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                                                                                                                                FEATURE 

Scarlatti’s Pairs in the Light of Vicente Rodríguez 
Monllor, Sebastián de Albero and Antonio Soler 
 

One of the many decisions players of Scarlatti have to make is what to play next. During the 1750s 

Scarlatti appears to have anticipated this question by organising a good many of his sonatas into 

pairs by key. But as Glen Wilson asks, are these pairings obligatory or merely suggestions? He 

finds many of them unsatisfactory and lacking in contrast, and suggests that they might better be 

viewed as a framework around which longer and more varied multi-movement sonatas could be 

improvised. 

 
Since Alessandro Stradella (1643-1682) and Bernardo Pasquini (1637-1710), the keyboard toccata 

had been a once-through, more or less motoric single movement. Bipartite movements, with a 

double bar near the middle and repeats, derived from dances. These could be grouped together in 

suites. But around 1700 composers of keyboard sonatas, searching for ways to imitate the 

Corelli/Vivaldi ensemble sonata, began struggling to find its true form. Bipartite movements with 

increased formal and technical ambition, sometimes in toccata style, sometimes as expanded 

dances—sometimes called sonatas, sometimes toccatas—began to appear. Toccatas grew more 

complex. Terminology remained vague; often the same piece would be called sonata in one 

source, toccata in another. 

 

Then composers like Galuppi (1706-1785), Pescetti (1704-1766), Alberti (1710-174?) and Durante 

(1684-1755) began creating multi-movement keyboard sonatas, raising the form to the level of 

ensemble works. They created structures with varying numbers of movements balanced in 

different ways. Older composers of single-movement sonatas/toccatas found themselves out of 

fashion, and went back to their archives to regroup their works. 

 

At least this is what I think happened to two prominent masters: Benedetto Marcello (1686-

1739)and Domenico Scarlatti (1685-1757), both students of Francesco Gasparini (1661-1727) in 

Venice. Marcello’s four- and five-movement sonatas all give the impression of having been 

assembled from earlier single movements, surely inspired by his association with the virtuoso 

Scarlatti. 

 

Scarlatti‘s keyboard works all come down to us as single movements, numbered separately and 

called either sonata or toccata in their sources. But as Ralph Kirkpatrick first emphasized, in the 

13 semi-parallel volumes of the Venice and Parma manuscripts they are mostly grouped in pairs 

by key. As Scarlatti’s tremendous archiving project began, I think he went to his shelves and 

moved forward chronologically from pieces which had not already been published in the Essercizi 

(1738-39), or included in the Venice 1742 and 1749 royal collections. He organized stacks of folios 

by key and looked for likely pairs. As he went along he revised, and composed some new works to 

make pairs with older sonatas, as well as some new pairs. The few works which remained 

unmarried in the great sorting show up as wallflowers in the ballroom sets of 30. 

 

After 1754 the work of copying slowed as more and more newly-composed sonatas were created. 

The final volumes were mostly new[el1] works, actually composed in pairs—but still numbered as 
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separate, single movements. That fact should never be lost sight of; nor should the fact that 

different pairs are offered in different sources. 

 

The pairs as they appear in Venice and Parma exist in a shadow state which continues to cause 

controversy. Are they obligatory, or mere suggestions? The preceding has been a prelude to an 

heretical view: many of the pairs are in fact incomplete, intended as fixed companions to 

improvised preludes and/or slow movements. 

 

To my mind, the most satisfying of Scarlatti’s pairs are slow/fast, a form also found in the 

previously-named composers’ works. Around 1732, Francesco Durante, an influential Neapolitan 

composer/teacher whom his near-contemporary Scarlatti certainly knew (he studied with 

Alessandro Scarlatti, Domenico’s father), published six excellent pairs of slow (studio) / fast 

(divertimento) sonatas.1 The print may have nudged Scarlatti to action: his Essercizi followed six 

years later.  

 

Arguably, the least satisfying of the Venice/Parma pairs are fast/fast. There often seems no reason 

for such pairings, which offer little variety of mood. And it seems obvious on stylistic grounds that 

in some cases the movements come from different periods and were simply paired ad hoc. 

Examples include K 213-214; K 256-257; K 279-280; K 320-321. 

 

A type of pair quite frequently encountered consists of an allegro alla breve and a sonata in triple 

time, either fast or tempo di menuetto. The contrast can be reasonably satisfying, especially when 

the first movement is a substantial fugato. But more often than not something seems to be 

missing—a slow middle movement and/or a prelude. 

 

The Neapolitan overture, the Venetian concerto, the sinfonia in general (right up until Mozart’s 

youthful works) almost always follow this pattern: fast duple / slow / fast triple or menuet. The 

slow movements are often simple chords or easy tunes; so it is with Scarlatti’s few preserved 

orchestral sinfonias. It would have been the work of a moment, when performing his elaborate and 

difficult fast movements for the court or friends, to improvise a slow middle movement and/or a 

prelude, as an aesthetic/technical preparation, or a breather between often savage or folksy 

fireworks. An interesting parallel is offered by Bach’s Brandenburg Concerto no. 3, with its two 

Phrygian chords in lieu of an improvised violin or harpsichord slow movement.2 

 

The prevalence of this structure evidently led to an anomaly in Parma 15 (1757), the last volume 

of the set. K516-17, one of the finest (incomplete?) pairs of all, appears there in reverse order, 

 
1 6 Sonate per cembalo divisi in studii e divertimenti, Naples, n.d. 
2 To this contemporary example might be added one from the 20th century. Bach’s fragmentary 
harpsichord concerto BWV 1059 was extended beyond the autograph first page by Gustav Leonhardt for a 
1964 recording. He added virtuoso passagework to the obbligato organ part from the Sinfonia to cantata 
BWV 35, upon which the original was based, and quite plausibly used the introduction to the second part of 
the cantata, another Sinfonia with obbligato organ, as a finale. His middle movement was a melancholic 
‘improvisation’ which thrilled me when I first heard it in the library of the Juilliard School in 1969. This 
realisation was boldly declared a Rekonstruktion. On a more recent listening the Leonhardt Consort was not 
quite what it became in later years, but my teacher’s playing shows his style at the precise moment when 
he broke the code of how to handle the harpsichord—a solution which, from everything I hear nowadays, 
has drowned in a morass of tempo chaos. It is also noteworthy that the two BWV 35 sinfonias follow the 
pattern [Allegro] 4/4 / Presto 3/8, which might indicate their previous existence as a concerto for a 
different solo instrument—with or without a lost second movement. 
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with a note saying that the first is to played second. In the correct order (as it appears in Venice), 

the sonatas are 3/8 Allegretto and alla breve Prestissimo. The copyist at first sight apparently 

couldn’t believe this topsy-turvey set of time signatures, and must have been corrected by the 

composer before preparing Venice. 

 

This is where Vicente Rodríguez Monllor (1690-1760) comes in. Organist of Valencia Cathedral, he 

was successor to Cabanilles, and inherited the latter’s florid style. But his 1744 publication 

entitled Libro de Tocatas para cimbalo repartidas por todos los puntos de un diapason goes entirely 

new ways.3 

 

 
 

Vicente Rodríguez Monllor, Libro de Tocatas, 1744, title page. 

 

Its 30 sonatas (a Scarlattian number) are arranged in ascending chromatic order of all major and 

minor keys, beginning with D minor like the old ricercar cycles, and omitting only E-flat minor, F-

sharp major, G-sharp minor, B-flat minor and C-sharp minor (D-flat major is present in last 

place.) Despite their prolixity and banality, which has led to their virtual oblivion as far as the 

Scarlatti literature is concerned, they show all the elements of Scarlatti’s style: the Italianisms, 

the virtuosity, the modulations, the fugal style, the prevailing binary structure, the hand 

crossings, the trills, and the more recent Spanish folk influences as well. Some sonatas closely 

resemble the Essercizi in their single-movement binary form and figuration. Others are clearly 

inspired by later works, and show different shapes and various numbers of movements. Hence, the 

1744 20-key compilation reflects a later stage of Rodríguez’s evolution. 

 

 
3 Edited by José Climent (Valencia: Instituto Valenciano de Musicología, 1978) and Almonte Howell 
(Madison, Wisconsin: A-R Editions, 1986). 
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First nine bars of Vicente Rodríguez Monllor, Sonata 11 (1744). 

 

The date, 1744, offers a stylistic milepost for Scarlatti. The gap between the time around 1735, 

when the Essercizi were being prepared for publication and Andalusia had been left behind, and 

1752, when the great archival project was launched, is the most difficult for establishing a 

chronology of Scarlatti’s sonatas. 1744 falls right in the middle; comparing Rodríguez’s most 

advanced works with Scarlatti’s in the earlier Venice/Parma sets is illuminating. The pre-classical 

operatic influences which Scarlatti encountered when the court moved to Madrid in 1733, and 

which leaven his later sonatas, are almost entirely lacking in both groups. The operas serving as 

inspiration pre-1744 are those of Alessandro Scarlatti’s Naples, the next generation of 

Neapolitans, Gasparini’s Venice, and Domenico’s own (largely lost) Roman productions. 

 

It can only be speculated how the relationship between the works of these two composers came 

into being, but—to finally arrive at the main point proposed here—I think Rodríguez heard 

Scarlatti live, and that some of his sonatas offer a clue to missing elements in Scarlatti’s. Four of 

the multi-movement sonatas have simple, quasi-improvisatory, slow middle movements, such as 

seem lacking in so many of Scarlatti’s pairs. One of these, as well as a fifth sonata, also have slow 

introductory movements which can be conceived of as preludes. A similar ‘prelude’ is found in a 

toccata by another Neapolitan, Nicola Fago (1676-1745). A solid, duple allegro is followed by a 

quick triple time. Both are preceded by a shorter grave introduction.4  

 

But by far the best examples of how Scarlatti may have improvised preludes are the recercatas of 

Sebastián Ramón de Albero y Añaños (1722-56).5 These works, all the more astounding for their 

being so little-known, are the closest thing to the French prélude non mesuré to be found outside 

of France. 

 
4 Toccata per cembalo (Biblioteca del Conservatorio di musica S. Pietro a Majella (I-Nc): Rari 1.9.2(2)) 
ed. by Olivier Miquel (OM Editions, 2012). 
https://vmirror.imslp.org/files/imglnks/usimg/c/c4/IMSLP238033-PMLP385725-
FAGO_toccata_per_cembalo.pdf. 
5 Obras para clavicordio o piano forte (Real Conservatorio Superior de Música, Madrid (E-Mc) Ms. 4-1727 
(2)) edited by Antonio Baciero, Nueva biblioteca española de música de teclado de los siglos XVI al XVIII, 
vols. I, II, IV–VI, Madrid, 1977–80. The collection consists of six sets of three movements: Recercata, Fuga 
and Sonata. 

https://vmirror.imslp.org/files/imglnks/usimg/c/c4/IMSLP238033-PMLP385725-FAGO_toccata_per_cembalo.pdf
https://vmirror.imslp.org/files/imglnks/usimg/c/c4/IMSLP238033-PMLP385725-FAGO_toccata_per_cembalo.pdf
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Sebastián de Albero, first page of Recercata 3. 

 

Another close associate of Scarlatti’s, Padre Antonio Soler (1729-83), also has eight 

remarkable Preludios in his Llave de la Modulación (1762).6 They are full of directions for quick 

tempo changes and contrasting free sections (arbitri). Incidentally, the six pairs in the best source 

of Soler’s sonatas (the Madrid Conservatory MS)7 are all slow(ish)/fast, with the second 

movements in triple time. They are what I would call true pairs—satisfactory in themselves, and 

dating from after 1752 when Soler arrived at El Escorial from Catalonia. The title page of the 

Madrid manuscript proclaims that Soler was discepolo di Domenico Scarlati [sic]. By contrast, the 14 

pairs in the court copyist’s manuscript of Albero’s 30 Sonatas8 (the other two are fugues ending 

each half) are of the shotgun-wedding type. This is not surprising since Albero had arrived in 

Scarlatti’s orbit no later than 1746—eight years earlier than Soler—and several years before the 

great archival work began.9 

 

 

 
6 See Penelope Cave, ‘Learn to prelude in Spanish from Antonio Soler’s Llave de la modulación’, Sounding 
Board 12, pp. 3-9. https://www.harpsichord.org.uk/wp-content/uploads/2018/05/SoundingBoard12.pdf. 
7 Antonio Soler, Twelve Sonatas (The Madrid Conservatory Manuscript), ed. by Barry Ife and Roy Truby 
(Oxford: Oxford University Press, 1989). 
8 Sonatas para clavicordio (Biblioteca Nazionale Marciana, Venice (I-Vnm): Mss.It.IV.197b, ed. by Genoveva 
Gálvez (Madrid: Unión Musical Española, 1978); Pierre Gouin (Montreal: Les Editions Outremontaises, 
2024). 
9 Parma I, the starting point, is undated, but usually assumed to be, like Venice I, from 1752. Given its 
character as an anthology of teaching pieces, it could be considerably earlier. 

https://www.harpsichord.org.uk/wp-content/uploads/2018/05/SoundingBoard12.pdf
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One final hypothesis: late slow/fast/fast ‘triplets’, such as K478-80 and K481-3, work well as four-

movement sonatas (the up-and-coming form in the 1750s) with a grand, composed first 

movement and an improvised slow third. 

 

Thinking, as I do, that Scarlatti’s unsatisfying fast/fast pairs—and especially those in sinfonia 

manqué form—were elaborated in performance by improvised preludes and/or slow movements, I 

can accept their presence in the sources as enhancements of single sonatas, rather than puzzling 

annoyances. 

 

How might these hypotheses work in practice? Here are some suggestions that I believe work well 

in performance: 

 

Albero: Recercata quinta 

Scarlatti: K183 (2/4) 

Rodríguez Monllor: Sonata XI, Grave (18 bars) 

Scarlatti: K184 (3/8) 

  

Soler: Otros quatro preludios no. 2 

Scarlatti: K314 (alla breve) 

Scarlatti: from the Sinfonia to La Silvia, Grave (transcribed) 

Scarlatti: K315 (3/8) 

 

 

                                                                                                          Glen Wilson 
 

Glen Wilson was born in the USA, studied at the Juilliard School with Albert Fuller, and with 

Gustav Leonhardt in the Netherlands from 1971 to 1975. In 1988 he accepted a professorship at 

Germany's oldest conservatory, the Musikhochschule Würzburg, and moved to Bavaria. Glen Wilson 

has enjoyed an exceptionally successful solo and collaborative career as a harpsichordist and 

fortepianist, teacher, broadcaster and recording artist. He made his debut as conductor in 1990 

with the Netherlands Opera's production of his edition of Monteverdi's ‘Il Ritorno di Ulisse in 

Patria’. A DVD of this acclaimed production has been released in the BBC OPUS ARTE series. This 

article is an expanded version of blog no 148 from his website and we are grateful for his 

permission to include it here.  http://www.glenwilson.eu/musician.html  
 

 

 

 

 

 

 

 

                                                                                                                       → 
    

http://www.glenwilson.eu/musician.html
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FEATURE 

Which Harpsichords for Domenico Scarlatti? 
A summary of our present knowledge about the harpsichords found in Spain during the eighteenth 

century and about the most prominent maker at that time, Diego Fernández.    
 

Over the past forty years, information about Spanish harpsichord makers has grown significantly, 

largely due to the excellent contributions of scholars such as the late Beryl Kenyon de Pascual, 

Cristina Bordas, John Koster and Michael Latcham. Additionally, the symposium ‘Diego 

Fernández’, which is part of the festival FIMTE organised by the author since 2000, along with its 

associated publications, has made a significant contribution to stimulating research on this 

subject and disseminating information regarding the various Spanish schools of harpsichord 

making, which are intrinsically connected to the composers of keyboard music.1 In this article, I 

will summarise the state of the art regarding Domenico Scarlatti instruments, drawing on previous 

publications in a way that I hope will be useful for performers.2  

 

In the first place, we should consider the instruments Scarlatti had at home. The only document 

available concerning the keyboard instruments present in Scarlatti’s residence is the inventory 

compiled at the time of his death, which indicates that he had three ‘clavicordios’.3 Two of these 

were the property of Queen Maria Bárbara and were returned to her following Scarlatti’s death. 

The third belonged to the composer himself and was valued by Diego Fernández at 3,000 reales. 

The record indicates that Scarlatti obtained that clavicordio during his second marriage, which 

took place between 1740 and 1742.4 There is no description of these three clavicordios, their 

makers, or whether they were harpsichords or pianos. However, when comparing with other 

contemporary inventories, we are strongly inclined to believe that all three instruments were 

harpsichords. Similar documents tend to use ‘clavicordio de piano’ or ‘clavicordio de martillos’ to 

refer to a piano and ‘clavicordio’ or ‘clavicordio de plumas’ for a harpsichord.5 Considering the 

prices of the harpsichords owned by other musicians at the Madrid court and the costs of those 

made by Diego Fernández for Queen Maria Bárbara, the price of Scarlatti’s own harpsichord seems 

to imply that it was a fine and valuable instrument.6 

 
1 Among the publications from FIMTE, the following books, edited by Luisa Morales: Claves y pianos españoles. 

Interpretación y repertorio hasta 1830 (Almería: Diputación Provincial-LEAL, 2003); Five Centuries of Spanish 

Keyboard Music (Almería: LEAL 2007); Domenico Scarlatti in Spain (Almería, LEAL: 2009); Domenico Scarlatti 

Forwards and Backwards (Almería: FIMTE 2024). For a complete record see www.fimte.org.   
2  The forthcoming Cambridge Companion to Domenico Scarlatti, edited by the author will contribute significantly 

to the exploration of this and various other relevant subjects. 
3 Clavicordio was the standard generic term of the eighteenth century used to designate keyboard string 

instruments. Thus, Clavicordio de pluma referred to a harpsichord, and Clavicordio de piano, to a piano. 
4 AGP. Sección Jurídica. Bureo. Caja 36/2, fol. 102, transcribed and translated in Luisa Morales, ‘Domenico Scarlatti 

in Spain: An Introduction’, in Morales 2009, 15-27, at 21.  
5 Morales 2009, 20-23. 
6 For example, Maria Bárbara paid Diego Fernández 2,100 reales for the harpsichord he made in 1749, and 4,800 

reales each in 1757 for the harpsichords at Aranjuez and El Escorial. Among the court musicians, the tenor Pérez 

http://www.fimte.org/
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More detailed information on the instruments available to Scarlatti can be found in the inventory 

of Queen Maria Bárbara, a highly significant document, as she was Scarlatti’s patroness and 

primary recipient of his sonatas. The inventory, dated 1758, was compiled a few months after the 

Queen’s death. It lists twelve keyboard instruments, including both harpsichords and pianos. As 

Latcham points out, as the court was itinerant, the instruments were spread across the Royal 

Palaces. Eight instruments appear to have been located at the Buen Retiro palace, with two others 

at the royal palace of Aranjuez and the Royal Seat at El Escorial. Three of the instruments listed as 

1, 2 and 3, the Queen’s favourites, were bequeathed by Maria Bárbara to Farinelli. A 

comprehensive summary of the information we have regarding the twelve instruments is as 

follows:7 

 

1. A piano (clavicordio de piano) of fifty-six keys (GG-d’’’?) made in Florence, attributed to 

Giovanni Ferrini and dated 1730, bequeathed to Farinelli.  

