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Free Paper Sessions

FP1. Spanish repertoires and practices

From theatre to street: the role of the organillo in shaping Madrid's musical identity in the Late 19"
century

Andrea Garcia Torres (Universidad de Alicante)

The popular instrument known as organillo in the Spanish music street has been tightly linked with the
imaginary of the "old Madrid" music by the end of the 19" century. The same repertoire performed in
theatres and balls was played afterwards on squares and streets of the capital using these gadgets.
Particularly noteworthy was its relation with a specific type of theatre, a kind of short plays called
"género chico", whose attachment is stronger due to the intrinsic properties of the music, plots and the
popularization of this busking practice, all this despite the fact that organillos existed previously and were
linked in the first moments with Italian busking musicians. Even though it is common to think about
organ grinders such a specific type of street music players, fully attached to the aesthetic of Madrilenian
popular sonic identity, it was another cultural fashion imported from Europe that proves again the
connection with other capitals.

While scholarly attention to organillos and busking music has primarily focused on other European and
American cities, a reevaluation of late 19" Century press and theatrical productions reveals the organillo's
prominence in Madrid's cultural landscape. The instrument featured prominently in local playwrights'
works, showcasing a repertoire centered on traditional urban dances, opera arias, and zarzuela romanzas
that captivated audiences with huge success. Likewise, organ grinders have served a crucial
democratizing role too, by disseminating widely recognized melodies, prevalent in esteemed theatres,
onto the streets. However, its omnipresence was not without controversy, as its incessant presence often
perturbed residents, prompting regulatory measures from authorities aimed at curtailing its performances.

This study aims to show the relevance of the organillo in the open-air scenarios outside the theatres,
paying attention to the correlation between both, in terms to check the popularity of the music repertoire.
Moreover, it underscores the pivotal role played by organ grinders in disseminating internationally
acclaimed musical themes to pedestrians and neighbors, subsequently influencing the creation of new
theatrical one-act popular works written by local authors. Ultimately, this work aims to shed light on the
multifaceted factors contributing to the organillo's elevation as a prominent musical symbol of late 19"



Century Madrid, transcending its negative associations to underscore its integral role in the city's cultural
tapestry.

The Tune of Folias de Espana in Catalan Popular Songs from Eighteenth Century
Laura Planaguma Clara (ICCMU)

A significant number of Catalan manuscript songbooks from the Eighteenth century have been preserved,
testifying to a vibrant popular singing tradition that is still little known. These songbooks contain only the
lyrics of the songs, but not their music, which has led to their marginalization in musicological studies.

Fortunately, some of the melodies to which these songs were performed are known, as they are indicated
with the expression "to the tune of". This paper examines songs with the designation "to the tune of Folias
de Espafia" found in Catalan literary manuscript songbooks from the 18™ century.

Richard Hudson distinguishes between the early folia and the later folia. The former, mentioned by
Salinas in 1577, would be of Portuguese origin but would become popular in Spain and reach Italy around
1600. The later emerged at the French court and spread throughout much of the European continent,
including Spain. As demonstrated in the works of Ramoén Pelinski, Pepe Rey, and Giuseppe Fiorentino,
Renaissance and Baroque folias manifested in various forms within vocal performance. The Catalan vocal
folias found are more modern and possess distinct characteristics that warrant thorough analysis.

The first objective of this paper is to determine what these Catalan songbooks are referring to when they
mention the "folias de Espafia'. Secondly, a musical reconstruction of these songs is proposed. Finally, the
transformation and polysemy of this term has influenced the Catalan imaginary associated with the
concept of "folia', so it seems appropriate to examine the intertextual processes—both literary and
musical—in these songs, which will contribute to a deeper understanding of the creation, dissemination
and cultural significance of popular songs in the Eighteenth century.

Negotiating Urban Musical Culture in Barcelona's Domestic Concerts (1760-1808)
Lluis Bertran (ICCMU)

The subscription concert held in domestic settings has recently emerged in scholarly research as a key
component of elite leisure in late eighteenth-century Spain. In response to the scarcity of public concerts
and the institutional control of theatres, domestic concerts appear to have constituted a primary site for
musical and cultural negotiation—albeit one that remains relatively understudied. Drawing on the
exceptional richness of certain local sources, this study explores domestic concerts in Barcelona between
1760 and 1808. A defining feature of these gatherings was their diversity—of repertoires, participants,
and attitudes. As a site of contact among representatives of opposing—and even incompatible—spheres,
including singers from opera companies, ecclesiastical musicians, amateur performers, itinerant virtuosi,
and both local and foreign audiences, the domestic concert gave rise to numerous conflicts. Examining
these conflicts offers insight into the challenges of articulating musical culture in a Mediterranean city at
the end of the Ancien Régime. These events involved the negotiation of competing concert
formats—public versus private—; the legitimacy of emerging repertoires, often tested in domestic
settings before reaching churches or theatres; the evolving roles of women, situated between social ritual
and the emergence of celebrity; and, after 1789, the very viability of a shared cultural framework within
elite leisure practices amidst growing ideological tensions. Though concealed behind the solid walls of
urban palaces, the domestic concert can hardly be seen as a private phenomenon in the modern sense;
rather, it served as the very site where the orientation of urban—and even regional—musical culture was
actively negotiated.

FP2. Music Recording and Recorded Repertoires

Dalmatian Music Reimagined: Understanding Transformations
Dora Dunatov (The Institute of Ethnology and Folklore Research Zagreb)

Like much of the Mediterranean, Dalmatia has become a globally sought-after tourist destination over the
past century. Along with its sun, sea, wine, and olives, it offers the distinctive sound of Dalmatian
"klapa"—a traditional vocal ensemble deeply rooted in the region. The klapa repertoire reflects a range of
influences, e.g. Italian canzone, church music, the brass band tradition, non-tempered musical expressions
of the Dinaric Highlands, and traditional urban canons from former Yugoslav republics. This stylistic
diversity highlights an extensive network of trade, migration, and cultural exchange typical of regions
bridging the mainland and the "wide world".



Using klapa—Dalmatia's representative musical expression—as lens for understanding, I aim to offer a
broader perspective on how music evolves in region with pronounced regional identity, rich cultural
exchange network, and strategic political position. Drawing from my dissertation that combines economic
and historical (ethno)musicology, this paper focuses on the repertoire of Yugoslav 78 RPM gramophone
records (1926-1960) that spread with the rise of radio as the primary medium for disseminating the sound
of the "new" Dalmatia present today. The transition from "old" to "new" Dalmatian sound involves changes
in choice of musical instruments, vocal arrangements, and musical genres. I place these changes within the
socio-political context of the turbulent 20™ century, considering the commercial success of Yugoslav record
labels and the state's role in shaping Dalmatian music as part of political and tourism strategies.

Yugoslav efforts to create a "new" Dalmatian sound through records, radio and festivals also served to
construct a regional identity tied to the Mediterranean "Southern myth" emphasizing themes of romance,
passion, and musical superiority. Once identified, I challenge the prevailing stereotypes by contrasting them
with the harsh realities of life on Dalmatia's rocky landscape, marked by war, political conflict, disease,
and mass migrations across the Atlantic.

Musical Bridges Across the Atlantic: Forgotten Artists and the Transoceanic Circulation of Lusophone
Music in the Early 20" Century

Juliana Pérez Gonzalez (Fundacdo de Amparo a Pesquisa do Estado de Sao Paulo)

Throughout the 20" century, phonographic industries unprecedentedly intensified the circulation of music
between countries and territories with Lusophone heritage. Local music genres such as samba and maxixe
in Brazil, and fado in Portugal, were promoted through musical industry to the symbolic status of national
music, becoming part of a vast and complex system of transoceanic circulation. This presentation will
address two musicians who played a key role in building sonic bridges between Brazil and Portugal during
the early phase of phonography, whose trajectories are largely forgotten due to technological obsolescence.
These are artists whose productions actively contributed to the construction of shared sonic imaginaries and
who moved between Portuguese and Brazilian artistic contexts in the early decades of the 20" century,
participating in the emerging entertainment industry. The presentation is part of the project Liber Sound:
Recorded Music, Transcontinental Experiences, Connected Communities, which proposes the liberation of
musical heritage stored in obsolete sound carriers with the aim of providing memory reactivation through
innovative archiving processes. The project was developed at INET-md of the University of Aveiro
(Portugal).

Entangled between hardware and software infrastructure: Assamese Popular music making in studios
in Guwahati, Assam, India

Dishanka Gogoi (University od California, Merced)

Recording studio is the rite to passage in popular music production from its inception. Be it for voice
dubbing, live instruments recording or mixing and mastering "recording studio" is incessantly "in between"
after a composition is made and its release as a popular song to the listeners. Situating "recording studio"
as the hardware infrastructure of making of popular music, paper will take an ethnographic journey into
popular music production scene of Assam. Paper emphasizes primarily how recording studio is assemblage
of musicians, audio engineers and technologies which proliferates popular music scene. That echoes what
Brian Larkin in Signal and Noise: Media, Infrastructure, and Urban Culture in Nigeria refers
"Infrastructure to the totality of both technical and cultural systems that create institutionalized structures
whereby goods of all sorts circulate, connecting and binding people into collectivities". (Larkin 2008, 6).
But paper along with it, from the vantage point of making music which always has been profoundly and
primitively collective, further follows Tim Ingold's thesis of "making is a correspondence between maker
and material in case of art" (Ingold, 2013, xi) in Making Anthropology, archaeology, art and architecture
inversely argues it is the collectiveness of musicians that enduing recording studios (read infrastructure
here) and recording studios as audio infrastructure rendering Assamese popular music making. What
musicians engage with contemporary audio technologies in recording studios which I call hardware
infrastructure and the technology which formulate sound i.e. timbre of Assamese popular music which I
call software infrastructure i.e. Virtual Studio Technology (VST) is an audio plug-in software interface.
Finally, paper will argue translocality and its discontents, describing VST plugins made from abundance of
resources in technological center in Global North like Steinberg Media Technologies GmbH, a Hamburg,
Germany based musical software and hardware company is creating songs of scarcity in periphery of Global
South like Guwahati, Assam, India.



FP3. Performers: Exile and displacement

Mediterranean-Andean music during the exile of Inti-lllimani in Italy (1973-1988): Blend or
displacement?

Juan Pablo Gonzalez (Universidad Alberto Hurtado)

The prolonged exile in Rome of the Chilean new song group Inti-illimani (1967-), slowly but intensely
linked the band with the Italian Mediterranean culture, with which Chileans had had little direct contact.
After feeding their curiosity with these new sonorities, instruments and genres, the band's director, Horacio
Salinas, began to compose Mediterranean-inspired instrumental music to incorporate into Inti-illimani's
concerts and discography. He and the group did so by combining their Latin American instrumental and
sung repertoire, strongly influenced by Andean music, with the new Mediterranean repertoire, using the
first and/or last track of three of their albums to place it. Thus, they seemed to leave their native music
framed by the sounds of exile. This happens in the albums Palimsesto (1981), Imaginacion (1984), and
Andadas (1993). With this last one they entered the category of World Music on Billboard. In Europe, Inti-
illimani had emphasized the composition of instrumental music to overcome language barriers. Pointing
out that they were making "folklore from an imaginary country”" the group used their own Andean
instruments to perform and record their new Mediterranean repertoire, with the guitar as a common element.
They did not seek mixtures, but rather displacements, as Violeta Parra did in the mid 1960's. In this paper,
I focus on the following three problems: the processes of adaptation of Mediterranean music to the Andean
ensemble proposed by Inti-illimani; the discourses that legitimize their procedures of elaboration of
folklore; and the reception and destiny in Italy and Chile of this new Mediterranean-Andean repertoire.

Italian Arab Musical Encounters (1880s-1930s): Sound and Power
Salvatore Morra (University of Cambridge)

This paper concerns the histories of mobility and movement in the Mediterranean through music. It aims
to address musical exchanges between Italians and Tunisians that followed French occupation (1881) and
between Italians and Egyptians developed during Italian migrations (1920s). Firstly, through several
fieldworks in Tunis (2015-2017) and Marseille (2023), and archival research, focusing on the Italian family
of musical instruments seller—the Scotto (1927-1960s)—and its interaction with Tunisian instrument
makers such as the Bellasfar family (1930- now), I will show how Italians contributed significantly to an
exchange of knowledge, skills and craftsmanship during the protectorate era. Secondly, I will focus on
Teresa De Rogatis (1893-1979), Neapolitan composer and musician who lived in Egypt for more than forty
years (1921-1963) and explore how Italian music became a principal component of élite entertainment in
Cairo. What can we learn by re-examining Italy's early twentieth century music history, as an example of
Europe articulated in an Arab-Ottoman/British imperial context? By exploring the phenomenon of
collective memory as it is revealed through musical activities, this paper investigates new complex
networks of inter-cultural and intra-cultural exchanges in the Mediterranean that are not defined by
postcolonial/global boundaries.

Negotiating Artistic Identity in the Context of Migration and Exile: The Case of Clara Haskil
Cristina Eleonora Pascu (Gheorghe Dima National Academy of Music, Cluj-Napoca)

Clara Haskil was one of the most important pianists of the 20" century and the first prominent Romanian
pianist. Growing up in a politically and ideologically fragmented Europe permeated by nationalist
ideologies that promoted eugenics and marginalized Jewish communities, Haskil's identity as a Sephardic
Jewish musician placed her at the intersection of many cultural and social challenges that dramatically
shaped her journey. Forced to leave Romania, she studied in Vienna and Paris, took refuge in Marseille,
and finally settled in Switzerland, where she was supported by her patron and manager, Michel Rossier,
and became part of Charles Chaplin's social circle.

In a context of migration and exile, Haskil reconfigured her artistic identity beyond national schemas to
embody an inter-national, even supranational identity. It is this artistic identity that I will analyze, drawing
on Judith Butler's notion of "performative identity". Butler defines a musician's identity as a fluid construct
that is negotiated over time through repertoire choices, interpretative style, audience interactions, and so
on. Haskil's commitment to the classical repertoire (Mozart, Beethoven) reflects a particular artistic
sensibility and an intimate, introspective approach to performance. Known for her reserved and
introspective demeanor, Haskil conveyed a profound sensitivity and intimacy in her interpretations. She
didn't just interpret music; she projected an image of herself through gestures, stage presence, and
performance style that contributed to the construction of her artistic identity.



I will argue that Haskil's identity was an ongoing negotiation of what Homi Bhabha has called "cultural
hybridity". By mapping her trajectory as a resistance to prejudices, nationalist ideologies, and gender
stereotypes, it will be possible to shed light on how music served as a transcultural space in which her
identity as a performer was constantly redefined within the framework of migration, exile, and refuge.

FP4. Tourism and Music in the Spanish Mediterranean

"Sol y sal": music strategies regarding Mar Menor's ecocide
Ugo Fellone (Valencia Internactional University)

Located in the Southeast of Spain, the Mar Menor is the biggest coastal saltwater lagoon of Europe. Since
at least 2015, due to a mix of various anthropogenic causes, it has faced a big ecological crisis, with two
mass deaths of fauna in 2019 and 2021 due to the eutrophication of its waters. This intervention analyzes
the musical responses to the Mar Menor ecological crisis. Focusing on different collective actions, such as
the song Sol y sal or the background music of different awareness campaigns, it will be analyzed how music
is instrumentalized in the struggle for the hegemony of the climate imaginaries defined by Levy and Spicer.
Specifically, it will highlight how the techno-market and sustainable lifestyles imaginaries display
contrasting musical strategies in order to win the public opinion. Despite the mainstream support of the
later, it is undoubtable that it deploys a difficult and contradictory balance between a focus on the impact
of agricultural nitrate discharges (the main cause of the crisis) and a call for action rooted on the evocation
of an emotional attachment to the lagoon created by uncontrolled and unsustainable tourism. This is
paralleled in the way that much of the music under study presents, following Timothy Morton, a sentimental
approach complicit with the consumerist appropriation of nature under capitalism, that contradicts the aims
for solutions that question the Anthropocene, such as granting the lagoon the status of "legal person".
Implicit to this research it is a wider discussion about the relationship established by music and
environmental protest in Spain, with changing ecological-generic alliances that talk about the way in which
both fields transformed over time.

When Spain courted tourists: Music in the tourism promotion magazines of the first half of the 207
century

Cristina Urchueguia (Universitat Bern)

While in countries such as Switzerland and France tourism had already been consolidated in the 19 century
as an economic and cultural vector, at the beginning of the 20" century in Spain tourism was still an
incipient, marginal activity lacking public regulation or organized national promotion. However, it was
beginning to attract the attention of both political agents and businessmen at a municipal or regional level,
since it promised a double benefit: economic and reputational. It was hoped to simultaneously attract
foreign currency and demonstrate to visitors—representing the world—that Spain was not the defeated,
backward and inquisitorial country that the black legend and romantic novels propagated, an image that the
catastrophic end of the colonial adventure had finished off. While it would take until the end of the 1940s
for politics to establish operational management and regulation instruments at national level, the private
initiative of cities that already had a certain tourist influx such as San Sebastian, Malaga and Barcelona, as
well as those such as Madrid or Zaragoza that wanted to attract foreign tourists, encouraged the creation of
a network of entrepreneurial associations that were agile, sharing an innovative business vision, with an
eye on the international market. This network expanded steadily from the 1910s onwards until it achieved
national coverage.

Initially, they chose different names—"Society for Attracting Foreigners", "Promotion of Tourism",
"Syndicate of Initiative and Tourism" etc.—but the objective was common: to create a lobby to defend their
interests in the face of political regulators, to share knowledge about the industry, to learn about and
implement modern tourist products and services, as well as to create links beyond provincial and national
borders. Some of them, such as the "Sociedad de Atraccioén de Forasteros de Barcelona" or the "Sindicato
de Iniciativa y Propaganda de Aragon" published periodical journals to publicize the beauties and
curiosities of their respective cities and regions. Likewise, international agencies such as Thomas Cook
published tourist magazines for the Spanish-speaking market. This communication aims to take the musical
pulse of pioneering magazines for promoting tourism such as Gran Vida (1903-1936?), Barcelona
Atraccion (1911-1954), La Revista de Viajes (1924-1936), Aragon (1925-1968), or Paginas de Turismo
Nacional (1945-1946). The first began its journey as an organ of the Sociedad Hipica Espafiola but
gradually broadened its horizons to include tourism and the arts, the second was born as a magazine for
tourists and the last already shows an institutional character. What kind of music is mentioned in them, how
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is music advertised and used as a tourist attraction? What was the origin and course of the aesthetic-musical
premises we found? These and other questions will guide the presentation.

Traditional music in the Pitiusas Islands: towards a sustainable genre

Ana Fernandez Ferrer (Conservatorio Superior de Musica de Castilla y Leon)

The islands of Ibiza and Formentera, especially after the Spanish Civil War, underwent a series of social,
political and economic changes that influenced the panorama of traditional music, leading to the almost
total disappearance of the practice and performance of much of its repertoire, which subsequently forced
them to initiate a process of recovery and safeguarding of this.

This recovery and promotion of the repertoire was especially driven by the need to reinforce Ibizan and
Formentera identities in the face of a globalized world and mass tourism. This process provoked changes
in the repertoire that came to modify its nature and the way of expressing musical culture, and gave rise to
the revival movement, as well as an alteration in the collective imaginary of Ibiza and Formentera.

On this basis, the proposal is to analyze the evolution of the construction of identity linked to the repertoire
of traditional music from the early twentieth century to the present, from the identity linked to a social and
economic class, to become a tool against a massive influx of people and what that entails, and how this
evolution has affected the musical genre.

In addition, projects created to ensure the sustainability of the traditional music genre will be exhibited,
such as the new digital archive, Canconer de les Pitiiises, promoted by the Institut d'Estudis Eivissencs,
and other projects linked to it. These projects seek to promote music through dissemination, education and
research.

FP5. Musical iconography from art to industry

Exploring Early Modern Spanish Musical Imagery through Digital Tools
Gaia Prignano (Universitat de Barcelona)

This presentation outlines the initial developments of In-Music: Interactive Tools for the Study and the
Enhancement of Music Iconography, a project supported by a 2024 Marie Sktodowska-Curie Actions Post-
Doctoral Fellowship and hosted by the DIDPATRI research group at the University of Barcelona.

Bridging historical musicology, music iconology, and digital humanities, /n-Music aims to provide scholars
and cultural institutions with interactive resources for studying and engaging with music-iconographical
heritage. At its core is the development of a semantic database designed to facilitate interdisciplinary
research and support the creation of digital tools that enhance accessibility in educational and museal
contexts.

Focusing on Early Modern Spanish musical imagery, In-Music places particular emphasis on the former
territories of the Crown of Aragon. By mapping and structuring visual sources from this historically
interconnected region, the project not only sheds light on Iberian musical culture but also encourages
comparative, transregional, and diachronic analysis for broader exploration of music-iconographical
themes across the Mediterranean.

Eight months into the project, this paper will present an overview of the sources compiled and the initial
structure of the database, reflecting on methodological challenges and preliminary insights that have
emerged from the research.

A New Book on Qajar Music and Art in Iran: ‘Amalajat-i Tarab-i Kasa (Exclusive Royal Musicians)

llnaz Rahbar (Faculty of Civil Engineering, Architecture and Art, Art Department)
This presentation explores my book's content, research process, and the historical significance of two Qajar-
era paintings depicting musicians.

The book ‘Amalajat-i Tarab-i Kasa (Exclusive Royal Musicians) examines two paintings related to music
from the Qajar period (1794-1925), during the reign of Naser-al-Din Sah (r. 1848—1896). The first painting,
‘Ali-Akbar Farahani va Sagerdana$ (‘Ali-Akbar Farahani and His Apprentices) by Abu'l-Hasan Gaffari,
also known as Sani‘-al-Molk (c. 1813—-1866), is currently located at an unknown site. The second painting,
‘Amala-i Tarab (Royal Musicians), by Mohammad Gaffari, also known as Kamal-al-Molk (c. 1848—1941),
is housed in the Golestan Palace in Tehran.
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Sani‘-al-Molk's painting portrays the court musician ‘Ali-Akbar Farahant with his renowned tar, named
Qalandar, surrounded by seven of his apprentices. Due to the absence of the original painting, the analysis
relies on photographs taken by Bahman Boustan, images available in various historical sources, and a
postcard. In the image, some apprentices are identified through historical sources, while others remain
anonymous.

Kamal-al-Molk's painting depicts fifteen individuals, five of them are playing musical instruments (santur,
kamanca, tar, tombak, daf). A dancer lying on the ground holds a pair of small cymbals, which are barely
discernible. The painting also features three young male dancers. The names of three musicians are
mentioned in historical records, but the names of the fombak and daf players are not specified.

The book analyzes the context and dating of the paintings, the depicted musical instruments, the
identification of the musicians, and the sociocultural factors significant to music-making during the Qajar
period, as well as the implicit meanings of the paintings. Given its multidisciplinary approach, this book
will interest both scholars of Qajar music and art historians specializing in painting and photography.

Musical iconography in nineteenth-century Brazilian illustrated periodicals: the first phase of the Revista
lllustrada (Rio de Janeiro, 1874-1889)

Mario Alexandre Dantas Barbosa (Colégio Pedro II)

This paper presents a survey of images (lithographs) related to music that were published in the issues of
the Brazilian illustrated periodical Revista Illustrada. Based in Rio de Janeiro, this periodical had a notable
activity, existing for over two decades and having a record breaking circulation in Latin America. Its first
phase ranges from its founding in 1874 by the Italian-Brazilian Angelo Agostini (Vercelli, 8/4/1843 - Rio
de Janeiro, 28/4/1910), who was also its main illustrator during this period, until 1889. Angelo Agostini
became famous as a graphic artist during the Second Reign of the Empire of Brazil, and his production at
the head of Revista Illustrada, encompassing a point of maturity of his style, mainly in the genres of
cartoons and portraits. The outcomes presented here are the result of a detailed survey that aimed to identify
all occurrences of images related to the theme of music, facing the challenges of systematizing data related
to a set that is surprising in quantitative terms and expands, on the one hand, the approach to the relationship
between music and periodicals, focusing specifically on iconographic elements, and, on the other, the
approach to musical iconography itself, prioritizing a portion that lacks studies in the area. The Volpe
methodology, applied in the systematization of data, has demonstrated its efficiency in previous works,
dedicated to this and other textual typologies of musical journalism, and allows us to advance in the
tabulation of results by analytical categories, in order to direct the following stages, which encourage
interdisciplinary efforts to approach interpretative questions in this relevant iconographic-musical
production. This work is part of a larger project that aims to cover the second stage of the same periodical,
as well as extend its action to other similar periodicals.

FP6. Opera: (Post)colonial reception

Opera in Colonial Vietnam: Symbol of Power and Authority?

Simone Caputo (Sapienza, Universita di Roma)

Material expressions of power function as fundamental instruments of empire, creating controlled
environments that encompass both colonizers and colonized. It is therefore unsurprising that the French
administration in Indochina, between the 19" and 20™ centuries, undertook expensive construction projects
to solidify their authority over Southeast Asia, including the establishment of theaters in Hanoi, Haiphong,
and Saigon, designed for the performance of opera and operetta (Kleinen, 2014). These performance venues
served multiple purposes. Their architecture symbolized France's technological superiority, while the
productions exalted French culture. Together, opera and the opera house embodied both the illustrious past
of the metropole and the triumphant future of its empire. The case of Hanoi is particularly revealing.
Although opera activities began in the late 19" century, it was only in the early decades of the 20" century
that the city established a regular opera season. By recreating a semblance of French cultural life in this
distant corner of Southeast Asia, colonial officials sought to strengthen ties with Europe and affirm their
civilizing mission (McClellan, 2003). However, transportation difficulties—both internal, via river routes,
and external, as touring companies endured long and exhausting journeys from the Mediterranean to the
Gulf of Tonkin—along with exorbitant costs and the indifference of the local Vietnamese population,
underscored Hanoi's isolation. Many years later, following a prolonged period of war and political
upheaval, that cultural divide has narrowed. Today, the vitality with which Vietnamese institutions and
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musicians perform and hybridize the Western classical repertoire reflects a dynamic engagement with this
once-imposed tradition.

The Italian Opera Business in South America: A Study in Migration, Colonialism, and Transculturation
in the Second Half of the Nineteenth Century

Miranda Tagliari R N Sousa (University of Pittsburgh)

In her Music in Imperial Rio de Janeiro, Cristina Magaldi describes Italian opera as an "enduring force in
European colonialism". During the nineteenth century, European companies populated opera theaters in
Latin America, bringing with them the belief that opera had the power of elevating or modernizing its
audiences—a particularly important feature to local elites trying to escape racialization and otherization by
external powers.

The aim of this work is to examine how the transnational traveling opera circuit operated in the post-colonial
nations of Latin America during the second half of the nineteenth century, particularly in the triangle Rio
de Janeiro-Buenos Aires-Montevideo. While these companies impacted the identitarian formation of South
American nations by promoting the diffusion of European musical and ideological ideals, they also had to
make a multitude of adjustments in their business model to make it thrive in the region—like using derivative
arrangements for voice and piano, or the performance of opera in events that mixed the genre with dance
musics, some of them with African influences. Particularly in Brazil, Italian opera was also implicated with
remnants of colonialism, sometimes exploiting the labor of enslaved Black musicians and choir singers in
their regional productions. In this sense, Italian opera presence in the region may have been much more
diverse, multi-racial, and transcultural than the categorization as a "force in European colonialism" may
reveal. Migration and the growth of Italian communities, as well as racial theories that perceived European
presence in the region as a way of improving population profile by whitewashing also explain the preference
for a music genre that represented European whiteness. Drawing from a decolonial framework (with
particular emphasis on works by Anibal Quijano and Walter Mignolo, but also with contributions from
feminist decolonial scholars like Maria Lugones), this paper intends to examine how colonialism, racial
theories, migration and diaspora modified the business of traveling opera in South America, while
highlighting the participation of a racialized workforce that has been overlooked and marginalized in Latin
American musicology.

Transoceanic Orpheus: aesthetic-musical experimentalism from opera to Brazilian carnival
Maya Suemi Lemos (Universidade do Estado do Rio de Janeiro - UER)J)

In 1956, the play Orfeu da Conceigdo, by poet and composer Vinicius de Moraes, premiered in Rio de
Janeiro, featuring music by Tom Jobim and modernist sets by Oscar Niemeyer, performed by the Teatro
Experimental do Negro company. The text, transposed the mythical episode of Orpheus and Eurydice to
the Rio carnival and was later adapted into film Black Orpheus (1959), directed by Marcel Camus. The
soundtrack, composed by Tom Jobim, Luis Bonfa, Vinicius de Moraes and Antdonio Maria, contains
elements of the emerging Bossa Nova, and achieved wide transoceanic circulation. The frenetic percussive
rhythm stands out in the score, supporting the visual and choreographic frenzy that aesthetically marks the
production. Often criticized, and rightly so, as a stereotyped and unrealistic representation of life in Rio, it
nevertheless seems consistent with the attempt to relate the ritual dimension of the Orpheus myth (it is
worth noting that Marcel Camus had been initiated into Orphic rituals) to Brazilian carnival, interpreted by
Camus as a collective trance, spiritually founded on Afro-Brazilian religions.

