), website http://grahamlynch.eu, recording by Assi
Karttunen (harpsichord) on Divine Art dda 25120 (2015)
____________, Sing, Memory (2013), 6’, E-g2, ‘for guitar and virginals/harpsichord’. Composers
Edition (2018), website http://grahamlynch.eu. For Assi Karttunen and Rody van Gemert
William Mival, The Siege of Chester (1997), 5’, C-c3, ‘for Virginals (or Harpsichord or Organ)’.
Unpublished, quarter-comma meantone recommended, website
https://www.rcm.ac.uk/research/people/details/?id=01119, recording at
https://soundcloud.com/william-mival/the-siege-of-chester. For Sophie Yates
Ivan Moody, The Sea of Marmara (2013), 5’, AA-c3, ‘for harpsichord or virginals’. Vanderbeek &
Imrie (2013), website http://www.ivanmoody.co.uk. For Sophie Yates
Robert Page, Harpsichord Sonata 1 (2009), 9’, C-b2. rpm music (2009), website
https://www.rpmusic.org.uk. For David Pollock
Liselotte Sels, ludovirginalistics (2020), 2’, g1-b2. Unpublished, website
http://www.liselottesels.com, recording by Liselotte Sels (muselar) at
https://www.youtube.com/watch?v=12PXvy2yAuY

Francis Knights
Francis Knights is a Fellow of Fitzwilliam College, Cambridge, Chairman of the National Early
Music Association and Editor of ‘Harpsichord & Fortepiano’. He has recently performed cycles of all
Bach’s clavier works and the complete keyboard music of Tallis, Byrd, Bull, Farnaby, Philips and
Gibbons on harpsichord, virginals, spinet, clavichord and organ.
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The birth of a new Musical Career
An interesting account from a young talented French student with a mature outlook and a realistic
approach to her studies and her future career as a professional musician. (E.L.)
Summer 2021: a summer which feels like the beginning of a new chapter in my life. I’m the
happiest person in the world: I've achieved my baccalaureate and have the career path I wanted
ahead of me. But here's the thing: even if at first sight my future seems clearly mapped out, deep
down I cannot conceive of a one-sided future in which I spend my whole life playing the
harpsichord. And so, how do I deal with the multiplicity of my yearnings? - this has definitely
been the prevailing question of my year.
My name is Sibylle Roth and I am 17 years old. I have been playing the harpsichord since the age
of seven and have just been admitted to the Conservatoire Nationale Supérieur de Musique et de
Dance in Paris where I will continue to study the instrument with Olivier Baumont. I spent my
childhood in the north east of France in the city of Metz, where I attended music school for over
ten years. I started by studying the recorder, before joining Anne-Catherine Bucher’s harpsichord
class a year later. Meeting Anne-Catherine was perhaps one of the most important events in my
life. For around eleven years, she guided me in how to play the harpsichord, allowing me to
cultivate and develop my love for the instrument. I also had the opportunity to study many other
subjects such as jazz piano, music analysis, music history and even composition, and when in
Paris, I plan to continue these initiations from which I took such pleasure.
To be really objective, I think that starting the harpsichord was certainly one of the best choices of
my life (even though it was really a choice which arose out of having such a great teacher - and
thanks to the fact that the tutor book had cute little colourful drawings!).
When I tell people that I play the harpsichord, the reaction is sometimes that it is a very unusual
choice - and also that it must be boring to play such a weird and old instrument. I’m always
bemused to hear that, but I understand that this may just be the feeling people have at first sight,
knowing merely that playing the harpsichord is not that common. To be honest, following
acceptance into the CNSMD a few weeks ago, I thought about this and asked myself the question:
if I could do it all over again to the point of reaching the same level as I am now on the
harpsichord, would I have chosen a different instrument? I didn't need to think for more than two
seconds, as the answer was clearly ‘no’. I am aware of how much of a starting point the
harpsichord was for me and how it opened me up to so many things. It allowed me to dive into the
world of Music with a capital M.
Let me explain: obviously in the first place, it opened the door to baroque music which I definitely
hold in my heart, but also the door to jazz, as well as to pop and electro music. Indeed, my
initiation to basso continuo with Vincent Bernhardt in Metz led me naturally to jazz and pop
music. Basso continuo offers a real awareness of the chords that surround us in music. It was with
this understanding that I dived into the world of jazz, which is clearly shaped by chords. I think it
is exactly the same for pop and electro music: if you understand how harmonic construction
works, you have the theoretical knowledge of how to compose and create endlessly. Basso continuo
has played an essential role in my life as a musician, in the sense that it offered me a deep and
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concrete approach to music: it was no longer a matter of superficially reading notes on a score
without thinking. I sincerely believe that we should all, in the first year of our musical education,
forget about scores and instead focus, for example, on how chords are constructed and so on, in
order to be able to improvise and detach ourselves from the score – whilst obviously
acknowledging that learning to read notes is also fundamental.
When I was about 10 years old, I received as a gift a ‘loop pedal’ - a device which allows you to
record as many tracks as you want, in order to layer them. It was at that moment that I started to
compose with my harpsichord and I realised that I could use my instrument to do whatever I
wanted in music, not just to play baroque repertoire. After that, I bought a computer and 'Ableton
Live' (an electronic composition software) and began to compose electronic music, both with and
without my harpsichord. Incidentally, it’s really fun to pay attention to the music that surrounds
us nowadays, and in today’s music, the harpsichord is very prevalent in many soundtracks. Also,
historically, the harpsichord can be heard in tracks by the Beatles, David Bowie, the Beach boys, in
Golden Brown (by The Stranglers) or even in the cover of Allumer le feu by the recent group
Brigitte. So, instead of seeing the harpsichord as an ‘ancient’ or ‘baroque’ instrument, I like to
imagine it as a sound which crosses genres and centuries. It is actually interesting to see that the
main figures of contemporary music such as Philip Glass, Steve Reich, Xenakis, Dutilleux, Ligeti,...
(or Poulenc, a little earlier) have given pride of place to the sound of harpsichord. I believe that
this is a very rich sound which matches well with contemporary and current music, thanks to the
effect that the plectrum produces when it plucks the string: I like to say that it definitely has an
electro sound!
In June 2021, for an exhibition on Chagall at the Centre Pompidou in Metz entitled Chagall: Le
passeur de lumière, I was asked to compose a piece of music for a harpsichord which Chagall