2. A harpsichord of fifty-six keys (GG-d’’’?) with five registros and four sets of strings. Made 

by Diego Fernández in 1753. Bequeathed to Farinelli. Following Farinelli’s inventory, this 

harpsichord had five registers, four sets of strings (gut, brass and iron) and ten foot 

pommels for selecting the stops. 

3. A harpsichord of sixty-one keys (1749?; GG-g’’’?), likely by Fernández, also inherited by 

Farinelli. 

4. A harpsichord (clavicordio de pluma) of fifty-six keys, formerly a piano made in Florence. 

5. A harpsichord (clavicordio de pluma) of fifty keys, formerly a piano made in Florence. 

6. A harpsichord (clavicordio de pluma) of fifty-eight keys, three sets of strings. 

7. A Flemish harpsichord with three sets of strings. 

8. A harpsichord (clavicordio de pluma) of fifty-six keys, three sets of strings. 

9. A piano (clavicordio de piano) of forty-nine keys (C-c’’’?) made in Florence, kept  

at Aranjuez.  

10.  A harpsichord of sixty-one keys (GG-g’’’?) made by Fernández in 1757, kept at Aranjuez 

palace.8 

11. A piano (clavicordio de piano) of fifty-four keys (GG-c’’’?). 

 
de la Torre (1763) possessed a Ruckers valued at 1,200 reales and a large harpsichord valued at 1,880 reales 

(Morales 2009, 20 and 22). 
7 Michael Latcham, ‘The twelve clavicordios owned by Queen Maria Bárbara of Spain and the seven cembali 

owned by Carlo Broschi, known as Farinelli: facts and speculation’, in Morales 2007, 255-81. The following 

summary of the inventory of Queen Maria Bárbara’s keyboard instruments is based on information from that 

article.   
8 An invoice by Fernández dated 1757 describes instruments 10 and 12, delivered to Aranjuez and El Escorial 

royal residences, see Latcham 2007, 265. 
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12. A harpsichord of sixty-one keys (GG-g’’’?), likely made by Fernández in 1757, kept at El 

Escorial.9 
 

Four of the instruments in Maria Bárbara’s inventory were made by Diego Fernández. Diego José 

Fernández Caparrós (1703-1775) was born in Vera, in the 

province of Almería. At a young age, he was already 

engaged in repairing harpsichords in Madrid for Queen 

Isabella Farnesio and the infantas, as evidenced by 

several invoices dated 1724 and 1726.   

Signature of the royal harpsichord builder, Diego Fernández 
 

A document recently discovered by Michael Latcham proves that Diego Fernández had been 

working for the then Princess Maria Bárbara since at least 1733. In effect, in Farinelli’s inventory 

the following description appears:  

‘A little hammer, or key for tuning harpsichords, of worked iron, back gilded; In the cross is 

incised “I belong to my Señora the Princess” On one side of the foot, “Madrid 1733” and on 

the other, “D: Fernandez” This little hammer enclosed in its purse of turquoise velvet with 

a little braid of silver’.10  
 

In 1747, following the accession to the throne of Fernando VI and Maria Bárbara, Diego Fernández 

was assigned an annual salary of 500 ducados with the duty of building and maintaining all 

harpsichords needed for the Royal House. Subsequently, in 1755, an additional 200 ducados were 

added to his salary. When Fernández was summoned to the Reales Sitios, the royal residences 

outside Madrid, the royal household arranged a coach and a mule for him, as well as 

accommodation.11 During the reign of Carlos III, Fernández continued to build harpsichords for 

the Infante Gabriel, maintaining his annual salary of 700 ducados. Other notable clients of 

Fernández included the Duke of Medina Sidonia, the Duchess of Osuna, and the Duchess of 

Beaufort.12 
 

As highlighted by Kenyon de Pascual, Diego Fernández made a diverse array of harpsichords 

featuring single and double keyboards, ranging from 51 to 63 keys and equipped with 2 to 6 

registers. An exceptionally remarkable harpsichord created by Fernández is the second item on 

Maria Bárbara’s inventory. This harpsichord with registros is dated 1753 in an entry from an 

anonymous dictionary discovered by Oscar Mischiati among the documents of Padre Martini: 

 

 
9 The inventory of Queen María Bárbara’s keyboard instruments is kept in the archives of the Palacio Real in 

Madrid, sig.II 305, fol. 228 to 231r. It is quoted in full in the original Spanish, translated and discussed in: Carlo 

Broschi Farinelli: A manuscript description of the operas and festivities at the Spanish Court 1747-1758, transcription 

of the 1758 manuscript held in the Royal Library, Madrid with an introduction, an illustrated and annotated 

translation and appendices by Michael Latcham, (Munich & Salzburg: 2023), 513-19 and 539-61. 
10 ‘Una Martellina, o sia Chiave per accordar Cembali, d’acciaro lavorato fondo indorato; Nella Croce stà inciso 

“Soy de mi S:ª La Princessa” Al piede da una parte, “Madrid 1733” e dall altra “D: Fernandez” Rinchiusa detta 

Martellina nella Sua burseta di velluto torchino con piccolo galloncino d’argento’, Farinelli inventory 126, 

transcribed and translated in Latcham 2023, 559. 
11 Beryl Kenyon de Pascual, ‘Diego Fernández Caparrós y sus instrumentos’, in Morales 2003, 255-281, at 101. 
12 Kenyon de Pascual 2003, 102. 
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‘The same Don Diego Fernández made a cembalo a penna in the year 1753 with 10 registri 

with piano and forte with registri expressing the flute, the harp, the theorbo, small flutes, 

and all together form the ripieno.’13 

A detailed account of this instrument is available in the inventory of Farinelli, who inherited it. 

The harpsichord features four sets of strings made from gut, iron, and brass, as well as five 

registers: 16’, 2 x 8’, 4’, and harp stop. It is likely that one of these registers had leather plectra.14 

Several of the five sets of jacks were split into two sections, bass and treble (divided registers). In 

addition, the harpsichord was equipped with ten foot pommels to achieve a variety of effects. The 

combinations and effects available from the registers, as well as the foot pommels, are 

documented in Farinelli’s inventory by Antonio Viola and according to Latcham, can be 

summarised as follows:15 

 

Pommel 1: 4-foot  

Pommel 2: 16-foot  

Pommel 3: Harp using the gut strings (bass only) 

Pommel 4: 4-foot (bass only) 

Pommel 5: 16-foot + 4-foot  

Pommel 6: Harp +cembalo (two 8-foot stops) 

Pommel 7: Cembalo (two 8-foot stops) 

Pommel 8: 4-foot (treble only) 

Pommel 9: Harp using the gut strings (treble only) 

Pommel 10: Harp using the gut strings  

 

Also of note in Maria Bárbara’s catalogue are two harpsichords made by Fernández in 1757, 

featuring 61 keys (entries 10 and 12 in the list). These instruments were likely designed with a 

range extending from GG to g’’’ or FF to f’’’.  

 

In the past fifteen years, two harpsichords have been identified as potentially attributable to 

Diego Fernández. One of these instruments is located at the Smithsonian Institution in 

Washington DC (cat. No. 315,749), attributed to Diego Fernández by John Koster. This is a short 

harpsichord measuring 1619 mm in length, featuring two sets of 8-foot strings and 61 notes, 

ranging from GG-g’’’. The case is made of walnut, and the keyboard is of ebony and ivory.16 

 
13 ‘D. Diego Fernandez … L’istesso fece un cembalo nell’anno 1753 con 10 registri con piano e forte a penna con 

registri esprimenti Flauto, l’Arpa, la Tiorba, Flautini, e tutti assieme formano il ripieno’. Museo Internazionale e 

biblioteca della música, Bologna, ms. H.62/D, transcribed in: Oscar Mischiati, ‘Notizie di storia organaria e 

cembalaria nelle carte di padre Giambattista Martini’, L’organo XXXII, 1998-1999, 89-222, 124. Quoted and 

translated in Latcham 2023, 553. 
14 Kenyon de Pascual 2003, 102-3 and Latcham 2023, 553. 
15 Latcham 2023, 554. 
16 See John Koster,  ‘A Harpsichord by Diego Fernández?’, The Galpin Society Journal LXIV, 2011, 5-48; Latcham 

2023, 545. 
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A new harpsichord has been recently reported in La Rioja, Spain, credited to Fernández by the 

organ builder Rubén Pérez. The harpsichord was discovered in the rear of the church in 

Herramélluri and is currently housed in the Taller Diocesano de Restauración in Santo Domingo 

de la Calzada. According to Pérez, it is a large harpsichord (2370 mm) with three sets of strings (2 

x 8 and 4’) and 56 notes (GG-d’’’). The case is made of walnut, the keyboard of ebony and ivory.17 

 

oOo 

 

It is extremely difficult to associate the ranges of Scarlatti sonatas with specific instruments from 

Maria Bárbara’s collection. As we know, we have information on the construction dates of only 

three instruments, alongside the uncertainty regarding the dates of the sonatas' composition. It is 

worth considering that during the nearly three decades Scarlatti spent at the Spanish court, other 

instruments may have been used that are not listed in the Queen’s inventory.    

  

The instruments with sixty-one keys likely had a range GG-g’’’ or alternatively, could have been 

FF-g’’’ without FF# and GG#. In fact, only five sonatas in the Venice and Parma collections require 

the bass FF, thus: K387 (FF-f’’’), K394 (FF-e’’’), K468 (FF-f’’’), K483 (FF-c’’’) and K485 (FF-g’’’). 

None of those sonatas have FF# nor GG#, therefore, they could be played on the harpsichord with 

sixty-one keys GG-g’’’ by tuning the GG# to FF.18 

 

The harpsichord with sixty-one keys, listed as number three in Maria Bárbara’s inventory, was 

probably acquired in 1749 and remained in the Queen’s possession until her death in 1757. This 

leads us to think that the seventeen sonatas that encompass a wide range GG-g’’’ and the thirteen 

with a range from GG to f’’’, were played or conceived for such an instrument.19 

In 1761, Fernández made a harpsichord with 63 keys (FF-g’’’) for Prince Gabriel. This raises the 

possibility that a similar instrument may have been accessible to Scarlatti several years earlier, 

during the later years of his life, which would explain the presence of the only sonata within this 

 
17 See Rubén Pérez Iracheta, ‘El clave Diego Fernández de Herramélluri (La Rioja) un clave para la reina Bárbara 

de Braganza’, Nassarre, vol. 38 No. 1, 2022, 59-112. A copy of the Fernández harpsichord in the Smithsonian is 

currently being made at Ugo and Claudio Casiglia’s workshop. 
18 Latcham, private correspondence. 
19 Harpsichords ranging from GG to g’’’ seem to have been favoured for the performance of Scarlatti's sonatas at 

the Madrid court, even after the composer’s death. A harpsichord with a compass GG-g’’’ was in the household of 

the Duke of Medina Sidonia, whose representative requested a new one with the same compass for the Duke’s 

protégé, Pedro de Santamant, in August 1765 in the following terms: ‘a harpsichord such as His Excellency has 

here, or better to say, from Gesolreut to Gesolreut GG to g’’’, or five octaves, of the type on which one could play 

the sonatas of Scarlatti. He who makes them knows well how it should be...’(‘un clave como el que tiene S. E. aquí, 

o por mejor decir, de Gesolreut a Gesolreut, de modo que se puedan tocar las sonatas de Escarlati, que bien sabe el que 

los hace como debe ser’). Santamant was a thirteen-year-old Catalan harpsichord student originating from the 

Montserrat school, who began lessons with Padre Antonio Soler in Madrid on the recommendation of the Duke. 

See George Truett Hollis, ’”El diablo vestido de fraile”: Some Unpublished Correspondence of Padre Soler’, in 

Malcolm Boyd and Juan José Carreras (eds.), Music in Spain during the Eighteenth Century (Cambridge: Cambridge 

University Press, 1998), 192-206, at 197-198. 
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range in the composer’s catalogue: Sonata K 485. (Venice 12, 2).20  The approximately 400 sonatas 

that extend no lower than GG but require either c#’’’ or d’’’ could have been played on any of 

Maria Bárbara instruments. 

 

In comparing the inventories of instruments belonging to the court musicians with that of Maria 

Bárbara, it is surprising to note that in the Queen’s inventory the number of manuals for the 

instruments as well as the names of their makers have been omitted. The reason for this omission 

is difficult to explain; it is possible that an additional section, which has since been lost, once 

existed within the inventory that provided detailed descriptions together with the valuations of 

the instruments. 

 

Indeed, the inventories of court musicians indicate that two-manual harpsichords were relatively 

common, especially from the 1710s onward. For instance, the composer Diego Jaraba (circa 1650–

1716), who served as a harpsichord teacher (Maestro de clave) to Queen Marie Louise Gabrielle de 

Savoie, the first consort of Felipe V, is a good example. The inventory of goods at the time of his 

death includes a harpsichord with two manuals and three sets of strings with a mechanism to play 

automatically a variety of songs, a two-manual harpsichord made in France with three sets of 

strings, a harpsichord made in Naples with one keyboard and two registers; one spinet and a 

virginal.21 After 1758, advertisements for second-hand instruments in the Diario de Madrid feature 

harpsichords with two and three keyboards, including a two-manual harpsichord made by Diego 

Fernández.22 

 

In all, twelve harpsichords by Spanish makers are extant today. These include the two 

aforementioned attributed to Diego Fernández, the Joseph Bueno (Valladolid, 1712; compass C/E-

c’’’), Andrés Fernández Santos (Valladolid, 1728; compass C/E-c’’’), Salvador Bofill  (Barcelona, 

1743; compass C/E-c’’’), Zeferino Fernández (Valladolid, 1750;  compass GG/BB-c’’’),  and the 

combined harpsichord-piano-organ by Tadeus Tornel (Murcia, 1777; compass GG-g’’’). The other 

five are anonymous.23 All of them are single-manual instruments.  

 
20 Beryl Kenyon de Pascual, ‘Infante Gabriel de Borbón y Sajonia (1752-1788) and his musical instruments’, in: 

Musique-Images-Instruments 9, 2007, 9-27. 
21 ‘A two-manual harpsichord … with three registers and three sets of strings, and underneath a Musical and 

Mathematical invention accompanied behind the name board by a set of wheels like a clock, with two weights, 

the whole to enable the harpsichord to play by itself different songs; another two-manual harpsichord from 

France …, with three registers and three sets of strings; another one-manual harpsichord from Naples … with 

two registers; one spinet … a square harpsichord’.  (‘Un clavicordio … con dos teclados y tres ordenes de 

martinetes y cuerdas, y debajo un ingenio Musico y Mathematico a que acompaña por detrás del tavique un juego de 

ruedas a manera de reloj con dos pesas que todo sirve para qué el dicho clavicordio toque por si solo diferentes 

canciones; otro clavicordio de Franzia … con dos teclados y tres ordenes de martinetes y cuerdas; otro clavicordio de 

Napoles … con un teclado y dos ordenes de martinetes; una espineta … otro clavicordio quadrado con un teclado’). 

Translation by the author. See Nicolás Morales, L’artiste de Cour dans l’Espagne du XVIIIe siècle (Madrid: Casa de 

Velázquez 2007), 482. 
22 Beryl Kenyon de Pascual, ‘Harpsichords, clavichords and similar instruments in Madrid in the second half of the 

eighteenth century’, Research Chronicle 1982, 66-84, at 80. 
23 For a list and catalogue, see Luisa Morales, ‘Introducción y catálogo de claves y pianos españoles’, in Morales 

2003, 14-97, and Koster 2011, 41-42. Another notable maker of harpsichords and pianos in the contemporary 

period was Francisco Pérez de Mirabal (circa 1698 – circa 1773). While no harpsichords by him have survived, 
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During his lifetime, Scarlatti’s sonatas underwent an early and considerable dissemination, both 

within Spain and across Europe. This spread became notably more intensive following the 

publication of the Essercizi in London in 1738/9. Concurrently, in cities such as Madrid, Paris, 

London, Amsterdam, Bologna or Naples, the sonatas were performed on a diverse array of 

instruments. Furthermore, the diverse collections of sonatas scattered across Europe and the 

United States show many variants with the nominally authoritative sources, Venice and Parma. 

These variants frequently manifest in the range, the number of repeated bars, ornaments or even 

in the titles. Each collection reflects how the chosen sonatas were tailored to the owner's specific 

circumstances and needs, including their tastes and preferences as well as the instruments at 

hand. Overall, these adaptations are shaped by the collection's intended purpose. If the sonatas 

originate from the archives of a monastery or convent, they are often found as part of the organ 

notebook belonging to the nun or monk who served as the organist. This is exemplified in the case 

of the female convent of San Pedro de las Dueñas in León and the Monastery of Montserrat in 

Barcelona. In these instances, the sonatas are frequently adapted for a limited range and were 

performed as part of a repertoire intended for church services or for the enjoyment of the 

community within the cloisters. 

 

Among the collections closely associated with the Madrid court circle, the Ayerbe and Worgan 

manuscripts stand out prominently, as both are linked to the keyboard composer Sebastián de 

Albero (1722-1756), who served as chamber musician to King Fernando VI and as organist at the 

Royal Chapel. The Ms. Ayerbe (Ms 3/1408) housed at the Royal Conservatory of Music in Madrid is 

likely derived from the Royal Palace library.24 It can be dated between 1749-1755 and comprises 

thirty sonatas with a range GG-e’’’. Francisco Ayerbe, who was the father of the collection’s 

owner, Ygnacia, had been a courtier at the Royal House (gentilhombre numerario) since 1748. 

Evidence indicates that Sr. Ayerbe was part of Albero’s circle, as both entered the Royal Fraternity 

of Servants to His Majesty on June 30, 1755.25  
 

The Worgan manuscript (Add MS 31553) at the British Library was once owned by Sebastián de 

Albero, as can be seen on the title page of the collection, despite an apparent attempt to erase this 

information.26 Therefore, it must have been copied prior to March 1756, the date of Albero’s death. 