The Orpheus/carnival connection and the criticism this production enlicited echo another connection that
marked musical experimentalism centuries earlier: that between Orpheus and opera. As the tutelary deity
of music and poetry, Orpheus lent his persona to decisive experiments in the genesis of the operatic genre,
such as Jacopo Peri's tragedia per musica Euridice (1600), Giulio Caccini's tragedy in stile rappresentativo
Euridice (1602) and Monteverdi's favola in musica Orfeo (1607), which similarly faced critiques regarding
verisimilitude. In our presentation, we will reflect on the aesthetic-musical experimentations to which the
myth of Orpheus has lent symbolic force since the onset of Modernity. A figure who traverses the realms
of the living and the dead, Orpheus also represented, in his journey between the Mediterranean and the
Atlantic, as we can see, the tr ansit between the world of speech and the world of song, and between the
erudite and the popular.
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FP7. Performing practices and circulation

Breaking Sociocultural Boundaries: Basso Continuo Practice as "Trans-Social" Tool in Eighteenth-
Century Venice

Elia Pivetta (Universita di Pavia)

When studying basso continuo practices as historical musicologists or theorists, we usually examine
treatises and compare them with the music of "great" composers in order to formulate analysis, reflect on
creative processes, or to draw insights for performance practice. However, our knowledge of these practices
remains tied to specific exemplary cases, with the risk of "incomplete" reconstructions (Christensen, 2023),
especially if we ask a few hero-musicians to narrate the story of entire socio-cultural context.

David R. M. Irving has recently pointed out the importance of exchange and circulation processes ("Musical
Transactions") of practices and knowledge for a better understanding of eighteenth-century music (Irving,
2024). Yet transactions of accompaniment practices did not only take place between people operating in
geographically distant cities (such as a cembalist working in Kiel and one in Badajoz), but also among
musicians active in the same cultural environment but having different roles and social statuses within it.
In Venice, for instance, basso continuo was used not only in what we now call "art music", but also in many
"popular" musical events. The same phenomenon happened in other European countries in the
Mediterranean area, such as Spain or France.

I will first consider the treatise L'Armonico pratico by Francesco Gasparini (Venice, 1708) alongside a
series of short anonymous manuscripts teaching the basics of basso continuo practice. Secondly, I will
compare compositions by Albinoni, Lotti, Vivaldi, the so-called "great masters" with a collection of
"popular" canzonette "da battello" (boat songs). In so doing I will demonstrate the widespread diffusion of
certain harmonic models and their use at different levels of complexity, depending on the destinations of
the music and the performative goals.

From this analysis, it will be evident that in Ancient Regime Venetian socicty these stylistic patterns
represented a potential instrument of social aggregation: they were actually not only "transcultural models"
(La Via 2014), but even possibly "trans-social" tools, i.e. capable of bringing together people belonging to
a similar cultural milieu but to different social classes.

The chord, the composer, and the instrumentalist
John Griffiths (University of Melbourne)

From the early sixteenth century, lutenists, guitarists, and keyboard players understood chords and how to
use them. These instrumentalists understood what we now call functional harmony and used it in practice
long before it was codified by theorists. In the same way that the unwritten practices of singer-songwriters
throughout the sixteenth century have not been accommodated into the historiography of renaissance music,
the practices of musicians who thought in chords have not been assimilated alongside those whose
understanding of the inner workings of music was based on counterpoint. Composers of polyphony appear
to have period remained largely impervious to the notion of aggregated harmonic structures, sometimes
trying to explain more complex vertical relationships using the language of counterpoint. It was as if two
musical worlds existed alongside one another, independently.

Amid the musical innovations of the early seventeenth century, previously undefined notions of chords and
harmony began to solidify. The triad was defined by German theologian and music theorist Johannes
Lippius in his Synopsis musicae novae (1612) just after Italian guitarist Girolamo Montesardo established
the guitar's alfabeto chord system in his Nuova inventione d'intavolatura (1606). Instead of looking
forward, the purpose of this paper is to initiate new discussion of what came before, using the broader
methodological trends of contemporary musicology. This study commences from a sociological base that
explores institutions, musical employment, education and other areas that can help us understand more
about the ways in which two largely discrete musical cultures coexisted during the sixteenth century. It
moves from the sociological to the musical, attempting to make sense of a dual system of music theory that
is neither documented in writings from the period nor acknowledged in contemporary studies but that is
abundantly evident in the musical legacy of the period.
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Hispanic nuns and the global networks for the transmission of oral musical practices
Ascension Mazuela-Anguita (Universidad de Granada)

Nunneries participated in cultural and liturgical exchanges involving music at national and international
levels, particularly through the existing networks of their religious orders, which connected Hispanic cities
to other European centers and also to the New World. This paper addresses processes of musical-cultural
exchange in convent spaces, arguing that nunneries were an important focus of dissemination of music and
musical discourse crossing geographical boundaries. It appears that these networks not only served to
disseminate musical artefacts and musical discourse, but also for the transmission of oral repertoires. The
Carmelite Order offers a prime example, in this case stemming from Teresa of Avila's tradition of
composing poems to be sung at daily recreational gatherings, as this practice was transferred to Carmelite
convents founded in France and the Low Countries in the seventeenth century.

FP8. Misc.1: Lovers and Witches in Sung Repertoires

Legal Discourse in Opéra-Comique: Annette et Lubin and Marriage Law in the Ancien Régime
Jifang Sun (Universitat Bern)

Annette et Lubin (1762), an opéra-comique adapted by Justine Favart from Jean-Frangois Marmontel's
moral tale, examines the interplay between religious and secular authority through marriage law and social
ethics. At its core is the conflict arising from the protagonists" consanguineous relationship, challenging
moral norms and legal frameworks. The work highlights systemic inconsistencies in Ancien Régime law,
such as flawed dispensations and secular power abuses, revealing contradictions and inequities. Compared
to Marmontel's tale, Favart's libretto omits sensitive elements, particularly regarding ecclesiastical
institutions and morally contentious actions. Yet, the opera retains its focus on tensions between natural
law, religious prescriptions, and emerging secular legislation, reflecting Enlightenment legal thought.

The principal reason for these omissions, in my view, lies in the need to accommodate audience sensibilities
and elicit their sympathy more effectively. Annette et Lubin cultivates a form of "worldly-sensuous
sympathy," heightening the emotional weight of the protagonists" ethical dilemma. This effect is further
reinforced by its musical components, which include vaudeville melodies, original ariettes, and songs
drawn from various composers. Despite their diverse origins, these musical elements collectively serve to
engage spectators in reflecting on the legal and moral issues embedded in the work.

By scrutinizing marriage law's dynamics, Annette et Lubin critiques 18™-century legal and social structures
while advancing Enlightenment ideals. It underscores the waning influence of religious authority in favor
of secular governance and raises enduring questions about law, morality, and justice. This study
contextualizes the work as both a cultural and legal mirror while incorporating its literary source
(Marmontel's tale) and another derivative work (La Borde's pastoral), offering insights into its role in
institutional transformations in 18®-century France.

Venetian Villanesche alla Napolitana and the repertoire of "witches"

Marco Giuliani (Conservatorio "Claudio Monteverdi" di Bolzano-Bozen)

Between 1537 and 1570, at least 75 different editions (not counting reprints) of Canzoni villanesche alla
napolitana were printed, and the phenomenon, formally speaking, continued copiously until beyond the
early 1600s, to enumerate, according to our RIM-Novissimo Vogel database-repertoire a total of 180 books.
It may seem paradoxical that about 80 % of this rich repertory was printed in Venice rather than Naples.
The reasons for this happening are related not only to the great publishing vitality of the Venetians in the
16™ century and beyond but also to other reasons that we have investigated through the study of the texts
used and set to music by musicians around the figure and school of Adrian Willaert and especially
Baldassare Donato.

Among the many subjects of this repertoire, a singular theme peeps out in an apparently rarefied way among
these canzonettas and insofar as it has been little investigated, it has been focused by us with a targeted
research on the approximately 54000 complete poetic texts (i.e. set to music) reproduced in RIM bringing
to light 27 occurrences, i.e., song songs integrally dedicated to this theme.

Similar texts such as those intoned by Willaert, very unedifying, always insulting and full of contumely and
revulsion towards old women, would even be unworthy of dissemination as would that of Giovan Tomaso
Di Maio that begins "Tutte le vecchie son maleciose" in his Primo libro di villanesche. The theme of the
old hag, envious and dirty (the forerunner of the modern witch) was thus quite common, heartfelt and all
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but stigmatized in the Madrigal era. The musical channel is thus a sure medium for both performance and
representational dissemination of the figure of the Witch.

A chronological inventory and a more systematic investigation of this theme, also read from a musical
perspective, might illuminate some aspects of one of the saddest anti-feminist phenomena in the history of
Western culture

FP9. Musical studies go digital

A Gregorian Chant, a Melodic Revelation from Mount Sinai, and the Burning of Martyrs at the Stake:
The Legends and Presumed Relationship of Sanctus and Aleinu

Daniel Katz (Martin Buber Institut - Koln)

We will probably never know how the earliest Christian chants were related to Jewish chants, due to the
lack of ancient sources. Nevertheless, some later notations of Gregorian and synagogue chants suggest a
relationship. This paper discusses one such case: the melodies of the Jewish hymn Aleinu ("We Must
Praise") and a nearly identical Sanctus. Aleinu, like the more famous Ko/ nidrei, belongs to a small group
of chants that are revered as if they were part of the Sinaitic revelation. Although no "melodies from Sinai"
are notated before 1740, they are commonly considered medieval. Among these melodies, Aleinu stands
out for two reasons: it closely resembles a fourteenth-century Sanctus, and a twelfth-century Hebrew
chronicle claims that thirty Jewish martyrs sang Aleinu while being burned at the stake in 1171. Two
questions arise: did the martyrs sing the traditional chant, and was the Sanctus derived from it?

Abraham Idelsohn mentioned the "conspicuous similarity" of Aleinu and Sanctus without discussing the
details (1926). Eric Werner implied, but did not show, a relationship (1959). Hanoch Avenary sought to
establish musical parameters for the "melodies from Sinai" as a genre (1972). Geoffrey Goldberg
summarized, but didn't investigate, the relevant historical issues (2019). Jonathan Friedmann discussed the
history of the term "melodies from Sinai" without evaluating the music (2019).

Despite the centrality of Aleinu and Sanctus in their respective traditions, nobody has yet compared them
systematically. This paper fills the gap, showing that a close reading of the chronicle casts doubts on the
historicity of the martyrs" singing of Aleinu, while a musical

analysis reveals that the chants are not so closely related as had been thought. Offering a new appraisal of
an old interreligious puzzle, this comparative study enhances our understanding of the history of both
Jewish and Gregorian chant.

The Noguera-Lopez-Chavarri Letters: Networks of Folklorists and Musical Nationalism in Turn-of-the-
Century Spain (MUSred Project)

Eugenia Gallego Cariellas (Valencia International University)

Maria Ordifiana Gil (Valencia International University)

The exchange of correspondence between the Mallorcan folklorist Antonio Noguera (1858—1904) and the
Valencian Eduardo Loépez-Chavarri Marco (1871-1970) provides a valuable source of information
regarding the study of musical nationalism in Spain during the late nineteenth and early twentieth centuries.
A comprehensive analysis of their correspondence, with a focus on the collection and adaptation of
traditional music, illuminates how both authors delved into the potential of formulating a repertoire firmly
embedded in local customs while unveiling novel avenues for expression and interpretation—always under
the mentorship of Felipe Pedrell.

This collection of letters, one of the most comprehensive in the Lopez-Chavarri archive, is analyzed as part
of the MUSred project. The project, titled Musica, redes y nacionalismo: andalisis de la conciencia
restauradora a través de la correspondencia de Eduardo Lopez-Chavarri Marco (1871-1970) is funded
by the Generalitat Valenciana and led by the MUSurba research group, Valéncia. Territori sonor.
Musicologia i cultura urbana at the Universidad Internacional de Valencia. The project's comprehensive
database, encompassing over seven hundred contacts, reveals an extensive network of composers,
musicologists, folklorists, performers, painters, and writers from diverse backgrounds.

This paper will present the identified network of contacts and analyze how these connections facilitated the
dissemination and consolidation of traditional repertoires across various cultural domains. In the course of
this analysis, the role of intellectual networks in shaping identity discourses will be examined, offering
insights into the processes of cultural construction in turn-of-the-century Spain. Preliminary findings from
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the correspondence between Noguera and Lopez-Chavarri will be used to shed light on the practices that
contributed to the formation of nationalist discourses in music and culture.

Zajal Digital Chronicles: An Interactive Collective Memory for the Preservation and Transmission of
Lebanese Zajal

Mirna Zougheib (Holy Spirit University of Kaslik)
Project Overview

The Zajal Digital Chronicles project seeks to establish an interactive digital archive dedicated to preserving
and transmitting Lebanese Zajal—an oral poetic tradition deeply rooted in Lebanon's cultural heritage. By
integrating modern digital technologies and a participatory approach, this initiative ensures the longevity
and accessibility of this art form in an evolving digital landscape.

Drawing inspiration from The Atlas Group by Walid Raad, the project employs a hybrid approach, blending
authentic archives with enriched digital narratives to captivate audiences and adapt Zajal to contemporary
media dynamics. It leverages advanced tools such as augmented reality (AR), content management systems
(CMS), and social media platforms to document, archive, and disseminate Zajal performances, fostering an
interactive and immersive experience.

Key Objectives

e Preservation and Transmission. Digitizing Zajal performances while maintaining their oral and
performative essence.

e Interactivity and Participation. Enabling users to explore, engage with, and contribute their own
narratives, strengthening collective memory.

e  Accessibility and Dissemination. Expanding Zajal's reach to younger generations, the Lebanese
diaspora, and global audiences through innovative digital formats.

e  Cultural Impact Analysis. Evaluating the influence of digital technologies on the transmission of
oral heritage and measuring audience engagement.

Expected Outcomes

The project aims to produce an enriched, interactive digital archive, fostering stronger community
engagement and facilitating intergenerational and intercultural transmission. Additionally, it provides a
framework for analyzing the impact of digital methodologies on intangible cultural heritage preservation.

By exploring the intersections of technology, collective memory, and oral tradition, Zajal Digital Chronicles
presents a pioneering model for documenting and revitalizing oral traditions in the digital age.

FP10. Musical images and nation-building

Mediterranean Dialogue and Auto-Orientalism: Ontology of Spain

Carlota Gonzalez Sanchez-Molini (Universidad de Valladolid)

The question of Spain by European musical Romanticism has to be posed in ontic (ontology: the essence)
and epistemic (epistemology: the ways of understanding it) terms. On the one hand, the question of Spain's
being, of what it was in itself, is conditioned by the way it was seen by the European powers in the natural
course of colonialism since the 19" century. On the other hand, Spain's image of itself oscillated between
coinciding with the vision of these powers or claiming its own style. These epistemic ways of knowing and
accepting both the ontology of others and one's own are intertwined and occur simultaneously in a sea of
connections such as the Mediterranean.

In music, the orientalist current refers to works composed from the West that seek to evoke aspects of the
East. Spain was typified as a gateway to the properly Oriental by European music and, in many cases,
accepted the meanings without fear of resembling its near Other: the Islamic world. Thus, the "Alhambrist"
style was very common in Spanish compositions of the time. However, the "unbearable similarity of the
Islamic Other" also occurred, translating into nationalist musical currents that claimed a style of their own,
alien to the Arab, or into a warlike musical "Africanism" that broke the dialogue between East and West.
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Lloreng Barber and Darmstadt: The Valencian Perspective during the Francoist Era

Joevan de Mattos Caitano (Independent Scholar)

Lloreng Barber's involvement in the Ferienkurse fiir Neue Musik in Darmstadt during the late 1960s and
1970s stands as a critical moment in his development as a composer and a figure in the Spanish avant-
garde. In this paper, I explore Barber's experience at Darmstadt, both as an observer and participant in a
musical world that contrasted sharply with the political climate of Franco's Spain. Having attended the
courses in 1969, 1970, 1972, and 1976, Barber witnessed the experimental music scene, forging
connections with key figures such as Mauricio Kagel, Gyorgy Ligeti, and George Crumb, as well as
contemporaries from Spain like Eduardo Polonio, Paco Otero, and Angel Oliver.

The paper delves into Barber's personal account of the transformative impact of Darmstadt on his musical
journey. He highlights key moments, such as the European premieres of Terry Riley's /n C and Helmut
Lachenmann's Air-Musik for large orchestra and percussion, and the premiere of Stockhausen's Aus den
sieben Tagen. These encounters deeply influenced Barber's creative trajectory, including his engagement
with new trends such as neotonality, minimalism, and mysticism, which were emerging as alternatives to
European post-serialism. Notably, his involvement in the 1976 Kranichsteiner Musikpreis-winning
composition Quatre Caps reflects his commitment to exploring new forms of collective music-making.

However, Barber's experiences at Darmstadt were set against the backdrop of political upheaval in Spain,
marked by the final years of Franco's dictatorship and the violence that accompanied its end. His account
juxtaposes the revolutionary spirit he encountered in Darmstadt with the constraints and tensions he faced
back in Spain, where musicians struggled to confront their dictatorial past. In this context, Barber's founding
of Grup Actum in Valencia and his broader engagement with the international avant-garde reflect his
response to the political and musical challenges of the era. This paper seeks to illuminate Barber's unique
perspective on Darmstadt and its significance for composers in Spain during a time of profound political
and cultural transformation.

From the Mediterranean to Cuyo. Two versions of Hispanism in the Regional History of Music in the
first half of the 20" century

Fatima Graciela Musri (Instituto de Estudios Musicales - Universidad Nacional de San Juan)

This paper explores two modalities of aesthetic reception of Hispanism, as a Mediterranean cultural current
arrived and renewed since the Spanish conquest, in two musical fields in the region of Cuyo (Argentinian
central-western) in the first half of the 20" century. Differences can be observed in the appropriation of
poetry, the Castilian language and the European musical heritage, which arrived from the peninsula, in the
academic and popular spheres.

To demonstrate this, we turn to the poetic-musical production of two musicians whose repertoires circulated
in different social areas. On the one hand, the folk songbook of oral tradition in the voice of the poet and
musician Eusebio Dojorti (nicknamed Buenaventura Luna). Born in the rural hinterland of the region, he
was the "gaucho decidor" of popular customs, myths and experiences. On the other hand, the choral,
orchestral and solo compositions created by the composer, pianist and choir conductor Inocencio Aguado
Aguirre, a Spanish immigrant who settled in Cuyo in 1912.

From the perspective of Postcolonial Studies —which maintains the theoretical conceptions of the subaltern
subject and the idea of Europe as a "silent" referent of any historical construction (Chacrabarty, 1999)—
the duality and ambiguities that lead to the clarification of the historical subjects that appear in this local
history of music are raised. Ambivalent subjects, for the popular oral culture and for the enlightened
academic culture of the region, who question and discuss politically the totalizing representativeness of
Argentine cultural nationalism from a situated and anti-elitist perspective; but, on the other hand, they
assimilate casteism as an integral element of their ideological autonomy in the case of Inocencio Aguado
and of their Cuyo identity in the case of Buenaventura Luna.

FP11. Mediterranean influences in 20"-century compositions

Alejandro Garcia Caturla: an Afro-Cubanist Atlantic-Mediterranean path of "De-Westernization" and
"Afrotopia" in the music of the 20" century (1928-1929)

Ivan César Morales Flores (Universidad de Oviedo)

Considered the most innovative composer of the first half of the 20" century in Cuba and a pioneer of the
Latin American music of his time (White, 2003), Alejandro Garcia Caturla (1906-1940) represents a leading
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figure of the so-called Afro-Cuban art music. The iconoclastic language of his work positions his work
within a framework of staunch modernism and experimentation, in line with the modernist ideo-aesthetic
premises wielded by the progressive intelligentsia ("Grupo Minorista") of republican (post-colonial)
Havana in the 1920s. After sailing the Atlantic-Mediterranean waters twice (1928 and 1929), Paris,
epicenter of the artistic movement that highlighted "black" and "primitivist" art (Moore, 1997), opens to
the incipient Cuban composer the longed-for doors of its avant-garde circuits, with the premieres at the
Salle Gaveau of his Dos poemas afrocubanos, with text by Carpentier, and Bembé, as well as the
publication of several of his works by Editions Maurice Senart. Unlike the "colonialist" appropriation of
African art by the Parisian artistic and intellectual orbits, which emerged in its most commercial and popular
version in the city's nightlife circuits, the Afro-Cubanism of the young Garcia Caturla—"force of nature"
according to his fleeting mentor, Boulanger (Henriquez and Gonzalez, 1986)- hails for an art where the
black cultural universe stands as an irrecusable expression of the Caribbean, the American and the universal.
His epistemic disobedience to the then core of European modernity, as well as to the episteme of the
Europeanizing Havana elites, raises a question of substantial interest for this communication: Is the Afro-
Cubanist music of Garcia Caturla, a young white man of sui generis academic training, a rupturist proposal
of "de-Westernization" (Mignolo, 2015) and "Afrotopia" (Sarr, 2016) that evidences the fertilization of new
aesthetic, sonorous and identity paradigms in 20" century art music?

The Song of Erotokritos: Venetian-Cretan Legacy and 20" Century Performance Scenarios in Crete
Giuseppe Sanfratello (Universita di Catania)

The epic poem Erotokritos, composed by Vitsentzos Kornaros in 17%-century Crete, is a key work of Cretan
literature. With its 10,012 rhyming fifteen-syllable verses in the local dialect, it tells the story of the love
between Erotokritos and Aretousa, exploring themes of honor, friendship, and perseverance. While
originally a literary piece, the poem gained renewed life in the 20" century through Nikos Xylouris, a
central figure in the Cretan folk music revival. His renditions, starting in the late 1970s, reinterpreted the
poem, blending traditional Cretan sounds with modern influences, and making it a symbol of Cretan
identity.

This study examines Erotokritos" journey from its Venetian roots to its 20%-century revival. In addition to
Xylouris's recordings, field recordings from Crete and Corfu, where the poem spread and took on local
melodic variations, will be analyzed. These interpretations reflect the adaptability of this musical heritage
across regional contexts.

Drawing on my works on Cretan music (2017, 2025) and Alexandros M. Hatzikiriakos's 2021 study 4
maniera greca, which explores the hybridization of Venetian and Cretan musical cultures during Venetian
rule, this paper situates Erotokritos within a broader discourse. It connects with Kate van Orden's
Seachanges (2022) on musical revivals, demonstrating how they reactivate historical connections.
Contributions from Dawe (2007), Hagleitner (2017), and Hnaraki (2007, 2009, 2011, 2013) provide a
critical framework for understanding performance in Mediterranean island societies, while Kallimopoulou
(2009) explores music, meaning, and identity in contemporary Greece.

Central to this analysis is the theme of cultural exchange across the Mediterranean, from Venice to Crete,
across the Ionian Islands, where the song of Erotokritos transcends time and place, embodying the sea's
role in the exchange of artistic and cultural traditions.

A Deferred Primordial Sound: Resurfaced Musical Performance in the Milanese Armenian Avant-Garde

Francesco Rossetti (Independent Scholar)

Can music transcend its initial performance, gaining heightened significance within diasporic contexts?
How does the reception of a musical event reshape its meaning, spurring the production of new material
artifacts that mediate cultural identity and intercultural negotiation? I explore these questions through the
re-emergence of a flute score from Ararat, an Armenian avant-garde performance staged by painter Herman
Vahramian and composer Ludwig Bazil at the Church of San Maurizio in Milan in 1977.

The intermedial project Ararat featured a musical program that included string quartets, vocal arias, and an
a-cappella composition. However, the event additionally featured an introductory flute solo that, unlike the
other scores, was notably absent from the performance catalogue. Despite this omission, the flute piece
received high praise from Milanese critics, who described its sound as possessing a "primordial" quality.
Nine months later, /COM—a Milanese Armenian publishing house founded by Vahramian and Bazil—
issued the score. The accompanying critical notes emphasized the flute solo's "primordial" character,
echoing and expanding upon the media's reception while subtly revisiting themes from the Ararat project.

19



Focusing on the cross-cultural implications of the resurfacing performance within a post-traumatic
framework, specifically the Armenian diaspora in Milan, my paper examines the deferred action of the
Ararat music. | argue that the belated emergence of the flute solo in print vividly illustrates the entanglement
of music and ethnicity within the evolving interplay of the Armenian diasporic community and the broader
urban cultural environment in which it has settled.

FP12. Misc. 2: Issues of Circulation

The Colonna harpsichord's journey: Changing attitudes towards early musical instruments collecting
during the US American Gilded Age

Valeria De Lucca (University of Southampton)

This paper follows the journey of an Italian harpsichord, purchased by renowned New York architect
Stanford White during his 1895 European tour, to explore changing attitudes towards early musical
instruments in the United States at the turn of the century. After its travels across the Mediterranean and
the Atlantic Ocean, the instrument, known as the "Colonna harpsichord," probably once owned by the
aristocratic Colonna family of Rome and currently in the collection of the Metropolitan Museum of New
York, arrived in the United States at a crucial juncture in the history of US American collecting practices.
Based on new archival evidence—including White's private correspondence with dealers, appraisers, piano
makers and artists in his circles, as well as records of Italian art export licenses—this paper explores the
harpsichord's journey from a showroom in Venice to White's Music room in New York, revealing the
agents, the negotiations, legal implications and the architect's initial intentions, which ultimately failed, to
restore the instrument to its playing conditions. The story takes an unexpected turn in 1906, when White
was killed by his lover's husband in what became known as the murder of the century. As the story unfolds,
the arrival of the harpsichord in New York's high society circles opens a new window on a number of
narratives, including tensions around this failed attempt to bring back the forgotten voice of this mysterious
relic of a musical past, the accumulation and aesthetic consumption of foreign goods as markers of elite
tastes, and attitudes on collecting of European luxury antiques and art to construct a class identity for the
new U.S. American industrial "aristocracy".

Categories of intercultural reception of Arab Music and its Music Theory in Western Composition since
1990

Petra Zidaric Gyorek (Kunstuniversitat Graz)

Since 1990 the interaction of contemporary compositional strategies with traditional practices and tonal
systems of non-Western music has been increasing in the European new music scene. The question how
music material from a different musical culture can be integrated into new music and how this process can
be analyzed is the core of many discussions in the last three decades in field of musicology and music
analysis. This paper presents the categories of intercultural reception, specifically focused on the use
(integration) of selected Arab traditional musical practices into music of 20™ and 21st century. In general,
the reception of Arab music and its Music Theory in the context of new music has rarely been researched,
although it represents an important segment of the global art new music scene. The compositional
(intercultural) reception will be demonstrated using analysis of selected compositions written by Swiss
composer Klaus Huber, German-Palestinian composer Samir Odeh Tamimi and Egyptian-Austrian
composer Amr Okba. As a result of my research and analysis, I will present three categories of mentioned
reception which I called: 1) musical difference; 2) aesthetical presentation; 3) decontextualization. Apart
from the analysis, the reception also charts the relationships between different aspects of Arab and Western
music since the 1990 and the associated differentiations, connections, and confrontations between these
two musical cultures. In addition, the social, spiritual, and political aspects behind the compositional
concepts will be also illuminated.

Riccardo Bonicioli (1853-1933) as a citizen of the world and the effect of the Greek Revolution on his
work
Christina Vergadou (National Library of Greece / National & Kapodistrian University of Athens)

Greece, placed in the center of the Mediterranean basin, has always been a crossroads of goods, ideas and
people. During the 19' century, the Greek Revolution inspired artists, poets and musicians who stood beside
the Greek people and created masterpieces. Alongside, the Ionian Islands, being under Venetian—instead
of Ottoman—rule for many centuries, were the part of Greece closer to Western culture and commerce.
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Musical migration of Greek and Italian musicians was a natural phenomenon, and research has revealed
numerous significant personalities.

Riccardo Bonicioli (Zara 1853-Como 1933), born in Zadar (Dalmatia)—a territory that changed multiple
occupiers—had Italian roots from his mother. Although little is known today for his life and work,
documents indicate that he was a very active conductor and composer of his era. Traces of his activity are
discovered from Greece, Odessa and Italy as far as Argentina. Many documents prove his musical career
in Greece for a long period during the 19" century. Due to the fact that he mingled with so many different
cultures and histories, and also at a time when nations required their entity, he composed musical works
inspired by Greek, Italian and Argentinian history (Marco Botzari, In morte di Giuseppe Garibaldi, Juan
de Garay).

This paper aims to compose a brief picture of Bonicioli's route and work. Light is shed on a document kept
in the Department of Manuscripts and Facsimiles of the National Library of Greece; this document gives
clues for the music of his opera Marco Botzari (as the score is ignored). Markos Botsaris, the emblematic
figure of the Greek Revolution, inspired many 19" century composers. Furthermore, Bonicioli's musical
compositions dedicated to Garibaldi and Botsaris are also considered in parallel.

FP13. Performers: Women's voices

Rosa canta e cunta. Voice, memory, and resistance of a folk singer of Mediterranean culture.
Giuliana De Luca (Universita di Catania)

Rosa Balistreri, a symbol of Sicilian popular music, played a central role in the rediscovery of oral tradition
during the Italian folk revival in the 1960s (Tomatis 2016). Her journey unfolds within a context of socio-
economic transformations and migrations that influenced the redefinition of Mediterranean musical identity
(Nitti 1900). Like Amalia Rodrigues for Portuguese fado, Balistreri reinterpreted popular repertoire,
transforming it into a means of political and social expression (Van Orden 2023).