At Centre Pompidou, Metz. Harpsichord painted by Chagall
himself had painted, and electronics. This example illustrates well the kind of thing which is
important to me in my work with the harpsichord, and where I can flourish in all the musical

56

genres I am fond of. I can’t see a future in which I play exclusively baroque music: it’s in all of the
things I do which makes me the happy and fulfilled person I am today. I like to think that Music is
something moving, something alive, something that is constantly renewed. That is the reason why
I don’t want to lock myself into boxes.
I have always been someone who is curious and attracted by many activities. I strongly believe
that music has played - and will always play - a major role in my life, and yet it is only one facet of
who I am. In other words, it is essential for me but at the same time, I really need to combine it
with my other interests. And even though I’m delighted that I play the harpsichord, I can’t
imagine a single-minded life led exclusively by that instrument alone. What makes me the Sibylle
Roth I am today is clearly the diversity of my activities. I would define myself as a very creative
person who likes to act and learn: I like to draw, paint, tinker, cook, sew... I’m also fond of sports
and am very committed to the protection of our environment, as well as being a very literary
person who reads a lot of literature and philosophy. This is my personality in a few words. I don’t
see each activity as separate: for me it’s a whole - art and creation. For example, some friends of
mine are currently composing an album, the profits of which will go to environmental
associations, and I believe that this is one example of how to link two fields together! I think by
the way that all the hours I have spent working on the harpsichord have also allowed me to
develop my imagination and my creative spirit. My working hours are a kind of nice meditation,
where I can let my mind fly: a time for me to be alone with my thoughts. Secondly it has also
helped me to develop a ‘working mindset’, to achieve my goals and to go further and further in
each activity I start. In that way, I think that every activity can somehow be related. For me, my
ideal future would be one which is based on my music, but also complemented by all of my
longings and aspirations. A future of art and creations wherein I can create and cultivate my mind.
As Pablo Picasso said, ‘Art washes away from the soul the dust of everyday life’. Art is the concrete
achievement of the beauty of the human being.
I am really grateful in anticipation of the years to come, in the sense that I realise how lucky I am
to have the opportunity to make my studies (and hopefully my career) my passion. I do hope to be
able to invent and build my future as I wish, to mix and develop my aspirations and my love for
music.