It contains forty-four sonatas within a range GG-d’’’.   
 

Given the variety of keyboard instruments available in Scarlatti’s circle, the quest for a definitive 

or ur-clavier for interpreting his sonatas emerges as an idealistic endeavour, as elusive as the 

 
two pianos remain: one from around 1745, with a compass of GG-d’’, located in a private collection, and another 

housed in the Museo de Bellas Artes in Sevilla (c.1750; compass GG-g’’’), see Morales 2003, 48-53. 
24 Laura Cuervo, ‘El manuscrito Ayerbe: una fuente española de las sonatas de Domenico Scarlatti de mediados 

del siglo XVIII’. Ad Parnassum. A Journal of Eighteenth- and Nineteenth-Century Instrumental Music 13, 2015, 1-26, at 

2.  According to Águeda Pedrero-Encabo, the copyist of the Ayerbe manuscript was José Alaguero, one of the 

scribes in the service of the Royal Chamber. Alguero was also the copyist of the Parma and Venice volumes, see 

Águeda Pedrero-Encabo ‘Scarlatti in Spain’, in: Mark Kroll (ed.), The Cambridge Companion to the Harpsichord 

(Cambridge: Cambridge University Press, 2019) 204-210, at 204. 
25 See Cuervo 2015, 6. 
26 On the title page of the manuscript, the following inscription has been erased but is still legible: ‘[Es] de 

Sebastian de Albero, organista principal de la Real Capilla de su Magestad’.  
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search for an ur-text, considering the numerous variants among the sources. Quilled harpsichords 

and hammered harpsichords (Clavicordio de pluma, Clavicordio de piano) were not so different in 

the 1740s. Viewing it through my lens as a performer, the Giovanni Ferrini combined instrument 

(1746) in the Tagliavini collection can easily be perceived as a harpsichord with a piano register.27   
 

 
 

The Ferrini combined harpsichord-pianoforte (1746) at Museo San Colombano in the Tagliavini 

collection during a recording session. In the image are Luisa Morales, harpsichord maker Graziano 

Bandini, and recording engineer Stefano Albarello.  (photo kindly supplied by the Author) 
 

The Historically Informed Performance (HIP) movement has taught us to open our eyes and ears 

wide to fully appreciate the richness inherent in the diverse performance practices of the past. 

Luisa Morales  

Luisa Morales is a performer on harpsichord and fortepiano, a scholar promoting meaningful 

discourse between musicology and performance, and adjunct professor at the University of Lleida. 

As founder and artistic director of the Festival Internacional de Música de Tecla Española (FIMTE) 

she has promoted the research, publication and performance of that rich heritage around the 

world. She holds a PhD in Music from the University of Melbourne with the dissertation ‘Domenico 

Scarlatti’s Construction of a Spanish Style’, receiving in 2018 the MCM Director’s Writing-Up Award 

for Exceptional Doctoral Research in Music. Her edited books include ‘Domenico Scarlatti Forwards 

and Backwards’ (2024), ‘Enrique Granados in Context’ (2020), ‘New Perspectives on the Keyboard 

works of Antonio Soler’ (2016), and ‘Domenico Scarlatti in Spain’ (2009). She has been a 

contributor to the ‘New Haydn Encyclopedia’ (Cambridge University Press, 2018) and the ‘New 

Grove Dictionary of Musical Instruments’ (Oxford University Press, 2014), and has been 

commissioned to edit ‘The Cambridge Companion to Domenico Scarlatti’ in 2026. 

 
27 Tagliavini collection (cat. No. C1). My recording of Scarlatti sonatas on the Ferrini combined instrument can be 

heard at: Cantabile: Domenico Scarlatti. Luisa Morales, harpsichord-pianoforte. FIMTE 2021 – 3237816). 

https://www.amazon.com/-/es/Luisa-Morales/dp/B09C529RG5
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FEATURE 

Scarlatti in Sweden 
Domenico Scarlatti lived and worked in Portugal and Spain for some 38 years until his death in 

1757, yet none of his keyboard sonatas was printed in Spain until Granados’s 26 piano 

transcriptions were published in Barcelona in or about 1906. By a neat coincidence, that year saw 

the launch of Longo’s complete edition in Italy. Until then, Scarlatti’s international reputation had 

rested on a series of publishing initiatives elsewhere in Europe. This short article summarises the 

main outlines of that process before focusing on a country that has not hitherto featured in 

Scarlatti’s reception history: Sweden.1  
 

Scarlatti was well over 50 before he published the first and only collection of sonatas in which we 

can be confident of his involvement: the Essercizi per gravicembalo (K1-K30), printed in London in 

1738-9.2 The Essercizi went on to become the single most popular collection of his keyboard works 

and ushered in a stream of publications that fuelled what Richard Newton called the English ‘cult’ 

of Scarlatti.3 By the end of the century, over 100 Scarlatti sonatas had been published in England 

for the first time.   
 

But the French were not far behind, and may even have stolen a march. Running in parallel, and 

clearly in competition, were the six ‘Boivin’ editions —so called after their principal publisher 

Élisabeth Catherine Boivin— published in Paris between ?1737 and ?1751. Equally important, and 

perhaps even more pivotal in the context of this article, was the edition of the Essercizi that 

appeared in Amsterdam under the imprint of the Dutch publisher Gerhard Fredrik Witvogel in 

1742. This edition seems to have acted as a bridgehead to central and northern Europe, securing 

Scarlatti a foothold in those centres that would go on to dominate his publication history 

throughout the nineteenth century: Vienna, Nuremberg and Leipzig.  
 

Sweden has never featured in accounts of the spread of Scarlatti’s reputation outside Spain. This is 

surprising, given the vibrancy of Swedish musical culture in the eighteenth century and the 

number of witnesses of Scarlatti sonatas, both manuscript and printed, held in at least six 

institutional repositories in Sweden:  

• Härnösand (Murberget Länsmuseet Västernorrland, S-HÄ) 

• Lund (Universitetsbiblioteket, S-L) 

• Norrköping (Stadsbiblioteket, S-N) 

 
1 I am extremely grateful to the Rare Books Librarian at the Musik- och Teaterbiblioteket Stockholm, Marina 

Demina, and her colleagues, particularly Ragnar Köhlin, for their unfailing assistance and warm welcome during 

my visit to the library in September 2025. Thanks also to Jasper van der Klis and Trudi Darby for their careful 

reading and helpful suggestions. 
2 The Essercizi were first advertised for sale on 27 January 1738-9. This form of the date reflects both the old 

(Julian) legal and fiscal calendar, according to which the year began on 25 March, and the new (Gregorian) 

calendar that did not become the norm in England until 1752. See Barry Ife, ‘Culture Wars or Cultural 

Diplomacy? The Politics of Scarlatti’s Essercizi’, in Marco Moiraghi (ed.) “Cedere il passo al sogno”. L’Esperienza 

Musicale di Emilia Fadini (Lucca: Libreria Musicale Italiana, 2020), 47-58. 
3 Richard Newton, ‘The English Cult of Domenico Scarlatti’, Music and Letters, 20/2 (April 1939), 138-56. 
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• Skara (Gamla biblioteket, S-SK) 

• Stockholm (Musik- och Teaterbiblioteket, S-Skma) 

• Uppsala (Universitetsbiblioteket, Carolina Rediviva, S-Uu).4 

 

None of these resources has been referenced by any of the standard authorities —Kirkpatrick, 

Sheveloff, Boyd or Hail—5 in spite of the fact that Swedish institutions were early contributors to 

RISM. This came about because two leading Swedish music librarians, Gösta Morin and Cari 

Johansson, were among the leaders of the RISM project. They encouraged good buy-in from 

Swedish institutions from as early as 1954 and ensured that the cataloguing was done with the 

utmost care. The RISM card catalogue in what is now the Music and Theatre Library of Sweden 

(Musik- och Teaterbiblioteket) in Stockholm dates from the 1960s and can still be consulted in the 

library. 
 

That the ‘Texting Scarlatti’ project was able to start work with some awareness of two of these 

repositories was due to a Spanish scholar who clearly did his homework online: Celestino Yáñez 

Navarro’s doctoral thesis, awarded in 2015, lists the two Lund MSS and five of the six Stockholm 

MSS in his catalogue of manuscript sources with sonatas by Scarlatti.6 These collections —to 

which we have given the sigla LUND ENGELHART, LUND WENSTER and STOCKHOLM 1-5— have since 

been collated and integrated into the work of the ‘Texting Scarlatti’ project, along with a sixth 

source, STOCKHOLM 6, that was drawn to our attention by the library staff in Stockholm.7 
 

With their assistance, we have since cast the net more widely and have caught several more 

manuscript sources, particularly 23 in Skara, all with the same shelf mark: S-SK, 27. At the time of 

writing we have not yet been able to obtain copies of these witnesses, but, following close 

examination of the data in RISM, we believe that there are seven fascicles, containing the 

following sonatas: 
 

• K11, K22 

• K16 

• K23, K27, K25 

• K18, K9, K15, K12 

• K39/24,8 K30, K28 

• K13, K19, K10, K3 

• K125, K126, K127, K131, K182, K179 

 
4 RISM institutional sigla are given to assist with searching. 
5 Ralph Kirkpatrick, Domenico Scarlatti (Princeton: Princeton University Press, 1953, r. 1963); Joel Sheveloff, ‘The 

Keyboard Music of Domenico Scarlatti: A Re-Evaluation of the Present State of Knowledge in the Light of the 

Sources’, PhD dissertation, Brandeis University, 1970, and ‘Domenico Scarlatti: Tercentenary Frustrations [Part 

1]’. Musical Quarterly 71 (1985): 399–436, [Part 2] Musical Quarterly 72 (1986): 90–118; Malcolm Boyd, Domenico 

Scarlatti--Master of Music (London: Weidenfeld & Nicolson, 1986); Christopher Hail (with Michael O’Connor), 

Scarlatti Domenico: A New Look at the Keyboard Sonatas of Domenico Scarlatti for People Who Use Both Sides of 

Their Brain. (Protean Press, 2017). This important resource is only available as an ebook. The website on which it 

is based is archived at: 

http://web.archive.org/web/20140911064422/http://mysite.verizon.net/chrishail/scarlatti/index.html. 
6 Celestino Yáñez Navarro, ‘Nuevas aportaciones para el estudio de las sonatas de Domenico Scarlatti: los 

manuscritos del Archivo de Música de las catedrales de Zaragoza’. PhD dissertation, Universitat Autònoma de 

Barcelona, 2015.  
7 Given that the number of collections studied by the ‘Texting Scarlatti’ project is well over 200, we have 

devised a new set of sigla that are more readily intelligible than any previously in use. They are printed in SMALL 

CAPS in the text and full details can be found on the project website from the end of October 2025. 
8 Clefs and tempo markings suggest that this sonata may be K24 rather than K39 as indicated on RISM. 
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Although 16/17 of these sonatas are from the Essercizi, six or seven are not. As our analysis of the 

entire corpus of over 3300 witnesses shows, the sonatas from the Essercizi are consistently the 

most popular in terms of witnesses per sonata. We will collate and integrate the 23 Skara items 

into our overall analysis just as soon as copies become available. 

 

The Stockholm Collection 
 

The most significant collection of Scarlatti materials in Sweden is, not surprisingly, in what is now 

the Musik- och Teaterbiblioteket in Stockholm. This is the successor body (est. 1981) to the Royal 

Music Academy Library (Kungliga Musikaliska Academiens Biblioteket) whose emblem, a lyre, and 

RISM siglum (S-Skma) it still enjoys. Other collections have been added to make this the national 

resource collection for the performing arts in Sweden. In addition to its collection of works by 

Domenico Scarlatti, the library also holds 13 items by his father Alessandro and 15 by his nephew 

Giuseppe. 
 

The Stockholm library holds important materials on Scarlatti in both manuscript and printed 

form. It has ‘first editions’ of four of the principal early printed collections: 
 

• BOIVIN 1: Pieces choisies pour le clavecin ou l’orgue (Paris: Boivin and Le Clerc, n.d. [?1737]) 

• ROSEINGRAVE: XLII Suites de pieces pour le clavecin (London: Benjamin Cooke, 1738/39) 

[volume 1 only] 

• WITVOGEL: XXX sonate per il clavicembalo...Opera prima (Amsterdam: G.F. Witvogel, n.d. 

[1742]) 

• HAFFNER 1: VI sonate per il cembalo solo (Nürnberg: Haffner, n.d. [1754]) 
 

It also holds: 
 

• AVISON XII: Twelve Concerto’s in Seven Parts (Newcastle: Denson and Barber, 1744) 

• CLEMENTI 4: volume 5 of the Oeuvres complettes de Muzio Clementi (Leipzig: Breitkopf & 

Härtel, n.d. [?1804]) 
 

CLEMENTI 4 contains ten Scarlatti sonatas from the Kirkpatrick catalogue and two from our 

Kirkpatrick Supplement.9 This item can also be found in Lund and Nörrkoping, and there are also 

copies of HAFFNER 1 in Skara, and WITVOGEL in Uppsala. It is noticeable that there are no copies 

of ESSERCIZI in Swedish institutions. This publication evidently did not travel well: more than half 

(7/13) of the extant copies are still in the UK, which underlines the crucial role played by 

Witvogel’s 1742 re-issue in disseminating these thirty sonatas across Europe. 
 

Stockholm’s holdings of Scarlatti manuscripts are of particular interest on several fronts, and 

detailed descriptions of all six are given in the Annex to these notes. Four of the manuscripts, 

STOCKHOLM 1-4, are more or less complete copies of K1-K30. They bear eloquent testimony to the 

way that this collection acted as Scarlatti’s calling card, but their interest extends much further. 

Three of them, STOCKHOLM 1, 3 and 4, have a direct association with a prominent contemporary 

figure and, although they are all, in a sense, hand-written substitutes for printed copies of the 

Essercizi, each one goes about the task in a different way, drawing on different exemplars. It would 

be easy to assume, at first glance, that each of these four manuscripts was a direct copy of either 

ESSERCIZI or WITVOGEL, but even a preliminary analysis of the variant readings they transmit 

reveals the likelihood of more than one intermediate stage in their compilation. 

 
9 See Barry Ife and Jasper van der Klis, ‘Kirkpatrick Supplement of Attributed and Attributable Sonatas’, in this 

issue of Sounding Board. 
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Thanks to a note on the pastedown of STOCKHOLM 1 we know that this MS was copied by Erik 

Palmstedt during a visit to Rome in 1779 and 1780. Erik Palmstedt (1741-1803) was a professional 

architect, best known today for his work on the Stockholm Stock Exchange, but he also had a 

strong musical background. His father was a court musician, he received a musical education at 

school and he and his wife Hedvig would later hold regular musical salons at their house in 

Stockholm. 
 

Palmstedt was appointed Stockholm’s Deputy City Architect in 1773 and from 1778-1780 he 

travelled to France and Italy to study recent developments in architecture at first hand. It was in 

Rome that he copied the MS we call STOCKHOLM 1. Of the four ‘Essercizi’ MSS under review this is 

the one that most closely approximates to WITVOGEL, both textually (this MS has Witvogel’s 

solution to the 6/4 bar in K24)10 and in presentation: the wording of the title page and its verso are 

taken almost word for word from the Amsterdam print. The calligraphy is very clear and elegant 

and there is no reason to suppose that Palmstedt —a man whose very profession was synonymous 

with precision— did not make this copy himself rather than commissioning a professional copyist. 

Palmstedt was a member of the Swedish Royal Academy of Music and this MS was presented to the 

library by his son Carl, also a member, in 1866. 

 
 
 
 
 

   
     

 
 
 

 
 
 
 
 
 
 
 

 

 

 

 

Figure 1: Title page of STOCKHOLM 1. 

 
10 See Marco Moiraghi, ‘Scarlatti and the Dissemination of Variants: the exemplary case of the “Essercizi”’ in this 

issue of Sounding Board. 
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STOCKHOLM 3 is another copy of WITVOGEL (the exemplar is made explicit on the title page) but 

of a very different kind. This copy came to the KMA library from the collection of the Norwegian 

court jeweller and art collector, Christian Hammer (1818-1905), best known as the former owner 

of the ‘Hammer Stradivarius’ that sold at Christie’s in May 2006 for $3.54 million. It is extremely 

unlikely that he had a hand in compiling the MS himself. It purports to contain 30 sonatas but 

there are only 22 in its present state. That said, the MS itself appears to be complete: it is a single 

quire of 16 sheets (64 pages), the first sonata (K3) starts on the reverse of the title page and page 

[64] is blank, all of which suggests that there are no pages missing from the MS as we have it. 

There is a note in Norwegian at the foot of the title page to the effect that sonatas 1 and 2 are to 

be found on separate sheets and another curious note at the top of page [23] (in the middle of 

K25), that says ‘this belongs to the Scarlatti sonatas’, implying that that sheet was mislaid at some 

point. 

 

 

Figure 2: ‘belongs to the Scarlatti sonatas’. 

 

It seems clear that, in its present state, this MS has been through a complex process of 

compilation, possibly not modelled directly on the Amsterdam print but assembled from one or 

more intermediate witnesses on loose sheets now lost. What is more, the physical structure of this 

MS is complex and is described in full in the Annex. Briefly, the volume as we have it consists of 

two fascicles of eleven and five bifolia respectively, the smaller of which has been inserted into the 

larger, probably when the MS was bound. This resulted in the first page of K24 being separated 

from the rest by 20 pages, and the second page of K25 appearing 18 pages before the first! 

Although they both derive ultimately from the same exemplar, STOCKHOLM 1 and 3 sit at opposite 

ends of a spectrum: an exquisite replica of a printed book at one end and a sprawling, scribbled, 

incomplete rag-bag at the other. Both types can be found throughout the Scarlatti corpus, with 

many others in between. But there is no doubt about the kinship of STOCKHOLM 3 with WITVOGEL 

because, like STOCKHOLM 1 it too has the Dutchman’s solution to the mystery 6/4 bar in K24. 

STOCKHOLM 4 is part of the Alströmer collection that came to the library after its surprise re-

discovery in 1949. Patrick Alströmer (1733-1804), later Baron Alströmer, was an industrial chemist 

and mineralogist who was best known for his scientific and philanthropic work for community 

benefit. He founded the Royal Music Academy in 1771 and, with his brother Clas, built the first 

public theatre in Gothenberg in 1779. STOCKHOLM 4 originally contained all 30 of the sonatas in 

the Essercizi but now has only 27, of which two are truncated following the loss of 12 pages and 

damage to one other. There seems not to have been any form of title page or other description of 

the collection since the first sheet is intact, with the opening bars of K1 on the verso. 