Born in Licata in 1927, Balistreri personally experienced female marginalization and poverty, experiences
that deeply shaped her singing. Her raw timbre breathed new life into traditional Sicilian songs, turning
them into tools of social protest (Piedalue and Rishi 2017). Songs like A pinnula, whose central theme is
the contraceptive pill, anticipate feminist issues, positioning Balistreri in contrast to the patriarchal society
of her time.

Her collaboration with I Dischi del Sole and Fonit Cetra facilitated the spread of folk repertoire through
new channels, also sparking a process of transformation that raises questions about authenticity and the
dynamics of cultural hybridization (Carpitella 1958). Comparing her work to that of Amalia Rodrigues
reveals a shared process of rewriting collective memory, where female agency is manifested through
singing as a tool for cultural and social change (Bhabha 1994; Albrecht 2020).

How does their musical legacy continue to influence contemporary practices? Can the folk revival be
reconsidered in light of postcolonial theories on memory and cultural identity?

The analysis of these questions offers valuable insights for a debate among ethnomusicologists and
musicologists, exploring the interactions between tradition and modernity in the Mediterranean.

Unmasking Amdlia: Fado and Covert Protest

Mariana Da Silva Gabriel (University of California, Davis)

Fado, a Portuguese urban folk genre, is often perceived as the "Cancao de Portugal" (the song of Portugal),
a symbol of Portuguese identity, the "alma" (soul) of Portugal. However, given its prominence during the
Salazar Dictatorship (1933-1974), one does not immediately associate fado with protest music —"explicit"
or "covert". There is a lack of research on the subversive use of fado, perhaps due to the prominence of
cangdo de protesto as the obvious musical channel for political protest. Even less studied is the role of
Amalia Rodrigues, who became the face of fado during the dictatorship and is largely responsible for
solidifying fado as a pillar of Portuguese culture and identity. Throughout her career, Amalia's public image
adapted to serve social and cultural demands, and as such, she shifted from her position as the "Rainha"
(queen) of fado, the face of fado internationally, to the "menina do Salazar" (Salazar's girl) or "Princesa da
PIDE" (the Princess of PIDE—the secret police operating under the dictatorship).Following her centenary
in 2020, new evidence has arisen that rebuts the notion of Amalia being an advocate of the regime, and
instead demonstrates that her political standing was ambiguous and often aligned with the political
resistance movements. The central question of this study is not to clarify Amalia's political leanings—her
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own claim that she was "apolitical" resonates with the uncertainty of charting a career within a dictatorship
while, driven by an acute "social conscience" and innate generosity, providing assistance to oppositionists.
The main goal of this work is to discern how this newly revealed subversive facet of Amalia is reflected in
her musical output, ranging from repertoire to the choice of collaborators and poems, as well as in terms of
the development of Amalia's expressive and interpretative range. Given this, I examine Libertagcdo as the
main case study, supplemented by Abandono, As Aguias, and Estranha Forma de Vida to support this
understudied line of enquiry.

Between Modinhas and Lundus: Augusta Candiani and Marietta Baderna on the 19"-Century Brazilian
Stage

Rosana Marreco Brescia (CESEM - Universidade Nova de Lisboa)

Augusta Candiani and Marietta Baderna emerged as pivotal figures within the Brazilian artistic landscape
of the mid-19" century, marking a significant milestone in the cultural history of the period while also
exposing the steep price women paid for defying societal expectations of their time. Engaged in 1844 and
1846, respectively, to join the Italian operatic company performing at the Imperial Theatre of Sdo Pedro de
Alcantara in Rio de Janeiro, both artists immigrated from Italy in pursuit of new professional opportunities
in the tropics amidst the political upheaval of Italian revolutions. Candiani, a soprano from Milan, and
Baderna, a ballerina from Parma and former prima ballerina of La Scala, faced not only the challenges of
Rio's theatrical milieu—such as the devastation caused by yellow fever and precarious working
conditions—but also the systemic constraints imposed on women striving for public prominence. Despite
these adversities, both artists transcended rigid norms by incorporating elements of Brazilian culture into
their performances: Candiani captivated audiences with her performances of modinhas during opera
intermissions, while Baderna integrated movements inspired by Afro-Brazilian dances into her
choreography, challenging the artistic conventions of the time. In their later years, they devoted themselves
to teaching their respective arts, yet their legacies remained largely unrecognized by contemporary society.
Candiani faded into historical obscurity, and Baderna's name entered Brazilian vernacular with a pejorative
connotation that distorts her artistic contributions. This paper seeks to reassess and illuminate the cultural
and artistic impact of Augusta Candiani and Marietta Baderna in 19%-century Brazil, emphasizing how their
work extended beyond the stage to confront societal prejudices. It highlights their struggle to claim
significant spaces within a context of cultural transformation and underscores their roles as exemplars of
female resistance and resilience in an era of profound social and artistic change.

FP15. Travelling musical images

Between Two Basins: The Circulation of Rioplatense Tango and the Musical Production of Cultured
Tangos in the Mediterranean Region (1890-2002)

Mauricio Andrés Pitich (Universidad Nacional del Litoral)

This paper examines a corpus of compositions classified as "cultured tangos" (tangos cultos: Buch 2012),
produced between 1890 and 2002 by composers educated in the tradition of Western Art Music and native
from cities near the Mediterranean Sea: Isaac Albéniz (1860-1909 from Camprodoén, Girona, Spain),
Giacomo Puccini (1858-1924 from Lucca, Italy), Darius Milhaud (1892-1974 from Marseille, France), and
Salvador Ranieri (1930-2012 from Arena, Calabria, Italy). Through the analysis of musical notations, sound
and audiovisual recordings, this study aims to identify stylistic-compositional techniques and
intertextualities between this "popular" musical genre of Rioplatense origin (Novatti 2018; Link &
Wendland 2024) and Central European "Art Music" genres (suites, ballets, and piano pieces). Specifically,
it seeks to explore receptions of Rioplatense tango's "compositional styles" (Kohan 2010), "technical
foundations" (Peralta 2012), and "essential elements for arranging" (Gallo 2018). This research seeks to
expand the concept of "cultured tango" by proposing an internal classification and a historical
reinterpretation that considers alternative perspectives on the influences, mediations, and cultural mobilities
between different musical traditions shaped by diverse processes of globalization (Strohm 2018; Sperber
2023; Heile 2024) during the Age of Total War (c.1914-1945/50) and the Age of Interconnection (c.1945-
2001). Ultimately, questions regarding cultural uses of tango will be addressed, such as how and why it
was referenced in Western Art Music.

BUCH, Esteban (ed.). 2012. Tangos cultos: Kagel, J.J. Castro, Mastropiero y otros cruces musicales.
Buenos Aires: Gourmet Musical Ediciones.

BURKE, Peter. 2009. Cultural Hybridity. Cambridge (UK) & Malden (US): Polity Press.
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Harmonizing Diaspora: Situating Armenian Folk and Art Music in fin-de-siécle Paris (1890-1910)

Michael Turabian (Independent Scholar)

As pogroms intensified in Central Asia (1890 ff.) and revolutionary fervor gripped Russia (1905),
Armenians faced new waves of displacement, leading many to resettle in Western Europe. Paris soon
emerged as a vibrant hub for an ever-growing Armenian diaspora, where writers and musicians, liberated
from the constraints of empire, debated the terms of Armenian national identity. During this period, defining
Armenian identity became increasingly urgent, as evidenced by the diverse ways exiled Armenian
composers and ethnomusicologists evoked the concept of "home" through their musical and ethnographic
works. From the 1890s to the 1910s, Armenian musicians in Paris and Armenia grappled with questions of
authenticity. These debates juxtaposed Western European musical influences with Near Eastern
approaches, with each side claiming cultural ties to the divided homeland. Exploring this critical tension, I
analyze how Armenian folk and art music was represented in the Parisian press, including publications such
as Le Figaro and the Société Internationale de Musique supplement. At the heart of these discussions was
Komitas Vartabed (1869—1935), whose ethnographic fieldwork deeply influenced his compositions and
writings, which helped define narratives of Armenian musical authenticity. Alongside Komitas, other
lesser-known Armenian musicians educated in Paris contributed their findings to the city's musical press,
further complicating these discussions. Examining sources that have largely been excluded from Armenian
Studies, this presentation shows differing versions of Armenia as represented in harmonized folksong
volumes and journal articles by both Armenian and French musicologists from the fin-de-siécle. Ultimately,
these musical and ethnographic sources display ambivalent and dialectical qualities that reflected
fluctuations in Armenian social and cultural history during that time. I argue that these publications embody
ambiguity, a significant feature of Armenian musical identity, and a crucial tension of Armenian cultural
politics that defined much of the post-Genocide (1915) 20t century.

Morelia, arrival and departure of musicians from around the world in the case of the Alfonso Vega
Ndufiez International Organ Festival (1966-1988)

Ladislao Ceja Fernandez (Universidad de Oviedo)

The city of Morelia, Mexico, founded in the 16% century in the midst of the struggle between the Spanish
and indigenous peoples, resulted in a city with a hybrid identity and an intricate cultural mosaic (Canclini,
2012). At the same time, colonial violence brought with it a Western musical culture that became deeply
rooted in the city. As a result of this history, Morelia has many institutions of recognized musical
importance. This heritage has been recognized in the declarations granted by UNESCO 1) as Cultural
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Heritage of Humanity (1991) and 2) as part of the Network of Creative Cities (2017)—cities in which art
is a fundamental factor of development (Zherdev, 2014).

Since 1966, the year of the first edition of the Alfonso Vega Nuiiez International Organ Festival, the local
tradition has been "festivalized" (Bennet et al., 2014), proliferating in events of this nature. Music festivals
are a laboratory that allows us to delve into a complex network of facets: repertoires, discourses, performers,
circulation (Marin, 2007), transfers, etc., are just a few examples of the richness of the field grouped under
the umbrella of festival studies (Getz, 2010).

The aim of this communication is to analyze the first 25 years (1966-1988) of the Alfonso Vega Nuiez
International Organ Festival, and to observe its role as a port of arrival and departure for musicians and
repertoires from all over the world, placing Morelia in a global network of sacred music. Using the metaphor
of the Mediterranean as a sea where cultures meet, the processes of international circulation in Morelia are
highlighted, with emphasis on works and performers, captured in newspaper and magazine sources and
programs that paint a network of musicians with emphasis on America. The conclusions are discussed from
the perspective of critical discourse analysis (Van Dijk, 2015).

FP16. Global Connections in the Pedagogy of Music

Cultural Hierarchies in Music Education for Social Change: Neocolonialism and Coloniality in the
SOMOS Mudsica Program

Juan Gabriel Wayar de la Quintana (McGill University)

In scholarship on El Sistema (Baker 2014; Verhagen, Panigada, and Morales 2016) and El Sistema-inspired
programs (Bull 2016, Baker 2022), little attention has been paid to the opinions of the young participants
in the programs. Yet children and teenagers have ideas about the musical repertoire assigned, which in
many cases contrast with the music they listen to in domestic and non-program-related social environments.
This paper examines the voices of participants in the SOMOS Musica program, an alternative, government-
funded music education initiative in Santa Fe (Argentina), designed to promote social change and
democratize music education in marginalized communities. In Santa Fe (pop. 400,000), which exhibits
geographically embedded social inequalities, SOMOS operates orchestras in low-income neighborhoods.
SOMOS prioritizes the "Orchestra-School" method, emphasizing not just ensemble performance but also
social skills such as discipline and teamwork. This paper is an autoethnographic narrative and analysis of
my experiences working in SOMOS from 2019 to 2024. Informed by document analysis, as well as theories
of coloniality (Mignolo and Walsh 2018; Quijano 2007), cultural diversity and hybridization (Bhabha
1988), my paper critically examines the program's official repertoire, comparing this with young
participants" own preferences and choices. I conclude that SOMOS's foundational structure fosters cultural
tensions by reinforcing colonial hierarchies. In consistently positioning Western European music as
"superior" to that preferred by the children and teenage participants, SOMOS ignores their complex musical
identities, shaped by their engagement with popular and "folk" music alongside western classical music.

Musical engagements between indigenous people and Spanish Benedictines in Western Australia: the
case of the Valencian monk Odo Oltra (1826-1898).

Michael Noone (Boston College)

The story of music and musicians at the Benedictine Abbey of New Norcia in Western Australia is unique.
Located 132km north of Perth, the Abbey was founded in 1847 by Spanish Benedictines who meticulously
documented their encounters with indigenous Australians. The Abbey archives house an extraordinarily
rich series of documents in Spanish and English, many of which reveal the importance of music and
musicians in the Abbey's encounters with both Aboriginal and Anglo-Irish Australians.

Among the missionaries who arrived in Fremantle in 1853 after a sea voyage of some 113 days, was a
young monk from Cuatretonda (Valencia). As an accomplished organist, Odo Oltra (1826-1898) dedicated
himself to the musical instruction of indigenous boys. These young singers performed by themselves and
in combination with the monks. They sang Masses and many other compositions for up to four voices. The
young choristers —as their own sons and grandsons would do some seventy or eighty years later— learned
everything by heart. Brother Oltra's next task was to teach his young aboriginal charges to play Western
musical instruments and to read music notation. These efforts led first to a string orchestra of some 20
players, and then to a brass band of 25 players. Archival documents held at the monastery attest to daily
performances of three ensembles made up almost entirely of Aboriginal players: a choir, a string orchestra
and a brass band. These ensembles were playing regularly at least up until Oltra's death in 1898.
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In the absence of a common language or culture, music became one of the chief means of mutual
engagement between the Spanish Benedictines and the Aboriginal population. Indeed, this common interest
in music is one of the most consistently fascinating aspects of the mission's history. The paper is richly
illustrated with archival photographs and sound recordings.

China's Oceanic Routes in Global Music History Pedagogy

Gavin Lee (Sydney Conservatorium)

The integration of China's oceanic routes into global music history pedagogy offers a compelling
framework to illuminate transregional cultural exchanges and their musical legacies. This paper investigates
the Maritime Silk Road's role in fostering dynamic interactions between China, Southeast Asia, South Asia,
and beyond, highlighting how these connections enriched global musical traditions. China's maritime
networks served as conduits for the dissemination of instruments, scales, and genres that shaped musical
landscapes across continents. For example, Nanyin—a traditional musical form from Quanzhou—
illuminates how port cities acted as hubs of cultural synthesis. Nanyin's preservation and transmission
through Chinese diasporic communities demonstrate the enduring influence of maritime trade on musical
heritage. Furthermore, the exchange of metallophone instruments, pentatonic scales, and rhythmic patterns
between China and Southeast Asia underscores the transregional nature of these interactions.

This pedagogical framework emphasizes how oceanic routes can serve as lenses to analyze the global flow
of musical ideas, transcending conventional geographic boundaries. Incorporating archaeological
discoveries, ethnographic studies, and historical artifacts into music curricula can enrich students"
understanding of cultural hybridity and connectivity. Additionally, the paper argues for integrating
Southeast Asian perspectives into the narrative, highlighting mutual influences rather than one-directional
diffusion.

By situating China's maritime history within a global music context, this approach not only broadens the
scope of music history pedagogy but also fosters a more nuanced appreciation of cultural diversity and
interconnectedness. The proposed framework aims to inspire educators to reimagine music history as a
shared global narrative shaped by dynamic exchanges across oceanic routes.

FP17. Issues in theory and methodology

History in today's plural societies: Mediterranean Voices (Neue Vocalsolisten 2014)

Gesa zur Nieden (Universitat Augsburg)

What impulses do works of contemporary music provide for a current historiography of today's plural
societies? This question will be examined on the basis of Mediterranean Voices by Neue Vocalsolisten
(Stuttgart 2014) and its relations to the historiography of the Mediterranean, for which the interplay between
plurality and unity is central.

The "video-concert architecture about twelve identities in the Mediterranean" consists of works by
contemporary composers with connections to different Mediterranean countries, each of which was
travelled to with a singer in advance. The resulting compositions address history by drawing on ancient
mythologies, religious origins, personal memories, migration stories or political events. Although very
different, they intersect through quotations of classic European repertoire, through the intertwining of
different languages or through emotional-physical sound effects in dream-like or traumatic contexts.
Furthermore, the geography of the Mediterranean region is an important theme, which is expressed through
aerial sounds and reverberant caves. Taken together, the individual pieces charge landscapes, communities,
individuals and experiences with multiple historical perspectives against the background of which
migration biographies or diaspora experiences stand out as the driving force behind plural historical-
theoretical concepts.

In the lecture, the overarching connections mentioned above will be read on the basis of David Abufiala's,
Jacques Ranciere's and Leyla Dakhli's critique of Braudel's Mediterranean study. They not only emphasize
the particular proximity and distance of the different Mediterranean societies and thus the processes of
exchange, but also reflect on the many European projections with which the Mediterranean region is
imbued. Ranciére, finally, sees Braudel's approach of geographisation as a poetics that integrates unheard
voices into historical narratives. In relation to this, Mediterranean Voices positions itself as a hybrid on the
edge between inside and outside perspectives, resulting in new crossovers of central parameters of
Mediterranean history and thus also increasing the inner plurality of historiography.
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Toward a new ecosystem of musicological studies
Rebekah Ahrendt (Utrecht University)

Philippe Vendrix (Université de Tours)

Music is an essential part of European cultural and economic objectives. While this might seem to provide
an opportunity for musicology, both music and the science that best represents it remain underrepresented
in policy and scientific infrastructures. Part of the problem is the nature of musical artefacts themselves.
Unlike tangible heritage fields such as archaeology and visual arts, musical heritage spans both tangible
and intangible elements—scores, instruments, oral traditions, data, (recorded) sound—that can be utilized
for both research and commercial purposes. The diverging viewpoints on music as an industry and music
as a domain of research have resulted in the limited integration within European heritage and digital
infrastructures of both music and musicology.

In order to chart new and sustainable paths for the field, EarlyMuse has been launched as the first
Cooperation in European Science and Technology (COST) Action devoted to historical musicology
(https://earlymuse.eu). A principal aim of EarlyMuse's four-year program (2024-2026) is to define new
paths for musicological research in Europe in the domains of education, publications, sources,
performances, and policies. Nearly 300 researchers from 40 countries across Europe and beyond are sharing
data, analyses, and ambitions to provide inspiration for shifting the scientific and cultural policies of the
European Union and its partners. By analyzing the institutional challenges and opportunities our field faces,
we are identifying new ways in which the discipline can position itself to meet the demands of the future.

In this presentation, we will illuminate the organization of our Action and the results of our work so far.
Our intention is to demonstrate that, despite the challenges of integrating musical heritage and data into
European infrastructures, there are unprecedented opportunities for musicology—but we must be ready to
seize them.

An Alternate History of European Music: Translating Ernst Ferand's Die Improvisation in der Musik
Thomas Patteson (Universiry of Pennsylvania)

In his 1938 book Die Improvisation in der Musik, the Hungarian scholar and music educator Ernst Ferand
(1887—-1972) presents nothing less than an alternate history of European music. Through groundbreaking
readings of primary and secondary sources, Ferand reconstructs a forgotten network of improvised practices
that were central to the early development of European music (from plainchant, to Medieval organum and
discant, to Renaissance counterpoint and instrumental dances). Further, Ferand shows that even after the
advent of notation, written and improvisational practices coexisted for centuries, their creative friction
generating new forms and genres. More radically, by engaging with the field then known as "comparative
musicology" (what we would now call ethnomusicology), Ferand identifies numerous transcultural
parallels between improvisational practices. In particular, he suggests that improvisational evidence
supports the controversial "Oriental hypothesis" that the music of the Medieval and Renaissance periods
was profoundly influenced by Europe's neighbors to the east. For Ferand, improvisation is not the domain
of non-Western "others," but rather a universal human activity whose relative independence from notation
makes in an ideal medium of intercultural musical exchange. Finally, Ferand argues that the eventual
decline of improvisation in European music isolated this tradition not only from the influence of other
cultures, but also from the generative springs of musical praxis itself. Accordingly, his history of
improvisation is also intended as an intervention in the field of music education, in which he argues for a
return to improvisation-informed pedagogy as a way of revitalizing musical life and reconnecting theory
and practice. In this talk, I will present some of the major themes of Ferand's book, outline its intellectual
and historical contexts, and discuss some of the challenges and questions I have encountered in the course
of translating this important work of scholarship.

FP18. Opera: transnational Rossini

Remapping Rossini's Operas in the lonian Islands

Christina Colanduoni (University of Chicago)

During the 1820s and 1830s it would have been difficult to find a more ideal setting in which to restage
Gioachino Rossini's philhellenic opera Le Siege de Corinthe (1826) than the Nobile Teatro di San Giacomo
di Corfu. The Greek Revolution was underway on the mainland, and the small Mediterranean island of
Corfu was under British rule following an intense seventeen-year period (1797-1814) of the French,
Russian, Ottoman, and British Empires jockeying for imperial control of it. The local theater managers had
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a fondness for Rossini's opera. Therefore, their 1818 contract stipulated that two of the six operas performed
there, L'italiana in Algeri and Il turco in Italia as it turned out (Kardamis, 2014), had to be by Rossini. An
Italian translation of Le Siége survives in Corfu, and yet it was the original Italian version entitled Maometto
II—less explicitly philhellenic than Le Siege—that was performed at the theater in 1833 (Romanou, 2010).

This paper centers the San Giacomo theater to reconsider the role of Rossini's orientalist operas in the
Mediterranean. Given the lack of explicitly philhellenic opera in the theater's repertoire during the first part
of the nineteenth century, the importance placed on L'italiana in Algeri and Il turco in Italia in the 1818
contract (as well as the choice of Maometto II over Le Siége) calls into question the ideological uses of
Rossini's opera in Corfu. Drawing on recent work on both Ionian transnational patriotism (Zanou, 2019)
and Rossini's touristic gaze (Armstrong, 2023), I recontextualize the theater's surviving Rossini libretti
alongside foreign tourism in the island to suggest that in this particular institutional, geographical, and
sociopolitical environment, Rossini's operas spoke to a conflicted Mediterranean identity at once included
and excluded from the rest of Western Europe.

The Role of Algeria in the Creation of Rossini's L'italiana in Algeri: Historical and Political Perspectives
Federico Volpe (Université du Québec a Montréal)

The aim of my paper is to contribute to the musicological debate surrounding the Mediterranean by focusing
on the role of Algeria in the creation of Gioachino Rossini's opera L'italiana in Algeri (1813). Specifically,
I would like to draw the attention of the musicological community to the results of recent research that
could lead us to reconsider existing theories regarding two aspects of L'italiana in Algeri. The first aspect
concerns the truthfulness of the opera's plot: it is believed today that the character of Isabella was inspired
by Antonietta Frapolli, a woman who, according to some early-20"-century sources, was kidnapped by
Algerian corsairs at the beginning of the 19" century. Nevertheless, archival research reveals a lack of
evidence to support this claim, challenging its validity. The second aspect involves the possible political
content of Rossini's opera: although recent historiographical trends tend to sever any connection between
early-19"-century opera and the Italian Risorgimento, an analysis of the librettist of L'italiana in Algeri,
Angelo Anelli, as well as some archival findings, demonstrates his evident political engagement. This
makes the hypothesis that Rossini's opera contains a political message entirely plausible. The study of these
two aspects of L'italiana in Algeri allows us to reconsider the role of Algeria and, more broadly, the
southern Mediterranean coast in the opera's creation. While this geographical area may not have been
essential as the backdrop for a news item that inspired the plot, it was likely significant as a space distant
enough from Italy to portray the Italian political situation in a safer manner, sending patriotic messages to
the opera's audience.

FP19. Opera: Production and reception

«Apenas habia un joven, una sefiorita, un oficial mozo que no suplera y cantase de memoria el Misero
Pargoleto». Comedia as a genre of opera reception of eighteenth-century Madrid

Antonio Soriano Santacruz (Instituto Complutense de Ciencias Musicales)

Italian opera quickly became integrated into the theatrical landscape of 18™-century Madrid, influencing
local genres such as zarzuela and Spanish opera. These genres readily absorbed the musical conventions of
dramma per musica and opera buffa. However, their hybrid nature either disrupted the rigid structure of
Spanish theatre or led to only sporadic performances.

Fortunately, other theatrical genres were far more prevalent on the Madrid stage and also incorporated
conventions from Italian opera. One such genre was the comedia, the most frequently performed theatrical
form in 18™-century Madrid. As a declamatory theatre with a continuous yet flexible musical presence, the
comedia featured a dynamic dramaturgy that allowed for the integration of various musical pieces.
Throughout the century, Spanish and Italian composers wrote music for these plays, often including arias,
recitatives, and cavatinas. Moreover, pieces in Italian were frequently incorporated, sometimes taken
directly from popular operas of the time. This makes the comedia a valuable genre for studying the reception
of these operas in Madrid.

In this paper, we examine comedia and its music, with a particular focus on its relationship with Italian
opera in the 18" century. We will analyze the conventions it borrowed and blended from Italian opera and
present the Italian pieces incorporated into comedias, some of which were composed by prominent figures
of the time, such as Baldassare Galuppi, Carlo Ignazio Monza, and Giuseppe Sarti.
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Multiple identities between imperialism and nationalism

Tatjana Markovic (Osterreichische Akademie der Wissenschaften - Forschungsabteilung
Musikwissenschaft)

Pluriculturalism of Dalmatia, the coastal area of the Adriatic Sea, was a result of numerous rulers who
brought their cultures, customs and music. In the early modern times, Dalmatia was under Venetian,
Austrian, French, and again Austrian rule, while the sovereign Repubblica di Ragusa (the Republic of
Ragusa, 1358—-1808) was a tributary state of the Kingdom of Hungary, the Ottoman Empire, the Austrian
Empire, and the French Empire and the Kingdom of Italy. Dalmatia became entirely a part of Croatia, that
is, of Yugoslavia in 1947.

Dalmatia demonstrates a special model of nationalism, wherein the linguistic, cultural, and ideological
policies embody multiplied self-identification. The microregion belonged to the Italian cultural sphere, even
during the Austrian rule. Italian was the main language and the means of communication between the
different communities of the area; the Slavic community also expressed their national ideas in this language
at the end of the nineteenth century and the beginning of the twentieth.

In this paper I am going to present Dalmatian pluriculturalism through the musical and theatre life,
especially in Zara (Zadar), the language policy, and the transformations of the "first" (pre)national opera
Ljubav i zloba (Love and malice, 1846) in accordance to Pan-Slavism, Mediterraneanism, and Orientalism.

Children's Lyric Companies: European and American Tours During the Spanish Restoration (1874-1931)
Sara Navarro Lalanda (Universita degli studi Roma Tre)

During the Spanish Restoration, a stable political climate and favorable social and cultural conditions
facilitated the rise of children's opera and lyric theater companies, composed of young performers
specializing in musical and theatrical genres such as zarzuela, operetta, and other productions specifically
adapted to youthful voices. Notable Spanish directors of these companies included Bosch, who led his
company on successful tours through France and Italy, as well as the entrepreneur Jiménez, known for
producing and premiering a diverse repertoire in both Spain and the Americas. Similarly, Lambertini gained
recognition for staging operettas with young performers, organizing tours across various provinces, and
collaborating with local groups.

The phenomenon also included American-based companies that toured Spain, further enriching this
transatlantic cultural exchange, with El Pinar Children's Company from Mayagiiez, Puerto Rico,
representing a significant case study. These companies showcased their talent in a wide range of venues,
from private residences to prestigious theaters such as the Teatro de la Zarzuela and the Teatro Espafiol,
presenting adapted repertoires and original productions that captivated diverse audiences.

This research investigates the internal structure, repertoire choices, and educational practices implemented
by these companies, highlighting how this phenomenon transcended geographical and cultural boundaries.
Likewise, it examines the ethical and social implications of children's participation in extensive tours, along
with the legal and custodial challenges they faced during that period.

A methodology combining critical analysis of contemporary newspaper chronicles, theater programs,
specialized repertoires, and archival documentation allows for a detailed reconstruction of these companies"
trajectories and an evaluation of their reception in different cultural contexts.

The results highlight the significance of these companies in the professionalization of young artists and the
enrichment of the lyric-dramatic tradition, whose legacy contributed to the consolidation of a transatlantic
cultural bridge.

FP20. Misc. 3: Lost pidgins and Basque amateurs

‘Bilbao Song': Exoticism and Modernism in the Basque Amateur Scene during the Jazz Age' (1920-
1930)

Mario Lerena Gutiérrez (Universidad del Pais Vasco)

The economic and cultural progress of the Spanish Basque Country in the early 20th Century fostered a
flourishing of all sorts of philarmonic activities. Notably, initiatives related to the so-called 'Basque
renaissance' and its ensuing musical Nationalism (such as the compilation of folk songbooks or the
development of vernacular operas) are well-documented, as well as other efforts to promote academic
music.
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However, one overlooked aspect is the proliferation of high society amateur performances for philantropic
purposes, particularly in the cities of San Sebastian and Bilbao during the 1920s. In that elitist scene, two
significant influences stand out: the early impact of Diaghilev's Ballets Russes and the incipient airs of
American jazz; sometimes blended with more folkloric or tradional elements. This paper will analyse the
practices, contexts and repertoires of several of these events, highlighting their national and transnational
connections. Thus, the conspicuous modernity and cosmopolitanism of this artistic melting pot offers a
fresh image of the cultural reality of the Basque Country in the midst of the 'Jazz Age', far beyond traditional
folkloric stereotypes. Moreover, it challenges us to reconsider the importance of transnational cultural
dynamics during the Interwar period in such a peripheral region.