Sibylle Roth

The Conservatoire Nationale Supérieur de Musique et de Dance in Paris where Sibylle will be studying.
(photo credit Wikipedia © Beckton Beach)

We at the British Harpsichord Society thank Sibylle for this interesting account and wish her an
enjoyable, exciting and fulfilling career in the world of music. We look forward to hearing from her
again in the very near future. (E.L. Secretary BHS)
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••• ANNOUNCEMENTS

Handel & Hendrix inLondon
The Museum in Brook Street, Mayfair, is now closed until March 2023 in order for the
‘Hallelujah Project’ to take place, which is an exciting mission to complete Handel’s House. For
details see https://thehallelujahproject.org/

••• Please note that with the continuing uncertainties due to Covid 19, the nature of the
following events may change; please, always check details with the individual organisers.

York Early Music, Young Artists Competition
Applications are now open. Full details including how to apply are now available on this website https://www.yorkcomp.ncem.co.uk/ This prestigious longstanding biennial competition for
young ensembles takes place at the National Centre for Early Music as part of York Early Music
Festival. Recognised as a major international platform for emerging talent in the world of early
music, the competition attracts musicians from all over the globe, offering a major boost to
young professional careers with opportunities for performance, recording and broadcasting,
and international exposure. Closing date for applications: 14 January 2022. The competition
will take place on Saturday 16 July 2022, at the National Centre for Early Music, St. Margaret's
Church, Walmgate, York YO1 9TL

Harpsichord Lid PaintingCompetition
Clavecin en France (CLEF) is organizing, in collaboration with the Musée Unterlinden in Colmar,
a competition, open to visual artists on the theme ‘In search of new resonances between
painting and music’. The winner of the competition will carry out his or her project on a
harpsichord lid, donated by the Atelier Marc Ducornet, which will be placed on an instrument
used for concerts, workshops or in academies in France and abroad. Deadline for application +
online sketch 15 February 2022, Deadline for submission of the selected sketches: 15 August
2022. The competition is endowed with a prize of 4000€ awarded by Clavecin en France to the
winning project, all expenses included. The winner will also receive a large print offered by
Fabienne Verdier, and supplies offered by merchants of materials for artists. For details see
p.3 of this issue of Sounding Board and https://www.clavecin-en-france.org/spip.php?article359
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Bach Competition 2022; Leipzig
The International Johann Sebastian Bach Competition 2022 will be held in the following
disciplines: Piano, Harpsichord, Violin/Baroque Violin. The Competition is open to the public.
The Competition will be held in Leipzig from 12–23 July 2022. Participants must be born after
July 23, 1989. Applications must be submitted by 26 February 2022. Members of the jury
will be Richard Egarr - United Kingdom, Václav Luks - Czech Republic, Olga Martynova – Russia,
Magdalena Myczka – Poland, Christine Schornsheim – Germany, Skip Sempé – USA/ France, and
Head of Jury, Andreas Staier – Germany. For full details see
https://www.bachwettbewerbleipzig.de/en/bach-wettbewerb/bach-competition-2022

Harpsichord Competition ‘Gianni Gambi ’
The Rossini Conservatory of Music organizes the XVIII edition of the Gianni Gambi International
Harpsichord Competition. The competition is open to all harpsichord students, trainees and
graduates who were in their last year during 2019-20 and 2020-21 at Music Conservatories,
without age limit.
The competition will take place in Pesaro, 24–26 March 2022. Members of the jury are
Maestros Temenuschka Vesselinova (President), Maria Luisa Baldassari, Francesco Cera,
Carmen Leon and Luca Scandali. Application deadline is 14 March 2022.
https://www.conservatoriorossini.it/en/harpsichord-competition/

••• CORRECTION
Our thanks to Mireille Podeur for
helping to amend the list of
personnel for a photograph in
Sounding Board No.15. The label
to the photograph on p. 52, should
be as below In Lurs en Provence, mid to late 1970s,
A photo taken by Valerie Weeks: with
Genevieve Lagacé (on Kenneth's left),
Margarita Hanson (publisher: L'Oiseau
Lyre, front row, second from right),
Mireille Podeur (second row, second
from right), and Christophe Rousset
(middle of front row).
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