Nevertheless, there can be little doubt that the sonatas in this manuscript derive from ESSERCIZI 

rather than WITVOGEL: bar 40 of K24 has six beats as it does in the original London print. 

STOCKHOLM 2 also has the original London reading of bar 40 in K24, but that is not the only 

feature that these two MSS have in common. ESSERCIZI has many sonatas that require hand-

crossing, a fashionable keyboard technique popularised by Rameau in pieces such as ‘Les trois 

mains’. Scarlatti was evidently rather pleased with the way he uses hand-crossing and points out 

in the preface that the letters D and M in the score indicate right and left. The engraved text of 

ESSERCIZI bristles with Ds and Ms, but neither STOCKHOLM 2 nor STOCKHOLM 4 can be bothered 
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with them: of the 233 hand signs in K24 ESSERCIZI, STOCKHOLM 4 can only muster five, while 

STOCKHOLM 2 has the same five, plus one more, none of them where they might have been 

thought necessary (bars 57, 58 and 60). Textual critics would normally seize on this kind of 

evidence as demonstrating kinship between the two witnesses, and that may indeed be the case —

further, more detailed work will be needed— but there can be no doubt about the remote origins of 

STOCKHOLM 2, as the somewhat garbled title page is clear that these pieces are ‘Essercizs’.11 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 

3: Title page of STOCKHOLM 2. 

It is often pointed out that the earliest printed books were designed to look like manuscripts, such 

was the prestige of a book that had been hand-copied in a professional scriptorium at great cost. 

But the Stockholm Scarlatti holdings include one item that appears to do the opposite: 

STOCKHOLM 5 is a manuscript copy of a printed book that is designed to look just like the original 

book. This is an incomplete copy of HAFFNER 1 (see the description in the Annex): six sonatas, 

none of them from the Essercizi, published by Johann Ulrich Haffner (1711-1767) in Nuremberg 

around 1757 and copied out with such extreme attention to detail as to constitute a reproduction 

or quasi-facsimile rather than a mere copy: a document that could very well pass for the real 

thing. 

 
11 There are two misreadings (‘clavicembalo’ for ‘gravicembalo’ and ‘ASTURIE RE’ for ‘Asturie &c.’) that could 

well be errors on the part of intermediate copyists. 
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Figure 4: first page of HAFFNER 1 (top) and STOCKHOLM 5 (bottom). 
 



68 

 

Whether made to order or offered for sale on spec, STOCKHOLM 5 is a prime example of ‘scribal 

publication’, a means of circulating a text within a defined social network as opposed to the 

general readership that publishers were trying to reach through the medium of print.12 

 

Whatever the practical, economic or social reasons behind the production of the Stockholm MSS, 

the act of copying was, as ever, subject to an overriding principle of forensic science: that all 

contact involves transfer. WITVOGEL is a ‘very careful’ copy of ESSERCIZI (Sheveloff 1970, 121) and 

Palmstedt’s STOCKHOLM 1 is an equally careful copy of WITVOGEL. STOCKHOLM 5 is about as 

slavish a copy of HAFFNER 1 as it is possible to imagine. But none of those copies is identical to its 

exemplar. Look again, carefully, at Figure 4 and the copyist will be seen to have misjudged his 

casting off, and so had to lengthen the second system slightly to squeeze in bar 36, and even had 

to take bar 70 forward to the next system, all the while respecting absolutely every other detail of 

the calligraphy. 

 

Traditional textual critics once regarded this process of transfer as one of degradation, one that is 

characterised by the progressive introduction of error, the elimination of which is the textual 

critic’s prime responsibility. It is undoubtedly true that copyists did make mistakes —copying out 

anything, let alone complex, multi-dimensional texts like musical scores can be tedious and 

attentions can wander. But manuscript transmission offered many benefits: the ability to copy just 

the pieces that were wanted, in just the order that was preferred; to annotate or adapt; to simplify 

or elaborate; to transpose or transcribe for different instruments. In short, manuscript offered the 

opportunity to personalise the repertoire within a practical, user-driven social circle. 

 

We can see this at work in STOCKHOLM 6, a ‘Stycke Bok till Claver’ or personal keyboard 

anthology, compiled in the first decade of the nineteenth century (the cover reads 1807 and the 

title page 1803). The title page is signed, and possibly sealed, by A. Lundevall who may have been 

the musicologist of the same name but who is otherwise unknown. The album contains only one 

piece by Scarlatti, K10 in d minor, but it is in good company, immediately following the Air and 

Variations (‘The Harmonious Blacksmith’) in E major from the fifth of the ‘Eight Great Suites’ by 

Handel. But it also sits alongside many other composers whose reputation has not always stood 

the test of time (see Annex). 

 

Beyond the keyboard 

 

What emerges from this very preliminary survey of the six ‘Scarlatti’ manuscripts in the Swedish 

national collection in Stockholm is a very clear picture of a manuscript culture as a form of 

dialogue in which copyists and compilers engaged with music as raw material for creative 

adaptation rather than as static artistic objects. We should not forget that one of the very earliest 

examples of this approach in the case of Scarlatti was Charles Avison’s Twelve Concerto’s in Seven 

Parts of 1744, a copy of which can be found in the Stockholm library, as we have noted earlier. 

 
12 ‘Scribal publication...was not a phenomenon restricted to single authors or periods, but an accepted and 

important medium for the transmission of texts during the seventeenth century, quite equal in terms of status to 

transmission in printed form...It might be conducted in the interests of the author, or of the stationer or master 

scrivener, or of the intending possessor.’ Harold Love, ‘Scribal Publication in Seventeenth-Century England’, 

Transactions of the Cambridge Bibliographical Society, Vol. 9, No. 2 (1987), pp. 130-154, at page 147. Although this 

comment relates primarily to seventeenth-century literary texts, the much slower rate of development of music 

printing meant that scribal publication of music was common well into the nineteenth century. 
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There is no doubt that Avison’s arrangements of Scarlatti sonatas for string orchestra were one of 

the key drivers of the Scarlatti cult in eighteenth-century England. 

 

We should also not overlook two MSS in Härnösand, previously mentioned but not yet discussed. 

These are two sets of arrangements of Scarlatti sonatas for two violins. We have not yet been able 

to obtain copies of them, but to judge from the evidence of the RISM catalogue, one set contains 

seven sonatas of which at least five are from the Essercizi (K2, K5, K7, K11 and K15) and the other 

set has three (K11, K10 and K2). Whether the duplicates are copies of the same arrangement or not 

remains to be seen. 

 

But the presence of ten or more arrangements of Scarlatti sonatas for two violins in Härnösand 

brings us neatly back to Stockholm, for in Stockholm there are also two sets of Scarlatti sonatas 

arranged for two violins —or at least two stringed or other solo instruments— and these we have 

been able to study. They contain 6 and 22 sonatas respectively, all from the Essercizi, though not 

in the original numerical order: 

 

• K18, K9, K10, K25, K16, K28 

• K1, K2, K23, K19, K5, K7, K13, K9, K11, K12, K4, K27, K26, K15, K3, K6, K25, K16, K10, K22, 

K28, K14  

 

The first collection is a loose bundle of unbound bifolia, copied by P. Brandt (†1768) with pages 1 

and 2 on one side and 3 and four on the other, so that the whole sheet can be turned at the mid 

point of the piece. The order of the pieces may not, therefore, be significant. The sheets are kept 

in a brown paper folder with the stamp of the KMA library in the upper left-hand corner. The title 

is given as ‘Scarlatti / Sonate per / Due Violini’ but there is a comment in a later hand, lower left, 

to the effect that ‘Äro snarare Violin-Solos än Duetter’ [more likely violin solos (i.e. with basso 

continuo) than duets]. Some of the arrangements have the secondo part in the bass clef and go 

significantly below the range of a violin, so they could have been intended for any two suitable 

solo instruments. 

 

The larger collection of 22 duos is another item from the Alströmer collection. The pieces are 

numbered 1-22 by the original copyist but the correspondence with the Essercizi is as listed above. 

The pieces are written on unbound bifolia, but in the standard keyboard disposition of two or four 

facing pages. What makes this collection particularly interesting is that the copyist has been 

identified by Bengtsson and Danielson13 as the hand of Anders Wesström (1720-1781), who 

studied with Tartini and went on to become one of the leading violin virtuosi of his age. The Rare 

Books Librarian of the Stockholm library has quite properly cautioned against concluding that it 

was Wesström who made these transcriptions, but the possibility remains that he did. Either way, 

these four sets of duets offer a fascinating insight not just into the extent of Scarlatti’s popularity 

in eighteenth-century Sweden but into the performance of his work in both domestic and public 

settings. 

 

Conclusion 

The Stockholm Scarlatti holdings constitute a fascinating microcosm of many of the issues that 

have arisen during our 30-month investigation of all extant eighteenth-century witnesses of 

Scarlatti’s keyboard sonatas. They offer compelling evidence of the extent and depth of 

 
13 Ingmar Bengtsson and Ruben Danielson, Handstilar och Notpikturer i Kungl. Musikaliska Akademiens Roman-

Samling. (Uppsala: Studia Musicologica Upsaliensia, 1955). 
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penetration of Scarlatti’s work across Europe and, now, into Scandinavia. The quality of the 

collection, both in printed and manuscript form, and the central role of the KMA library and its 

successor body in collecting, preserving and curating this collection is outstanding, as was the 

generosity and foresight of those individuals who either copied, had copied, or otherwise acquired 

these items and ensured that they were preserved for posterity. 

 

The collection also bears witness to the complex relationship between printed and manuscript 

sources, and the persistence of manuscript culture well into the age of print. If anything, greater 

availability of printed music increased the circulation of manuscript texts rather than the 

opposite. The reasons are obvious. Until the revolution in printing technology in the 1860s, 

printed music was expensive and not always readily accessible. Those who could afford it tended 

to hoard it. The Essercizi were offered for sale on 27 January 1738-9 at a price of 2 guineas (two 

pounds and two shillings in pre-decimal currency). The Bank of England inflator makes that about 

£470 in today’s money. It would take a brave music-lover to lend a book at that price. WITVOGEL 

may have been cheaper, but probably not by very much. It is hardly surprising that, as soon as he 

had access to WITVOGEL, Erik Palmstedt made a copy of it. Nowadays we might, with dubious 

legality, put it on the photocopier or the scanner, but he had to sit down and copy it out note by 

note. And, being an architect, he gave it a rather nice title page and a smart binding to make it a 

worthy acquisition for his library (Figure 1). 

 

 

Annex 
 

Detailed descriptions of the six manuscripts containing sonatas by Domenico Scarlatti in the 

Music and Theatre Library of Sweden, Stockholm. 

 

STOCKHOLM 1 [RISM id 190020530] 
 

Provenance: Erik Palmstedt (1741-1803) by succession to his son Carl Palmstedt (1785-1870) then 

by gift to the library of the Royal Music Academy [Kungliga Musikaliska Akademiens Biblioteket] 

Stockholm in 1866 and thence to its successor body, the Music and Theatre Library of Sweden 

[Musik- och teaterbiblioteket], Stockholm in 1981. 

Description: manuscript copy of the XXX Sonate per il clavicembalo (K1-K30) published by Gerhard 

Fredrik Witvogel, Amsterdam, 1742. 46ff, 28 x 23 cms, single batch of good quality laid paper, no 

watermark, pre-ruled with a 1 cm rastrum, twelve staves per page. Pages numbered by copyist. 

Bound in marbled paper boards, one green silk bookmark and one pink. 

Front pastedown: shelf mark ‘P-R’ in pencil, letter ‘V’ in later red ink or crayon, (librarians’?) notes 

in pencil ‘Professor, K. Arkitekten Eric Palmstedt [+1803] / har afskrifvit dessa sonater under en 

vistelse / i Rom 1779 och 80 / Gåfva till Akad. af sonen, Carl Palmstedt, 1866. / -h-’ [Royal 

Architect Professor Eric Palmstedt [†1803] / copied these sonatas during his visit / to Rome in 1779 

and 80 / Donated to the Academy by his son Carl Palmstedt in 1866. / -h-] 

Flyleaf: shelf mark ‘P-R’ in pencil as above, library stamp bottom centre ‘KUNGl[iga] 

MUSIKALISKA AKADEMIENS BIBLIOTEK STOCKHOLM’ [Library of the Royal Music Academy 

Stockholm]. Reverse blank. 
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Title page: librarian’s note in pencil ‘[Sonat. Piano-.]’; ‘XXX Sonate / Per il / Clavicembalo / da / 

Dom: Scharlatti / Opera Prima’ in elaborate cartouche of musical instruments; (librarian’s) note in 

pencil at foot ‘Samma som 30 Sonate...Witvogel [1742]’ [Same as 30 Sonatas...Witvogel [1742]]. 

Reverse of title: near-literal transcription of the preface to the reader which first appeared in the 

Essercizi per gravicembalo (1738-39) and was reprinted by Witvogel in his edition: ‘Lettore / Non 

aspettarti, ò Dilettante ò / Professor che tu sia, in questi componimenti / il profondo intendimento 

dell’Arte, per ad / destrarti alla franchezza sul Clavicembalo. / Ne vista d’Interesse, ne mira 

d’Ambitione, / ma Ubedienza mossemi a publicarli. Forse ti / saranno aggradevoli, e piu volontieri 

allora / ubidirò ad altri commandi di compiacerti in / piu facile e variato stile: Monstrati dunque / 

più umano, che critico, et si accresserai le proprie / Dilettationi. Per accenarti la disposizione delle 

mani, avvisoti che dalla D. vien indicata la Dritta, e dalla / M. la Mancha; vive felice.’ 

Facing page: blank apart from KMA library stamp bottom centre as above. Pagination begins on 

verso to allow standard disposition on two or four facing pages throughout. 

Rear pastedown: date in pencil ‘19 Nov 1758’, of dubious authenticity and significance. 

Copyist: single (professional?) hand, most likely that of the architect Erik Palmstedt himself. 

Comments: close copy of Witvogel in a very elegant hand with few errors or corrections other than 

the occasional clarification of note names written above or below, some contemporary, some later. 

Oddly, the preface omits the key phrase ‘ma bensi lo scherzo ingegnoso’, presumably by accident. 

The cartouche on the title page could conceivably be a reminiscence of the garland on the title 

page of the London edition of the Essercizi. 

Contents: 
 

No Pages K No Pages K 

Sonata I 1-2 1 Sonata XVI 37-40 16 

Sonata II 3-4 2 Sonata XVII 41-42 17 

Sonata III 5-6 3 Sonata XVIII 43-46 18 

Sonata IV 7-8 4 Sonata XIX 47-48 19 

Sonata V 9-10 5 Sonata XX 49-50 20 

Sonata VI 11-12 6 Sonata XXI 51-54 21 

Sonata VII 13-16 7 Sonata XXII 55-56 22 

Sonata VIII 17-18 8 Sonata XXIII 57-60 23 

Sonata IX 19-20 9 Sonata XXIV 61-64 24 

Sonata X 21-22 10 Sonata XXV 65-68 25 

Sonata XI 23-24 11 Sonata XXVI 69-72 26 

Sonata XII 25-28 12 Sonata XXVII 73-76 27 

Sonata XIII 29-32 13 Sonata XXVIII 77-80 28 

Sonata XIV 33-34 14 Sonata XXIX 81-84 29 

Sonata XV 35-36 15 Sonata XXX 85-88 30 
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STOCKHOLM 2 [RISM id 190020561] 
 

Provenance: from the library of the Royal Music Academy [Kungliga Musikaliska Akademiens 

Biblioteket] to its successor body, the Music and Theatre Library of Sweden [Musik- och 

teaterbiblioteket], Stockholm in 1981. 

Description: manuscript copy of the Essercizi per Gravicembalo (K1-K30) published in London, 

1738-9. 56 ff, 26 x 21 cms, single batch of laid paper, no watermark, pre-ruled with a 1cm rastrum, 

ten staves per page throughout. Pages numbered by copyist. Bound in mid-dark brown paper 

cover, binding in poor state of repair. 

Front cover: library label in top lh corner ‘P-R / Scarlatti, D., / Essercizi... / K[ungliga]. 

M[usikaliska]. A[kademiens]. Title: ‘Scarlattis / XXX Sonater’. KMA library stamp bottom centre. 

Inside cover, top lh corner, shelf mark I3949. 

Title page: top rh corner shelf mark in pencil ‘P-R’; top centre KMA library stamp; title ‘Essercizs / 

per / Clavicembalo / di / Don Domenico / Scarlatti / Cavaliero di S. Giacomo e Maestro / de / 

Serenissimi Prencipe e Prencipessa / delle / Asturie Re / Curarum Levamen’, copied from the title 

page of ESSERCIZI but without the laterally-inverted harpsichord and the garland. 

Reverse title and facing page: blank. Pagination begins on verso to allow standard disposition on 

two or four facing pages throughout. 

Copyist: single (amateur?) hand throughout. Very sparing use of rests and hand signs (six only in 

K24!). Pen trials on p 46. Occasional corrections, eg M cancelled on p 63 (K19, bar 3), but 

otherwise a largely faithful but rather inelegant copy of ESSERCIZI. 

Comments: the title page is a transcription of the title page of ESSERCIZI but with a redundant 

extra plural ‘s’ and a misreading of ‘Asturie’ (see above). Like STOCKHOLM 4, this MS has very few 

hand signs and retains the original reading of the 6/4 bar in K24. 

Contents: 

No Pages K No Pages K 

Sonata I 1-2 1 Sonata XVI 51-54 16 

Sonata II 3-4 2 Sonata XVII 55-58 17 

Sonata III 5-8 3 Sonata XVIII 59-62 18 

Sonata IV 9-12 4 Sonata XIX 63-66 19 

Sonata V 13-16 5 Sonata XX 67-70 20 

Sonata VI 17-20 6 Sonata XXI 71-74 21 

Sonata VII 21-24 7 Sonata XXII 75-78 22 

Sonata VIII 25-26 8 Sonata XXIII 79-82 23 

Sonata IX 27-28 9 Sonata XXIV 83-86 24 

Sonata X 29-32 10 Sonata XXV 87-90 25 

Sonata XI 33-34 11 Sonata XXVI 91-94 26 

Sonata XII 35-38 12 Sonata XXVII 95-98 27 

Sonata XIII 39-42 13 Sonata XXVIII 99-102 28 

Sonata XIV 43-46 14 Sonata XXIX 103-106 29 

Sonata XV 47-50 15 Sonata XXX 107-110 30 
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STOCKHOLM 3 [RISM id 190020592] 
 

Provenance: Christian Hammer (1818-1905) to the library of the Royal Music Academy [Kungliga 

Musikaliska Akademiens Biblioteket] Stockholm, thence to its successor body, the Music and 

Theatre Library of Sweden [Musik- och teaterbiblioteket], Stockholm in 1981. 