Moresca and Sabir: Lost heritage of the Mediterranean Basin

Francesca Negro (Centro de Estudos Comparatistas Universidade de Lisboa)

Used from the era of the crusades till the first half of the 19" century, Sabir was a common language of the
Mediterranean countries: a mix of French, Genoese, Venetian, Sicilian, Portuguese, Spanish and Arabic.
Also known as Le Petit Moresque, it has been registered in a dictionary in 1830 and it has survived only in
musical compositions called Moresche and Villanelle, till the last century. This lost language seems to be
somehow linked to the Moresca dances that were very popular in the European courts of the renaissance,
that were also reproduced in theatre plays.

Analyzing some examples of Sabir in literary works by Moli¢re and Carlo Goldoni, I will propose some
reflections on the existence of a Mediterranean archipelagic culture, on its role and representations in the
arts as well as in other spheres of everyday life. I will also describe the role of Moresca as instrument of
the propaganda against the Islamic religion both in Europe and in the overseas territories of the European
colonies, reaching the Americas, Africa, India, Philippines and Sri Lanka.

FP21. Sacred music: circulation

Plainchant in Nueva Espafia: Liturgical Monody in Manuscripts from the Guatemalan Highlands

Pieter Mannaerts (Katholieke Universiteit Leuven)

One of the most understudied yet potentially fruitful areas of research along the East-West axis connecting
the Mediterranean and the Americas is the presence and use of plainchant in the newly conquered lands of
sixteenth-century Nueva Espafia. While many musical sources and collections remain unexamined, an
increasing number of libraries are digitizing plainchant manuscripts and prints, thereby making them
accessible to scholars worldwide.

This paper examines a small corpus of fifteen manuscripts, containing both polyphony and plainchant,
copied between 1582 and 1635 and now preserved in the Lilly Library in Bloomington, Indiana. Previous
studies by Robert Stevenson, Paul Borg, Robert Snow, and Victor Anand Coelho have primarily focused
on the polyphony in these sources, attributed to Franco-Flemish and Spanish composers such as Isaac,
Mouton, Morales, and Guerrero. Even though half of these manuscripts contain plainchant—some
exclusively so—scholarship to date has merely acknowledged its presence without undertaking an in-depth
investigation.

A closer study of the plainchant in these Guatemalan manuscripts not only provides essential context for
the liturgical polyphony but also sheds light on the provenance of the liturgical repertory transferred from
the Old World to the New. Furthermore, it offers unique insights into the methods employed by Spanish
missionaries in their efforts to evangelize indigenous populations. Following the military conquest of the
region by Pedro de Alvarado in 1524, the introduction of plainchant emerged as one of their principal tools
in the conquest of indigenous minds.

Open the book! Repertory building, theory teaching and further relationships of the Split cathedral in
the early eighteenth century

Roberta Vidic (Hamburg Universitat)

Music-theoretical works have long not been a specific subject of research in Croatia. As Stanislav Tuksar
(2008) once concluded: "the proportions and then-contemporary needs for such music titles, both for
education and for all other purposes, still remain a closed book for today's researchers". As we will see, this
is certainly due to cataloguing issues, but also to historical separations of people and territories. Francesco
Antonio Calegari OFMConv (Venice, 1656-1742) is, therefore, the actual author of three sacred works first
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composed for Padua in 1718 (I-Pca) and later copied for St. Domnius (HR-Sk). Calegari was maestro di
cappella at St. Antonio in Padua, before changing back to St. Maria de' Frari in Venice (1727-1742). The
re-attribution of these works could make it necessary to revise previous conclusions, especially concerning
repertory building and further relationships of the Split Cathedral in earlier centuries (Tuksar 20002014,
RISM catalogue). Carlo Antonio Nagli OFMConv (Rimini, ¢.1680-Venice, 1756) served as maestro and
organist at St. Domnius in the early eighteenth century. After studies on his sacred works (Tuksar 2004,
Stipcevi¢ 2013), I will propose a first reading of his «Principij Primi» (Split 1742, I-Vc) that has ties both
to Calegari's peculiar teaching of harmony and to local customs in Coastal Croatia. Shortly after, Nagli
succeeded Calegari at Frari (1743-1756). A thorough analysis of the Martini correspondence (I-Bc) sheds
new light on this issue, and especially on the criteria for hiring a maestro on both sides of the Adriatic Sea
under Venetian domination: Was it more about the Franciscan order, personal relationships or even
ethnicity? Such questions go even beyond the matter of decentering music history. A "common history" is,
indeed, not only a task for historians, but it remains also important for the European integration and long-
term pacification of these territories.

Between the Mediterranean and the New World: Music and Devotional Practices for Saint Benedict the
Moor

llaria Grippaudo (Universita di Palermo)

Saint Benedict the Moor (1526-1589), a prominent figure in the devotional panorama of the early modern
period, represents a bridge between the religious traditions of the Mediterranecan and Afro-American
spirituality. Born in San Fratello (Messina) to a family of African slaves, he became the object of a special
cult that rapidly spread between Sicily and Spain, thanks to the efforts of the Franciscan friars, before
reaching Afro-descendant communities in Latin America. As evidence of the extraordinary impact of his
devotion at the local level, in 1652, Benedict was named co-patron of Palermo by the city's Senate,
paralleling the growing devotional interest in Saint Rosalia. This "religious success" can be understood in
light of the increasing presence of black slave communities, who often organized themselves into
confraternities. The phenomenon of black confraternities grew significantly between the 16" and 17
centuries, promoting devotional events that also included music. These celebrations had their own
characteristics in terms of sound, with chants and processions that often exalted saints who were perceived
as closer and more accessible to the lower social classes. At the same time, in the New World, the devotion
to Saint Benedict the Moor took deep root among enslaved converts, who adopted him as their intercessor
and protector, reshaping his figure through ritual expressions enriched by musical elements and dances of
African origin. Considering the convergence of different cultural influences, this paper aims to offer a broad
reflection on the relationship between music and the cult of the "Santo Moro', exploring the role of black
communities within the framework of early modern Mediterranean sanctity and their dialogue with the New
World.

FP22. Italian colonialism and Fascism

"Roman salutes" and ethnic makeup in Clemente's Fracassi's Aida (1953)

Candida Billie Mantica (Universita di Pavia)

Between 1946 and 1956, with most theatres in ruins after the war, approximately twenty opera-films, which
proved to be box-office hits, were produced in Italy. Directed by Clemente Fracassi and presenting an
abridged version of Verdi's work, dida (1953) was the first Italian opera-film in Technicolor, achieving
successful distribution across Europe and the United States. Aida's character was embodied by the still-
unknown Sophia Loren, who lip-synched Renata Tebaldi's voice—an established practice in opera-films
that extended to the other roles.

Building on the studies by Bernard Kuhn (2009) and Marcia Citron (2015), this paper investigates Fracassi's
Aida against the backdrop of post-World-War-II Italy and the contemporary film industry. Firstly, I explore
the creative strategies aimed at neutralizing conventions characteristic of opera that, tacitly accepted by
operagoers, were deemed incompatible with the cinematic medium. I then address the recourse to theatrical
makeup for Sophia Loren and Afro Poli (who interpreted Amonasro, lip-synching Gino Bechi's voice) to
portray Ethiopian ethnicity. This choice, a legacy of operatic staging, clashes with the film's intent to adapt
Verdi's opera to cinema. Finally, I examine the interpolated scene depicting the Egyptian attack on the
Ethiopians and the employment of the so-called "Roman salute" in light of Italy's ongoing reckoning with
its totalitarian past and, in particular, with its colonialist campaign in East Africa. Rooted in Jacques-Louis
David's Le Serment des Horaces (1784) and codified as a marker of antiquity in early-twentieth-century
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Italian and Hollywood kolossals, the "Roman salute" acquired a distinct political significance during and
after the totalitarian regimes that appropriated it, shifting from a tool of propaganda to one of potential
critique. Drawing a parallel with Mervyn LeRoy's film Quo vadis (1951), I argue that Fracassi's Aida can
be interpreted as an intentionally ambiguous ideological product, offering hooks for a reading that subtly
condemns Fascism.

A Nation at War: The Edition of Rigoletto's Draft (1941) and Fascist Italy's Struggle for Supremacy

Giovanni Meriani (Universita di Verona / Universita di Pavia)

In 1941, only eight months into the war, Italy was clearly becoming Germany's lackey. In response, as
historian Benjamin Martin (2016) highlights, Fascism sought to assert Italian cultural superiority over its
militarily mightier ally. Benito Mussolini pursued this goal by ordering an ambitious propaganda campaign
for the 40" anniversary of Giuseppe Verdi's death, occurring that same year. A centerpiece of this effort
was the Ministry of Culture's release of the first-ever edition of Verdi's Rigoletto's draft. Designed as a
strong and cultivated statement of Italian greatness in music, it was addressed to an "institutional" audience
of fascist elites, musicians, and critics.

While scholars have treated this edition primarily as a vessel for Verdi's text, focusing on its invaluable and
otherwise then-inaccessible content, they have overlooked its paratextual, material, and medial features.
Understanding these aspects is essential for grasping the edition's role in advancing the fascist cultural
agenda of 1941.

In my paper, I contextualize this edition within the 1941 Verdi celebrations and analyze it through
methodologies derived from literary studies (Peter Stallybrass, Dennis Duncan, Adam Smyth, among
others). I argue that this edition transcends being merely a "neutral” container of music. On the contrary, it
is a complex medium that not only houses Verdi's text but also actively shapes its reception and meaning.
Through an examination of its textual, visual, paratextual, and material dimensions, I reveal how these
components cooperate to (re)construct Verdi as the quintessential "Italian musical genius", elevating him
above the iconic "German musical geniuses", Beethoven and Wagner. In conclusion, I ponder the broader
implications of this interpretation, considering how the material characteristics of an edition serve as a tool
for crafting powerful, often unwritten narratives about music and its composers.

Sounds of the Empire: Music Exoticism in 1930s Luce Films

Francesco Finocchiaro (Conservatorio "Gioachino Rossini" di Pesaro)

Istituto Luce's documentaries and newsreels played a pivotal role in the colonial propaganda of Fascist Italy
during the 1930s. The films of the "Luce's Photographic Department for East Africa", which was
established in Asmara at the onset of the Ethiopian War, exemplify colonialist tendencies that would
subsequently become the stylistic hallmark of Italian cinematic productions for decades. The footage,
captured by notable photographers such as Mario Craveri, Corrado D'Errico, and Giorgio Ferroni, is
distinguished by a voyeuristic narrative that aligns with the prevailing European perception of African
inhabitants since the late 19" century: a depiction of the colonized populations as subhuman beings, situated
at the intersection of bestiality and eroticism.

This representation is accompanied by a series of stereotypical auditory elements that are typically
associated with the African setting. Indeed, depictions of the populations of the Horn of Africa, including
the African military corps under Italian command, invariably feature ambient music that uses well-known
exotic clichés, such as high-pitched woodwinds, folkloric percussion, and the "Phrygian" scale. The origins
of these auditory elements, in the context of Italian settings, can be traced back to a select number of pieces
from photoplay music collections of the "silent" era, such as Carisiana (Carisch), Biblioteca Cinema
(Ricordi), Commento Films (Florentia), and others.

For the purposes of this paper, I will argue that the Luce documentaries and newsreels, with their repertoire
of auditory topoi associated with the African scenario and disseminated in a variety of receptive contexts,
had a decisive impact on the way Italian society of the time perceived and represented African populations.
Luce's films functioned as a "fabric of commonplaces," understood in the sociological sense of taken-for-
granted collective knowledge, of untheorized assumptions that do not fall within the direct sphere of the
subject's experience but with which he or she comes into contact through the media.
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FP23. Professional and artistic boundaries in 21st-century music-making

The Tragedy of the (Musical) Commons: Addressing Issues in Orality and Ownership
Jonathan Mclintyre (University of Kentucky)

Scholars and musicians alike have grappled with the conceptual nature of music copyright law since its
idealistic, utilitarian inception. However, due to the nature of copyright law, many musical traditions are
left out of the discussion since there are specific requirements in the process of copyrighting, because of
the necessities that the work must be in a fixed, tangible medium and have a definite author, or authors, in
order to obtain legal protections of ownership. So, how do oral traditions and orality as a whole fit into the
larger discussion of intellectual property in music and how does one parse out ownership of such? This
paper serves to answer some of those questions and provides some of the arguments for either side of
copyrighting oral traditions in hopes of an egalitarian distributionism to appropriately compensate
communities of origin for their work—which has proven to be financially lucrative in terms of music
consumption. While discussing some basic understandings of music copyright law and correcting false (and
common) assertions, | also examine how these policies can shape our understanding of oral traditions with
a methodology in both legal research and common pool resource management. When understanding oral
traditions as a sort of "musical commons", Eleanor Olstrom's work in Governing the Commons can be
invoked in understanding how resource management is closely related to managing the oral traditions of
the affected communities. Several case studies are discussed in detail within this methodology, including:
Charles Seeger and Alan Lomax's collections of orally transferred music and Duke Ellington's oral history
within the Yale University Archive.

Early Music as a Way of Life: From Heritage to Market through Artistic Creation
Altea Guevara-Alonso (Universitat Politécnica de Valéncia)

The professional activity related to the performance of early music combines artistic and creative work with
the study and dissemination of musical heritage, framed within a cultural consumption model led by the
Cultural and Creative Industries (CCls). This sector possesses a unique identity and dynamics that often
conflict with traditional models of cultural creation and consumption. This research examines how
professional practices and challenges reflect the sector's degree of consolidation and integration within the
structure of CClIs in Europe.

Adopting an ethnographic and cultural management approach, this paper investigates how identifying the
community's needs, viewpoints and behaviors can uncover strategic opportunities to potentially optimize
management and promote professional sustainability. This approach engages with musical heritage and its
dissemination based on the labor and social realities of cultural workers. In doing so, it fosters a dialogue
between historical musicology and society, treating early music as a fluid concept constantly redefined by
academic, artistic, and market-driven forces. The research further explores interconnections between
community dynamics, the qualities of cultural products, career management, policy frameworks, music
education, market criteria, artistic direction, communication strategies, and sustainability efforts.

This article presents preliminary findings from a doctoral research project, which are grounded in a
bibliographic review and the analysis of nearly a hundred testimonies and perceptions documented in
professional reports and academic works. Currently, the Portuguese early music sector is being studied to
design and implement an adaptable analytical model aimed at developing cultural management strategies
tailored to specific contexts. This study addresses a gap identified in ethnomusicology and cultural
management concerning the role of early music professionals in cultural revitalization, as well as the lack
of a gender perspective in these areas.

Performing an Early Mediterranean. Repertoires and Historicities
Judith I. Haug (Univeristetet i Oslo)

The Mediterranean not only challenges musicologists to explore innovative research trajectories that go
beyond traditional disciplinary boundaries, it also inspires musicians to cross-cultural artistic collaboration.
Adding aspects of performance and music business to a discussion of the Early Mediterranean as a
musicological thought model, the focus of the paper is on the market segment of cross-cultural projects in
Early Music and Historically Informed Performance Practice. I am investigating how such projects combine
notions of "Early-ness" and "Mediterranean-ness".

Taking two case studies from Puglia—"Oriamu pisulina", a song in the grecanico minority language, and
"Tu bella ca lu tieni lu pettu tunnu", a sequence of stornelli—as a starting point, I set out to investigate how
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Mediterranean "folk" repertoire is co-opted into the sphere of Historically Informed Performance Practice,
and to demonstrate how concepts of earliness (as temporal otherness) and "Mediterranean folk" (as spatial
and/or cultural otherness) converge.

The circumstance that temporal, spatial, and cultural otherness in this context is usually perceived from the
vantage point of a Western European "art-music" now necessitates reflection on the imbalance of
historicities that comes into being if notated and dateable repertoires are combined with so-called
"traditional" repertoires from supposedly ancient oral transmission. When used to evoke soundscapes of
the past, "traditional" musics can end up deprived of their own historical locations. The Early Mediterranean
as a thought model hence also invites discussions on how music history is documented, measured and
explained differently in different cultures.

FP24. Art music and audiovisual broadcasting

Spain and Its Music in the Noticiero ICAIC Latinoamericano (1960-1990): Identity, Resistance, and
Cooperation

Ivette Janet Céspedes Gémez (Universidade Federal do Rio de Janeiro)

This study investigates the musical representation of Spain in the cinematic news reports of the Noficiero
ICAIC Latinoamericano (NIL) between 1960 and 1990, examining how music articulates discourses on
identity, resistance, and cooperation. By mapping the Bitdcora del Cine Cubano 1II and conducting a
detailed quantitative analysis, the study identifies news items related to Spain featured in the NIL, selected
based on thematic and contextual criteria. Political events in Spain, visual arts, tours by musicians such as
Ana Belén, Joan Manuel Serrat, Paco Ibafiez, and Victoria de los Angeles, as well as performances by
Spanish theater companies in Cuba, constitute the central themes of the news agenda curated by Santiago
Alvarez and his team.

Using an interdisciplinary approach that integrates historical musicology, cultural studies, and audiovisual
analysis, this research highlights the dynamics of musical exchange between Cuba and Spain over three
decades of political transformation. The tensions during Francoism and the subsequent increase in
cooperation following Spain's democratic transition are represented in the NIL from a Cuban revolutionary
perspective, with music playing a pivotal role in constructing this narrative.

The analysis reveals that between 1960 and 1975, music was utilized to reinforce discourses of resistance
and solidarity. In contrast, from the late 1970s to 1990, the representation of Spain in the NIL reflects a
decline in explicit political references, accompanied by a stronger focus on the artistic value of the featured
performances.

Music in Motion: On Music's Mobility in French Musical Films of the 1940s
Franziska Kollinger (Universitat Greifswald, Institut fir Kirchenmusik und Musikwissenschaft)

Both the (transnational) genre of the musical film in the 1940s and the cultural-historical discussion of the
attached production contexts represent desiderata in musicological research. Using the example of the
flourishing transnational musical film production of the 1940s that was located in the Mediterranean region
of southern France, the contribution sheds light to the multiple transnational interactions between Germany
and France under the angle of mobility and migration, in order to overcome the hitherto dominant linkage
to the national in favor of a perspectivization that reconstructs the musical film and its production
mechanisms as transnational and dynamic cultural-historical phenomena.

Building on the concept of cultural mobility (Greenblatt et al.) Musical Mobility will be discussed (1) as a
driving force for stable linkages between regions that extend over longer periods of time and are absorbed
into diverse historical formations. On the other hand, (2) territorial boundaries come to the fore, because
they are experiencing resignification and revitalization in conjunction with the increasing historical,
political, and cultural pressures faced by local, national, and international communities at various levels.

Deciphering the multiple interconnections between German and French Popular Culture in the 1940s the
contribution further discusses the identity constructing potential of the chosen examples through the
determination of the inherent personnel constellations during the production processes as well as through
the analysis of the aesthetic references. Therefore, the paper argues for a re-reading of music history that
recognizes the processuality and dynamics of cultural practices.
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Classical Music on Portuguese National Television or how to democratize after the revolution
Angela Flores Baltazar (Universidad Nova de Lisboa - FCSH/CESEM)

"Some music may initially be perceived as elitist but can later shed that perception due to the possibilities
offered by television", affirmed Jodo de Freitas Branco in the music dissemination program Melomania,
aired in 1978 on Portuguese National Television (RTP). Through this statement, Freitas Branco expressed
the intention of dismantling the elitist perception of "Classical Music" and making it more accessible to a
wider segment of the population, educating audiences on music and its connection to everyday life. This
paper explores precisely this—how television fostered the cultural dissemination and shaped "Classical
Music's" accessibility in Portugal during the post-revolution period of the 1970s and 1980s -, by cross-
referencing historical materials with cultural sociology and media studies, particularly the works of Pierre
Bourdieu and Jiirgen Habermas.

My work focuses on the Portuguese context, but it is primarily about the historical impact of television on
the discourse surrounding the so-called "Classical Music" as a medium for reaching a broader audience.
Internationally, it is possible to find similar phenomena and draw parallels with this intention of expanding
the social engagement with music through television. In this cultural context, dissemination of "Classical
Music" was pivotal to the democratization of culture, as its longstanding elitist label ultimately turned it
into a symbol of redefined cultural accessibility.

The findings suggest that, although participation in live concerts did not become more socially diverse
within the studied scope, television made an unprecedented contribution to the democratization of
"Classical Music" in mass communication medium contexts. People from different social backgrounds
were now engaging with the same musical content through employed mediation strategies, using linguistic
and aesthetic bridges to expand its reach. Nevertheless, despite growing public dialogue and greater
recognition of its repertoire, "Classical Music" still faces social barriers, which are reflected in the social
distribution of cultural habits.

FP25. Transfer and Circulation, 15t-18t" Centuries

Rhythm as cross-cultural embodiment and representation

Manuel Ferreira (Universidade Nova de Lisboa)

This paper will illustrate how different cultural contexts contributed to shape the rhythmic variety of
European music from the late 15" to the early 18™ century, connecting some of its features to the Islamic
world (from the Persian-Arabic matrix up to Turkish hegemony) and West Africa. Particular rhythmic
patterns, with asymmetric, syncopated or hemiolic characteristics, will be described and compared. The
repertory analyzed will be mainly Iberian in origin, but musical exoticism in Lully's Le Bourgeois
Gentilhomme, in their relation to either Turkish or Iberian models, will be also examined.

Travelling Songs in the Fifteenth Century

David Fallows (University of Manchester Emeritus)

Of the surprises that arose while completing my long-planned book Art Songs of the Burgundian Era, 1415—
1480, the greatest was the number of the most widely copied songs of those years that are plainly transmitted
with the wrong text. Already in the 1950s Sylvia Kenney had shown that Walter Frye's Ave regina celorum,
by far the most widely copied song of the 1450s, almost certainly began life with an English ballade text,
even though there is no trace of any other text in its twenty-four sources from all parts of Europe (only none
from England). We had all rather forgotten that, until Alexander Erhard's dissertation (2010) made it almost
certain that the famous O Rosa bella, ascribed to Dunstable or Bedyngham and the most often copied song
of the 1440s, also began life with an English text, again despite eighteen sources and over twenty related
compositions from all parts of Europe (only none from England); and I now have an English text that seems
likely to be the correct original. Only recently has it become clear that the most often copied song of the
years around 1480, Fortuna desperata, ascribed to Busnoys or Felice, cannot possibly have begun life with
that text, though I do not yet have any clear view of its origin. Only at the last moment did it strike me how
odd it is how many of these wrongly texted songs are among the most often copied of the century; or
perhaps it would make more sense vice versa, that so many of the most often copied songs were repeatedly
copied with texts that seemed more suited to purpose, leaving no clear hint of their wrongness. The general
conclusion here must be that if the music was good enough it could circulate widely carrying the wrong
text.
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Cantiga 121 and a Founding Legend of the Rosary: Its Journey in Song, Sermon, and Print from Late
Medieval Spain to Early Modern Mexico

Lorenzo Candelaria (Vanderbilt University)

This paper examines a founding legend of the rosary that likely originated from the Cantigas de Santa
Maria (late thirteenth century) and circulated in northeastern Spain before migrating directly from Valencia
to Mexico City in the late 1500s. At its core is the rosary, an instrument of Catholic devotion associated
with the Dominican Order, which played a key role in promoting its use through lay confraternities. The
most significant rosary confraternity of the early modern period was founded at the Dominican house in
Cologne, Germany, in 1476 by Jacob Sprenger, a theologian, inquisitor, and co-author of the infamous
Malleus Maleficarum, a treatise that fueled widespread persecution of alleged witchcraft in the sixteenth
and seventeenth centuries. By the 1490s, confraternities following Sprenger's model had emerged in
Barcelona and Valencia. These, in turn, were influential in establishing the first rosary brotherhoods among
the indigenous Mexica (Aztecs) and Catholic Europeans in Mexico City and its surrounding areas.

Central to the literature of rosary brotherhoods in Spain and Mexico is a purported founding miracle of
Sprenger's confraternity, known as "The Knight of Cologne". Interestingly, this story is entirely absent from
documents directly tied to Cologne itself. After tracing the probable origins of the legend in Cantiga 121,
this paper follows its transmission through the preaching of St. Vincent Ferrer, as well as through
incunabula tied to the Dominican houses of Barcelona and Valencia, before it appeared in early printed
catechisms in Mexico. Developed, adapted, and transmitted in song, sermon, and print over centuries and
across vast geographical distances, the inter-Iberian and trans-Atlantic journey of "The Knight of Cologne"
illustrates an impactful, multimodal dialogue among devotional cultures during the early period of
globalization—one facilitated by emerging technologies in manuscript and print production.

FP26. Opera: Dramaturgy

Pre- and post-dramatic approaches in today's early Baroque opera productions in Europe
Mauro Calcagno (University of Pennsylvania)

Recently, some opera productions have increasingly appeared to be "curated" by stage directors, even more
so than in the tradition of Regietheater (director's theater). This trend, first noted by Jelena Novak, involves
directors assembling segments from musical history or arias from classical operas and "curating" them into
a new creation. I illustrate this trend through the 2024 pastiche Le lacrime di Eros by Romeo Castellucci at
the Dutch National Opera, based on early Baroque chamber and theatrical music. In this production, the
narrative thread is nearly nonexistent, as references are made intermittently to mythological characters like
Orpheus and Eurydice, who primarily exist in a contemporary world, appearing on stage in two cars and
committing suicide.

Christoph Marthaler employed a similar hybridizing and multitemporal approach when staging the
canonical opera La coronazione di Poppea (1643) by Claudio Monteverdi last year at Theater Basel in
Switzerland. This production included spoken interludes by Pasolini and D'Annunzio, along with musical
interludes by Senfl and Schoenberg. Other innovations featured Mussolini's daughter as a non-singing
character, casting an actor who sang in French as Nutrice, using the conductor as an on-stage singer, and
having all characters perform a madrigal.

I interpret this trend, which can also be observed in the United States, by invoking the "postdramatic"
paradigm introduced by Hans-Thies Lehmann to describe theater and dance performances, which is rarely
adopted for opera (except by Novak, David Levin, and Ulrike Hartung). However, it is not coincidental that
the productions I discuss utilize works from the early Baroque period. I expand the postdramatic concept
to encompass trends already present, I argue, especially in seventeenth-century Italian opera as "pre-
dramatic". This is why the "post-" concept is well-suited to interpret the stagings of musical works from
that era, but it loses its heuristic value for subsequent periods.

Heterogeneous Sounds and Cross-Cultural Soundscapes in East-West Dialogue: A Study of the Opera
Marco Polo (1996-2024)
Kexin Ni (Zhejiang Conservatory of Music)

This study examines the cross-cultural dynamics and shifting power structures in musical theater through
a comparative analysis of Tan Dun's Marco Polo (1996) and the 2024 Sino-Italian co-production of the
same title. In the context of globalization, cultural exchange remains conditioned by historical power
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structures and established narrative frameworks. As an emblematic figure of East-West encounters, Marco
Polo's operatic reinterpretations reflect both historical memory and contemporary artistic market forces
shaping the representation of the "Other". By analyzing textual structures, musical composition, character
portrayal, and instrumental choices, this study critically assesses the ideological underpinnings of these two
productions through the lenses of postcolonial theory and global cultural dissemination.

Tan Dun's Marco Polo employs nonlinear storytelling and fragmented temporal structures, drawing from
the "virtuality" concept in Asian traditional theater to present Polo's journey as a negotiation of cultural
identity. The opera's sonic landscape traverses medieval Gregorian chant, Mongolian long-song, Indian
tabla rhythms, Tibetan throat singing, and Chinese opera, constructing a cross-cultural auditory collage.
Meanwhile, role reversals challenge the binary division of Western subjectivity and Eastern otherness. In
contrast, the 2024 Marco Polo adheres to a conventional three-act, five-scene structure, embedding East-
West dialogue within a European aesthetic framework. The personification of Venice, the incorporation of
barcarolle rhythms, and the juxtaposition of theorbo and electric guitar highlight both its cross-cultural
ambitions and the global art market's recontextualization of Eastern culture.

This study reveals two divergent yet interconnected approaches: Tan Dun's experimental disruption of
Western operatic norms through fragmentation and sonic hybridity, and the 2024 production's aestheticized
recalibration of cultural power relations. These approaches underscore a broader question: How can non-
Western cultures assert agency in cross-cultural dialogue within a Western-dominated artistic landscape?
Can cultural power shifts transcend mere formal inclusivity to achieve a genuine reconfiguration of
discourse? These questions extend beyond artistic practice, addressing the redistribution of cultural
authority in a globalized world.