Description: manuscript collection of 22 of the sonatas from XXX Sonate per il clavicembalo (K1-

K30) published by Gerhard Fredrik Witvogel, Amsterdam, 1742 (see Contents). 16 sheets heavy-

duty paper, no watermark, folded into a single quire and bound into purple speckled paper cover, 

32 x 19.5 cm. Pre-ruled with a 1 cm rastrum, fourteen staves per page, unpaginated. The physical 

structure of this MS is complex – see Comments below. 

Front cover: label top lh edge, wrapped around onto reverse of cover: ‘30 Sonate da Dome / nico 

Scarlatti’, either in error or indicating that some items, previously included and possibly laid in, 

have been lost.  

Inside cover: library label top lh corner; ‘P-R / Scarlatti, D., / [Sonat, Piano-.] 30 Sonate / per il 

Cembalo... / K[ungliga]. M[usikaliska]. A[kademiens].’ Remaining lower half of torn ex libris 

showing three horses towing a chariot, with the legends: (left) ‘Bibl. Hammer Stockholm’, (right) 

‘En avant, toujours en avant!’, thought to be the ex libris of the Norwegian court jeweller and art 

collector Christian Hammer (1818-1905), former owner of the Hammer Stradivarius that sold at 

Christie’s in May 2006 for $3.54 million.  

Title page: ‘No 9 / 30 Sonate / per il Cembalo / dedicate / alla Sacra Real Maesta di Giovanni / 

quinto, il giusto Re di Portogallo. / d’Algarve, del Brasile etc etc etc / da / Don Domenico Scarlatti, 

/ cavaliero di S. Giacomo, e Maestro / de Serenissimi Principe e Principessa / delle Asturie etc / 

Opera Prima / Messo e dato a Luce / per / Gerhardo Friderico Witvogel / adesso stampate a spece / 

di Gioanni Cóvens / a Amsterdam / No. 73.’ Further note in Norwegian at foot of page, presumably 

in the hand of Christian Hammer: ‘Sonaterne 1 og 2 fines på andre lösu papirer’ [Sonatas 1 and 2 

are found on other loose sheets]. Text begins on reverse title (p [2]) to allow standard disposition 

throughout. There is a note in Norwegian at the top of page [23], in the middle of K25: ‘tilhörer 

Scharlatti sonater’ [belongs to the Scarlatti sonatas] implying that at some point this sheet had 

been mislaid. 

Copyist: single (amateur?) copyist, rather inelegant hand, unlikely to be that of Hammer himself. 

Comments: the title page is a rather scribbled transcription of Witvogel (although the word ‘junior’ 

is omitted after ‘Cóvens’), but the order of the sonatas, and the fact that eight of them are missing 

(K2, K5, K7, K9, K10, K11, K13, and K21), would suggest that this collection is not directly 

modelled on the Amsterdam print but has been assembled from one or more intermediate 

witnesses, now lost. The copyist comments at the foot of the title page that sonatas 1 and 2 are to 

be found on loose sheets, but it is unlikely that these two sonatas were K1 (or K2?), as K1 appears 

at the very end of this set. The binding of the 16 sheets into a single quire and the fact that the 

first sonata starts on the reverse of the title page and page [64] is blank, suggest that there are no 

pages missing and that other sonatas, now lost, would have been laid in. 
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However, as the table of contents below makes clear, the MS in fact consists of two fascicles [A 

and B], the second of which was assembled in at least two phases. Fascicle A consists of the eleven 

outer sheets (22ff, pages [1] to [22] and [43] to [64]) that contain K3, K6, K8, K16, K18, K20, K23, 

K24, K26, K27, K28, K29 and K1 in that order. Fascicle B consists of the five inner sheets (10ff, 

pages [23] to [42]) that contain K25 (pages [42] and [23] in that order), K4, K12, K14, K15, K17, K19, 

K22 and K30. Fascicle B evidently began life with K25 written on one side of a single sheet of 

paper. This sheet was then reversed to form the outer sheet of fascicle B, resulting in the two 

pages of K25 being in the reverse order (ff21v and 12r, pages [42] and [23]). At some stage, fascicle 

B was mislaid, recovered and the note ‘tilhörer Scharlatti sonater’ [belongs to the Scarlatti 

sonatas] was written at the top of what was then the first page of this bundle (now page [23]). 

Fascicle B was then inserted into fascicle A, between pages [22] and [43], which resulted in the first 

page of K24 (now on page [22]) being separated from the other three (now on pages [43] to [45] and 

the two pages of K25 being in the reverse order, 18 pages apart. The error may have been 

compounded by the fact that K24 and K25 have the same key signature of three sharps. 

Contents: 

 
 
 
STOCKHOLM 4 [RISM id 190020615] 
 

Provenance: from the collection of Patrick Alströmer (1733-1804) to the library of the Royal Music 

Academy [Kungliga Musikaliska Akademiens Biblioteket] Stockholm in 1949, thence to its 

successor body, the Music and Theatre Library of Sweden [Musik- och teaterbiblioteket], 

Stockholm in 1981. 

Description: manuscript collection of 27 of the Essercizi (see contents), though originally 

containing all 30 sonatas. 48ff in its present condition (96 pages), of which the first leaf is torn, 

with the loss of approximately one bar of music on page 2, and pages 3-15 are missing. Page 

numbers are in the copyist’s original hand apart from p2 which is in modern pencil. Page 2 

contains 16 and a half bars of K1 and page 16 has the final 13 bars of K5. Ready-made book of 

[Pages]  K [Pages]  K 

1 Title  30-31 Allegro Sonata 15 15 

2-3 Presto Sonata 3 3 32-33 Presto Sonata 17 17 

4-5 Allegro Sonata 6ta (5 crossed out) 6 34-35 Allegro Sonata 19 19 

6-7 Allegro Sonata 8 8 36-37 Allegro Sonata 22 22 

8-11 Presto Sonata 16 16 38-41 Fuga Moderato Sonata 30 30 

12-15 Presto Sonata 18 18 42  Allegro Sonata 25 (page 1) 25 

16-17 Presto Sonata 20 20 43-45 [Presto Sonata 24] (pages 2-4) 24 

18-21 Allegro Sonata 23 23 46-49 Presto Sonata 26 26 

22 Presto Sonata 24 (page 1) 24 50-53 Allegro Sonata 27 27 

23 [Allegro Sonata 25] (page 2) 25 54-57 Presto Sonata 28 28 

24-25 Allegro Sonata quarta 4 58-61 Presto Sonata 29 29 

26-27 Presto Sonata 12 12 62-63 Allegro Sonata Prima 1 

28-29 Presto Sonata 14 14 64 Blank  
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medium-quality paper bound into marbled paper boards, 29 x 22.5 cms. Pre-ruled with an 8mm 

rastrum, ten staves per page, standard disposition throughout. 

Front pastedown: top lh corner, letter ‘V’ in red ink, otherwise blank. Page [1], top lh corner ‘D. 

Scarlatti’ in pencil, otherwise blank. Watermark on rear pastedown not able to be identified. 

Copyist: single (amateur?) copyist apart from the final unnumbered page [111], consisting of 

simple exercises for a solo instrument and a minuet. 

Comments: Patrick Alströmer, later Baron Alströmer from 1778, was an industrial chemist and 

mineralogist and founder of the Royal Music Academy in 1771. His collection only came to light in 

the middle of the twentieth century when it was accessioned into the KMA library. Little else is 

known about this item. 

Contents (Scarlatti items only): 

No  Pages K No  Pages K 

1 Sonata 1ma 2 1 15 Sonata XVIII Presto 59-62 18 

2 [end of sonata 5] 16 5 16 Sonata XIX Allegro 63-66 19 

3 Sonata VI Allegro 17-20 6 17 Sonata XX Presto 67-70 20 

4 Sonata VII Presto 21-24 7 18 Sonata XXI 71-74 21 

5 Sonata VIII allegro 25-26 8 19 Sonata XXII 75-78 22 

6 Sonata IX Allegro 27-2[8] 9 20 Sonata XXIII 79-82 23 

7 Sonata X Presto 29-32 10 21 Sonata XXIV 83-86 24 

8 Sonata XI 33-34 11 22 Sonata XXV 87-90 25 

9 Sonata XII Presto 35-38 12 23 Sonata XXVI 91-94 26 

10 Sonata XIII Presto 39-42 13 24 Sonata XXVII 95-98 27 

11 Sonata XIV Presto 43-46 14 25 Sonata XXVIII 99-102 28 

12 Sonata XV  47-50 15 26 Sonata XXIX Presto 103-106 29 

13 Sonata XVI Presto 51-54 16 27 Sonata XXX Fuga Moderato 107-110 30 

14 Sonata XVII Presto 55-58 17     

 

 

STOCKHOLM 5 [RISM id 190020671] 
 

Provenance: from the library of the Royal Music Academy [Kungliga Musikaliska Akademiens 

Biblioteket] Stockholm to its successor body, the Music and Theatre Library of Sweden [Musik- och 

teaterbiblioteket], Stockholm in 1981. 

Description: partial manuscript copy of VI Sonate per il Cembalo solo composte dal Signore don 

Domenico Scarlatti [i.e. Haffner 1, c. 1757], see Contents. Single unbound quire of 4ff (8 pages) in 

its present condition, but presumably lacking an outer bifolium that would have made up the 12 

pages of Haffner’s printed album. Ready-made booklet, 25.5 x 36.5 cms, pre-ruled throughout 

with a 9mm rastrum, twelve staves per page. Severe water staining to bottom half of pages 

resulting in some loss of material. Extremely fragile. 

Copyist: a single, very elegant (professional?) hand has produced a virtual facsimile of HAFFNER 1.  
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Comments: at first glance, this manuscript looks identical to HAFFNER 1. Aside from omitting the 

page numbers and the volume number [LXXVII] at the foot of each page, the copyist has for the 

most part respected the mise en page of the printed edition and the number of complete variant 

matches with HAFFNER 1 as against ESSERCIZI is exceptionally high. It seems likely that this 

manuscript was commissioned by a collector who was either unable to obtain a printed edition or 

unable to afford one. 

Content 

No [Pages] K 

[Title page] [missing]  

Sonata Ima Vivace 3 125 

Sonata IIda Allegro 4-5 126 

Sonata IIIza Allegro 6-7 127 

Sonata IVta Allegro 8-9 131 

Sonata Vta Allegro 10 incomplete 183 

[Sonata VIsta Allegro] [11-12 missing] [179] 
 

 

 

STOCKHOLM 6 [RISM id 190004266] 
 

Provenance: A. Lundevall, compiled either 1803 or 1807 (see below), to the Musikmuseet, 

Stockholm (S-Sm, now the Scenkonstmuseet) thence to the Music and Theatre Library of Sweden 

[Musik- och teaterbiblioteket], Stockholm. 

Description: manuscript album of assorted works for keyboard, paper 31.5 x 20 cms; 23 

unnumbered folios (numbered by library staff in pencil at foot of the page), bound into a light-

brown paper wrapper with a single bifolium laid in at the end. 

Cover: Stycke Bok / för / Claver / ano 1807. 

Inside cover: shelf mark 42/43/9449 in top lh corner. 

Title page: shelf mark as above; Stycke Bok till Claver / Anno 1803 / flourish / A. Lundevall; wax 

seal bottom rh corner. 

Copyist: single (amateur?) hand except for final bifolium. 

Contents: assorted works for keyboard and operatic arias by Alberti, Handel (the ‘Harmonious 

Blacksmith’ air and variations), Agrell, Knölcke, Wagenseil, Galuppi, Zellbell, Johnsen, Uttini, 

Filtz, Homauer, Locatelli, Just and Anonymous. On f4r-v there is a ‘Sonata Dell. Signor Schalati’ 

(K10) in d, 3/8 (34+39 bars).  

 

 

Barry Ife 
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Kirkpatrick Supplement of Attributed and Attributable Sonatas 
 
This table summarises all known keyboard works that have been attributed to Domenico Scarlatti at some point but are not in Kirkpatrick’s catalogue. By 

‘attributed’ we mean: directly attributed in the source, with the composer’s name at the head of the piece or otherwise associated with it in an index or similar 

listing; or indirectly attributed by inclusion within a collection of works directly attributed to the composer, or by close proximity to a work directly 

attributed to the composer. By ‘attributable’ we mean a work that is not directly or indirectly attributed to the composer in the source but which has at some 

point been attributed to him in the scholarly literature. 

 

Inclusion of a work in this supplementary catalogue should not be taken as endorsement of an attribution, any more than inclusion of a work in Kirkpatrick’s 

main catalogue should be taken as a guarantee of authenticity. The sole purpose of this supplementary catalogue is to organise the material and facilitate 

access to it for the purpose of study and/or performance. Works are listed chronologically by first mention in the scholarly literature so that future discoveries 

may be added as and when they come to light. Arrangements, such as those by Avison for orchestra and Granados for piano (cf nos 39 and 40) are not included. 

  
KS 

no. 

 

Source Title Key Time 

sig 

Tempo Number 

of bars 

First mention Notes 

1 London 14248, 

16v-17r 

[Fugue] Del Sigr Domco 

Scarlatti 

A C/2 Allegro 72 Hughes-Hughes 1909, 

114 

Transcribed in Sheveloff 1970, 605-607. 

‘Doubtful’ in Sheveloff 1985, 413. 

 

2 London 14248, 

17r-17v 

 A 3/8 Spiritoso 60 Hughes-Hughes 1909, 

114 

Attributed to Benedetto Marcello in  

I-Nc MS 5327.  

Transcribed in Sheveloff 1970, 608-609.  

‘Doubtful’ in Sheveloff 1985, 413. 
 

3 London 35018, 

55v-63r 

SONATA per il 

Cembalo. Domco 

SCARLATI.  

From the M.Script of 

Dr. John WORGAN 

 

F C Andante 65+93 Hughes-Hughes 1909, 

125 

Published in Newton 1939b, 12-19 and 

transcribed in Sheveloff 1970, 610-614. 

‘Spurious’ in Kirkpatrick 1953, 426 and 

‘Doubtful’ in Sheveloff 1985, 413. 
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KS 

no. 

 

Source Title Key Time 

sig 

Tempo Number 

of bars 

First mention Notes 

4 Haffner 2, 22-23 Sonata Vta 

Del Sigr Domenico 

Scarlatti, Maestro 

Attuale di S.M.C. la 

Regina di Spagna, etc. 

etc. e Cavalliero 

dell’Habito di Cristo, in 

Madrid. 

 

C C Allegro 25+26 Gerstenberg 1933, 36 Attribution from heading.  

Also in Berlin 19683-8 (copy of Haffner). 

Rejected by Gerstenberg 1933, 36 

‘Spurious’ in Kirkpatrick 1953, 426 

and in Sheveloff 1985, 413. 

 

5 Boivin 5, 1-3  C 3/8 Allegro 47+94 Gerstenberg 1933,  

35 and 153 

Also in Paris 11608, 10-11, ‘Martiny’; Chicago 

295, 16-19, ‘Piece de Mr Scarlatie’; Schwerin,  

4r-4v, ‘Scarlati’; Montigny-le-Bretonneux,  

41-43; New Jersey, 72-73, ‘La Milanoise. Del 

Segr Scarlatty’ [pencil, later hand: San Martini].  

Attributed to Giovanni Battista Sammartini in 

Bologna DD54. 

 ‘Spurious’ in Kirkpatrick 1953, 407 and in 

Sheveloff 1985, 413. 

 

6 Boivin 5, 8-9  F C Allegro 12+30 Gerstenberg 1933,  

35 and 153 

Attribution by inclusion. 

‘Spurious’ in Kirkpatrick 1953, 407  

and in Sheveloff 1985, 413. 

 

7 Boivin 5, 20-21  C 3/8 Allegro 57+78 Gerstenberg 1933,  

35 and 154 

Attributed to Galuppi in Kirkpatrick 1985, 407. 

‘Spurious’ in Sheveloff 1985, 413. 

 

8 Boivin 5, 26-27  F 2/4 Vivace 30+51 Gerstenberg 1933,  

 35 and 154 

Also in Paris 4877, 36v-37r.  

Attribution by inclusion. 

‘Spurious’ in Kirkpatrick 1953, 407  

and in Sheveloff 1985, 413. 
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KS 

no. 

 

Source Title Key Time 

sig 

Tempo Number 

of bars 

First mention Notes 

9 Boivin 6f, 1-7 Sonata prima C 3/4; 

C; 

2/4; 

3/8 

Moderato; 

Allegro;  

Andante;  

Allegro 

52;  

48;  

91;  

108 

 

Gerstenberg 1933,  

35-36 and 154-155 

Attribution from (false) title page: ‘Sonates  

pour le clavecin par Domenico Scarlatti’  

(as per Boivin 6).  

Melo-bass transcriptions from operas identified 

in Schivazappa 2017. 

‘Spurious’ in Kirkpatrick 1953, 426  

and in Sheveloff 1970, 134-138. 

 

10 Boivin 6f, 9-13 

 

Sonata II que l’on peut 

jouer sur une Musette 

de  Cinq en supposant 

la Clef de Sol sur la 1re 

ligne sans #  

A 3/4; 

C; 

12/8; 

2/4 

Un poco vivace; 

Allegro;  

Largo;  

Allegro 

42;  

40;  

10;  

105 

Gerstenberg 1933,  

35-36 and 155 

Attribution from (false) title page: ‘Sonates  

pour le clavecin par Domenico Scarlatti’  

(as per Boivin 6).  

Melo-bass transcriptions from operas identified 

in Schivazappa 2017.  

‘Spurious’ in Kirkpatrick 1953, 426  

and in Sheveloff 1970, 134-138. 

 

11 Boivin 6f, 15-19 Sonata III c/C 3/4; 

2/4; 

C; 

12/8  

Largo;  

Allegro;  

Adagio;  

Giga 

38;  

76;  

13;  

40  

Gerstenberg 1933,  

35-36 and 156 

Attribution from (false) title page: ‘Sonates 

pour le clavecin par Domenico Scarlatti’  

(as per Boivin 6).  

Melo-bass transcriptions from operas identified 

in Schivazappa 2017.  

‘Spurious’ in Kirkpatrick 1953, 426  

and in Sheveloff 1970, 134-138 

 

12 Boivin 6f, 20-25 Sonata IV G C; 

3/4; 

C; 

3/4; 

6/8  

Allegretto;  

Adagio semper piano; 

Allegro; 

Aria;   

Giga 

41;  

19;  

51;  

20;  

76  

Gerstenberg 1933,  

35-36 and 156-157 

Attribution from (false) title page: ‘Sonates  

pour le clavecin par Domenico Scarlatti’  

(as per Boivin 6).  

Melo-bass transcriptions from operas identified 

in Schivazappa 2017.  

‘Spurious’ in Kirkpatrick 1953, 426  

and in Sheveloff 1970, 134-138. 

 



80 
 

KS 

no. 

 

Source Title Key Time 

sig 

Tempo Number 

of bars 

First mention Notes 

13 Boivin 6f, 27-31 Sonata V C C; 

3/4; 

3/8; 

2/4  

Largo;  

Allegro;  

Aria affettuoso; 

Villanella presto 

29;  

63;  

47;  

54 

Gerstenberg 1933,  

35-36 and 157-158 

Attribution from (false) title page: ‘Sonates  

pour le clavecin par Domenico Scarlatti’  

(as per Boivin 6).  

Melo-bass transcriptions from operas identified 

in Schivazappa 2017.  

‘Spurious’ in Kirkpatrick 1953, 426  

and in Sheveloff 1970, 134-138. 

 

14 Boivin 6f, 32-38 Sonata VI g C; 

C; 

12/8; 

2/4 

Adagio;  

Allegro;  

Pastorale spirituoso;  

Aria allegro 

24;  

46;  

33;  

40 

Gerstenberg 1933,  

35-36 and 158 

Probably a transcription from opera(s) not 

identified in Schivazappa 2017.  

‘Spurious’ in Kirkpatrick 1953, 426  

and in Sheveloff 1970, 134-138. 

 

15 Valladolid,  

16r-17r 

 G 3/8  56+59 Anglès 1948 Published in Baciero 1978, 37-40.  

‘Doubtful’ in Boyd 1986, 272. 

 

16 Valladolid,  

17r-18v 

 d 3/8  91+79 Anglès 1948 Published in Baciero 1978, 41-46. 

‘Doubtful’ in Boyd 1986, 272. 

 

17 Valladolid, 

 19r-19v 

 A 3/8  50+50 Anglès 1948 Published in Baciero 1978, 47-50.  

‘Doubtful’ in Boyd 1986, 272. 

 

18 Münster 5, 38v 

and following 

unnumbered 

recto 

 C C  22+21 Kirkpatrick 1953, 441 Attribution by inclusion, but later obscured  

by gluing the pages together. 

Attributed in several other sources to  

Domenico Alberti.   

‘Obviously not by Scarlatti’ in Kirkpatrick  

1953, 441. 

 

19 Bologna KK96, 

17-18 

Fuga d C  43 Kirkpatrick 1953, 425 Attributed on title page, and at the head: 

‘Suonate Del Sigr Domenico Scarlatti’.  

Also in Bologna FF232 and Roseingrave 1728. 
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KS 

no. 

 

Source Title Key Time 

sig 

Tempo Number 

of bars 

First mention Notes 

20 Bologna KK96, 

23-26 

[Fuga] g C Come ti pare, e Piace 87 Kirkpatrick 1953, 425 Attributed on title page.  

Also in Bologna FF232 and attributed in several 

other sources to Benedetto Marcello. 

‘Likely’ in Sheveloff 1985, 413. 

 

21 Clementi 1, 3 Sonata II F 6/8 Andante cantabile 23+16 Kirkpatrick 1953, 410 Attribution by inclusion.  

Also in Clementi 2 (attributed to Clementi by 

inclusion) and Clementi 4, 50-51 (attributed to 

Clementi by inclusion).  

‘Spurious’ in Kirkpatrick 1953  

and in Sheveloff 1970 and 1985. 

 

22 Clementi 1,  

26-28 

Sonata XII F C/2 Allegro 43+51 Kirkpatrick 1953, 410 Attribution by inclusion.  

Also in Clementi 2 (attributed to Clementi by 

inclusion) and in New Haven, 63-66. 

‘Spurious’ in Kirkpatrick 1953 and  

in Sheveloff 1970 and 1985.  

No 5 of the 27 sonatas given by Soler to Lord 

Fitzwilliam on 14 February 1772 and 

subsequently published by Robert Birchall  

as XXVII sonatas para clave por el Padre Fray 

Antonio Soler.  

Included in Rubio’s 1980 catalogue as 

‘unquestionably authentic’, 47. 

 

23 Montigny-le-

Bretonneux,  

34-37 

Piece de Clavecin del 

Signor Scarlati 

C 2/4 Tres gay 44+82 Dufourcq 1957, 114  Also in Paris 11722, single bifolium titled:  

‘Une piece Séparée de Scarlatí’; ‘Piece de Mr 

Scarlaty’, ‘Gay allegro’. 

 

24 Milan 1, 7-8 Giga A 12/8  14+9 Pestelli 1967, 86 ‘Spurious’ in Sheveloff 1985, 413. 
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KS 

no. 

 

Source Title Key Time 

sig 

Tempo Number 

of bars 

First mention Notes 

25 Paris Arsenal, 

135r 

 D 3  12+12+14 Sheveloff 1970,  

99-100 

Attribution from thematic index on 120r.  

Date from 186v: ‘Dn Domingo Scarlatti 1735’. 

‘Doubtful’ in Sheveloff 1985, 413. 

 

26 Paris Arsenal, 

185v-184r 

Capriche c C  15+14 Sheveloff 1970,  

99-100 

Attribution from thematic index on 120r  

and by proximity.  

Date from 186v: ‘Dn Domingo Scarlatti 1735’. 

‘Likely’ in Sheveloff 1985, 413. 
 

27 Paris Arsenal, 

184r 

Minuet c 3/8  8+22 Sheveloff 1970, 100 Attribution and date by proximity.  

Date from 186v: ‘Dn Domingo Scarlatti 1735’. 

‘Likely’ in Sheveloff 1985, 413. 

 

28 New Haven 

67-70 

 C 3/4 Presto 62+59 Kirkpatrick 1963, 467 Attribution by inclusion.  

‘Spurious’ in Sheveloff 1985, 413. 

 

29 New Haven  

71-74 

 C 9/8 Prestissimo 42+34 Kirkpatrick 1963, 467 Attribution by inclusion.  

‘Spurious’ in Sheveloff 1985, 413. 

 

30 Montserrat 1770, 

77-78  

Andantino C 2/4 

 

Tocata de Scarlati 27+39 Johnsson 1981, 309 Also in Montserrat 2158, 32-33  

(Sigue sonata 5o tono del Sr Escarlati Andante).  

Published in Johnsson 1985, I, 21. 

 

31 Tenerife Del Señor Don Domenico 

Scarlaty Sonata de 8o 

tono 

 

G 6/8  92 Álvarez Martínez 1984 Published by Álvarez Martínez 1984.  

Presumed genuine. 

32 Tenerife, private 

collection 

Fandango del Signor 

Scarlate  

d 3/4  112 Álvarez Martínez 1984 Published by Álvarez Martínez 1984.  

Presumed genuine. 

 

33 Montserrat  

2158, 13-14 

Sigue Sonata de 

Escarlati 8o tono 

G 3/8 Allegro 24+20 Johnsson 1985 Also attributed to J.A. Hasse.  

Published in Johnsson 1985, I, 22. 
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KS 

no. 

 

Source Title Key Time 

sig 

Tempo Number 

of bars 

First mention Notes 

34 Montserrat  

2158, 14-15 

Sonata 2o tono g C Largo 8+8 Johnsson 1985 Attribution by proximity.  

Published in Johnsson 1985, I, 23. 

 

35 Montserrat  

2786, 44-45 

Tocata C 2/4 Allegro 48+51 Johnsson 1985 Attribution by proximity.  

Published in Johnsson 1985, I, 24. 

 

36 Madrid Roda,  

51-53 

 D 12/8  35+42 Boyd 1986, 154 Published by Boyd 1986, 240-46 but  

considered doubtful, 272. 

 

37 Madrid Roda,  

54-56 

 A C  63+61 Boyd 1986, 154 Published by Boyd 1986, 246-52 but  

considered doubtful, 272. 

 

38 Ávila, 42v-43v Sonata del Domenico 

Escarlati 5o Punto alto 

D 3/8  56+39 Álvarez Martínez 1988 Attribution in title.  

Published by Álvarez Martínez 1988, 883-893. 

 

39 Barcelona 

M1964, 26r-26v 

7a Sonata E 3/8  30+45 Ester-Sala 1988 Attribution by inclusion.  

Accepted as genuine by Pedrero-Encabo 2011. 

‘Spurious’ in Sheveloff 1985, 413. 

 

40 Barcelona 

M1964, 29r-30r 

Sonata A 3/8  45+47 Ester-Sala 1988 Attribution by inclusion.  

Accepted as genuine by Pedrero-Encabo 2011. 

Attributed to Francesco Corselli in Tenerife, 

private collection (Boyd 1986, 193).  

‘Spurious’ in Sheveloff 1985, 413. 

 

41 Turin, 49v-50r  G C3/8 Minuet 8+20 Pestelli 1990 Published in facsimile by Pestelli but not 

included in Boyd’s Grove Online worklist, 2014. 

 

42 Turin, 51r-51v  d C3/4 Minuet 16+20 Pestelli 1990 Published in facsimile by Pestelli but not 

included in Boyd’s New Grove worklist, 2006. 

 

43 Chicago 295, 

28-31 

Piece de mr Scarlatie D C Allegro 90 Gustafsson/Fuller, 

1990, 328 

Also in Paris Arsenal, 158v-159r, attributed  

in index to ‘dengelo’. 
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Source Title Key Time 
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Tempo Number 

of bars 

First mention Notes 

44 Zaragoza 31, 

113v-116r 

 B♭ 3/8  161+175 González Valle 1990, 

116 

Attribution by inclusion.  

Edited Yáñez Navarro 2015, II, 136-43. 

 

45 Zaragoza 31, 

116r-117v 

 C 2/4  72+77 González Valle 1990, 

116 

Attribution by inclusion.  

Edited Yáñez Navarro 2015, II, 144-48. 

 

46 Zaragoza 31, 

117v-119r 

 D 3/4  52+77 González Valle 1990, 

116 

Attribution by inclusion.  

Edited Yáñez Navarro 2015, II, 150-54 

. 

47 Zaragoza 31, 

119v-120v 

 G C/2  62+65 González Valle 1990, 

116 

Attribution by inclusion.  

Edited Yáñez Navarro 2015, II, 156-60. 

 

48 Lisbon Sonatta XXV A C Allegro 20+22 Doderer 1991 Attribution by inclusion.  

Also in New York Cary, 64v-65r.  

Published in facsimile by Doderer 1991. 

 

49 Chicago 

Newberry, 3v-4v 

di Domenico Scarlatti 

1751 Sonata 

G 12/8 Allegrissimo 23+21 Prozhoguin 2010, 192 Attribution rejected by Prozhoguin 2010; 

‘hoax’ in Hail 2014; not in Grove Online. 

 

50 Chicago 

Newberry, 5r-5v 

De Domenico Scarlatti 

Sonata 

e C Allegro molto 22+23 Prozhoguin 2010, 192 Attribution rejected by Prozhoguin 2010;  

‘hoax’ in Hail 2014; not in Grove Online. 

 

51 Chicago 

Newberry, 6r-7r 

Sonata a 3/8 Allegro molto 92+76 Prozhoguin 2010, 192 Attribution rejected by Prozhoguin 2010; 

‘hoax’ in Hail 2014; not in Grove Online. 

 

52 Chicago 

Newberry, 7r-7v 

Sonata B♭ 12/8 Allegro 19+19 Prozhoguin 2010, 193 Attribution rejected by Prozhoguin 2010;  

‘hoax’ in Hail 2014; not in Grove Online. 

 

53 Chicago 

Newberry, 8r-9r 

De Domenico Scarlatti 

Sonata 

f♯ C/2 

2/4 

Sempre legato e 

piano 

43+49 Prozhoguin 2010, 193 Attribution rejected by Prozhoguin 2010; 

‘hoax’ in Hail 2014; not in Grove Online. 

 

54 Chicago 

Newberry, 9v-10r 

Di Domenico Scarlatti 

1753 Sonata 

b 2/4 Allegro molto 51+36 Prozhoguin 2010, 

193-4 

Attribution rejected by Prozhoguin 2010;  

‘hoax’ in Hail 2014; not in Grove Online. 
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55 Chicago 

Newberry,  

10v-11r 

 

De Domenico Scarlatti 

Sonata 

d 2/4 Moderato 43+44 Prozhoguin 2010, 194 Attribution rejected by Prozhoguin 2010;  

‘hoax’ in Hail 2014; not in Grove Online. 

56 Chicago 

Newberry,  

11v-12r 

 

De Domeneco Scarlatti 

1753 Sonata 

e 12/8 Allegro 23+15 Prozhoguin 2010, 194 Attribution rejected by Prozhoguin 2010;  

‘hoax’ in Hail 2014; not in Grove Online. 

57 Chicago 

Newberry,  

12v-13v 

 

De Domeneco Scarlatti 

1752 Sonata 

C 12/8 Allegrissimo 30+26 Prozhoguin 2010, 

194-5 

Attribution rejected by Prozhoguin 2010;  

‘hoax’ in Hail 2014; not in Grove Online. 

58 Chicago 

Newberry,  

14r-14v 

 

Sonata di Domenico 

Scarlatti 1753 

D 3/4 Presto 60+70 Prozhoguin 2010, 195 

35 and 154 

Attribution rejected by Prozhoguin 2010;  

‘hoax’ in Hail 2014; not in Grove Online. 

59 Chicago 

Newberry,  

15r-15v 

 

Sonata Domenico 

Scarlatti 1752 

B♭ C Allegro molto 50+42 Prozhoguin 2010, 195 Attribution rejected by Prozhoguin 2010;  

‘hoax’ in Hail 2014; not in Grove Online. 

60 Chicago 

Newberry, 

16r-16v 

 

De Domeneco Scarlatti 

Sonata 

A♭ C Allegro 20+26 Prozhoguin 2010, 195 Attribution rejected by Prozhoguin 2010;  

‘hoax’ in Hail 2014; not in Grove Online. 

61 Chicago 

Newberry 

17r-18r 

 

Sonata di Domenico 

Scarlatti 

F 3/4 Allegro 55+48 Prozhoguin 2010, 196 Attribution rejected by Prozhoguin 2010;  

‘hoax’ in Hail 2014; not in Grove Online. 

62 Chicago 

Newberry,  

18r-19r 

 

De Domenico Scarlatti 

Sonata 

E 3/8 Allegro 91+74 Prozhoguin 2010, 196 Attribution rejected by Prozhoguin 2010;  

‘hoax’ in Hail 2014; not in Grove Online. 
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63 Chicago 

Newberry, 

 19v-20v 

 

Di Domenico Scarlatti 

Sonata 

b 3/8 Prestissimo 56+57 Prozhoguin 2010, 196 Attribution rejected by Prozhoguin 2010;  

‘hoax’ in Hail 2014; not in Grove Online. 

64 Chicago 

Newberry, 

21r-21v 

 

Sonata G 3/4 Allegrissimo 46+45 Prozhoguin 2010, 

196-7 

Attribution rejected by Prozhoguin 2010;  

‘hoax’ in Hail 2014; not in Grove Online. 

65 Chicago 

Newberry, 22r-

22v 

 

De Domenico Scarlatti 

Sonata 

Eflat C Allegrissimo 37+37 Prozhoguin 2010, 197 Attribution rejected by Prozhoguin 2010;  

‘hoax’ in Hail 2014; not in Grove Online. 

66 Chicago 

Newberry, 

23r-23v 

 

De Domenico Scarlatti 

1752 Sonata 

F C Presto 33+37 Prozhoguin 2010, 197 Attribution rejected by Prozhoguin 2010;  

‘hoax’ in Hail 2014; not in Grove Online. 

67 Chicago 

Newberry,  

24r-24v 

 

Di Domenico Scarlatti 

Sonata 

C C Allegro molto 41+25 Prozhoguin 2010, 

197-8 

Attribution rejected by Prozhoguin 2010;  

‘hoax’ in Hail 2014; not in Grove Online. 

68 Chicago 

Newberry,  

25r-26v 

 

Di Domenico Scarlatti 

Anno 1753 Sonata 

g 12/8 Presto 24.5+16 Prozhoguin 2010, 198 Attribution rejected by Prozhoguin 2010; 

‘hoax’ in Hail 2014; not in Grove Online. 

69 Chicago 

Newberry, 

 27r-28r 

 

Di Domeneco Scarlatti 

Sonata 

D 3/8 Allegrissimo 60+39 Prozhoguin 2010, 198 Attribution rejected by Prozhoguin 2010; 

‘hoax’ in Hail 2014; not in Grove Online. 

70 Montserrat 1665, 

30-31 

 

Sonata 11a de 

Escarlati 

F 3/8  38+40 Pedrero-Encabo 2011 Also in Montserrat 1881, 11-13  

(11. Sonata de Escaralati). 
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71 New York Cary, 

12v-13r 

 A 3/8  54+50 Prozhoguin 2013 Attribution by proximity.  

Transcribed by Sergei Prozhoguin, private 

correspondence.  

 

72 New York Cary, 

20v-21r 

Sonata d 2/4  25+44 Prozhoguin 2013 Attribution by proximity.  

Transcribed by Sergei Prozhoguin, private 

correspondence. 

 

73 New York Cary, 

21v-22v 

Fuga d [12/8]  74 Prozhoguin 2013 Attribution by proximity.  

Transcribed by Sergei Prozhoguin, private 

correspondence. 

 

74 New York Cary, 

22v 

 d 2/4  14+2  Prozhoguin 2013 Attribution by proximity.  

Transcribed by Sergei Prozhoguin, private 

correspondence. 

 

75 Zaragoza 6, 

 21v-22r 

Tocata de 8 G 3/8  33+45 Yáñez Navarro 2015 Attribution by inclusion.  

Edited Yáñez Navarro 2015, II, 162-63. 

 

76 Zaragoza 6,  

25r-27r 

 g C  64+60 Yáñez Navarro 2015 Attribution by inclusion.  

Edited Yáñez Navarro 2015, II, 164-67. 

 

77 Boivin 6, 2-5 Sonata I C C; 

12/8 

Preludio;  

Giga Allegro 

 

25;  

47 

Schivazappa 2017, 

197 

Attribution by inclusion. 

78 Boivin 6, 26-29 Sonata VI G 2/4;  

C 

Aria Allegro; 

Aria 

82;  

32 

Schivazappa 2017, 

197 

Attribution by inclusion.  