Satyagraha in Sound: The Intersection of Glass's Minimalism, Indian Colonial History, and Hindu
Mythology
Anisha Srinivasan (Northwestern University)

My paper reveals the profound impact of Philip Glass's portrayal of the concept of "Satyagraha" ("truth
force") that shaped a movement that ultimately led India to independence in 1947. The term was coined by
a figure synonymous with both Indian and world history, Mohandas Karamchand Gandhi, or "Mahatma"
("great-souled") Gandhi. His contributions to the Indian freedom movement have transcended generations
and geopolitical borders. This is illustrated in Glass's opera Satyagraha, inspired by Gandhi's years living
in South Africa as a young lawyer from 1893 to 1914, during British colonial rule. The Indian community
in South Africa primarily composed of slaves brought by the British to work on sugarcane plantations. It
was during this period that Gandhi developed the principles of Satyagraha that would shape his legacy. My
research analyzes Glass's compositional process of Satyagraha alongside Constance DeJong's libretto,
which draws from the Hindu scriptures, the Mahabharata and Bhagavad Gita, to weave the narrative of
colonial India and the quest for independence into a Western opera. Glass establishes a parallel between
Gandhi's journey and Arjuna, the warrior from the Mahabharata, and therefore presents Gandhi's life as a
quasi-mythological epic. Glass also maintains a consistent undertone of various Indian art forms in
Satyagraha, such as paralleling a Hindu mythological narrative, borrowing raag from Hindustani music,
and employing exaggerated painted faces resembling those seen in South Indian Kathakali dances. This
opera results in a depiction of Gandhi that is rich with cultural depth, utilizing a larger ensemble to create
a dramatic tapestry that reflects his struggles, and the broader context of Indian slaves under British rule.
As an Indian Hindu, I draw upon my lived experiences and deep understanding of Indian culture and
folklore to inform this research, partly employing an autoethnographic approach to the analysis of how
Satyagraha became a transformative force.

FP27. Organology

Haydn and the 5-string Cello
Scot Buzza (University of Kentucky)

In spite of its enduring appeal to audiences, the technical demands and the high tessiture of the solo part of
Joseph Haydn's Cello Concerto in D major (Hob VIIb:2) have made it a trial by fire for modern cellists.
However, the origins of the piece have resisted musicological investigation for nearly two centuries.

In the early 20™ century, Hans Volkmann and Donald Tovey argued that the work was the fraudulent
creation of Esterhdzy cellist Anton Kraft. In 1959, the discovery of Haydn's autograph manuscript
definitively proved the concerto's pedigree, but its association with Kraft persisted under the assumption
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that he had premiered the work. However, discoveries in 2019 by Simon McVeigh and Thomas Tolley cast
new light on the concerto's origins, demonstrating that it was, in fact, commissioned by Willoughby Bertie,
4" Earl of Abingdon for his concert series and premiered in 1784 in London by one of England's leading
solo cellists of the period, James Cervetto.

This study examines evidence that, although Cervetto possessed a prodigious command of the upper
extremes of the 4-stringed cello, Haydn seems to have conceived the work for a 5-stringed instrument fitted
with an E string. It considers iconographic evidence and organological data on both Cervetto and his father,
Jacob, with 5-stringed instruments. The core of the investigation is a quantitative analysis of the keys, range,
and pitch median of Haydn's solo cello part. It situates that data within the full corpus of Haydn's concerti
for stringed instruments, as well as Cervetto's own compositions for 5-stringed cello. It follows with a
qualitative analysis of the idiosyncrasies of technical execution of the work and concludes with a summary
of arguments both in support and in opposition to the central hypothesis, in light of the performing traditions
that shaped the reception of the work.

Study of lexicography and musical terminology of ophicleide in the 19" Century
Inez Beatriz Martins Goncalves (Universidade Estadual do Ceara)

The global trade in aerophones grew exponentially in the 19" century due to the creation of new models,
the adaptation of chromatic playing mechanisms, the expansion of military and civilian bands, the
dissemination of teaching manuals and the diffusion of specific repertoires. These new aerophones and their
repertoires were incorporated into the musical groups of several countries during this period. The
coexistence of different models in the same band promoted terminological miscellany that was recorded
into their hand-copied scores. This work proposes a critical examination of musicographic and iconographic
sources located at the historical archive of the Military Police of Ceard musical band in Brazil. Moreover,
similar sources from other bands and bibliographic sources such as instrumentation manuals and music
dictionaries published in the same period will also be examined. The objective is to discuss the lexicography
and terminology of aerophones in the 19" century, taking as an example the specific case of the ophicleide.
For the analysis of instrumentation, we will use the concept of "lineage of musical vocabulary" proposed
by the German musicologist Wilibald Gurlitt, understanding that musical terms have affinities among
themselves and belong to family groups. If, on the one hand, the spelling of the term did not vary much
between Anglo-Saxon and Latin-speaking countries (ophicleide), except for Spain, which maintained the
use of the primitive term (Figle or Ofigle), the family lineage of the instrument presents two supposed
origins that will be addressed in this work. The ophicleide reached its peak in the 19" century, mainly
through the instrumentation of musical bands, being included in works by composers such as Berlioz and
Wagner, following a decrease in the 20" century.

Transcultural instruments from Africa to Europe: a contribution to the cultural history of timpani

Gianfranco Salvatore (Universita del Salento)

In the transformation of kettledrums from military to ceremonial and parade uses, serving as a symbolic
and universalist display of political power, the role played by African mediation has not been sufficiently
studied. This role has been obscured by the fact that the transition of these instruments to the Western world
has always been analyzed through the lens of Near Eastern mediation. The adoption of paired timpani, in
particular, is often attributed to the expansion of Ottoman civilization.

In fact, the evolution of timpani in Europe diverges, at least in part, from this traditional attribution, as the
dimensions and uses of the instrument transform over time—from the small kettledrums or nakers (naqqara)
first seen by the Crusaders in the Holy Land, to the double instruments mounted in Africa on the backs of
camels, and later, in early modern Europe, on horseback. Moreover, although timpani entered the Germanic
world through Hungarian mediation in the mid-15" century, iconographic sources from other European
cultures, dating back even to the 14" century, associate them with Africa and/or Africans.

From the second half of the 15% century, in Aragonese culture, both in Spain and Naples, the equestrian
use of the ancestors of our orchestral timpani was entrusted to black drummers. During the time of Charles
V, these instruments underwent an organological evolution—with their shells now hemispherical and made
of copper and brass—to be used in Habsburg and imperial military practices. However, in the Netherlands,
which were part of the empire, they were still entrusted to black drummers during religious or celebratory
processions known as "Ommegangen", visually depicted by various painters, including Rembrandt.
Moreover, surprisingly, in the early years of Charles V's reign, the German artist Christoph Weiditz,
traveling through Spain, documented the Andalusian use of Ghanaian double kettledrums, constructed
using African techniques, materials, and shapes.

37



Building on parallel research on frame drums presented at another conference in Spain last year, this paper
proposes to historically recognize timpani as one of the most evident contributions of Africa to European
culture and music, and to explore the role of Africa in the transcultural evolution of percussion instruments
in early modern Europe in light of the cultural history of the African diaspora.

FP28. Musical construction of identity

Spanish Orientalism and the Expression of Non-Normative Sexudlities in Early 20"-Century Music

Diego Alonso Tomas (Universitat Autonoma de Barcelona)

In the early twentieth century, the sublimation of ancient "Oriental" cultures as Arcadias—spaces onto
which non-normative sexualities could be projected—emerged as one of the primary means of expressing
homosexual difference in music, the visual arts, and literature. At the time, the term "Orient" encompassed
the Near East, the Far East, North Africa, and the historic Andalusian and Spanish-Romani cultures. The
homoerotic orientalism of this period has been studied from decolonial perspectives in the fields of visual
arts and literature (Aldrich 1993; Boone 2014) but scarcely in music, particularly Spanish music.

This presentation serves as a first step in analyzing Spanish musical orientalism through lenses that
foreground the notion of sexual Otherness. My analytical corpus includes Noches en los jardines de Espaiia
(1909-15) by Manuel de Falla, Un perfume de Arabia (1922) by Ernesto Halffter, and Arabia (1923) by
Adolfo Salazar. The presentation delves into the meanings these works held at the time of their composition
and premiere, as well as into the non-teleological (and therefore non-normative) conception of musical
time. This conception not only functioned as a form of exoticization—casting the Orient as an atemporal
Arcadia—but also as a form of what theorists such as Mufioz (2009), Freeman (2010), and others have
recently termed "queer temporalities". The paper contributes to renewing our understanding of Spanish
musical modernity during the Silver Age by adopting a perspective that foregrounds gender subjectivity
and sexuality.

Aldrich, Robert.1993. The Seduction of the Mediterranean. Homosexual Writing, Art and Fantasy. London:
Routledge.

Boone, Joseph A. 2014. The Homoerotics of Orientalism. New York: Columbia University Press.

Freeman, Elizabeth. 2010. Time Binds: Queer Temporalities, Queer Histories. Durham: Duke University
Press.

Muiioz, José Esteban. 2009. Cruising Utopia: The Then and There of Queer Futurity. New York: New
York University Press.

Silencing the other. The prohibition of morisco rituals, sounds and processions in 16" century Kingdom
of Valéncia

Francesc Orts-Ruiz (Universitat Autonoma de Barcelona)

After the conquest of the Valencian Muslim territories by the troops of King James I of Aragon and the
creation of the new Kingdom of Valéncia in the 13" century, many were the orders and legislation for the
Muslim population that decided to stay in the new Cristian territories, the Mudéjares. In origin, these laws
where somewhat permissive, and the Mud¢jares could practice their faith and rituals, usually living in
separated neighborhoods (morerias). They could call the prayer on Friday, and celebrate rituals such as
weddings, processions and funerals.

But for different political and social reasons, from the beginning of the 16™ century this toleration ended,
and new legislation started to force the Mudéjares to convert to Christianism or leave the country (first in
Castile in 1501, then, in 1525 in Valéncia). The ones who stayed and converted became the "Moriscos" or
cristianos nuevos, who were always suspected of continuing to live as Muslims.

In this paper I will analyses the orders given to those Moriscos taking as case studies two examples of
Valencian legislation, the Instruccions by Archbishop Ayala (1566) and the Constituciones by Archbishop
Loaces (1568). These documents contain very interesting information about how the life of Moriscos was
before they were obligated to convert, and how the most important things to eradicate for the Christian
authorities were related to ritual (public and private) and to the use of sound as means of communication
and identity.
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The Barber-Surgeons of the Brazilian Empire: Another Side of Slavery
Marcus Held (Universidade de Sdo Paulo)

Slavery was the official mode of production in Brazil from the occupation of the territory by Pedro Alvares
Cabral in April 1500 until its official abolition in May 1888. For nearly 400 uninterrupted years, despite
the violence inflicted upon approximately four million enslaved Black people, the interactions between
Whites, Blacks, and Indigenous peoples across various social strata facilitated the consolidation of what
came to be known as "Brazilian culture". Studies in religion, music, dance, and popular festivities reveal
countless cultural expressions rooted in an Afro-Brazilian axis. However, another aspect that warrants
further examination concerns Black-Portuguese transmission.

By 1552, Africans from the western coast, from the Senegal River to the Zaire River, made up 10% of
Lisbon's population, a number that only grew until the 18" century as the slave trade proved increasingly
profitable. These individuals worked as domestic servants, agricultural laborers, dockworkers, galley
rowers, animal handlers, vendors, artisans, and musicians.

Barber-surgeons were highly regarded professionals both within and beyond European courts, and their
services—including haircuts, shaving, tooth extractions, and bloodletting—were in demand in Portugal's
main colony, often performed by enslaved individuals. In Rio de Janeiro, most of them were musicians,
particularly violinists and clarinetists. However, despite the admiration recorded by several German,
French, and English travelers between the 1820s and 1850s, hundreds of escape attempts were documented
in the same period, raising questions about their living conditions. This paper presents the results of a
systematic analysis of travelers" accounts and an extensive survey of archival documentation concerning
barber-surgeons" musical activities in the Brazilian Empire.

FP29. Soundscapes of the Western Mediterranean: Agents and Practices

Echoes of the Mare Nostrum: Sonic Performativities and Identity Encoding in the Soundspaces of the
Crown of Aragon

Sergi Gonzéalez Gonzalez (Universitat Autonoma de Barcelona)

During the Early Modern period, processions disrupted daily work activities, integrating ordinary time with
moments of closing workshops to engage in devotional practices. In the cities of the Crown of Aragon
connected to the Mediterranean, a common feature was the prevalence of processions. In this context,
cathedrals functioned as vertical acoustic epicenters, emitting sonic signals that regulated both daily time
and processional time. These sounds operated as polysemic codes, capable of being interpreted across
functional, symbolic, and ritual dimensions. Consequently, spaces with specific acoustic properties were
created, reflecting a deliberate sonic distribution aimed at optimizing auditory propagation and constructing
a collective acoustic memory.

Through the methodological triangulation of tools from historical musicology, ethnomusicology, and
digital humanities—particularly mapping—it is possible to analyze different soundspaces by articulating
three main dimensions: acoustic analysis (encompassing elements such as bells, trumpets, drums, minstrels,
and singing); performative practices (such as proclamations, processions, and theatrical interludes); and
symbolic systems (linked to social hierarchies and guild identities). This approach is further enriched by a
diachronic perspective that considers historical temporality alongside a phenomenological analysis
exploring culturally encoded sensory experiences.

This paper will employ these tools to examine acoustic communities associated with soundspaces, revealing
how processions were configured as auditory palimpsests composed of stratified layers. Using examples
drawn from the historical mapping of processions in cities such as Valencia, Barcelona, Tarragona, and
Palma de Mallorca, it will demonstrate how these soundspaces operated as social technologies, shaping
identities through auditory enculturation processes. In this framework, repeated exposure to specific sonic
codes generated cognitive associations. This approach seeks to transcend superficial descriptions by
proposing an analytical model that interprets historical sounds as expressions of power, collective memory,
and mechanisms of cultural transmission.
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Remapping Valencia in the Festival Borderlands: Musical Repertoire and the Reconfiguration of the
Everyday

Rachel Horner (Cornell University)

In festivals, where time and space are experienced in ways that exceed everyday temporal and geographical
boundaries, the border is not simply a two-dimensional dividing line cordoning off locals from the rest of
the world. Through their aesthetic and performative modes, festivals straddle the normative borders that
frame everyday life to produce a festival borderland, where new modes of being, thinking, and doing can
emerge. In the case of the Falles Festival of Valéncia, Spain, such a borderland comes into being through
the interweaving of three musical threads. The first depends on Valencian adaptations of familiar instrument
types—the "dolgaina", a double-reed soprano aerophone, and "tabalet", a double-membrane cylindrical
drum—which, given their centrality to traditional Valencian music, inscribe a regional soundmark onto
official festival acts. Following the legacy of Spanish military bands, the second thread features wind bands
that accompany both formal parades and raucous street concerts. Once the sun sets, a third musical style
takes over as pounding EDM beats reverberate from the "casals" (Falles headquarters) that populate the
city streets. The musical repertoires that mark the Falles Festival index distinct bordered histories in and
through performance. But the juxtaposition and frequent recombination of these musical threads in the
festival borderland also complicate the borders that frame these musics, as I explore in this paper. I argue
that the blurring of musical borders during Falles serves to "relocalize" Valéncia, sounding out new
conceptions of what counts as Valencian and extending the timespaces to which Valéncia's borders
correspond. If music cannot alter the geopolitical territories that circumscribe the Falles Festival, it
nevertheless recalibrates the place-based associations that the music of Falles calls up and, in so doing,
reimagines Valéncia's national and transnational connections.

Origins and spread of marching bands in Southern Italy (1800-1870): sources, practices, circulation.
Annamaria Bonsante (Conservatorio di Musica "Niccolo Piccinni" di Bari)

The paper focuses on the musical practices in southern Italy—civil and military—of "fanfares" and the first
"bands" between 1800 and 1870, indicating the relevance of their "sound" and "color" even within a written
and cultured tradition. The reconnaissance of musical sources and archival documentation, carried out on a
sample basis, shows the predominant role that wind orchestras played in the soundscape of the Kingdom
of Naples (the largest pre-unification state occupying about a third of the Italian peninsula) and in its
widespread musical literacy. Bands and fanfares are active in multiple urban contexts and display a highly
differentiated technical level: oscillating between amateurism and professionalism, they allow for real and
widespread socio-cultural inclusiveness. Civic uses (religious devotion, civic celebrations, "cassette"
concerts, musical instruction) and military uses (parades, marches, etc.) characterize the variegated
archipelago of the hundreds of concert bands, tour bands, municipal fanfares, displaying characteristics
similar to practices in other European territories. However, the current availability of "pure" band
compositions from the 1800-1870 period is far less than in other territories (Northern Italy, Austria, France).
Why? The answers, in my opinion, are twofold. The first consideration is that our knowledge of that
surviving musical heritage is still lacking and many band archives have not been investigated. Secondly, in
my opinion, "cultured" music for bands in the pre-unification "Mezzogiorno" initially burst out forcefully
in the theatre, in the orchestra of 19" century melodrama. From that new sound, from that already "band-
like" writing of opera linked to the "Neapolitan school," naturally descended the endless band rewritings
that still characterize the southern soundscape today. A few case studies will serve to offer an initial attempt
to use the sources for the reconstruction of a long-lasting phenomenon that may prove the existence of a
sensitivity for instrumental music in Italy in the 19" century period that is considered exclusively dominated
by opera.

FP30. Historiography: new readings

Questioning Connectivity and Chronology in Global Music History
David R. M. Irving (ICREA - Institucié Mila i Fontanals)

A key objective of global history has been to highlight connections and comparisons across vast distances
and time-periods. Global music history shares that tendency, but also embraces relativistic studies of diverse
local musical pasts that promote the de-centering of traditional historical-musicological focus. Within both
fields, emphases on connectivity reflect an intricate relationship with studies on globalization produced
since the late twentieth century. They also bring into sharp focus chronologies of large-scale networks,
which in turn have implications for periodizations of "the global'. One view of this periodization is by
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historians Dennis O. Flynn and Arturo Giraldez, who have argued that until networks were sustained
circumferentially, there was no "globalization" per se ("Globalization Began in 1571", in Globalization and
Global History, ed. Barry K. Gills and William R. Thompson (London: Routledge, 2006), 232-247). Of
course, if that concept were applied to global music history, it would imply the relatively short timeframe
of less than half a millennium. Another view of global connectivity sees it occurring not just through
networks, but at a species-wide level. In an article of 2003 that examined different kinds of trans-state
cultural processes, and anticipated many of the theoretical questions that global music historians have
recently faced, Thomas Turino stated: "I want to reserve the term global to describe phenomena that literally
encompass the geography and populations of the globe', giving examples including climate change, life-
cycle events, and radio ("Are We Global Yet? Globalist Discourse, Cultural Formations and the Study of
Zimbabwean Popular Music", British Journal of Ethnomusicology 12, no. 2: 52-53). This paper explores a
range of theoretical perspectives and examples in music history, and asks how re-engaging with the
complex relationships between various kinds of connectivity and chronology across the longue durée might
reveal new ways to contemplate human musical pasts in global terms.

The 1580 Culture Quake in Spain
Alvaro Torrente (ICCMU / Universidad Complutense de Madrid)

In Spanish music history, the beginning of the Baroque represents an unsolved problem. Literary critics
recognize a major break around 1580 (Montesinos 1959), as reflected in two closely related novelties: the
rise of the comedia nueva, and the flourishing of the romance nuevo. 1 argue that this disruption was a
broader cultural transformation that also involved music and whose key feature was the rise of popular
culture.

I posit that several phenomena, traditionally regarded as distinct, came together to produce a deep and
unified cultural shift: the rise of strummed guitar accompaniment for song and dance; the popularity of
"immoral" dance-songs such as the zarabanda, and the chacona; the widespread adoption of triple meter
with hemiolas; and the generalization of compas ternario menor (C3) with metric alterations represented
by blackened figures that enabled a more precise representation of complex rhythms. The idiosyncrasies of
the so-called seventeenth-century Spanish style (Stein 1993) cannot be explained without considering these
transformations.

The cultural shift was catalyzed by the contemporary establishment of public theatres, which empowered
commoners to demand entertainment suiting their taste. This transformed Spanish culture from a high-brow
tradition dictated by the elites into one increasingly defined by plebeian preferences. In music, the appeal
of popular song can be seen as early as Salinas' De musica libri septem (1577), which aristocrats also soon
embraced, as evidenced by the concurrent hiring of the mixed-race guitar player and singer Leonor de
Guzman around 1610 in the household of three grandees (Rodulfo Hazen, 2022).

The well-known controversy over theatre—more than 50 publications between 1580 and 1630—bears
further witness of the impact of this process, as illustrated by Juan de Mariana's Treatise Against Public
Entertainments (ca. 1590), a vehement diatribe against the negative influence of poetry, theatre, music, and
dance on Spanish society.

Women Music Historians in Greece (19"-21st Century): Interconnections and Influences
Magdalini Kalopana (National and Kapodistrian University of Athens)

The historiography of music in Greece, dating back to the late 19" century, has been profoundly shaped by
the significant contributions of women such as Athina Seremeti (late 19%-early 20" century), Avra
Theodoropoulou (1880-1963), and Kaiti Romanou (1939-2020). Each of these scholars introduced
groundbreaking advancements to music historiography: Seremeti was the first to translate a comprehensive
history of European art music into Greek (1888), Theodoropoulou authored the first inclusive history of
both Western and Greek art music in Greek (1924), and Romanou provided an extensive and in-depth
analysis of the history of Greek art music from the end of the Middle Ages to the present (2000). Their
contributions acquire greater significance when viewed in relation to the broader evolution of music
historiography in the Greek language. This paper employs critical textual analysis and historical
contextualization as key methodological approaches. Additionally, it incorporates perspectives from gender
studies to examine the motivations behind, and the impact of, the work of women music historians in
Greece.
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FP 31. Reappraising Musical Theory and Heritage

Contemporary Processes of Heritagization and Folklorization in Valencian Traditional Music: Two Case
Studies

Alejandro Arribas Miranzo (Universitat Autonoma de Barcelona)

The preservation of so-called "traditional music" has been facilitated, in part, by the presence of traditional
materials that are still found in the past of many societies and remain available for use in contemporary
musical practice (Hobsbawm, 1983). At the same time, processes of digitalization and globalization have
prompted a reevaluation of the ways in which musical heritage is transmitted, fostering the interrelation
and crossover of diverse scenes and genres. This study aims to analyze two strategies for reinterpreting
music inherited as cultural heritage in the context of the Valencia region of the Spanish Mediterranean
coast. The case studies under examination are "Sepeli" (2023) by La Maria, and "El iaio i la mare" (2021)
by Noelia Llorens "Titana." These works exemplify what Frechina (2011) describes as a rearticulation of
traditional forms within a discourse that is integrated into modernity through the creation of new repertoire
or the recreation of the old one. In "Sepeli", a young artist reinterprets two fragments from the Misteri d'Elx,
a seminal piece of Valencian intangible heritage, incorporating them into an urban sound. On the other
hand, in "El iaio i la mare", two recently recovered traditional tunes are introduced in a recording through
the first-person voice of the informant. This approach challenges the conventional processes of cultural
heritagization, which has often entailed a unidirectional hierarchy — from the institutions that classify and
categorize cultural artifacts to be protected toward the popular communities who sustain them (Machin-
Autenrieth et al., 2023). This presentation represents one of the first studies about the process of
heritagization of musical works in the contemporary field of Valencian traditional music. It focuses on
practices by young artists in the scene who transmit the musical past all avoiding an essentialist conception
of it.

Frechina, Josep V. "La musica de quan nosaltres érem nosaltres". Caramella: revista de musica i cultura
popular. 25 (2011), 38-41.

Hobsbawm, Eric. "Introduction: Inventing Traditions". The Invention of Tradition, in Eric Hobsbawm and
Terence Ranger (eds.), Cambridge University Press, 1983, pp. 1-14.

Machin-Autenrieth, Matthew et al. (eds.). Music and the Making of Portugal and Spain, University of
Illinois Press, 2023.

Blown fifths, visual equidistance, and the genesis of Sundanese scales and modes in West Java,
Indonesia

Henry Spiller (Univresity od California, Davis)

It is well known that pioneer ethnomusicologist Jaap Kunst collaborated with Erich von Hornbostel to
validate Hornbostel's expansive blasquintentheorie ("theory of blown fifths"), which posited a common
basis in the overtone series for a variety of Asian tonal systems, using Kunst's tuning measurements from
Java as examplars. It is less well known that in West Java, Jaap Kunst collaborated with Raden Machyar
Angga Kusumadinata, a Dutch-educated Sundanese aristocrat with Sundanese musical training, who also
theorized Sundanese scales and modes. Kusumadinata rejected blown fifths in favor of tuning models
rooted in equidistant divisions of the octave that were unrelated to acoustical phenomena—an approach
that Kunst could not endorse, but which had compelling precedents in visual/physical approaches to tuning
in Southeast Asia. For example, physicist Charles Wead and Philippine ethnomusicologist José Maceda
separately proposed that the intervals of Southeast Asian tuning systems are epiphenomena of the
symmetrical placement of fingerholes on bamboo wind instruments.

This paper reconsiders a variety of historical and contemporary sources to shed new light on these
disagreements, including recent research into the physics of overtones produced on blown pipes and recent
research into the Chinese precedents for Hornbostel's theory. I also consider the how equidistance in the
construction of the iconic Sundanese suling (flute) of West Java may lie at the root of Sundanese tunings,
scales, and modes; Sundanese instrument makers use equidistant measurements to determine the placement
of fingerholes. I argue that this visual approach to instrument construction helps to make sense of both (1)
the variability in the precise intonation of salendro (slendro) tunings and (2) the Sundanese predilection for
layering hemitonic pentatonic scales over salendro accompaniments.
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Neither Kunst's nor Kusumadinata's theories account convincingly for Sundanese musical practices; but
understanding Kunst's, Hornbostel's, and Kusumadinata's epistemological frameworks helps us reconcile
their differing approaches.

"As if he were not the same person": Schenker on Casals as cellist, conductor, and businessman
Edward Klorman (McGill University)
Shanti Nachtergaele (McGill University)

In diary entries dating 192629, the Viennese music theorist Heinrich Schenker displays a keen interest in
Pablo Casals, reflecting on his activities as both a cellist and a conductor. These writings demonstrate a
conflicted view. Schenker's response to Casals's performance of Bach's Third Cello Suite was
uncharacteristically effusive, commending the cellist's "incomparable command of the instrument" and
"uncommonly strong instinct for synthesis." That performance not only prompted Schenker to immediately
seek out tickets for Casals's next but also inspired an extended analytical essay on the suite's Sarabande.
That essay includes interpretive suggestions that were in all likelihood inspired by the Casals concert that
Schenker so loved.

Yet, despite consistently praising Casals the cello soloist, Schenker took issue with Casals the conductor,
characterizing one performance as "shockingly bad, too fast, uninspired, as if he were not the same person
who plays the cello." Schenker was also critical of the cellist's chamber music performances and what he
perceived to be a "business sense" in the way Casals presented himself as a musician, including in an
interview published in the Neue Freie Presse.

Although Schenker is today best known for his writings on music analysis, his diaries and correspondence
provide a detailed account of concert life and musical broadcasts in Vienna during the early twentieth
century. His reactions to Casals's performances reveal an unexpectedly ambivalent, nuanced perspective on
the Catalan musician in terms of his cello playing, conducting, and self-presentation.

FP32. Sacred music: sources

Misa Aguinaldo and the Villancico in the Philippines: Tracing Cultural Flows and Transculturation from
the Mediterranean to the Far East

Maria Alexandra Chua (UST Conservatory of Music)

The celebration of Christmas in the Philippines, with its accompanying rituals and music, is widely regarded
as one of the longest and most festive traditions in the world. As a transcultural product of Spanish colonial
engagement, the traditions and music of Philippine Christmas embody a complex interplay of cultural flows
that trace their origins from the Mediterranean to the Far East. These traditions, marked by ambiguities and
incongruities, reflect the broader processes of transculturation—where cultural elements are appropriated,
adapted, and reimagined across geographies and histories. In the Philippines, a predominantly Christian
nation in Asia, the intermingling of indigenous and Hispanic cultures has created a unique cultural praxis,
but one that also raises questions about cultural identity, appropriation, and hybridity.

This paper seeks to investigate the multifaceted realities of cultural transformation in the context of
Hispanic colonialism, focusing on the appropriation and adaptation of the misa de aguinaldo ritual and the
villancico musical genre within Filipino cultural practice. I will attempt to trace the process of how an
appropriated ritual tradition from the Mediterranean (where the villancico originated as a Spanish musical
form) becomes a crucial defining factor in the postcolonial identity of a nation in the Far East (where it was
recontextualized in the Philippines). Despite the ambivalences inherent in their colonial origins, these
rituals and musical forms have been reimagined and integrated into the fabric of Philippine society, serving
as a means of maintaining socio-cultural equilibrium and continuity.

Musical epigraphies as historical musical sources. Museumization as a proposal for the heritage
preservation of musical epigraphies

C. Montiel Segui Balaguer (Universitat de Valéncia)

Musical epigraphies are historical musical sources written or inscribed on a hard or semi-hard support that
endures over time. Musical epigraphies as historical sources are of utmost importance for religious studies,
as they were part of a mode of cultural, social, and artistic expression created by Christian communities in
their acts of worship and rituals. These are a pending case study within the musicological panorama in
Spain. The known samples have been collected by different authors, who have reported on their findings.
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However, the lack of systematization in the studies raises the need to develop a theoretical and
methodological proposal for the treatment of this type of musical sources that would accommodate a
museum plan with the aim of restoring, disseminating, and preserving heritage. To this end, two case studies
will be exemplified. The first deals with the musical epigraphies of a Salve Regina by Cristobal de Morales
located on the walls of the Sanctuary of Our Lady of Pueyo in Villamayor de Gallego in Zaragoza. The
second focuses on the epigraphies found in the former convent of the Calmelitas Calzados in Valencia. For
the latter, a model of museumization will be presented, which was carried out through the Consorci de
Museus and is currently on permanent display at the Centre del Carme Cultura Contemporania (CCCC) in
Valencia. The recognition of this type of source, historical musical epigraphies, as cultural assets guarantees
the preservation of a part of Valencian and Spanish musical heritage, promoting its research and study.