Second Aria attributed to Telemann, third 

movement of Partita in G, TWV 32:1. 
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FEATURE 

The Complete Well-Tempered Clavier -
Chromatically Inverted.  
                               An idea 122 years in the making 
 

This article is intended to introduce you to a new edition, which Chris Benton has created, of J.S. 

Bach’s monumental collection ‘The Well-Tempered Clavier’, as well as other keyboard works, that 

are now available in a special ‘chromatically inverted’ version. 
 

In recent years, much has been said about ‘chromatic inversion’ (or, as it is sometimes also called, 

‘symmetrical inversion’), with it even picking up a new, modern buzz word, so-called 'negative 

harmony’. Negative harmony has proved to be particularly popular amongst Jazz musicians and 

there have been some noteworthy and admirable endeavours by a small number of practitioners. 

In spite of this, and whichever of the names you might call it, the concept is still relatively 

unexplored by many.  

 

The concept dates back much further in time than many think, to a book by Hermann Schröder 

published in 1902, 'Die Symmetrische Umkehrung in der Musik' (The Symmetrical Inversion in 

Music).  

The book is in German. However, amongst the many 

musical examples included is a complete symmetrical 

or chromatic inversion of Bach's Prelude & Fugue No. 1 

(BWV 846) from part 1 of The Well-Tempered Clavier.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                Excerpt from Fugue in C, BWV 846/1 
 

 

 

So, what exactly is ‘chromatic inversion’? The concept of inversion, that is to turn a musical idea 

upside down, is centuries old and has been utilised by countless composers. Bach himself gave us 
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perhaps the ultimate expression of inversion in Contrapunctus 12 of The Art of Fugue (BWV 1080) 

when he showed that it was possible to invert a fugue in its entirety! Using Contrapunctus 12 as an 

example, here is its subject presented in three different ways - original, diatonically inverted and 

chromatically inverted: 

 
 
 

 

 

 

 

 

     Subject from Contrapunctus 12,  

     The Art of Fugue, BWV 1080 
 

In inverting the subject diatonically, Bach allows himself a certain flexibility with his material, 

adjusting various pitches to fit the prevailing key of D minor. As a result, the intervallic qualities 

change, for example, the descending A-F in the original (a descending major third) when inverted 

diatonically becomes an ascending D-F (an ascending minor third). However, the difference 

between this and chromatic inversion is that no such liberty is allowed; each interval is inverted 

exactly! 

 

To illustrate some of the 

unique characteristics of 

chromatic inversion, I have 

shown here, presented in 

parallel, two versions of J.S. 

Bach’s Prelude in D minor 

(BWV 940); the first is the 

original and the second is 

chromatically inverted. The 

original prelude is an 

exquisite little gem of a 

piece and was in fact the 

very first work that I ever 

chromatically inverted; its 

modest scale proved perfect 

for such an experimental 

endeavour. 

 

 

 

 

 

 

Page 1. Prelude in D minor &  

D negative minor (BWV 940)  
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The piece bears the 

unusual title of ‘in D 

negative minor’. When we 

invert our D minor triad 

around the axis of D, it is 

generated downwards from 

the D using the same 

intervals but upside down. 

In theoretical terms this 

would be called a D 

negative minor chord - an 

upside down or ‘negative’ 

minor chord. However, 

since we perceive harmony 

from the bottom up, to our 

ears, the chord is heard as a 

G major chord. The title 

serves as a reference to the 

inversion process that has 

taken place, differentiating 

the piece from its regular, 

non-inverted counterpart. 

 

 

 

 

 

 

Page 2.  Prelude in D minor & 

D negative minor   (BWV 940)  

 

 

 

With regards to the axes, in theory any note, (or indeed a gap between two notes) could be chosen 

as an axis for inversion. There were several reasons for choosing the note D for these new 

editions; firstly, the overall range of the music needed to be considered - inverting around D 

allowed me to keep the pieces within the five octave range, that of a standard organ manual, with 

which I was working. The second reason was one of key signature - when music is inverted around 

D the key signatures also mirror each other, sharps turning into flats and vice versa. In the case of 

our example here with the D minor Prelude, the single flat in the original, when inverted, 

produces a single sharp key signature. The third and last reason was regarding fingering. Fingering 

is very much a personal thing and therefore has not been specified in my editions. However, it 

should be noted that the keyboard is physically symmetrical around the note D, (as it also is 

around A flat), meaning that any tried and tested fingerings that a player might have used, 

perhaps for many years, can be utilised exactly in the inverted versions of the pieces, except of 

course in the opposite hands. 
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Inverted Triads 

Perhaps the most obvious 

characteristic of chromatic 

inversion, is the fact that 

the original tonality is 

changed; major becomes 

minor and vice versa. As we 

observed earlier with the 

example from The Art of Fugue, albeit melodically, major and minor triads are formed from 

asymmetrical stacked thirds. For example, a triad of D minor, consisting of a minor third with a 

major third on top, inverts to a major triad, consisting of a major third with a minor third on top. 

(bar 1, beat 2). This, of course, works the other way too. However, chords which are inherently 

symmetrical, such as augmented triads (bar 4, beat 2) and diminished 7ths (bar 9, beat 4) retain 

their original quality. Notice too how the individual notes of the triad change; root becomes a 5th; 
5th becomes a root; 3rd stays as a 3rd.  

 

If we take this concept one step further to include the 7th, we discover that a 7th degree inverts to 

a 6th, for example, a dominant seventh chord inverts to a minor 6 chord. It thus follows that a 

dominant 7th to tonic progression (V7 - I) or perfect cadence, is transformed, when chromatically 

inverted, into a minor 6 to tonic progression (iv6 - i) or a minor plagal cadence, and of course vice 

versa (see second half of bar 1 

into bar 2; second half of bar 2 

into bar 3). Additionally, 

chords containing a minor 7th 

in the original, are 

transformed into the relatively 

rarer sonority, at least for this 

period of music, to the major 

6th chord (as bar 7, beat 1).                                               Seventh Chords and Perfect Cadence 
 

In addition to the exchange of minor to major, a general exchange of ‘bright’ sounds for ‘dark’ 

sounds (and vice versa) can also be observed. In bar 6, beat 1 of our prelude, the E minor chord is 

coloured by an F natural, suggesting briefly the Phrygian mode, with its flattened 2nd degree - a 

decidedly dark sound. Conversely, at the same point in the chromatic inversion, we encounter an F 

major chord, coloured by a B natural, this time suggesting briefly the sharpened 4th degree of the 

Lydian mode - a notably brighter sound. 

 

Since all intervals are preserved exactly in chromatic inversion, the relative perception of 

consonance and dissonance is equally preserved, albeit in the opposite direction. A suspended 

dissonant interval of, for example, a seventh will require resolution, except that rather than the 

top note resolving by step downwards, as is usual, the lower note will instead resolve by step 

upwards to a consonant 6th interval (See bar 2, beats 3-4). Other types of suspension behave in a 

similar manner, for example the 4-3 suspension (bar 5, Beats 1-2), where we can observe the 

suspended dissonant 4th in the inner parts resolve upwards to a consonant 3rd. Note also the 

striking dissonance created by the ‘inverted pedal tone’ G, in the top part at bar 8, with the 

diminished harmony below.  

 

The interval of a fourth has always been a tricky interval historically, being simultaneously 

considered a consonance and a dissonance, depending on the harmonic context. In traditional 

harmony, second inversion triads (or six-four chords) are treated with caution. The interval of a 
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Ornaments in BWV 940 
 

fourth with the bass is considered an unstable, dissonant interval, requiring due resolution. 

Therefore, it is usually handled in a number of prescribed ways, hence the often-used terms 

‘cadential six-four’, ‘passing six-four’, etc. However, in chromatic inversions, we very often 

encounter another type of six-four chord - the ‘consonant six-four’. This type requires no 

resolution in the traditional sense, but rather exists as a relatively stable harmonic entity unto 

itself, alongside its root position and first inversion counterparts. 

 

Consonant and dissonant six-four chords essentially comprise the same notes but, whilst the root 

of the consonant six-four lies at the top 

note of the perfect fourth, the root of the 

dissonant six-four lies at the bottom of the 

perfect fourth. In chromatic inversion this 

relationship is reversed, the fourth being 

considered in terms of the fifth of the chord 

rather than the tonic.  
 

The final chord of a chromatically inverted piece is very often, though by no means always, a six-

four chord. A consonant six-four chord, whilst not requiring resolution, does not feel ‘finished’, 

particularly at the end of a work. When this does occur, it would be well to supply the tonic in the 

bass (low G in brackets) so that a feeling of finality is achieved. Also, because the Tierce de Picardie 

ending in the original inverts to a minor chord, players may choose the option to reinstate the 

major third in the final chord when playing the inverted version. 

 

Often, Bach will write a two-note chord, or a dyad, consisting of just the root and the 3rd. When 

this is inverted, from a traditional point of view, this creates an incomplete chord of just a 5th and 

a 3rd. From a contrapuntal viewpoint, nothing is wrong since the intervals present remain the 

same. However, from a harmonic point of view the chord appears to be missing its root. The 

opening dyad (B and D) of our prelude, for example, is properly the 3rd and 5th of a G major chord, 

but depending on how we hear it it could very well be mistaken for a root and a 3rd of B minor. In 

addition to this, any chord that has the 5th omitted in the original will be found to be missing its 

root in the inversion. In these instances, the context, i.e. notes before and after, will often help to 

clarify the brief harmonic ambiguity; the left hand G on bar 1, beat 2 giving us here a strong sense 

of G major.  

 

With regard to ornamentation, I have decided to 

preserve the original ornament symbols, although the 

player will have to keep in mind that here these 

represent the inversions of the usual formulae. It 

should, of course, be remembered that the realisations, 

given below, are merely suggestions, giving the general 

melodic contour of the ornament. In practice, there are 

numerous alternative interpretations for each 

ornament, as well as a plethora of options as to how much or how little ornamentation can be 

used. Players should feel free to explore these options as their experience and taste allows. 

 

Finally, it should be remembered that, apart from the few notable exceptions briefly discussed 

above, in chromatic inversions the traditional principals of harmony and counterpoint are 

generally observed. What results is, in my opinion, very interesting, strangely beautiful and 

certainly worthy of further investigation. 

Dissonant & Consonant 4ths 
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Schröder writes about chromatically inverted counterpoint: 

‘Here we enter the richest field for the symmetrical reversal, an inexhaustibly fertile soil. 

There is    hardly a well-crafted contrapuntal movement that cannot be strictly reversed, 

because here the melody, i.e. the melodic independence of the voices, comes to the fore 

in contrast to the harmony, and this only comes into its own in relative terms. Oddities 

in sound occur here, as everywhere else, in symmetrical reversals, which the ear will get 

used to; if these were not the case, the effect could not be considered new and unique.'  

 

'Every well-crafted musical movement can be symmetrically reversible and as such can 

be used to a greater or lesser extent. Before this statement, which perhaps sounded bold 

and presumptuous, was written down, it was necessary to test the effect of symmetrical 

reversal in as many ways as possible. This happened with Bach's The Well-Tempered 

Clavier. Most of the two sets of 24 Preludes & Fugues sound good, some even 

surprisingly attractive and original.'  
 

Quite what became of the manuscripts of the pieces that Schröder undoubtedly used to test this 

concept we'll perhaps never know. His statement implies to me that he tried all of them, at least 

partially if not in their entirety. 
 

As the title of this article suggests, this idea, which is at least 122 years in the making, has now 

been realised; a series of new modern editions, with which the merits of this process can now be 

easily accessed and appreciated by players and listeners alike. 
 

As the preface to the editions says: 

‘Every detail from the original is preserved exactly except it is, 

quite literally, turned upside down; mirrored note for note, 

interval for interval, around an axis, which in this case is middle 

D on the keyboard. This process transforms these well-known 

works profoundly, allowing the player to hear them afresh from 

an entirely new perspective.' 
 

I do hope that this article has been of interest to you and has 

perhaps encouraged you explore this concept further. Scores 

of the complete The Well-Tempered Clavier (Parts 1 and 2), 

individual Preludes & Fugues from the collection, as well as 

the complete Inventions and Sinfonias, edited by myself, Chris 

Benton, are available to purchase as PDF files. If you are 

interested in purchasing any of these scores, or you have any 

questions regarding these new editions then please contact 

me directly at christopherjohnbenton@outlook.com   
 

                                                                                                         Chris Benton 
 

Chris Benton is an organist, harpsichordist, composer and arranger. His lifelong devotion to early 

music, and in particular the music of J.S. Bach, has taken him down a variety of musical paths, 

both traditional and experimental, including many organ transcriptions, jazz fugues and now 

chromatic inversions. His repertoire includes, amongst other things, the complete keyboard works 

of Bach, Byrd, and Scarlatti and he has performed the complete ‘The Well-Tempered Clavier’ 

numerous times as part of the liturgical year. He lives with his wife and three children in 

Northampton, England. 

mailto:christopherjohnbenton@outlook.com
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FEATURE 

 

Rubber Bands and Golf Balls:    
              Inventions & Reflections 
Inventions: the harpsichord across time and borders is a project that began in 2024 to create new 

repertoire for the solo harpsichord by female composers working in England, Scotland and Ireland, 

with an extension into Wales this year. The new pieces are inspired by and performed alongside 

historical pieces from their respective nations – creating an innovative and interesting programme 

which is then performed in each country, adapted to suit each performer. This article outlines the 

process of the project, which turned out to be as important as the results. 

 
Enter the harpsichord, dal niente 
 

During a project I curated in 2022 to create new works for flexible baroque ensemble, a couple of 

the composers, whom I regarded highly and who were writing so beautifully for the other 

instruments, initially wrote quite poorly for the harpsichord. You can imagine the type of errors: 

impossible dynamics, pitch-ranges off the chart and the occasional pedalling direction! Some 

rewrites and several chunks of rehearsal time later, the writing for harpsichord was improved, and 

the idea for my next project, composing for harpsichord, was born. 

 

With Inventions I wanted to build a collaborative project with the aim of bringing together works 

from the historical repertoire and new commissions, with a focus on female composers. And while 

we were bridging the centuries, why not bridge the borders too?  

 

Knowing that I wanted to commission Lisa Robertson (Scottish composer), and Evangelia Rigaki, 

with whom I studied at Royal Holloway and who now works at Trinity College Dublin, a 

transnational project was born, working simultaneously in England, Ireland and Scotland.  In 2025 

we have extended the project to Wales, with the work currently underway. Notwithstanding the 

wealth of English material available, the majority of the harpsichord canon regularly performed is 

by men from continental Europe, and so our aim was to find and celebrate music from the four 

nations - by women, if possible.  

 

Threaded through the project was the educational aim of exploring and modelling good writing for 

harpsichord. We held collaborative sessions between composer/performer pairs in each nation, as 

well as outreach projects and workshops for other composers, and full engagement with the 

audiences through talks, Q&A sessions and panel sessions. 

 
‘Inventions’ showed me how relevant, alive, and full of possibilities the harpsichord remains today. 

It reminded me that through curiosity, collaboration, and risk-taking, we can continue to invent 

and reinvent what this instrument can be.’ (Katarzyna Kowalik, harpsichordist in England.) 
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Left: Janet Oates (composer and project lead) with Evangelia Rigaki (composer) and Yonit Kosovske 

(performer) in Limerick. Right: Lisa Robertson (composer), Tiffany Vong (harpsichordist) and Janet 

in Aberdeen, after our concerts in October 2024 
 

This is how the project worked (and is working in Wales this year): 
 

1. Each composer is paired with a harpsichordist working in their nation.  Unintentionally, our 

team comprises eight artists from seven different national backgrounds, though all currently 

living and working in the UK and Ireland. ‘The musicians brought together represented diverse 

countries, backgrounds, and perspectives, which gave the project a deeply inclusive and 

transnational character. It felt like a collective act of cultural and artistic dialogue.’ (Katarzyna) 
 

2. Together, they find a historical work from their nation, preferably by a female composer, to be a 

partner-piece and inspiration for their commission.  

I feel lucky that I came across the (fairly well-known) piece by Gambarini, which began with a 

sung aria that appealed to me.  Despite its undeniable European influences, it follows an 

English Art song/performance tradition I am familiar with. For the other nations it was more 

challenging: so few native composers wrote for the keyboard, and if they did, they emigrated 

and/or wrote in an entirely European style. The Irish Ho Hoane, chosen by Yonit Kosovske, our 

Ireland-based performer, cannot be said to have a distinctly Irish character – Grove notes that 

it is ‘deficient in the characteristic features of Irish melody’, but its charm, Gaelic-derived title 

and the Irish connection of the Fitzwilliam Virginal Book to Viscount FitzWilliam of Dublin was 

enough to spark a creative impulse in Evangelia. Despina Homatidou (Wales-based performer), 

having found the Welsh ‘art music’ repertoire rather limited, chose a wonderful, expressive 

folk song, said to have been written by the harpist David Owen (1712 – 1741) as he lay on his 

death-bed at the age of 29. And Lisa, having explored a range of Scots music, chose a folk-song 

personally resonant to her, arranged for harp and voice by Marjory Kennedy-Fraser in a set 

which also contains the well-known Eriskay Lullaby. Given that many of the songs in the set 

tell of mother-love, domestic labour and land-work traditionally carried out by women, it is 

rather wonderful to feel a line of legacy in this female-centric project. 
 

An interesting point was made in our feedback meeting that combining new works with their 

inspirations is an ancient practice – the theme and variations for example, or the inclusion of 

chorales.   

‘Janet’s composition represented a very interesting approach: her music was interwoven with 

an original harpsichord suite by Elisabetta Gambarini. The blending of historical and 

contemporary material was subtle, thoughtful, and unique - a beautiful reminder that ‘old’ 
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music was once fresh and experimental in its own time. That idea resonates deeply with me. 

Placing early and new music side by side feels not only natural but contemporary. This project 

brought that continuity to life, reminding us that invention has always been at the heart of 

musical practice.’ (Katarzyna) 

And we were delighted to hear one erudite audience member in London wax lyrical in the post-

performance discussion about how strongly she had felt the link between the past and the present, 

feeling very engaged by both.  

3. The artists work together on the planning and preparation of the piece.  Given the educational 

impetus for this project, this collaboration time was important to me and the project, so the hours 

were budgeted and funded as genuine work hours.  
 

As intended, the composers benefitted enormously from this one-to-one time with the 

harpsichordists.  
 

‘I was very excited as [writing for the harpsichord] was something completely new for me... 

Working with a player helped me to discover the range of colour, and learn how to make the 

most of timbral and dynamic contrast. …. It was brilliant to work with Tiffany on this. I brought 

a bag of objects and we just tried them all out to see how it would sound, placing them on the 

strings, tapping the string with them etc. Some surprises emerged, especially the effective 

sound of a golf ball on the strings which became central to the piece.’ (Lisa) 
 

Likewise, Tiffany Vong, her performance partner in Scotland, agrees:  
 

‘We worked really well together in terms of finding out what worked idiomatically for the 

instrument, … For me, just working with a composer in that intense way was quite a new thing 

for me, and it was exciting to go from the composer’s perspective about what they think is 

really essential to a piece, so you want to respect that as well, whilst giving ideas as a 

performer about what the instrument can do - so it’s good to have that different perspective 

and create music together.’ (Tiffany) 

 

 

 

 

 

 

 

 

 

 

 

 

Extract from  

‘dorchadas, duilichinn, 

dòchas’ by Lisa Robertson, 

showing full exploitation of 

the harpsichord’s potential  

for colour and extended 

technique. 
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‘I’ve never slapped the instrument before!’ 
 

A side-product of collaboration between composers and performers – not only in the ‘national 

dyads’ but through a free communication between the whole team – was that a strong level of 

trust and honesty developed. Composers could accept constructive feedback from the performers 

without feeling defensive, and vice versa. For example, one strong theatrical/vocal gesture element 

in Evangelia’s piece felt a step too far for one performer, and a work-around was agreed between 

them in a spirit of positivity and acceptance.  

This collaborative process puts the humanity and reality back into the compositional process – we 

are writing for specific performers and instruments with whom, and from which, we can interact, 

learn and grow. 
 

Katarzyna also commented on the communication with the other performers: 
 

‘Another special element was the exchanges between the harpsichordists. We had rare and 

valuable time to discuss our interpretive choices, share how we approached extended 

techniques, and reflect on our artistic decisions in depth. These conversations created a strong 

sense of mutual learning and shared ownership of the project.’ (Katarzyna) 
 

The interactive and collaborative nature of this project has thus had the expected outcomes – of 

idiomatic, well-written pieces which engage the performers appropriately and excitingly; of 

creating a network of artists; of inspiring composers, and of inspiring performers to work further 

in the contemporary field. It has also had an unexpected and very welcome outcome, as stated by 

Yonit:  
 

‘The Inventions project has inspired me to experiment with new techniques and to listen in 

new ways. I have recently acquired a set of small, colourful bouncy balls, and have become 

rather obsessed with them and play with them for hours. The project has also inspired me to 

begin creating my own new sounds and my own compositions, whereas for a very long time 

(most of my life) I considered myself ‘just a performer’ who interprets other people’s works. It’s 

exciting (albeit a bit daunting) to enter into this more creative, imaginative, and inventive 

sphere of MAKING. I’m in my 50s now, so I guess it's ‘better late than never’. Several of the 

ideas from the Inventions project have expanded my sound world and inspired me to compose 

and record a new contemporary album, hopefully to be released in 2026.’ (Yonit) 
 

4. The performers perform the four new commissions, plus their four partner historical works, 

alongside other works of their choice from their nation or by female composers. We produced 

two concerts in each country: I am very grateful to the whole team for helping to organise the 

events outside England. 
 

This element means that there is a shared core to the project repertoire, but flexibility with the 

rest of the programming, allowing the performers choice and individuality. Despina’s forthcoming 

programme in Wales, for example, includes a piece by Anna Bon and also one by a Greek (female) 

composer, adding another two nationalities to the mix!  I was very happy that three performers 

chose to include a piece by Elisabeth-Claude Jacquet de la Guerre – not only because I enjoy her 

music, but also because she is becoming one of the big names in French baroque music regardless 

of gender – something to celebrate.   
 

 Yonit chose also to perform three pieces by other living female Irish composers, while Tiffany 

chose another arrangement of a Scots tune: Maggie Lauder, from A Collection of most favourite 

Scots tunes with variations for the harpsichord by Alexander Reinagle. Katarzyna, spoilt for 
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choice for English (male) composers, chose Scheidemann’s version of Dowland’s Lachrymae 

Pavan, for its thematic links to the ‘lament’ element of The Irish Ho Hoane and Evangelia’s 

Keening. 

 

 

 

 
 

 
 
 

  

 

 

 

 

 

 
Extract from ‘Keening’ by Evangelia Rigaki, showing the freedom of tempo, 

Pizzicato, lying over the strings, string glissandi, and vocalisation. 

 

‘My body is also an instrument’ 

 

 

 

 

 

 
 
 
 
 
 
 
 
 

 

Yonit Kosovske performing ‘Keening’ on her harpsichord: by Peter Tkach  

1999 after Couchet-Blanchet-Taskin. Artwork by Andrea Tkach. 

 
Three of the four completed commissions employ extended techniques – partly as a result of the 

composers having had the playful, explorative and collaborative sessions with their performers.  
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Consider this description by Evangelia of her piece: 

 

‘Keening is to be performed as ritual - immersive, deliberate, and wholly embodied. The 

performer’s entire body becomes an instrument in relation to the harpsichord: pressing, 

leaning, reaching, drawing sound through gesture as much as through touch. This 

choreography, shaped through close collaboration with Yonit, lies at the heart of both the 

piece and the research. The project created a space in which this physical language could be 

discovered, expanded, and made essential.’ (Evangelia) 

 

For Tiffany, this style of performance was a jump into the unknown: 

  

‘All of this was completely new to me – going from completely nothing to all of this exciting 

soundworld… I’ve learnt so much, while preparing this music. It’s been really eye-opening as a 

performer, now knowing much more about the instrument. I definitely feel more confident 

after the hands-on experience of this project.’ (Tiffany) 

 

All the performers reflected on getting to know, enjoy and appreciate their instruments in a new 

way, opening their minds and extending their performance practice:  

 

‘These unexpected tools unlocked entirely new sonic landscapes, revealing the harpsichord’s 

hidden potential as an instrument of experimental sound-making. These extended techniques 

were not just novel - they were liberating, and they inspired me to continue experimenting in 

my own practice.’ (Katarzyna) 

…and even getting to know themselves a bit better: 

‘I felt like I was stepping into new exciting and dangerous territory… The theatrical elements 

(such as singing, humming, vocalising, lying on strings, strumming inside the instrument or 

walking around the harpsichord) pushed me to consider my body and my voice as instruments 

that are integral to the choreography of the performance.’ (Yonit) 

 

‘No harpsichords were damaged in the making of this music…’ 
 

All performers felt pushed out of their comfort zones with the new techniques, particularly in the 

vocalisations (rendering them vulnerable and exposed) and theatrical elements, but the 

performers felt supported by each other, talking between themselves over WhatsApp about various 

challenges and how to approach them, even down to technical details such as how to lean on the 

strings, how reach inside the instrument while still playing the keyboard….  They also felt a 

protectiveness towards the instruments – worrying about the practicalities of preparing the 

instruments with blu-tack, using golf-balls, elastic bands and violin bow-hair to play the strings 

and so on! But, being able to explore the techniques with the composer - discussing their 

intentions and the resultant sonorities - and then sharing that feedback with the other performers 

(rather than having a piece presented as a fait accompli complete with all the demands), made 

these challenges easier to accept and incorporate into their practice.  

 

The team also noted a rift in the contemporary harpsichord scene both with composers and 

performers, between those who are willing to explore extended techniques versus those who 

refuse, the latter choosing only to play pieces traditionally on the keys. Perhaps a more playful, 

collaborative and hands-on approach could open their minds? 
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Katarzyna Kowalik performing ‘dorchadas, duilichinn, dòchas’ in Durham 
 

Conclusion 
We feel that the project has been hugely successful. Fully funded, with six well-attended 

performances (two in each country), two workshops, several talks/panel discussions and a 

composer opportunity, plus the Welsh engagements this autumn; four engaging and provocative 

new works and a happy, newly emboldened team!  We hope to present further papers and talks on 

the project, as well as continue working together in various combinations on diverse projects, and 

maybe even create a new piece for all four harpsichordists. We sincerely hope that other 

performers will take up these new pieces and their historical partner-pieces, and indeed the idea 

of celebrating regional repertoire, thus opening up the canon a little. 
 

What emerged most strongly from the project was the importance and uniqueness of meaningful 

collaboration that drew on everyone’s skills and talents, along with a genuine trust in challenging 

each other with respect and mutual support.   
 

‘Taking part in Inventions: The Harpsichord Across Time and Borders was an inspiring and 

transformative experience that reshaped how I see the harpsichord, as both a historical and 

contemporary instrument, and as a means of creative and cultural connection. The project’s 

title beautifully captured its spirit: it was about invention in every sense - musical, 

performative, and collaborative - and about bridging past and present, tradition and 

experimentation, across geographical and artistic boundaries.’ (Kataryzyna) 
 

Dr. Janet Oates 
 

Janet Oates is a London-based composer with a PhD from Royal Holloway, University of London, 

currently enjoying devising new music projects, often with a focus on female composers and/or 

historical instruments. She is also a singer and conductor, and works with CoMA (Contemporary 

Music for All) and in further education.  
 

www.janetoates.co.uk 

www.theorbotoday.com/inventions 

Trailer: https://www.youtube.com/watch?v=qNEiw0BnJHA 

 

Note - All photographs kindly supplied by the various performers and used with their permission. 

http://www.janetoates.co.uk/
http://www.theorbotoday.com/inventions
https://www.youtube.com/watch?v=qNEiw0BnJHA
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BOOK REVIEW 

Harpsichord Reimagined 
Resonances in Contemporary Music 

Edited by Jane Chapman and John Palmer 

1st Edition, 2025 028-MC 2025 

ISBN: 978-1-0687122-1-0 
 

I expect the majority of BHS members, and harpsichord 

aficionados in general, relate to the instrument 

principally in its traditional, historical role, via Bach, 

Rameau, Scarlatti et al. There’s no shame in that. But 

the harpsichord has another life too, a remarkably 

vibrant and varied one, in music of the 20th and 21st 

centuries, which is considerably less well known and 

understood on the whole. A few pieces have come 

through to almost the mainstream - revival-era works 

by Poulenc, de Falla, Walter Leigh and Gordon Jacob, 

Ligeti’s remarkable trio of works of the 1960s and 70s 

(including the seminal Continuum), and (in the UK 

particularly) also Stephen Dodgson’s decades-spanning 

books of Inventions.  
 

The contemporary harpsichord world beyond these is less familiar still though, and that’s where 

the subject of this review comes in. Harpsichord Reimagined is a collection of contributions by 

composers and performers pivotal in this fascinating field, exploring in depth a repertoire that’s 

considerably broader, often more experimental and challenging, and more up-to-date.   
 

Harpsichord Reimagined is edited jointly by Jane Chapman and John Palmer. Chapman will be well-

known to many as a phenomenally versatile performer, and is also undoubtedly the most 

influential commissioner and dedicatee of avant-garde pieces in the UK. Palmer is a composer, 

musicologist and performer whose works often incorporate spatial, spectral and eastern 

philosophical elements. Jane Chapman’s opening chapter ‘Harpsichord and its Personae’ is 

absorbing, simultaneously eclectic and sensitive to a broad range of aesthetic values - she tackles 

avant-garde techniques, electronics, old-meets-new and west-meets-east sensibilities, and other 

less obvious aspects of technological influence. In a separate chapter she is in conversation with 

the composer Mike Vaughan about his piece In Memoriam (layer 6), which employs a notably 

complex, interactive live electronics element. John Palmer writes extensively about his own 

substantial works for harpsichord, and contributes two more conversations, with performers 

Mahan Esfahani and Kristian Nyquist.  
 

A further 11 of the book’s 20 chapters are given over to composers discussing and presenting their 

works and approach, sometimes in considerable detail. The stylistic span is vast, from Graham 

Lynch’s sonorous tonalities, to Hope Lee’s cross-cultural explorations rooted in Chinese musical 

practice, and Paul Whitty’s experimentalism. Two chapters are essays by specialist performers of 

contemporary music - a wide-ranging and quite provocative piece by the Canadian Vivienne 

Spiteri, and an examination of the 2009 GG Concerto of Hanna Kulenty by Netherlands-based 
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Gośka Isphording. Pamela Nash adds an introduction to the highly influential work of Isphording, 

that in many ways continues a line, to the present day, that originated with Elisabeth Chojnacka 

and Annelie de Man (who established the biennial festival and competition for new harpsichord 

music that takes her name). Nash is also in conversation with the distinguished Vienna-based 

performers Maja Mijatović and Sonja Leipold. 
 

Taken altogether, Harpsichord Reimagined paints a rich, detailed picture of the contemporary 

harpsichord world as it exists now, through the words of some of its most important living 

proponents and practitioners. That latter aspect alone makes the book invaluable for performers, 

composers and listeners looking to expand knowledge and understanding of this world as it is 

today, as opposed to how it was half a century ago, say. The character and form of chapters differ 

wildly, but this adds welcome individuality, variety and richness to the whole, and also helps avoid 

an unduly scholarly or academic tone. Many notated musical excerpts are included, along with 

frequent references to recordings, YouTube videos and other website resources. Exploration of 

these by readers, perhaps supported by Jane Chapman’s excellent 2009 NMC album Wired, as a 

starting point, could open up many days of further discovery and study. One could wish for a 

multi-media, web-based offshoot to the printed material here - typing in long, occasionally 

arbitrary URLs to access a video does not feel very 21st century. It would help with some score 

excerpts too - while these are always useful and instructive, and plentiful, a few are too small to be 

of much use. 
 

What the book is not, incidentally, is an exhaustive or consciously inclusive survey of 

contemporary harpsichord music. Perhaps unsurprisingly Ligeti comes up several times (not least 

in the context of Paul Whitty’s seven pages, a registers-off treatment of Continuum) and there is 

passing mention of a few other important and accessible works like Louis Andriessen’s Overture to 

Orpheus. These are useful references to what are cornerstones of the contemporary repertoire. 

However, readers entering this world for the first time will still need to discover the likes of Rhian 

Samuel’s Copper Ribbons and Silver Threads, Takemitsu’s Rain Dreaming, James Dillon’s fiendishly 

hard Birl, and Karen Tanaka’s Jardin des Herbes by other means, to say nothing of Gavin Bryars and 

Michael Nyman. There is also no attempt to put what is included into any broader context, such as 

distinguishing between individual schools of composition or aesthetic. The editors explain this is 

a conscious decision though, and I did not judge it a weakness: I enjoyed the diverse and 

sometimes surprising juxtapositions of ideas that emerge, and perhaps rigid categorisation is 

anyway less helpful and relevant in a 21st century age of musical pluralism and globalism.  
 

Some works in the contemporary harpsichord repertoire are not easy listens, and to dive into 

much of what is described in Harpsichord Reimagined is to enter turbulent, challenging waters. It 

might not be for everyone… However, for intrepid performers and listeners interested in the music 

of our own time, and for composers motivated by the unique timbral and aesthetic qualities of this 

‘old’ instrument, this is an important, invigorating, essential book. 
 

Robin Bigwood  
 

Robin has played harpsichord with most of the major period instrument ensembles in the UK, with Britten 

Sinfonia and Scottish Ensemble, and is a member of ‘La Serenissima’ and ‘Passacaglia’. He teaches 

harpsichord and continuo at Royal Birmingham Conservatoire. Also active in the field of music technology, 

Robin is an award-winning sound engineer and producer, and has for nearly 25 years been a regular 

contributor to the recording industry magazine ‘Sound on Sound’, often reviewing cutting-edge electronic 

instruments and production tools. 
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•••   RELEVENT ARTICLES IN PREVIOUS EDITIONS OF SOUNDING BOARD   ••• 
 

 
SCARLATTI and SPAIN 

 

Issue No.4 May 2011 

New findings on the possible origins of the Scarlatti Sonatas in Münster- the role of Antonino Reggio             

ANTHONY HART 

 

Issue No.12 May 2018 

Programming Spanish Keyboard Music Repertoire  

SOPHIE YATES 
 

Scarlatti’s Contemporaries in Spain  

MARTA LÓPEZ FERNÁNDEZ 
 

Granados and Scarlatti  

BARRY IFE 
 

Learn to prelude in Spanish from Antonio Soler’s ‘Llave de la modulación’  

PENELOPE CAVE 
 

Twenty Seasons of FIMTE 

LUISA MORALES 
 

Review, ‘Chris Hail, A new look at the sonatas of Domenico Scarlatti’ 

BARRY IFE 

 

Issue No.13 August 2019 

Narrative Archetypes in the Biography of Domenico Scarlatti  

BARRY IFE 
 

 

 

CONTEMPORARY HARPSICHORD MUSIC 

 

Issue No.1 January 2010 

‘Multiplier’ Contemporary works for two harpsichords  

PAMELA NASH 

 

Issue No.3 November 2010 

Writing Harpsichord Music Today.             

RAYMOND HEAD 

 

Issue No.9 August 2015 

Composing and Performing New Harpsichord Music  

GRAHAM LYNCH & ASSI KARTTUNEN   

 

Issue No.11 August 2016 

‘Leading the Charge: Women and the Contemporary harpsichord’  

Various articles, Guest editor for this edition- 

PAMELA NASH 
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Issue No.14 June 2020 

Writing for the Harpsichord:  one Composer’s View  

MARK JANELLO 

 

Issue No.17 December 2021 

Teaching contemporary music for harpsichord in Amsterdam  

GOSKA ISPHORDING 
 

New Music for the Virginals  

FRANCIS KNIGHTS 

 

Issue No21 August 2024 

Composing in the Language of the Past  

PENELOPE CAVE 
 

Another modern work for Virginals; Horace Randerson's ‘Laura's Fancy’  

FRANCIS KNIGHTS 

 

 

•••   A CORRECTION   ••• 

 

We had the following note from a member referring to the Andrea Goble tribute in Sounding Board, Issue 

No. 22, November 2024.   

 

‘I had the privilege of working at the Goble workshop from 1972 to 1978. Those were formative years 

for me, and I have many fond memories of working alongside Andrea and the team.  David Wright had 

been an apprentice there but had already left the workshop before I began working there in 1972.  

For this reason, I noticed an error in the captions of two photographs within the memorial. The individual 

identified as David Wright in the photo on page 5 and again on page 13 is actually me, Paul Tomlin. If I 

recall correctly, these photographs were taken by the Oxford Times at around that time.’ 

 

The photographs with corrected captions are shown below 

 
 

 the Goble workshop, 1973,  

 l to r:  Robert Goble, Andrea, Paul Tomlin, Peter Keen, Peter Šarac,  

Stuart Perrin and Elizabeth Goble   

(photos courtesy of Bernard Goble) 

 
 

 
 
 
 
 

 
 
 

                         Goble workshop. l to r:  

                         Stuart Perrin, Peter Keen and Paul Tomlin 
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