FP33. Musical sources from Europe to America

Artists' Piano Rolls: Circulation and Exchange of Musical Repertoires in Spain at the Beginning of the
20" Century

Maria de Lourdes Rebollo Garcia (Valencia International University)

This paper discusses the research carried out as part of the project Artist's Piano Rolls in Spain, led by
Lourdes Rebollo at the Universidad Internacional de Valencia.

Artists' piano rolls are part of the history of recorded music. They provide valuable information about early
recording technologies and performance practices, as well as the musical and cultural tastes of early 20™
century society. While cylinders and early discs had technical limitations in terms of sound recording and
storage capacity, recorded piano rolls captured in real time the performance of a pianist playing on a grand
piano connected to a recording device. Piano rolls could also store up to 15 minutes of music. This made it
possible to record not only a wider and more complex piano repertoire, but also chamber music and
orchestral transcriptions. Many pianists and composers recorded on piano rolls between 1904 and 1930,
including a generation of artists born in the mid-19* century, providing a link to 20" century performance
practice. Piano roll recordings were also the best way of disseminating composers" works and preserving
those performed by the composers themselves (Granados, Falla, Grieg, among others). This paper examines
the companies, the artists and the repertoire disseminated on these piano rolls in the historical, cultural and
social context of 20" Century Spain.

Two Nineteenth-Century Modinha Songbooks from Brazil: Transatlantic Destinies

Marcelo Hazan (University of South Carolina)

The sentimental modinha stands as one of the most traditional song-forms of the Portuguese-speaking
world. In the present paper, however, I shall highlight two nineteenth-century modinha songbooks that are
currently held neither in Brazil nor in Portugal. Rather, though produced in Rio de Janeiro, the songbooks
are presently housed at the Robert Bosch Foundation in Stuttgart and the Spanish National Library in
Madrid. This unlikely situation raises a few basic but hitherto unexamined questions: how did these codices
find their way into non-Luso-Brazilian repositories? What chain of custody did they go through? Was their
transit isolated or representative of wider transnational flows? My paper demonstrates that, despite their
common origin in the print shop of Pierre Laforge (1791-1853), a famous local publisher, these songbooks
followed rather different paths under very distinct circumstances: up until the 1970s, the volume in
Germany was the idle possession of a member of the former royal family in Rio de Janeiro; at the mid-
nineteenth century, the one in Spain was actively enlivening the gatherings promoted by Maria Benedita
Buschental (1815-1891), one of Madrid's paramount salonnieres. 1 shall conclude with comments on the
textual relevance of these songbook-sources for the critical edition of the songs of Candido Inécio da Silva
(1799/1800-1838), a project I carried out under the sponsorship of the Brazilian National Library
Foundation, American Musicological Society, and University of South Carolina.

FP34. Popular Music Practices East to West

In Pursuit of a Sound Future: Industriousness in Maltese Popular Songs of the 1970s
Philip Ciantar (University of Malta)

After its independence in 1964, Malta, a small Mediterranean island country, embarked on an extensive
economic program to diversify the island's economy. This intensified in the 1970s under the socialist Labor
government, which promoted the value of industriousness ("bzulija" in Maltese) as a key value for the
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country's economic progress. In parallel with these economic and political developments, the Maltese music
scene of the 1970s experienced a boom in the production of locally composed popular songs in Maltese,
most of which depicted the Maltese landscape, the surrounding sea and the daily lives of hard-working
people whose survival depended mainly on the hard work that industriousness entailed. Some of these songs
achieved unprecedented popularity and are still popular today. This article will draw on this context to
examine how the politically charged ideological discourse on industriousness was obliquely embedded in
these songs, even those in which the worker as such featured only marginally or not at all.

From Subversive Marginality to Hard-Right Populism: The Shifting Politics of Arabesk in Contemporary
Turkey

Ceyda Cekmeci (University of California - Berkeley)

"Arabesk," a music genre that blends Turkish folk music with Arabic influences, has periodically dominated
public discussion in Turkey since its emergence in the 1960s. The genre has always implied a relationship
to the ruling elite: once heavily disdained by the bureaucratic center, it was later co-opted for populist
ambitions. A robust academic discourse on arabesk is found in the influential work of Martin Stokes (1992),
which accounts for the genre as a marginalized or counter-hegemonic one, as presented in the
condescending stance of Turkey's secularist bureaucratic elite towards arabesk. The relationship between
arabesk and the political regime, however, had already started to change in the aftermath of the 1980 coup,
as the genre became increasingly associated with the new conservatism in the power bloc (Ozbek, 1991).
With the construction of an Islamist hegemony following Erdogan's ascent to power in 2002, arabesk was
further embraced by the political regime. During his 23 years in power, president Erdogan pursued a
concerted project of "articulating" (Hall, 1986; Laclau, 1977; Laclau and Mouffe, 1985) arabesk to the new
Islamist-liberal hegemony via particular populist and affective strategies. These include Erdogan's repeated
performances of arabesk songs in election rallies, his deliberate integration of the love language of arabesk
into political speeches, and his overt embrace of and collaboration with arabesk musicians. This paper traces
the changing meanings of arabesk since its appearance as a potentially oppositional subculture in the 1960s,
to its increasingly conservative political affiliations in the 1980s and 1990s, and finally to its more complete
integration to right-wing ideologies by Erdogan and the AKP government(s) in the 2000s. Drawing on
media archives from the AKP era, the paper offers a reassessment of the history of arabesk, one that
accounts for the genre's association with hard-right populism today.

FP36. East to West: Musical Diplomacy

The birth of the French Dauphin (1729) in the eastern Mediterranean: Dynastic festivals as multicultural
festivities?
Thierry Favier (Université de Poitiers)

This paper aims to investigate a series of unexploited official reports of the celebrations of the birth of the
son of Louis XV (September 1729), originating from a dozen of embassies and consulates in the eastern
Mediterranean, from Thessaloniki and Istanbul to Saida and Rameh.

These festivals were ordered by the King and consisted of a twofold series of events: thanksgiving events—
essentially a Te Deum—and festivities (bonfires, concerts, dances, theatre, suppers, balls, ritualized toasts,
etc...).

A first line of enquiry will consider the extent to which the ritual framework of these festivals, as it has
been practiced in France and illustrated by dozens of reports in the French press, had to be modified in the
Mediterranean context due to

1/ the political and urban context of the embassy, which means that these celebrations were a mixture of
the official public festival's model and the aristocratic "fétes particulicres".

2/ the co-participation of European, Turkish and Greek people according to very diverse roles and social
statuses.

While the thanksgiving traditionally remains centered on the singing of the Te Deum with the artillery, the
whole of the festivities has been profoundly marked by these two elements. This will be particularly
illustrated by the study of the spatial organization of the festivities and that of the performative modalities
of Turkish, Greek and European dances.

A second line of inquiry will focus on discourse. Official reports are traditionally based on a eulogistic
discourse. They also aim to perpetuate identity markers and collective values.
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I will first analyze the place given to non-European cultural/musical practices in the discourse and the way
they are integrated into. This will help us understand how they try to represent the joy and support of the
multicultural participants while maintaining the national, religious and ethnic coherence of the French
community.

The emergence of the music press in France and the war of the first music periodicals
Anne Pigjus (CNRS)

My paper looks at the world's very first music periodicals from an editorial point of view. To do this, I will
look at three major players in music publishing in France at the end of the 17" century: the printer Ballard,
the Mercure galant—the first musical periodical—and the composer Bertrand de Bacilly, who used the
Mercure galant as a forum to defend his interests against Ballard, who was publishing counterfeits of his
vocal and theoretical works. The "war" between Bacilly and Ballard lasted until Bacilly's death, with
enlarged reprints, unauthorized editions and acerbic texts on both sides. While these facts are well known
to specialists, there are two new aspects to the study:

1. It was because of competition from Ballard that Bacilly collaborated with the Mercure and determined
the musical style that marked the identity of the periodical which spread throughout the salons, as it was
much better distributed than the musical editions.

2. Bacilly was the real inventor of the musical journals, creating the Journal de musique. The Mercure
galant and Bacilly's journal published in parallel for two years, and Bacilly published several airs in both
journals before Ballard's attacks forced him to abandon his journal. Years of study of the Mercure galant
have enabled me to establish that the diversity of subject matter in this well-known cultural periodical was
based on the systematic borrowing of editorial models. A close analysis of the texts on music shows that
the protection afforded by the Mercure, was in fact a means of stifling any competition in the field of music
periodicals. This opened the door to a whole trend of publishing songs, arias and then instrumental pieces
in the cultural press in France, England and, in the 18" century, in many European countries.

Muslim ambassadors in the theatre and music of the Spanish Golden Age. An applied research for a
contemporary re-reading.

Ferran Escriva Llorca (Universitat de Valéncia)

One of the lesser-known aspects of Golden Age culture is the presence of Muslim ambassadors in theatre,
not only as characters in plays but also as spectators. This proposal for applied research stems from the
project Mediterranean Intercultural Diplomacy of the Spanish Monarchy (DIPLOINMED). Building on
the study of theatrical and musical performances attended by Muslim ambassadors, this presentation aims
to showcase the research findings and the creative process behind developing a contemporary theatrical and
musical production.

The research is based on the identification of a corpus of approximately fifteen plays featuring scenes of
Islamic embassies, authored by prominent figures such as Lope de Vega, Cervantes, Calderon de la Barca,
and Vélez de Guevara, among others. Additionally, the study has identified the performances staged in
Madrid to honor the Ottoman ambassador Ahmed Aga in 1649 and the Moroccan diplomat al-Ghassani in
1690. Both events included musical passages that have been located and analyzed.

This proposal outlines the research process, from identifying historical sources to selecting and adapting
plays for modern production. The contemporary performance interweaves original theatrical excerpts with
musical interventions, highlighting the roles attributed to ambassadors in the cultural imagination of the
time. These figures were portrayed as comedic frauds, malicious enemies, or respected authorities,
reflecting a range of perspectives that provide a lens to reexamine the relationships between the Spanish
Monarchy and Muslim powers from a decolonial perspective within the Mediterranean context.

The project combines academic rigor with artistic creativity, offering adaptability from a minimalist format
(two actors and a guitarist) to a full-scale production with a complete theatrical company. This
interdisciplinary endeavor demonstrates how historical research can be transformed into performances that
engage contemporary audiences, fostering a critical and enriching perspective on our Mediterranean
heritage.
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Roundtables, Study Sessions and Keynote Addresses

Locall. Building Musicology from the Ground Up: The Valencian-
Mediterranean Experience of AVAMUS

Marta Meché Fenollosa

In 2025, AVAMUS (Associacié Valenciana de Musicologia) celebrates its 20th anniversary. Founded in
2005, this association has become a key platform for the promotion of musicological research in the
Valencian Community and the broader Mediterranean area. This panel offers a multi-voiced reflection on
its trajectory, its institutional and academic contributions, and its future potential within the international
musicological landscape. The first part will feature a series of short presentations by key figures in the
history of AVAMUS — Ramon Canut Rebull (founding president), Daniel Vidal Ribero (first secretary),
Salvador Astruells Moreno (editor of Quadrivium), and Mario Masé Agut (current president). They will
reflect on the foundation of the association, its development over the last two decades, major milestones,
congresses, the journal Quadrivium, and its contribution to promoting musicological research in the
Valencian and Mediterranean context. The final part of the session will open the floor to questions,
comments, and reflections from the audience. It aims to foster dialogue, gather insights, and encourage
connections with other experiences and initiatives in musicology. Marta Mech6 will chair the discussion
and moderate the contributions.

Origins and Legacy: 20 Years of AVAMUS
Mario Masé Agut (AVAMUS)

Ramon Canut Rebull (AVAMUS)

Salvador Astruells Moreno (Independent Scholar)

Perspectives from Outside: Explaining AVAMUS to the World
Andrea Garcia Torres (Universidad de Alicante)

Cristina Urchueguia (Universitat Bern)

Open Floor: Reflections and Questions from the Audience
Marta Mecho Fenollosa (Conservatorio Superior de Musica "Joaquin Rodrigo"-Valencia)

Local2. Escuchar el Mediterraneo: rutas, retos, propuestas

Ugo Fellone

La Sociedad de Etnomusicologia (SIBE) fue fundada en 1991 en Barcelona y agrupa a casi 200 socios
procedentes de Espafia, Portugal y Latinoamérica: académicos, profesores, educadores, profesionales e
instituciones de conservacion y difusion del patrimonio musical, asi como amigos de la musica tradicional
y popular. Su objetivo principal es contribuir al desarrollo de la investigacion y divulgacion cientifica de la
etnomusicologia, entendida desde un prisma amplio que ha permitido aunar a personas de ambitos como la
musicologia, la sociologia, la comunicacion o los estudios culturales.

En esta mesa redonda se prestara especial atencion a las relaciones que esta asociacion presenta con el
Mediterraneo, pasadas, presentes y en potencia. Para ello contara con tres intervenciones, con las que se
busca concitar las miradas globales y los estudios de caso. En primer lugar, Ugo Fellone, en calidad de
presidente de la asociacion, realizard un repaso al modo en el que la Sociedad de Etnomusicologia, en su
mas de 30 afios de existencia, se ha convertido en un espacio clave para la exploracion de la relacion de las
musicas populares y el Mediterraneo, acogiendo investigaciones de estas tematicas en congresos y
publicaciones, ya sea de manera explicita o velada. Tras esta intervencion inicial, dos de sus socios, Rubén
Goémez Muns y Barbara Duran Bordoy, llevaran a cabo sendas comunicaciones.

El Mediterrdneo y la etnomusicologia espafiola
Rubén Gémez Muns (Universitat Rovira i Virgili — Tarragona)

Esta comunicacion tiene como objeto analizar la produccion académica de la etnomusicologia espafiola
centrada en el Mediterraneo y en sus diferentes practicas musicales. En primer lugar, no hemos de perder
de vista dos caracteristicas propias de la academia espafiola cuando hablamos de esta tematica: la primera
es el peso poco significativo que tradicionalmente han tenido y tienen la etnomusicologia y los estudios de
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musicas populares urbanas en Espafia, una situacion que estd mejorando de forma lenta desde principios
del siglo XXI; la segunda es que en general la academia espafiola no destaca por su produccion tedrica
sobre el Mediterraneo, un hecho que llama la atencion si tenemos en consideracion la tradicion arabista
presente en la academia espaiola. | La Universidad Autéonoma de Barcelona y la Universidad de Granada
tienen respectivamente en sus planes de estudios de las carreras de musicologia una asignatura especifica
sobre las musicas del Mediterraneo. Cabe destacar que son las tnicas instituciones universitarias espafiolas
con una larga tradicion en los estudios musicales que le prestan un especial interés al area mediterranea. |
Esta situacion no es una sorpresa si tenemos en consideracion como ambas ciudades destacan por su interés
por el Mediterraneo entendido como un area geografico-cultural de gran complejidad y por su vinculacion
historica con la misma. Por este motivo, no es de extrafiar que gran parte de la produccién académica
espafiola centrada en el Mediterranco estad realizada por académicos estrechamente relacionados con
Andalucia, Cataluiia, Islas Baleares y Valencia. | En esta comunicacion no s6lo se comentar algunas de las
aportaciones mas significativas de la etnomusicologia espafiola a los estudios sobre el Mediterraneo y sus
diferentes practicas musicales, sino que también se intenta explicar el porqué de esta produccion y de las
principales lineas de estudio.

Una mirada sobre las prdcticas musicales femeninas en la isla de Mallorca (1924-2000)
Barbara Duran Bordoy (Independent Scholar)

Diferentes trabajos de investigacion han permitido una aproximacién al mundo del trabajo femenino a partir
del canto presente en la jornada laboral (Duran 2022, 2024). Y ha sido posible gracias al minucioso trabajo
de investigadores musicales como Baltasar Samper. Este, durante las misiones de recogida de material
musical y antropolégico bajo el amparo de 1'Obra del Cangoner Popular de Catalunya (empresa cultural
gestionada por el mecenas Rafel Patxot entre los afos 1922-1936), documentd el canto individual y
colectivo ademas de la existencia de talleres de bordados, elaboracion de zapatos y productos como el
cafiamo, cesteria y alfareria. De esta manera, puede reseguirse todo un repertorio de canciones vinculadas
con el trabajo realizado por mujeres (materiales OCPC en Mallorca, 1924-1935). | Pero, de la misma
manera, se puede documentar la total ausencia de la intervencion femenina en el repertorio instrumental
tradicional hasta bien entrado el siglo XX. Asi mismo, su presencia en las orquestinas y grupos
instrumentales de baile en hoteles y locales de ocio mallorquines estd documentada a lo largo del siglo XX
(Codina & Duran 2020). Esta participacion femenina es especialmente valiosa en la fundacion de la
Orquestra Simfonica de les Illes Balears, que pudo completar la seccion de cuerdas a partir de jovenes
mujeres que, ademads, portaban linajes judios (Obrador 2017). Este aspecto es especialmente relevante en
una isla donde el apartheid social hacia ellos ha seguido vigente hasta hoy dia (Mir6 Bonnin, 2024). | Esta
aportacion presenta una mirada sobre la evolucion de la presencia femenina en el canto tradicional y en la
practica instrumental a lo largo del siglo XX en la isla de Mallorca.

Local3. La SEdeM al servicio de la musicologia espanola: contribuciones
y retos

Francisco Rodilla Leén (Universidad de Extremadura)
Cristina Urchueguia (Universitat Bern)

John Griffiths (University of Melbourne)

Maria José de la Torre Molina (Universidad de Malaga)
Nieves Pascual Ledn (Palau de la Musica de Valéncia)

Esta mesa redonda presenta las principales lineas de actuacion de la Sociedad Espafiola de Musicologia
(SEdeM) en su compromiso con el impulso y la difusion de la investigacion musicoldgica. Se abordaran
las actividades desarrolladas en los ultimos aflos —como las publicaciones en distintos formatos, la
convocatoria de premios, la edicion discografica, la organizacion de congresos y los trabajos impulsados
por las comisiones especializadas— asi como los objetivos y desafios mas inmediatos. Entre estos, se
destacan la ampliacion del impacto internacional de la SEdeM, el fortalecimiento de sus redes de
colaboracion y la mejora de su visibilidad institucional, representada, entre otros avances, por la puesta en
marcha de su nueva pagina web en la que se pondrd a disposiciéon de socios y usuarios en general
informacion y publicaciones de interés musicoldgico.
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Phd Presentations

Kate van Orden

The histories of saxophone ensembles in Brazil: the symbiotic relationship between opera and band
repertoire.

Vinicius Macedo Santos (Universidade Federal do Rio de Janeiro)

This doctoral dissertation approaches the origins and development of the first saxophone ensembles in
Brazil and demonstrates that this process took place through the symbiotic relationship between opera and
band repertoires between 1888 and 1938, and served as the mainspring of Brazilian chamber music for this
newly invented instrument. The interaction between concert and popular genres in operatic performances
and the band environment led composers to explore new timbres, driving the creation of a specific repertoire
for saxophone ensembles. The initial repertoire produced in Brazil had a hybrid character, with sonorities
and particularities linked to the development of Brazilian music in the first half of the 20th century, as a
result of a transculturation process that took place in philharmonic and military bands. This phenomenon
can be observed in the diversity of influences, ranging from Italian opera to Brazilian tango, as well as
sacred music and stylized Afro-Brazilian dances. The circulation of national and international genres in the
repertoire of these instrumental ensembles occurred through the mediation between orchestral, operatic,
and band music, via the practices of transcription, adaptation, and arrangement, which resulted in the
production of works specifically written for saxophone chamber ensembles. This process is part of a broader
context in which music is seen as the result of social constructions, influenced by historical, political, and
cultural events. The diverse approach, involving the cross-referencing of hemerographic sources, musical
manuscripts and editions, concert programs, iconographic materials, phonograms, and others, allowed for
the identification of traces and events, whose analysis pointed to a symbiotic process that began half a
century after the invention of the saxophone. This dissertation reaffirms the commitment to preserving
Brazil's musical heritage, enabling its broad access, dissemination, and a new understanding of the histories
of the saxophone in Brazil.

Angelo Persichilli Raymond Guiot, and the Accademia italiana del flauto
Anna Henwood (Univesity of Adelaide)

Raymond Guiot and Angelo Persichilli are remembered as significant flautists and teachers of the twentieth
century in Italy. Research on flute pedagogy during this period has been dominated by a particular focus
on France and the Paris Conservatoire, and there is a void of doctoral research on flute pedagogy in Italy
during this time. One existing study on Raymond Guiot has a focus on his years teaching in Paris, and there
is no known research study on Angelo Persichilli. My doctoral thesis aims to correct this imbalance by
providing an examination of the contribution of both flautists, particularly during the period in which they
delivered three-year examined courses at the Accademia italiana del flauto (AIF) in Rome. My thesis
examines forgotten Italian flautists who have unfortunately been overshadowed by research on other
contemporary flautists of their time. Due to the lacuna of research on flute pedagogy in Italy, my thesis
offers an opportunity to learn more about master flautists in Italy of the nineteenth, twentieth, and twenty-
first centuries. It is the first known doctoral thesis with a focus on the AIF in Rome, reforms to musical
Higher Education Institutions in Italy, and several Italian composers are re-discovered. Furthermore, there
is little published work on Guiot's teaching methods and no known research on his flute teaching in Italy
during the twentieth century. Throughout my presentation, I will highlight how my doctoral thesis will be
a reference for future research, and I will unpack the conceptual framework that underpins my research. I
will underline the strong intercultural, interlingual, and intersemiotic elements to my thesis, with primary
source materials in Italian and French examined throughout: including pre-existing audio and written
musical data; new and original interviews with key participants; articles from the flute magazines Syrinx
and Traversi¢res; published books, and other material.

Discursive Constructions of Cultural Meanings in Ephemeral Sources About the Concerts of the
Philharmonic and Symphonic Orchestras of Havana in the 1920s.
Ana Lizandra Socorro Torres (Universidadde Salamanca)

The research analyzes the discourse constructed around the aesthetic trends of the repertoire performed by
the Philharmonic and Symphonic Orchestras of Havana during the 1920s, under the direction of Pedro
Sanjuan (San Sebastian, 1886—Washington, 1976) and Gonzalo Roig (Havana, July 20, 1890—June 13,
1970), respectively. These orchestras, which were in competition during their early years, reflect how
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various constructions and representations of national identity in music were shaped by the meanings
discursively constructed around their concerts and repertoire. The study explores how these disputes over
meaning manifested in the intellectual and cultural spheres, within a context where avant-garde movements
and conservative sectors defended opposing perspectives on national musical expression. Within this
framework, the analysis also examines the transatlantic exchanges between Spain and Cuba, focusing on
how the repertoire performed by these orchestras was influenced by European musical traditions and
practices, and the implications of these foreign influences in the debates that were generated. To this end,
concert programs, newspaper clippings, and press articles, collected in albums from both personal and
institutional archives of the National Museum of Music of Havana, Cuba, are considered as texts that, due
to their communicative nature, both influence and are influenced by the processes of meaning construction
surrounding the concerts and orchestras.

Life of 78 RPM Records on the Domestic and Foreign Markets: The Case of Zagreb-Based Record
Companies

Dora Dunatov (The Institute of Ethnology and Folklore Research Zagreb)

My dissertation results from a larger four-year collaborative project conducted at the Institute of Ethnology
and Folklore Research in Zagreb, Croatia, and funded by the Croatian Science Foundation. The project
focused on the first three domestic record companies. The term "domestic" implies the historical context in
which Zagreb — the companies' headquarters — was nested within larger political entities: two Yugoslavia
and the Independent State of Croatia. These political contexts influenced the record production to include
music from various ethnic groups existing across the states mentioned above, which today comprise Bosnia
and Herzegovina, Croatia, Macedonia, Montenegro, Serbia, and Slovenia. The research covers a three-
decade period between 1926 and 1959, during which observed companies — Edison Bell Penkala,
Elektroton, and Jugoton — produced so-called shellac or 78 RPM records. Specifically, the thesis examines
both the domestic and international markets in which these companies operated, aiming to determine their
position relative to foreign labels and their impact on consumers, society (including diasporic
communities), and everyday musical life, including detecting their contemporary echoes. It also explores
the companies' business strategies, illustrating that these were shaped not only by economic but also by
broader political, social, and cultural factors that shape the market per anthropological definitions. With its
reverse chronological and cyclic concept, the study takes a non-linear approach, so rather than emphasizing
chronological developments, it focuses on various market aspects, such as operations in monopolistic and
oligopolistic markets, production, advertising, expansion, and key collaborations, among which the most
significant turned out to be radio, consequently analyzed in detail. With its specific research focus (market
in the past), methodology (predominantly archive work), and interdisciplinary theoretical framework, the
dissertation contributes to the fields of economic and historical ethnomusicology.

Musical Theatre and Collective Identities in Hispanic and Portuguese Territories (1750-1814): Galician
Perspectives

Javier Gandara Feijéo (Universidade de Santiago de Compostela-Instituto de Investigacién en
Humanidades)

From the middle of the eighteenth century to the beginning of the next one, theatre was a mass phenomenon,
becoming a social shaping tool for many Enlightenment philosophers. This conception led to a series of
ethical and aesthetic controversies on the stage and its music through Hispanic and Portuguese territories.
They took place in different spheres: political, religious, administrative and properly theatrical. Parallel to
the above, identity symbols of what some people called "nations" were established in Iberian societies. This
Ph.D. thesis focuses on the interrelation of scenic and identity events, paying special attention to the
ambivalent role that Galician migrants played. To achieve this, genres such as the Spanish "tonadilla" or
the Portuguese "entremez" are analyzed from an interdisciplinary and ethnosymbolistic perspective, in
addition to the trips across the sea that Italian opera companies made until they reached the northwest of
the Iberian Peninsula. For this purpose, primary sources were consulted in more than 35 archives and
libraries located in cities such as Madrid, Lisbon, Coimbra, Porto, Santiago de Compostela or A Coruiia,
among others. Based on the research carried out, it is concluded that musical theatre not only reflected
various collective identities, but also influenced their formation.
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Poster Presentations

Andrea Bombi

Dioniso 2.0: The psychoacoustic fascination of the Mediterranean Dionysian in its contamination with
electronic music.

Cristina Cutuli (Accademia di Belle Arti di Napoli)

This project examines contemporary audiovisual languages, focusing on compositional processes that
integrate timbral, melodic, and rhythmic elements from the Mediterranean basin with orchestral and
electronic music. The analysis spans from 1984, the release year of Dune, to 2024, marked by Hans
Zimmer's score for Dune: Part Two, a model for blending ancient Mediterranean music, orchestral
traditions, and electronic soundscapes.

The first goal is to analyze selected film scores from the past forty years to catalog Mediterranean
instruments used. The second is to explore how electronic music interacts with orchestral writing and
Mediterranean sonorities, particularly Arabic and Greek, creating unprecedented dramaturgical power. The
third goal involves developing Dioniso 2.0, a musical library allowing composers to merge visual media
with electronically manipulated ancient music, highlighting a method that reconnects humanity with its
primordial essence amidst societal fragmentation and recombination.

Dioniso 2.0 will serve as a catalog of sound samples, offering authentic scales and tunings, while
showcasing the potential of electronic manipulation techniques. These approaches provide Western
composers access to the vast, untapped reservoir of Mediterranean sonorities, encouraging innovation
through recombination.

Ultimately, the project identifies a thread linking futuristic, distorted visions of human society with
soundtracks that restore a fundamental connection to the origins of humanity. By recovering and
reinventing ancient Mediterranean sounds, these compositions offer a pathway to re-establish a germinal
link between the past and the present, highlighting the enduring relevance of this cultural heritage in
contemporary audiovisual expression.

Mus.l.Care: Taking Care of Incomplete Music
Marina Toffetti (Universita di Padova)
Enrico Scavo (Universita di Padova)
Gabriele Taschetti (Universita di Padova)

The gaps in musical witnesses, produced during the process of tradition or along the paths of dissemination,
represent as many open wounds and often compromise the transmission of repertoires in space and time.
Sometimes, however, this loss is not irreparable but transforms into a stimulus to analyse the compositions
that have reached us incomplete with more attention and seek strategies to make them performable again.

Among the repertoires most affected by this issue is the polyphonic music of the sixteenth and seventeenth
centuries, often published in separate parts and reaching us incomplete due to the dispersion of one or more
part-books.

Because of such gaps, thousands of incomplete compositions, originally no less significant than those which
are still complete, have fallen into oblivion: they are neither studied nor transcribed, as if they had never
existed. Even complete compositions within incomplete collections are often overlooked by scholars and
performers, distorting modern understandings of the music of the past.

The poster illustrates the results of the Mus.I.Care project, created to address this topic and investigate the
incomplete polyphonic collections of sacred and secular music printed in Italy (1580-1640). The project
aims to:

- census incomplete musical sources;

- quantify the proportion of incomplete collections in relation to complete ones;

- analyse the extent and nature of missing parts;

- identify later editions that could help restore the musical text of incomplete first editions;

- detect the presence of complete compositions preserved within incomplete collections;
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- identify and promote incomplete compositions of historical or musical interest through music

editions, reconstruction of missing parts and performance.

By uncovering and reassessing these overlooked compositions, Mus.I.Care seeks to restore their rightful
place in musical history, ensuring a more complete and accurate understanding of our musical past.

RT1. Mediterranean Imaginaries and Decolonial Perspectives from Abya
Yala: Rethinking Global Music Histories

Diosnio Machado Neto (Universidade de Sao Paulo)
Fatima Graciela Musri (Instituto de Estudios Musicales - Universidad Nacional de San Juan)

Mauricio Andrés Pitich (Universidad Nacional del Litoral)

This panel addresses the International Musicological Society's conference theme, Global Mediterranean:
Postcolonial Music Histories (16th—20th Centuries), by proposing an expanded view of the Mediterranean
as an "image-language" that transcends geographical borders and resonates in multiple contexts, including
Abya Yala (Latin America). Engaging with the idea of a "resounding Mediterranean" as a locus of cultural
multiplicity, we examine how postcolonial theoretical frameworks from a Latin American vantage point
inspire a rethinking of global music histories. Our approach foregrounds the Mediterranean as a pluriversal
microcosm marked by flows of exchange, colonial impositions, and enduring hierarchies that shape how
music is created, circulated, and perceived. In dialogue with Dipesh Chakrabarty, Walter Mignolo, Gloria
Anzaldua, Silvia Cusicanqui, and Ailton Krenak, we propose a decolonial musicology that recognizes
ancestral knowledge, communal cosmovisions, and subaltern experiences. This perspective not only
contests eurocentric narratives but also illuminates marginalized musical practices. By adopting
transcontinental and translocal lenses, we acknowledge interwoven paths between Iberian (and broader
European) influences, African diasporic heritage, and Indigenous knowledges in shaping Latin American
musical identities. In doing so, we align with the conference's emphasis on expanding the Mediterranean's
cultural and historical scope across oceans and continents, reevaluating how colonial connections and
power structures impacted—and continue to influence—music-making and historiography. This panel
brings together four contributions exemplifying these concerns.

Mauricio Pitich explores Regional Labels and Postcolonial Discourses around Tango (1980s—2020s),
revealing how "Rioplatense,”" "South American," and "Latin American" tangos were employed to address
economic and nationalist crises while reinforcing or contesting hegemonic discourses.

Graciela Musri engages with questions raised by Postcolonial Studies, reflecting on the definition of
subaltern subjects who serve as protagonists in local and translocal histories of music in the southern regions
of Latin America. Considering the diversity of manifest identities and those overlooked by dominant
historiography, it becomes essential to reevaluate these subjects' relationships and degrees of dependence
or autonomy concerning the persistence of hierarchies and values rooted in Eurocentrism.

Fabio Matias investigates the colonial simulacrum around Afro-Brazilian religiosity in Canto de Xango,
from the iconic album Os Afro-Sambas (1966). Drawing on Afro-referenced approaches to musical
signification, he shows how power imbalances, racialized violence, and identity distortions obscure Xangd's
ancestral legacy. This perspective uncovers marginalized narratives in Brazilian popular music and
underscores the need to confront residual colonial structures in contemporary music-making.

Finally, Didsnio Machado Neto focuses on Decolonial Epistemologies and Musical Translocalities:
Transformations in Contemporary Musicology, highlighting how postcolonial/decolonial approaches
reshape the discipline by destabilizing Eurocentric canons, critiquing power in musical circulation, and
embracing translocal epistemologies. Together, these presentations explore how musical histories,
practices, and epistemologies intersect with the "extended" Mediterranean and postcolonial realities in
Abya Yala. By addressing ancestry, diasporic mobility, and cultural resistance, the panel demonstrates how
decentering the eurocentric gaze creates new spaces for interstitial and subaltern voices in music
scholarship. We propose an insurgent framework for global musicology—one that confronts colonial
legacies while envisioning more inclusive, just, and plural musical futures.
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RT2. Music Education Between the Local and Global Across the
Mediterranean

RT2

This 90-minute session explores the teaching of music in Mediterranean contexts, focusing on the tensions
and synergies between local traditions and global influences. It features invited presentations addressing
music education in war-affected regions, intercultural experiences in international programs and current
practices in Spanish universities, including case studies from the Universitat de Valéncia. The final talk
examines interdisciplinary approaches to music education through educational concerts and musicals. The
session will conclude with a moderated discussion open to all attendees.

From the Levant to Lubbock, TX: Cross-Cultural Music Education in Texas
Sarai Brinker (Texas Tech School of Music)

Ensefianza de la musica en las universidades espafiolas y el caso de la Universitat de Valéncia
Rosa Isusi Fagoaga (Universitat de Valéncia)

Educacion musical e interdisciplinariedad a través del concierto diddctico y el musical
Juan Vicente Gil Fuertes (Universitat de Valéncia)

RT3. Knowing the Other: Sounds and Music in Travelogues and the
Reception of the Exotic

Paola Dessi (Universita di Padova)
Elena Murarotto (Universita di Padova)
Andrea Pintimalli (Universita di Padova)
Chiara Casarin (Universita di Padova)

This round table serves as an important step in the research examining world sound and musical cultures
from the medieval to modern eras using travel sources. The knowledge about odeporic literature has
significantly advanced the historical reconstruction of the musical traditions and auditory ecosystems of
cultures that did not transmit their musical heritage to us via systematic notation. It is now beneficial to
examine the reception of these materials, considering the reconfiguration of knowledge on otherness within
established musical repertoires, such as Venetian opera. The anthropological approach, emphasizing the
traveler's subjectivity as an investigator of different worlds, has yielded significant findings (Dessi 2010;
Irving 2010; Restani 2017; Dessi 2021; Olley 2023; Dessi-Pintimalli 2025). These advancements unveil a
previously unexamined area of inquiry, centered on comparing travelers' accounts and analyzing the
reception of features deemed ""exotic"" within the opera.

Paola Dessi presents the web application "Echos. Sound Ecosystems in Travelogues", born in 2021.
Developed by a team of musicologists and computer scientists, Echos collects and organizes literary
descriptions, musical scores, and images of musical events documented in travel accounts from the 14th to
the 19th century. The platform provides a comprehensive overview of the sonic dimension across different
historical and geographical contexts, which can also be explored through an interactive map.

Elena Murarotto examines the records of Venetian explorer Giovanni Giacomo Miani as documented in his
diary of his first travel (1859-1860). Miani recorded the musical and choreographic traditions of the peoples
he visited along the Nile via essays, paintings, and a comprehensive anthropological collection. The
examination of this data is performed comprehensively with contemporary Veneto odeporic sources. This
comparison uses the web application "Echos" as an innovative research instrument that facilitates the
mapping and cataloguing of auditory, musical, and choreographic testimony recorded in travelogues.

Andrea Pintimalli examines the case study of the medieval travelogue with the highest number of visited
locations: the rihla of Abli ‘Abd Allah Ibn Battiita (1304-1368/1377). This talk will begin with a concise
introduction of the author in his roles as a jurist, traveler, and storyteller, followed by an exploration of the
journey within its cultural, musical, historical, and anthropological contexts. A reading is then proposed,
grounded in the source census from the "Echos" platform, and a comparative analysis of the musical lexicon
in specific passages of the text.
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Chiara Casarin focuses on the reception of "exoticizing tendencies" (Locke 2020) from the privileged
viewpoint of opera performed in Venice throughout the seventeenth and eighteenth centuries. By examining
a specific case study, the presentation investigates the production and reception of the exoticizing processes
by analyzing the spectacular media (musical text, libretto, scenography, costumes, and ballets) and their
perception within the broader social context (evidenced in contemporary reviews and chronicles). Special
emphasis will be placed on reconstructing the many discourses around the other, the relationships between
particular stagings, and the cultural representations of otherness that were widespread in seventeenth and
eighteenth-century Venice.

RT4. Giovanni Bottesini (1821 - 1889): a Global Mediterranean Life

Miranda Tagliari R N Sousa (University of Pittsburgh)
Philip Wetzler (Institut fir Musikwissenschaft Weimar-Jena)

Claudius Hille (Universitat University)

As a performer, opera conductor and composer, Giovanni Bottesini was a key figure in the nineteenth-
century traveling Italian opera performing circuit. His career is exemplary of the transnational
entanglements of musical culture in a century that brought highly accelerated land and sea travel. Bottesini's
engagements, performances, and show how music culture became increasingly global. These endeavours
were not only intertwined with developments in public transportation, but also deeply embedded in global
and economic power structures brought about by coloniality and hegemonic European culture. This study
session sketches a collaborative research project on a global history of 19th century Western art music as
embodied, and disseminated, by Bottesini.

The first paper gives a brief presentation of our joint project and introduces Bottesini's musical activities,
focusing on the "Mediterranean" stages in his life, namely his engagement in Barcelona at the Gran Teatre
del Liceu. Regionalisms, nationalisms and exoticisms were also present in Bottesini's compositional oeuvre,
appearing in pieces like the orchestral "Saludo a Espafia", the string quartet "El Catalan" and the orchestral
composition "Notti Arabe", consisting of "Nilo" and "Il Deserto". The paper intends to show how cross-
national connections and historical entanglements going beyond the Mediterranean also emerged in
Bottesini's through the distribution and commodification of operatic italian music.

The second paper focuses on Bottesini's time in Egypt, as an orchestra director and conductor of the
premiere of Verd's Aida, during the celebrations for the opening of the Suez Canal. The Canal, connecting
the Mediterranean to the Red Sea, opened in 1869, accelerating international trade and deeply changing the
connection between worlds, bypassing the sea route around Africa and linking Europe and Asia. The
opening festivities culminated in the foundation of the Khedive Opera House by Shah Ismail Pasha, and in
the premiére of Aida in Cairo in 1871, both led by Bottesini. The time in Cairo would become the longest
engagement of Bottesini's career, ending only when the Theatre was forced to stop its activities. This paper
examines autological and heterological influences on Bottesini's work as a conductor and composer in

Egypt.

The last paper utilizes Bottesini as a case study, examining the presence and influence of traveling Italian
opera companies in the Americas, most specifically in cities like Rio de Janeiro, New Orleans, Mexico City
and Buenos Aires. According to Matteo Paoletti, the success of Italian opera in the Americas was not only
a byproduct of the expansion of the business model beyond the Mediterranean, but also a consequence of
the Italian diaspora in the second half of the nineteenth century, which created audiences for the genre in
the global South. This paper examines how, on the one hand, Italian opera was perceived as a symbol of
modernity in the Americas; on the other hand, this global music business had to adapt to new localities and
audiences. By examining newspaper critique of Bottesini's performances, this paper discusses how Italian
opera became a transnational genre in the Americas, not only influencing local music making, but also
influenced by local conditions.
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RT5. Musical Exchange Networks in Colonial Hispano-America

Alberto Hurtado Giménez. (Universidad de Granada)

Omar Morales Abril (Independet Researcher)

Giovanna Caruso Eluchans (Universidad Complutense de Madrid)
Gladys Zamora Pineda (Universidad Nacional Auténoma de México)

Alvaro Mota Medina (Universidad Complutense de Madrid)

From the conquest of the Americas and the establishment of the viceroyalty system, commercial, migratory,
and cultural processes were altered, a phenomenon commonly referred to as an early form of globalization.
This led to the emergence of new dynamics that not only connected Europe and the Mediterranean world
with the Americas but also, from the very beginning, fostered exchanges and dialogues between the various
regions of the Greater Caribbean and the American continent. Additionally, from the 16th century,
numerous parishes, cathedrals, colleges, and monasteries proliferated, becoming central hubs for musical
practice in the New World, while also participating in this new and complex cultural framework.

In this roundtable, we propose to explore these exchange networks from a broad perspective, addressing
the circulation of musical works both in intercontinental contexts and between different regions of the
Americas, as well as their reproduction and representation. We will also consider the urban dynamics and
the connections between various institutions and liturgical and civil spaces that shaped the musical
production and performance landscape of the period. From this standpoint, five papers will be presented,
covering multiple regions of the Americas and focusing particularly on the 17th and 18th centuries:

Music of the Cathedral of Oaxaca preserved in the Cathedral of Guatemala, through the circulation of works
and the mechanisms by which the repertoire could have been transmitted.

Links between Iberian villancicos and those preserved in the archive of the Cathedral of Santiago de Chile.
This paper analyzes the circulation of texts and their reuse and adaptation in colonial Hispano-America.

Musical life of the women at the Colegio de Santa Rosa de Santa Maria in the former Valladolid (now
Morelia, Michoacan). This research focuses on two musical manuscripts that exemplify the instrumental
and interpretive skill of the New Spanish students, while also shedding light on the musical context within
the Colegio and its relationships with other liturgical spaces.

The arrival of a set of lamentations by Manuel Mencia Tajueco (ca. 1731-1805), chapel master at the
Monastery of the Descalzas Reales in Madrid, to the Rio de la Plata, performed well into the 19th century
and preserved in the archive of the Cathedral of Buenos Aires.

Musical activity at the Cathedral of Xalapa, Veracruz, as reflected in the accounting books preserved in its
archive. This study reveals the musical life of the cathedral in the second half of the 18th century and its
connections with the city's brotherhoods and nearby parishes at a time when Xalapa was consolidating as a
major transit point on the road from Veracruz to the viceroyalty capital.
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SG. General Assembly (IMS SG Mediterranean Music Studies)

Dinko Fabris
Maria Rosa de Luca

"Texting Scarlatti": Composition, Reception, Performance
Luisa Morales (University of Melbourne-Universitat de Lleida -FIMTE, Almeria)

Mediterranean sources in CLORI - Archives of Italian cantata: a case study
Davide Pulvirenti (Universita di Roma Tor Vergata)

National Anthems of the Mediterranean Area
Alberto Rizzuti (Universita di Torino)

Italian Instrumental Music 1750-1850 Prin 2022-2025

Luca Aversano (Universita Roma Tre)

SG1. General Assembly (IMS SG Gender and Musical Patronage)

Maria Caceres Pifiuel (Univesitat Basel)

Vincenzina Ottomano (Universita Ca' Foscari Venezia)
Ascension Mazuela-Anguita (Universidad de Granada)

Jann Pasler (University of California, San Diego)

Magdalini Kalopana (University of Athens)

Roberta Vidic (Hochschule fir Musik und Theater Hamburg)
Claire Fontijn (Wellesley College)

Cristina Fernandes (Universidade Nova de Lisboa)

This session will offer an informal space for members of the IMS Study Group to meet in person or online,
share their current research and ongoing projects, and explore opportunities for future collaboration. From
9:30 to 12:00, participants will present their work in 15-minute blocks—including short presentations and
open discussion—allowing for a dynamic and flexible exchange. The session is open to any event
participant who wishes to attend and learn more about the Study Group or join its activities.

SG2. Musicology and Mediterranean: History and Anthropology. In
memory of Tullia Magrini (1950-2005) (Joint Panel SGs IMS/ICMTD
Mediterranean Music Studies)

Dinko Fabris
Vanessa Paloma Elbaz

This gathering marks an important step in fostering dialogue and collaboration between the Mediterranean-
focused study groups of the International Musicological Society (IMS) and the International Council for
Traditions of Music and Dance (ICTMD). By bringing together scholars from both organizations, the
meeting creates a unique space for interdisciplinary exchange, allowing for new perspectives on the musical
cultures of the Mediterranean. It highlights a shared commitment to bridging historical, ethnographic, and
analytical approaches, and strengthens transnational networks dedicated to understanding the rich and
diverse soundscapes of this region.
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The dialogue between history and anthropology since 1990's: a tribute to Tullia Magrini and Claudio
Annibaldi

Dinko Fabris (Universita della Basilicata)

Sounding and Unsounding Late Ottoman Multilingual Alphabetic Sephardi Vocalities

Vanessa Paloma Elbaz (University of Cambridge)

Building on the concept of sound as a technology for continuity-or "sontinuity" (Elbaz, 2024)—I
interrogate, through two case-studies of late Ottoman Sephardi voices, whether the visual and sonic features
of language constitute the foundation of that continuity, beyond underlying ideas, texts, or thoughts. Does
a specifically Sephardi epistemology emerge from the interplay between multilingual and multi
"graphospheric" (Franklin, 2019) visual and auditory modes of knowledge transmission? Using examples
from late 19th and early 20th century Istanbul and Jerusalem and engaging with Gilroy's theorisation of
"same difference" (2000), a sounded Sephardi graphosphere begins to appear. Such an inquiry may shed
light on the relationship between visual working memory and attention (Werner, Einhduser and Hortsmann,
2013), eminently present in the practice of Sephardi oral transmission until today, offering key insights into
multilingual sonic negotiations of the Sephardi ontological self. Integrating archival, ethnographic and
phenomenological methodologies, Glissant's poetics of relation (1990) precipitate us towards the fragility
and strength of minority self through sound.

Tullia Magrini and the Anthropological Turn

lain Fenlon (University of Cambridge)

Safain al-Malaf al-Tanist (1872) between (ethno)musicological and musicological literatures

Salvatore Morra (University of Cambridge)

This presentation focuses on the niibas (suites) that were featured in a music manuscript entitled Safain al-
Maluaf al-Tinist (1872), through which maliif, Arab-Andalusian music heritage with its roots in the courtly
tradition of medieval Islamic Spain, underwent a process of redefinition, from oral transmission into
Western notation. I review ways in which this North African genre, has been constructed and discussed
both in Tunisian musicological literature (Rezgui, 1968; Guettat, 1980, 200; Sakli, 1994) and in Western
(ethno)musicological literature (Jones, 1977; Davis, 2004) by offering new perspectives on methodological
approaches.

Traveller's Tales and Musical Experience: F. Alberto Gallo and the genesis of a tradition of studies

Donatella Restani (Universita di Bologna)

In the early Nineties, the fields of musical anthropology and history of music converged for the first time
around the Mediterranean. The renowned roundtable on 'Antropologia della musica e ricerca storica' saw
this convergence. It was held at the Levi Foundation in Venice, during the founding meeting of the ICTM
Study Group 'Anthropology of Music and Mediterranean Cultures'. Tullia Magrini chaired the meeting.
The esteemed attendees included F. Alberto Gallo, Tain Fenlon, Roberto Leydi, Antonio Serravezza and
Frangois Lissarrague. The round table was a significant moment in time, from two perspectives:
methodological and content-related. In his speech, Gallo concluded by calling for close collaboration
between medieval music historiography and ethnomusicology on the one hand, and anthropological
historical disciplines on the other. A couple of years later, in 1995, in the same place and context, we
presented a joint research project on the systematic study of travel accounts as sources for the musical
history of Antiquity and the Middle Ages. This marked the start of a series of new studies that definitively
expanded the spectrum of sources for the history of music. My short text is an homage to Alberto Gallo's
pioneering role in this tradition of studies.

Inscribed Protection, Sung Healing: Talismans and Musical Transmission in Eqgyptian Zar Practices

Kawkab Tawfik (Institut Frangais d'Archéologie Orientale du Caire)

The zar ritual complex, originating in East Africa and introduced to Egypt by the mid-nineteenth century,
offers a framework in which physical and psychological afflictions are reinterpreted through a metaphysical
lens. This cosmology serves as a mirror to human and material realities. Central to the zar tradition is an
orally transmitted ritual knowledge, wherein music—particularly chant and rhythm—constitutes the
principal mode of expression and transmission. Within this oral-musical system, silver talismans inscribed
with texts and images stand as rare material articulations of the otherwise intangible zar spiritual realm.
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These inscribed objects embody a synthesis of visual and auditory symbolism, drawing together Islamic
religious elements, Qur'anic scripture, and zar ritual beliefs to generate protective and transformative
efficacy. | This presentation examines a selection of zar related artifacts from the Ethnographic Museum of
Cairo, contextualizing them within their ritual use. It will explore the interplay between musical practice,
material culture, and textual references, with particular attention to the ways in which talismans function
not only as ritual tools but also as mediators in the broader transmission and circulation of the zar cult
within twentieth-century Egyptian society.

At the crossroads of history, (ethno)musicology, music theory and cultural studies: 'Cognate music
theories' in the making

Ignacio Prats Arolas (Conservatorio Superior "Joaquin Rodrigo" de Valencia)

John Walter Hill (2024) defines "cognate music theory" as one which shares its fundamental basis,
assumptions, and vocabulary with the theory of the period in which a given music was created and which
would thus be comprehensible to the musical participants of the past, but which answers to modern
requirements for degrees of thoroughness, consistency, and precision that are generally not found in the
theory of the period when viewed from a modern perspective. In ethnographic terms, cognate music theory
combines emic and etic, insider and outsider perspectives. More generally speaking, a cognate music theory
is any outsider framework of understanding, interpretation, or recreation that arises out of sympathetic
familiarity with the relevant insider framework. This contribution illustrates this approach as applied to
research on eighteenth-century oratorio music in Enlightenment Rome and draws on its original academic
context (the Musicology Division at the University of Illinois Urbana-Champaign).

Morisco Musics as Identity and Resistance under the Inquisition: Insights from Written Sources,
Archaeology, and Ethnography

Raquel Jiménez Pasalodos (Universidad de Valladolid)

The musical practices of the Moriscos were a deep concern for the Inquisition, particularly those performed
in private, domestic, and feminine spaces. After all, music plays a crucial role in the preservation of identity
and culture; controlling these performances was a means of ensuring the complete conversion of Morisco
communities to Christianity. However, the acceptance of Morisco musicians in certain public spaces, the
repeated prohibition of specific genres, and the Morisco resistance to abandoning these practices call for a
deeper examination of both the musical traditions in question and the motivations behind the zealous
scrutiny of Christian authorities. This research argues that, in order to recover these marginalized
soundscapes, musicology must move beyond the written record. Through an interdisciplinary approach—
combining archaeological studies of medieval Islamic musical instruments, iconographic and literary
evidence, and ethnographic fieldwork in the contemporary Maghreb—it becomes possible to reconstruct
aspects of popular and gendered musical practices in al-Andalus and Early Modern Spain. This approach
also invites a more critical reading of inquisitorial sources.

SG3. "Tapestries" of musical images, concepts, and data in the
Mediterranean — and beyond (IMS SG Musical Iconography)

Tammen Bjorn

Luzia Aurora Rocha

Warburg before and after the Renaissance: classical quotations between archaeology and psychohistory

Cristina Santarelli (Istituto per i Beni Culturali del Piemonte)

The aim of this paper is to study the re-use and re-semanticisation of classical images in the light of Georges
Didi-Huberman's re-reading of Aby Warburg's thought in his essay L'image survivante (2002). The German
scholar's work represents a turning point in Western thought for the way in which it forces us to rethink
historical and chronological categories: what Warburg's 'psychohistory' demolishes is the linear conception
of time in favour of a syntomal time, built on the continuous dialectic of latencies and re-emergences that
characterises the life of forms. The psyche is the backdrop to the epistemic model on which the pivotal
concepts of Warburg's thought unfold. We are on the line that from Burckhardt to Nietzsche dissolves all
classicism, all Olympian and Apollonian depictions of the Greek and Mediterranean worlds, grasping
instead all the destructive and constructive force of ancestral divinities, of ancient cosmogonies, in a word,
of the Dionysian spirit that moves in the individual psychic devices and collective structures of civilisations.
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Accomplice to their common filiation from Schopenhauer, in Didi-Huberman's analysis Nietzsche and
Freud continually pass the baton on to each other, the former for having directly influenced Warburg, the
latter because he offers the theoretical tools to justify his belonging to that current of thought that, between
the mid 19th century and the early 20th century, unmasked the autonomy of reason and the centrality of the
ego by revealing the vital power of archetypes.

Medieval echoes in the Portuguese Baroque: the satirical case of the ‘Macacarias' (or monkey scenes)
Luis Manuel Correia de Sousa (CESEM Centro de Estudos em Musica)

Luzia Aurora Rocha (CESEM Centro de Estudos em Musica)

This paper examines the satirical tradition encapsulated by the motto ridendo castigat mores ("by laughing
we may condemn our habits"), a hallmark of Portuguese heritage that traces back to the medieval cangao
de escarnio e maldizer (satirical songs) performed by jesters and minstrels. These echoes are embodied in
the peculiar macacaria (or monkey scenes), a visual convention explored in 17th and 18th centuries
Portuguese musical iconography, in which monkeys engaging in human activities replace human figures,
which includes musical practice. Through an analysis of works from the Palacio Fronteira (Lisbon), the
Museu Nacional do Azulejo (Lisbon), and the Berardo Collection (Funchal, Madeira), this paper explores
how such imagery functions within the broader satirical and social critique of Baroque period.

The Portuguese Mediterranean discovered: migrations, seasonality, and musical iconography in
'Ratinho' faience

Luis Manuel Correia de Sousa (CESEM Centro de Estudos em Musica)

Luzia Aurora Rocha (CESEM Centro de Estudos em Musica)

Mediterranean geography still has many secrets to unveil, and Portugal is no exception. In the territorial
strip comprising the Beiras and the Alentejo (north-east/south-west) there was a seasonal agricultural and
migratory phenomenon. The Beirad population (called 'ratinho/ratinha') travelled to carry out temporary
agricultural work and then returned home. The name 'ratinho/a' came to be used to designate the faience
made in Coimbra, which represented these social types. Characterised by its low cost, durability, and rich,
appealing decoration, we often find the representation of musicians. This paper analyses seven 'ratinho'
plates from the Museum of the Manuel Cargaleiro Foundation in Castelo Branco (Portugal), looking at
these musicians from a social point of view and checking whether the musical instruments are related to
the portability and practicality required by the migratory movement in question.

Visualizing early modern Ottoman music: Western perspectives from travelogues and costume books
Alessia Zangrando (Universita di Udine)

Between the mid-16th century and the Age of Enlightenment, Western European interest in the Ottoman
Empire and Constantinople was fuelled by the accounts of travellers. Their journeys through the Balkan
Peninsula to the Sublime Porte for various purposes (including religious, diplomatic, and exploratory
missions) provided valuable data in written descriptions and visual representations, hence insights into the
"historical phonosphere" (Rostagno 2023). Works such as Nicolas de Nicolay's Livres des navigations et
peregrinations Orientales (1568 and other editions) became foundational texts for the popular literary genre
of costume books. These sources served as "guidebooks for navigating society” (Schick 1999) and played
a significant role in shaping cultural identities and power relations (Calvi 2013). Although Eurocentric and
inaccurate at times, many sources depict and describe musicians, instruments, and musical or dance
performances, revealing their intrinsic social and cultural values and meanings. A crucial example is Figure
colorite al vivo, preserved in three sets of manuscripts at the Austrian National Library in Vienna, among
others, attributed to the dragomans Marc Antonio Mamuca della Torre (Cod. 8574) and his son Cristoforo
(Cod. 8602—8604 and 8562—8564) and drawing upon numerous earlier sources, including Nicolay's text,
Lambert de Vos's Tiirkisches Kostiimbuch, and further illuminated manuscripts from the Austrian National
Library (Cod. 8626 and 8615). A comparison of these and other works, including Salomon Schweigger
(1608) and Paul Rycaut (1668), allows us to trace an iconographic tradition that demonstrably influenced
later works such as Jean-Baptiste Vanmour's Recueil de Cent estampes (1714) and Filippo Bonanni's
Gabinetto Armonico (1772).
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Beyond the database: rethinking digital music iconography in early modern contexts
Gaia Prignano (Universitat de Barcelona)

The application of digital humanities to musicological research is expanding rapidly, yet building tools that
can accommodate the layered readings required by the iconological analysis of music-iconographic sources
remains a substantial challenge. In-Music, hosted by the University of Barcelona and funded by a 2024
Marie Sktodowska-Curie Actions Fellowship, tackles this challenge on two levels. The first phase of the
project focuses on the construction of a new semantic database model, designed to reflect the interpretive
dimensions of musical imagery through structured data, tailored descriptors, and platform functionalities.
Particular attention is given to managing uncertainty within the sources while embedding the cultural
dynamics of the context into a structure compatible with the cataloguing practices of the discipline. A key
concern is reproducibility and adaptability: while centred on 15th- and 16th-century Spanish material, In-
Music aims to provide a flexible model applicable to other early modern settings. The same principles will
guide the project's second phase, involving the development—in collaboration with the Xarxa de Museus
d'Art de Catalunya and the Museu de la Musica—of interactive communication tools. A brief
methodological introduction to this phase will also be presented.

Research space, semantic web design, and the Lasso/Mielich/Quicchelberg Penitential Psalms

Bjorn R. Tammen (Osterreichische Akademie der Wissenschaften)

In my paper I will explore some of the challenges of a future digital research platform for the famous
Lasso/Mielich/Quicchelberg 'Penitential Psalms' (Bavarian State Library, Mus.ms. A, 4 vols.)—a complex
cross-media combination of music, texts and images created for the Wittelsbach court in Munich between
ca. 1559-1570. Once digitally transformed and enriched thanks to the implementation of various annotation
schemes, future users will be able to fully realize and experience these extremely precious bibliophile
objects in a comprehensive way.

Weaving a Concerto Grosso: from Alfred Schnittke's No.1 to Tom Phillips' Tapestry

Claudia Sofia Pinto Sousa (CESEM Centro de Estudos em Musica)

Between January 12 and 14, 2001, the festival "Seeking the Soul: The Music of Alfred Schnittke" took
place at Barbican Hall in London, dedicated to the Russian composer who had passed away in 1998
(Whitehouse, n.d.). One of the highlights was Saturday's concert, which featured Concerto Grosso No. 1,
the world premiere of Fragments, and Symphony No. 4, performed by the London Sinfonietta under the
baton of Martyn Brabbins. Among the audience was Tom Phillips (1937-2022), an unavoidable figure in
20th-century British art, renowned for his interdisciplinary approach and his ability to traverse the
boundaries between artistic forms. Inspired by his experience of Concerto Grosso No. 1, Phillips created a
pastel card that reimagined Schnittke's Baroque-inspired themes in a visual format. This card later evolved
into a tapestry, produced in collaboration with the Manufactura de Tapecarias de Portalegre (Portugal). This
paper aims to analyze the intersection between these two works of art—Schnittke's Concerto Grosso No. 1
and Phillips' tapestry—through the lens of intertextuality, focusing on the concepts of borrowing,
paratextuality, hypertextuality, and architextuality. Particular attention is given to Phillips' creative process,
which consistently engaged with other artistic languages, including literature, music, and the visual arts.

Ivonne Rebello (1928) to Luiz Bonfd (1958). The Brazilian guitar in between dynamics and
representations

Caio Vitor Priori-dos-Santos (CESEM Centro de Estudos em Musica)

The term "Violao Brasileiro" (Brazilian guitar) emerged as a cultural symbol at various key historical
moments, with documented references dating back to the late 19th century. These references reflect ongoing
dialogues between local traditions and global dynamics. This study focuses on two images that illustrate
this evolution: a 1928 photograph published in O Violdo magazine, depicting Ivonne Rebello as the future
glory of the Brazilian guitar, and the 1958 album cover of Luiz Bonfa's Brazilian Guitar, designed for the
international market. Drawing on the theoretical framework established in Guitar Cultures (Dawe &
Bennett, 2001), which examines how instruments become cultural agents within different societies, the
study analyzes the ways in which the Brazilian guitar transcends cultural boundaries and is reinterpreted in
diverse contexts. The primary goal of this study is to explore how these images, within their historical
contexts, contribute to the establishment of the Brazilian guitar as a cultural icon, with particular attention
to its increasing prominence from the 1960s onward.
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Reinventing tradition: the visual aesthetics of Chinese revolutionary Peking Operas (1966—1976)
Beatriz Silva (CESEM Centro de Estudos em Musica)

The musical scene of the Chinese Cultural Revolution (1966—76) was marked by the rise and dissemination
of "model works" (yangbanxi), featuring, among others, eleven revolutionary Peking operas. With Jiang
Qing, Mao Zedong's wife, as the leading figure behind their conception, these operas retained techniques
from the native operatic tradition while incorporating Western music and opera elements for a clear
representation of heroes and villains. The model operas would express values stemming from various
Chinese schools of thought, including revolutionary interpretations of Confucian family values, self-
criticism, and education aimed at perpetuating social norms. Departing from this premise and taking as its
object of study film adaptations and related iconographic material from the first five operas produced at the
time, this study argues that, despite the authorities' hostility towards the old systems of thought, their legacy
was perpetuated in the new revolutionary shows, representative of a renewed continuity of the classical and
popular tradition's ideals, allowing, through the formulation of new associations, the promotion of heroic
models of loyalty and the clear distinction between Good and Evil.

SG4. Silence and Echoes in the Archives (IMS SG Global History of
Music)

David irving
This session asks and discusses how researchers deal with the metaphorical "silences" or limitations of their
source materials, grapple with unknowns, and glean traces of past musical practices or sound-worlds, while
considering how the constitution of the archive and its structural exclusions can be understood. The idea of
"echoes" in the archive might be understood as the circulation and narrativisation of events across different

historical periods, cultural geographies, and discursive domains, including the ways in which historical
events are remembered and resound in the present.

Within musicology and ethnomusicology, a number of scholars are constantly contemplating new ways of
engaging with and critically interpreting records of the past, particularly those produced in the contexts of
colonial and imperial histories. For example, Philip Burnett, Erin Johnson-Williams, and Yvonne Liao have
recently examined the interface of sound and silence in written records of colonial interactions ("Music,
Empire, Colonialism: Sounding the Archives", Postcolonial Studies 26, no. 3 (2023): 345-59). Beyond
these disciplines, the challenges of vanishing points in the historical record have also been addressed by
approaches including reading against or along the archival grain (Inga Clendinnen, Ann Laura Stoler) or
critical fabulation (Saidiya Hartman). Practitioners of "Historically Informed Performance" have also long
engaged in practices of reconstruction and elaboration, fully aware of the transient nature of the art-form
that they study — especially prior to the threshold moments of the advents of reliable sound and video
recording. In all these ways, and many more, silences and echoes surround and shape scholarly
engagements with the archive.

This Study Session asks the following questions (amongst others):
* What constitutes an archive or an archival source in global music history?

* How do we select our archival sources, and what kinds of factors (for example: conceptual, pragmatic,
political) shape our choices?

* Are archival "silences" more likely in certain fields of research compared to others (for example, in
chronological or geographical terms), and how can they be mitigated — or, in certain cases, embraced and
recognised for an important message that they bring?

* What methods can be employed by global music historians in their approaches to archival research?
* How do we pace archival research, and know when or how to stop searching?
* What is the relationship between sounds in performance and their echoes in the archive?

* How do the echoes of historical voices resonate across different archives and periods, including the
present?
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Echos from the Silents: The ‘Mo Collection" at the Milan Conservatory
Francesco Finocchiaro (Conservatorio "Gioachino Rossini" di Pesaro)

The Mo Collection', housed at the Milan Conservatory, is the legacy of Ettore Mo, who worked as a cinema
pianist between the 1920s and 30s. As is often the case with atypical musical sources of uncertain
epistemological status, this collection of thousands of pieces of stock photoplay music from over fifty
Italian and foreign publishers has been overlooked until now, with parts of it being never catalogued in the
Italian National Bibliographic System. | This corpus of texts offers us an insight into a (largely forgotten)
system of theoretical and practical knowledges behind the use of musical accompaniments for cinema. The
collection demonstrates significant potential as a source of cultural in-formation: it resonates with musical
motifs internationally associated with stereo-typical diegetic situations, including social settings, exotic
characterisations, and the codification of gender roles. Its investigation allows us to map the circulation of
topoi within a film-music common practice across the silent and sound film era.

Navigating Methodological Boundaries of the Archival Process
Nihan Tahtaisleyen (Orient-Institut Istanbul)

This presentation examines the limitations in the fieldwork conducted by German ethnomusicologists Kurt
and Ursula Reinhard in Turkey between 1955 and 1979, through the audiovisual materials preserved in the
Berlin Phonogram Archive. As institutional researchers trained in the German tradition of comparative
musicology, unfamiliar with the field and lacking linguistic fluency, the Reinhards attempted to align
themselves with the evolving discipline of ethnomusicology. Funded by the DFG and supported by state
institutions, they conducted fieldwork in selected regions, excluding certain ethnic and religious groups
under the guidance of official intermediaries, with the aim of mapping "Turkish music." Their publications
based on this curated data became the earliest sources on Turkish music in global music history literature.
However, these contributions also raise questions about what was excluded or overlooked during the
research and archival process. This presentation, from the perspective of a researcher with field experience
who has worked with this archive, seeks to explore what the archive contains and what remains unspoken
and why, and to reflect on methods of knowledge production that grapple with the endless possibilities
these silences entail.

Confronting Archival Silences and Echoes: Towards a Dynamic Model of Catalogue Systematisation
Magdalini Kalopana (National and Kapodistrian University of Athens)

This paper presents a case study addressing how researchers can confront archival silences and echoes
through critical reflection on cataloguing methodologies. Focusing on the typology of thematic and non-
thematic catalogues, it builds upon the model of Ludwig von Kochel and 20th-century scholarship by King,
Brook, and Viano. Early catalogues of Greek composers (Kalomiris, Mitropoulos) marked the first efforts
to align archival source study with global music historiography. Challenges arose when attempting to
catalogue a composer's complete ceuvre, exposing gaps (silences) or distortions (echoes) between archival
material, catalogue structure, and historiography. Key methodological questions concerned the definition
of descriptive fields and the systematisation of works beyond opus-based or chronological models. Drawing
from the compilation of catalogues for Dragatakis, Kalogridou, and Sofianopulo, this paper proposes a
flexible model that both systematises content and adapts to archival realities—serving as a research tool
and pedagogical aid for early-career scholars confronting the complexities of musical archives.

Traces in the Sound: Following Baidaphon across Silences, Songs, and Shadows
Diana Abbani (Forum Transregionale Studien / MECAM)

In this short intervention, I will reflect on my experience researching Baidaphon, a company that operated
between Beirut, Cairo, Berlin, and beyond, and its scattered archive made of sound, gossip, and
transregional circulation. Working with phonograph records produced and sold across the Mediterranean,
I often encountered silences: missing documentation, invisible voices, and erased political meanings. Much
of Baidaphon's history was only sporadically recorded, with traces dispersed across places and incomplete
records. What remains are scattered songs, fragments, and gaps. I will explore what it means to follow
sound instead of paper, and how listening closely to what is missing can open up new ways of thinking
about archives, memory, and history.
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La Voz de Mi Madre en la Mia: Uncovering Sephardi Archives of Self

Vanessa Paloma Elbaz (University of Cambridge)

Sound often appears as the core for continuity. I call this "Sontinuity" (Elbaz, 2024) explaining sound in
embodied experience as archive. Because of the worldwide dispersion of tangible Sephardi archives, I
propose thinking beyond familiar formats of archive to methodologically model what might appear as an
inexistent archive, or "other archives" (El Guabli, 2023). Through a slowly layered and consistent gathering
of objects, sounds, memory, expression, ideas, experiences, and contemporary iterations of creative
activations from archival materials, Sephardi cultural circulation, memory and creativity provides a
phenomenological archive. Engaging with the idea of voice, and everything contained within it, as archive,
uncovers the potentiality of Sephardi archives of self.

Archival Research as Fieldwork in Rabat, Tunis, and Beyond

Jann Pasler (University of California, San Diego)

Colonial archives across North Africa do not facilitate study of musical life. To locate, navigate, and
interpret textual, visual and aural traces and how contexts shape meaning, I pursue research as a kind of
fieldwork, characterised by "immersement" (Stoler 2009). This requires being open to messy complexity
and contradictions, exploring what's available, included and excluded, and what insights this might
generate. Methodologically, I undertake contrapuntal investigation of state and private, national and
municipal (especially in Tunis), European and non-European archives, alongside diplomatic, missionary,
education, military, theater, recording, radio, and audio archives—as well as a comparative approach
(especially in Morocco) to the categories of Public Instruction and Fine Arts, Political Affairs, Indigenous
Affairs, Sultan Affairs, and Historical Monuments. Studied across the empire, this can reveal not only the
power French settlers deployed in diverse ways, but also the considerable agency of local elites and,
importantly, indigenous musicians, long in the shadows of history. To facilitate future research, my ERC
project MusiCol is creating an annotated, open access collection of its source materials.
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SG5. Music and mobilty & Organs and Organ Music between Europe
and the Americas (IMS SG Early Music and the New World)

Egberto Bermudez

Music and mobility

Music and Cultural Mobility
Nils Grosch (Universitat Salzburg)

Mudsica, migracidn y frontera: Nuevo México en el siglo XIX
Javier Marin-Lépez (Universidad de Jaén)

Migracidn y copia musical: el caso de Francisco de Pdramo en México, Guatemala, Colombia y Pert
Alejandro Vera (Pontificia Universidad Catodlica de Chile)

Omar Morales Abril (Centro Nacional de Investigacion, Documentacion e Informacion Musical
"Carlos Chavez" CENIDIM)

Migracion e imprenta musical: el contrato entre Gutierre Ferndndez Hidalgo y Diego de Torres Bollo, La
Plata (Bolivia), 1607

Egberto Bermudez (Universidad Nacional de Colombia)

Augusto Azzali (1863-1907): dpera y bandas en Colombia, México y Estados Unidos
Mario Sarmiento (Universidad Nacional de Colombia)

Organs and Organ Music between Europe and the Americas

La familia Garcia, organeros en Andalucia en el siglo XVl
Angel Justo Estebaranz (Universidad de Sevilla)

La técnica del pedal": El método para drgano de Egisto Giovanetti, Bogotd, Colombia, ¢.1940

José Luis Castillo Higuera (Universidad de Sevilla)

"Carpinteiros organistas". O estatuto socioprofissional do organeiro na época barroca, no Norte de
Portugal

Anastasia Sazontieva (Universidade do Porto)

StS1. Theaters of the Mediterranean and Circulation of Opera (IMS SG
Mediterranean Music Studies)

Dinko Fabris
Maria Rosa de Luca

The idea of exploring the "Circulation of Opera and Operatic Companies around the Mediterranean
Theaters" was born during the meeting of our IMS Study Group at the Med-Ren conference in Lisbon 2021,
where the participants approved the proposal to organize a panel on this topic at the 21st IMS Quinquennial
Congress in Athens 2022. Two years later the same group had a second meeting in Valletta, Malta,
discussing the same topic as a sequel to Athens. The great interest aroused by these two meetings, where
for the first time this topic was explored collaboratively by scholars from so many Mediterranean countries,
convinced us to propose a third meeting for IMS Valencia 2025 in which the same group of scholars (with
a few variations from the previous two, but with the entry of younger scholars) will be able to present the
results of the work carried out over the last three years, which will lead to the publication of a collective
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book in preparation. The invited scholars are specialists in the history of opera houses in their respective
countries (Italy, Croatia, Greece, Turkey, Egypt, Tunisia). It will thus be possible to draw a first reliable
diachronic map of the circulation of theatre troupes in the Mediterranean.

The circulation of opera buffa and the Neapolitan style in Spanish theaters at the turn of the 18th and
19th centuries

Federico Volpe (Université du Québec a Montréal)

"Partiranno col vapore della Dalmatia": Some Remarks on the Circulation of Opera and Operatic
Companies in the Eastern Adriatic Theatres (1867-1918)

Cristina Scuderi (Karl-Franzens-Universitat Graz, Universita Statale di Milano)

Opera in lonian Islands

Kostas Kardamis (lonian University, Music Department, Corfu, Greece)

Greek companies in the Ottoman lands
Avra Xepapadakou (University of Nicosia)

"Belcanto" vocal style in the multipart singing of the lonian Islands
Giuseppe Sanfratello (Universita di Catania)

Echoes of Jewish Theatre in Italian Opera: Lodovico Rocca's "Il Dibuk',

Rosachiara Scala (Conservatorio di musica "S. Pietro a Majella" di Napoli)

Operatic Seasons in Egypt 1892
Salvatore Morra (University of Cambridge)

StS2. Emissaries of power. Material and symbolic journeys in the urban
phonospheres of the Hispanic Mediterranean (17th century)

Andrea Bombi

In the early modern age, urban phonospheres of the Catholic western Mediterranean were defined within
the ceremonial framework of civil religion. Hence the homogeneity of the rituals in which they were
generated and of the institutions that produced them. The hegemony, or direct rule, of the Spanish monarchy
contributes to the composition of a uniform image. Does this necessarily imply the predictability or equality
of the phonospheres in the different cities?

This study session proposes to approach the topic by comparing four cities - Barcelona, Naples, Palermo
and Valencia - that are being studied by the participants of the project "Sounding Cities. Mediterranean
Urban Phonospheres (1500-1900)". The session will explore these cities through two journeys that
symbolize Hispanic monarchical power: the material journey of Francisco Benavides, Count of Santisteban
(1640-1716), and the symbolic journey of the devotion to the Immaculate Conception.

After being viceroy of Sardinia, Sicily and Naples, Santisteban returned to Madrid in 1696, with short stops
in Rome, Venice, Milan, Turin, Genoa, Marseilles and Barcelona. The study of the ceremonies that greeted
him in each city allows a comparative reconstruction of the respective phonospheres. Earlier, in Palermo,
Santisteban transformed the city's seafront to create a specific theatrical space for the performance of
serenades. We will examine how these nocturnal celebrations were integrated with new theatrical spectacles
(opera) and traditional practices (processions and luminarias). These data will be contrasted with the
nocturnal entertainments typical of the civic ceremonies celebrated in Barcelona. In particular, the
luminarias were usually accompanied by the music of different instrumental groups that played from the
top of towers and high parts of buildings.

The kings Philip III (71621) and Philip IV (71655) strongly supported the doctrine of the Immaculate
Conception. Between 1618 and 1619 this cult was imposed in Naples with ceremonies that shook the city,
in particular the landing of the Virgin and her procession from the port to the centre: a founding event that
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consolidated this devotion as part of Neapolitan history to the present day. The same monarchical
commitment had very different results in Valencia. The devotion to the Immaculate was traditionally very
popular, and its proclamation became a means of expressing dissent in public ceremonies: at various times
in the 17th century, in the Valencian phonosphere, the sonorous image of conflict replaced that of festive
concord.

These case studies provide the methodological foundation for future systematic work. On the one hand, we
aim to investigate the effective equality of sound production and the relevance of differences in the four
cities surveyed and beyond. On the other hand, the communicative processes of which they are part will be
examined in order to understand the purposes for which these resources are manipulated, and the reception
and decoding of the messages: thus going beyond a strictly factual reconstruction and delving into symbolic
construction. On this basis, comparative objects not considered here can be integrated into the research,
with a primary interest in the urban phonospheres of the southern and eastern Mediterranean.

Santisteban torna in Spagna: tappe sonore di un viaggio (1696)
José Maria Dominguez Rodriguez (Universidad Complutense de Madrid)

Il viceré Santo Stefano e la fonosfera di Palermo (1678-1687)
Anna Tedesco (Universita di Palermo)

Nocturnal phonospheres in 17th century Barcelona
Ascension Mazuela-Anguita (Universidad de Granada)

... the Immaculate Virgin came from the sea (Naples, 1618)
Simone Caputo (Sapienza, Universita di Roma)

Immaculate Confusion: riots in 1662 Valencia
Andrea Bombi (Universitat de Valencia)

StS3. "Rome dominates the Skies of the World" Fascist Italy's Radio,
Music and Sonic Propaganda: Transatlantic and Trans-Mediterranean
Routes

Michele Segretario

This study session addresses the IMS conference's general theme on Global Mediterranean and Postcolonial
Music Histories by re-assessing the role of Italian Fascist radio broadcasting against a global backdrop.
Bringing together scholars from diverse disciplinary backgrounds—including ethnography, history,
musicology, migration studies, and media studies—this session will discuss and problematize how Italian
Fascism leveraged music and radio broadcasting to shape and disseminate propaganda across
Mediterranean and global routes during the interwar period.

Between the 1920s and the 1940s, Italy witnessed the rise to power of Mussolini's National Fascist Party,
the expansion of its colonial domains in North and East Africa and the concurrent centralization and
institutionalization of emerging cultural and technological forms such as radio broadcasting. As radio
became a mass medium and public institution, infrastructural investments in long-distance transmissions
(particularly in short-wave broadcasting), alongside the imperialistic drive and the drastic change in
international diplomacy brought about by the Fascism regime, cooperated in establishing new world-wide
channels for circulation and dissemination of national music, and cultural and sonic propaganda.

This roundtable examines how these changes re-shaped the soundscape along various axes within and from
the Mediterranean, and how these soundscapes contributed to political and cultural projects of territorial
expansion while simultaneously fostering assimilationist narratives abroad. By addressing these issues, the
roundtable participants will also reflect on the value of an interdisciplinary approach to analyze the
intersections of mediated sound, politics, and mobility.

In the intervention titled "Mediterranean Radioscapes: Locating Italy's Radio Programming in its
Imperialist and Global Fascist Context (1930-1939)," Simone Dotto (Universita di Udine), who works joint
with Carolyn Birdsall (University of Amsterdam), will focus primarily on the role played by Fascist radio
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broadcasting in connecting ties with allies and with the newly conquered territories. He will first address
how Italian state broadcaster EIAR established new infrastructural facilities to support shortwave
transmissions directed toward Eastern and Northern Africa populations. Secondly, he will deal with music-
focused programming pursued in Italy's programme exchanges and joint broadcasts with Germany and
Japan, with an attention to the musical repertoire used to perform Italy's newly proclaimed "Roman
Empire".

Michele Segretario (University of California, Berkeley), in his "From the Mediterranean to the Atlantic:
Fascist Propaganda and American Assimilation in the IBC Radioscape (1930-1941)" will illustrate how
Italian Fascist ideology and propaganda intruded and influenced political imaginaries and listening
practices among the Italian listeners of the International Broadcasting Corp network in 1930s and the 1940a
United States.

Stefano Luconi (Univerista di Padova), will be presenting a paper titled "The Call of the Motherland: Fascist
Radio Propaganda for Italians in the United States," in which he explores how Italian-language radio
programs, broadcast both from Italy and U.S. commercial stations, sought to align Italian Americans with
Mussolini's foreign policy. These radio programs fostered a connection to the ancestral homeland, but they
ultimately failed to weaken Italian Americans' loyalty to the United States.

From the Mediterranean to the Atlantic: Fascist Propaganda and American Assimilation in the IBC
Radioscape (1930-1941

Michele Segretario (University of California, Berkeley)

Mediterranean Radioscapes: Locating Italy's Radio Programming in its Imperialist and Global Fascist
Context (1930-1939)

Simone Dotto (Universita di Udine)

The Call of the Motherland: Fascist Radio Propaganda for ltalians in the United States
Stefano Luconi (Universita di Padova)

StS4. "Que sobre el canto llano se echassen otras voces". The Repertoire
of Polyphonic Introits in the Iberian Peninsula (16th-17th Centuries):
Contexts, Sources, and Practices.

Francisco Rodilla Leén (Universidad de Extremadura)
Giuseppe Fiorentino (Universidad de Cantabria)
José Sierra Pérez (Independent Scholar)

Alberto Cebolla Royo (Real Conservatorio Superior de Musica de Madrid)

The Introit holds a prominent place in the liturgy of the Mass, as it is the introductory chant and establishes
from the beginning the context of the feast. It is well known that the Hieronymite order granted special
importance to plainchant, as evidenced by its regulation in various liturgical and musical sources, both
printed and manuscript, as well as in documents regulating its practice (constitutions, ordinaries, and
ceremonials).

Alongside this omnipresence of plainchant, in Hieronymite liturgy other musical practices can be found in
which plainchant serves as a foundation. It was emphasized that, when singing in multiple voices, "other
voices should be added over the plainchant, so that all may sing" (...) "but in such a way that the integrity
of the plainchant remains unaltered.” This use of plainchant in polyphony—understood in its broadest
sense—was highly valued in certain religious centers, as evidenced by the musical practices of two of the
most important Hieronymite monasteries of the period. On one hand, the Monastery of El Escorial, where,
alongside this practice, other well-known polyphonic techniques based on plainchant were developed. On
the other hand, the Monastery of Guadalupe, which preserves the codex E-GU 1, containing a rare and
complete repertoire of polyphonic introits for the most important festivities of the year, composed in the
17th century. These introits are analogous to repertoires found in other manuscript or printed sources of the
time, such as the Liber Introitus by Miguel de Fonseca (1540-1544), preserved in the Arquivo Distrital de
Braga (P-BRad 967), or the collection Contrapunctus seu musica figurata, published in Lyon in 1528: in
these sources, polyphony is developed over plainchant, which is presented in its entirety with equal note
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values. Codex E-GU 1 must have been of great importance to the Monastery of Guadalupe and its liturgical
and musical practice, as most of its repertoire resulted from a special commission to some of the most
prominent cathedral chapel masters of the time.

StS5. Music and Dance in Transatlantic Circulation, 16th—-20th Centuries

Javier Marin-Lopez

This session is framed within the emerging field of Transatlantic Music Studies, an interdisciplinary
approach that examines the circulation of music, musicians, and musical and choreographic practices across
the Atlantic from the fifteenth century to the present. Rooted in Atlantic history, this field explores how
music was shaped by transoceanic exchanges and, in turn, how it contributed to shaping them. It highlights
music's role in intercultural encounters and the contributions of non-white musicians to Western music
history, particularly in the early modern period. Through three case studies spanning four centuries, this
session investigates the transatlantic circulation of music and dance, analyzing dissemination strategies,
cultural appropriation and transformation, and the role of music in constructing transnational and
transcultural identities. By examining this long historical arc, the session demonstrates the productivity of
this approach in revealing continuities and transformations across time. The participants are members of
the "Musica y Estudios Americanos" (MUSAM) Study Group of the Spanish Society for Musicology
(SEdeM), which promotes the study of Ibero-American music from a transatlantic perspective, with a focus
on contact and exchange with the Iberian and European world in a global context.

The session opens with an introduction by the chair, who underscores the potential of transatlantic
exchanges to rethink music historiography from a postcolonial and multidirectional perspective.

The first paper, "Tracing the Lineage of the Zarabanda", examines debates on the origins of one of the most
popular—and controversial—dance-songs of the late Renaissance. While prevailing theories link it to Latin
America, possibly through African or Indigenous influences, a Spanish origin has also been suggested.
Through a critical analysis of historical and etymological sources, this paper argues that the zarabanda
emerged from a process of hybridization between American, African, and Iberian traditions.

The second paper, "Circulation and Mobility of Baroque Music in Spanish America: The Case of Roque
Ceruti", explores the dissemination of European music in colonial Latin America. Focusing on the
Bolognese composer Roque Ceruti, active in Peru between 1716 and 1760, it examines the influence of
Corelli and Vivaldi on his works and the circulation of his villancicos between the cathedrals of Lima and
Sucre. By combining musical analysis, manuscript evidence, and historical documentation, the paper
highlights transnational musician mobility and the direct transfer of Italian repertoire to the New World.

The third paper, "Transatlantic Dance Exchanges between Spain and Latin America during the Second
Francoism: Official Promotion and Reception", analyzes the tours of Spanish dance companies across Latin
America during the 1950s and 1960s, within the framework of Francoist cultural diplomacy and
developmental policies (Desarrollismo). Drawing on hemerographic and archival sources, it examines
official initiatives by the Ministry of Information and Tourism, the tours of the Secciéon Femenina's Coros
y Danzas, and the activities of private companies such as the Ballet de Antonio. The paper explores the
artistic, political, and diplomatic dimensions of these exchanges, highlighting how Spanish state-sponsored
and independent dance troupes navigated international reception and cultural negotiation across Latin
American countries.
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"Circulation and Mobility of Baroque Music in Spanish America: The Case of Roque Ceruti
Alejandro Vera (Pontificia Universidad Catodlica de Chile)

Tracing the Lineage of the Zarabanda

Alvaro Torrente (Instituto Complutense de Ciencias Musicales, Universidad Complutense de
Madrid))

Transatlantic Dance Exchanges between Spain and Latin America during the Second Francoism: Official
Promotion and Reception

Beatriz Martinez del Fresno (Universidad de Oviedo)

RT Music Educational Projects in Palestinian Territories, past and future

Dinko Fabris (University of Basilicata)
Sarai Brinker (Texas Tech University School of Music)
Ramzi Aburedwan (Musician, Composer and Founder of Al Kamandjati, Ramallah - Palestine)

Keynote speakers

Sea of Connection, Sea of Contention: The Mediterranean as a Meeting-Place of Peoples and Cultures

David Abulafia (Gonville and Caius College, Cambridge)

Globalization and Missionaries
Anna Maria Busse Berger (University of California, Davis)

Portugal at the crossroads of Mediterranean and Atlantic cultures: an approach through the
biographies of 18th and 19th century musicians

Luisa Cymbron (Universidade Nova de Lisboa / CESEM)

In his seminal 1945 work, Portugal, o Mediterraneo e o Atlantico (Portugal, the Mediterranean and the
Atlantic), geographer Orlando Ribeiro provides a nuanced analysis of the country's physical and human
geography. He portrays Portugal as a land of contrasts, moulded by the interplay of Mediterranean and
Atlantic influences — dualities that permeate many facets of Portuguese life and culture.

Building on Ribeiro's vision, this paper takes an approach to the history of music in Portugal, in the 18th
and 19th centuries, that highlights transnational dynamics — symbolically crossing seas — and individual
artistic trajectories, with a particular focus on biography. By analysing the lives and music of two
composers, Carlos Seixas (1704—1742) and Francisco de Sa Noronha (1820—-1881), I will try to demonstrate
how biography can serve as a valuable means of exploring the tension between structure and agency, in the
context of the Mediterranean and Atlantic relations.

Seixas was the subject of a pioneering study by Santiago Kastner (1947), a key figure in the revival of
Iberian keyboard music. I examine Kastner's biographical approach to Seixas (and, more broadly, to the
Catalan composer Federico Mompou), emphasising his focus on the composers' musical works and his
encyclopaedic knowledge of their contemporary repertoires. Noronha's life took me to focused on the
"Atlantic area" (2019). Although there is a lot of information about Noronha's life, unlike with Seixas, it is
in his works (characterised by virtuosity, hybridity, and patriotic symbolism) that we find some of the most
interesting impacts on relations between the Mediterranean and the Atlantic.
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