
53
CITAR JOURNAL

Music Societies in the 
19th Century Oporto:
Private Spaces of Amateur 
and Professional Music 
Making

---
Ana Maria Liberal
CITAR: Research Centre for Science and 
Technology of the Arts, 
Universidade Católica Portuguesa
---

Abstract
A number of private societies and clubs flourished 
in Oporto in the 19th Century, whose aim was to 
encourage in their members “benevolence relation-
ships and good society” offering them “an honest 
and civilized leisure times”1. Clearly elitist, these nine-
teenth century recreational clubs had strict member-
ship admission policies, which generally belonged to 
the higher echelons of society, more specifically the 
bourgeois, since the titled aristocracy was scarce in 
Oporto. It is worth mentioning here in parenthesis 
that Oporto was an essentially bourgeois, commer-
cial city, unlike the capital, Lisbon, where the court 
“drags with it the whole official and unofficial world 
which conceitedly flutters around it”2. 
Each association organised musical concerts, balls 
and soirées musicales – weekly, twice a week or once 
a month – which also offered members other amuse-
ments, like conversation, reading, playing cards or 
dancing. Events of a musical character were normally 
performed by the club members, usually amateurs 
– referred to as dilettanti – who would be joined by 
prestigious Portuguese or foreign professionals.
The purpose of this article3 is to describe the musi-
cal activity of the five main venues for private so-
cialising in Oporto in the 1800s, and their contribu-
tion to the development of the musical taste of the 
city’s society, taking into account both amateur and 
professional practice and particularly the repertoire 
performed.

1  P-Porto, Arquivo Distrital, Arquivo do Governo Civil, 

Mç. 139, Doc. 81, Estatutos da Assembleia Portuense para o ano 
de 1867, article 2.

2  Alberto Pimentel, O Porto na berlinda, Porto, Typ. d A. 

J. Silva Teixeira, 1894, pp. 138-139.

3 This article is based on a communication entitled “Mu-

sic societies in Oporto in the 2nd half of 19th century”, presented 

to the 14th International Conference on 19th Century Music, held 

in Manchester, Manchester University, July 2006.

Sociedade Filarmónica Portuense
Thanks to the initiative of the pianist, conductor 
and composer Francisco Eduardo da Costa (1819-
1855), and certainly inspired by associative mod-
els of a similar nature that proliferated in central 
Europe, this private association, called Sociedade 
Filarmónica Portuense, was founded on 13 March 
18404 for “instruction and musical recreation through 
the performance of Vocal and Instrumental Music”5. 
To became a member of Filarmónica, as it was called 
in Oporto, it was necessary to demonstrate integrity 
of character, Article 13 of the Statutes imposing the 
admission of “people of recognised probity” regard-
less of nationality6. The association admitted mem-
bers in three categories, according to their musical 
proficiency: gifted members “versed in music applied 
to singing, or in any instrument”, who were respon-
sible for electing the Board of Directors and the 
Conductor of the Orchestra, as well as controlling 
the Society’s finances; “those people who displayed 

4  Rui Vieira Nery and Paulo Ferreira de Castro in Histó-
ria da Música, Lisboa, Imprensa Nacional Casa da Moeda, 1999, p. 

139, date the start of musical activity of the Philharmonic Society 

to 1852. António Duarte da Silva Reis erroneously gives the date 

of 31st March 1834. However, all the bibliography consulted for 

this article, contemporary or not, are unanimous in referring to 

1840 as the year of the foundation of the Society. The Statutes of 

1844 indicate that it was 13th of the third month. (Cf. P-Pm, Ms. 

1273, Apontamentos para a verdadeira História antiga e moderna 
da Cidade do Porto. […] Escriptos por Henrique Duarte Souza 
Reis, Sociedade Filarmónicaa, fl. 285v; F. G. Fonseca, Guia Históri-
co do Viajante no Porto e Arrabaldes, Porto, Livraria e Tipografia 

de F. G. da Fonseca, 1864, p. 47; Brigadeiro Nunes da Ponte, “O 

Clube Portuense. Notas várias” in O Tripeiro, 5th series, year IV, 

no. 7 (November 1948), pp. 156-160; and P-Porto, Private collec-

tion of Dr. Manuel Ivo Cruz, Estatutos da Sociedade Phylarmonica 
Portuense, Porto, Tipografia da Revista, 1844, article 34º).

5  P-Porto, Private collection of Dr. Manuel Ivo Cruz, 

Estatutos da Sociedade Phylarmonica Portuense, op. cit., article 1.

6  Idem, article 13 and Brigadeiro Nunes da Ponte, “O 

Club Portuense. Notas várias”, op. cit., p. 156.
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recognised merit in the art of music, or who have 
done relevant service to the Society” were unani-
mously elected honorary members; and listening 
members, who were not obliged to have any musi-
cal knowledge7. Proposals for the admission of new 
members had to be made in writing by an existing 
member, for deliberation by the Board of Directors. 
Three black balls meant the exclusion of a candi-
date, who could not then be proposed again within a 
year. The Statutes of 1844 also required members to 
pay a membership fee of 4,800 réis, plus a monthly 
subscription of 480 réis, amounts that made mem-
bership impossibly beyond the reach of the middle 
and lower classes8.
The first headquarters of the Sociedade Filarmónica 
was on the upper floor of Café das Hortas, on the 
corner of Rua das Hortas9 and Rua da Fábrica. 
Weekly meetings were held there on Mondays, as 
well as the “extraordinary meeting to celebrate the 
Society’s Founding Day” which took place annually 
on 13th March10.
The musical events featured performances by the 
‘gifted members’, “the best amateur musicians in 
Oporto”11 in the opinion of Ernesto Vieira, in which 
members of the British community excelled. 
Ramalho Ortigão refers to the British presence in a 
text dated 2nd May 1859, published in the Crónicas 
Portuenses:

“There was nothing else of note, except, if you like, the 
concert by Miss Scott in the salon of the Filarmónica, 
where “the cold” of London was sufficiently rep-
resented in the faded beauty of the daughters of 
Great Britain and in the starched elegance of their 
tall, sharp gentlemen”12.

Besides the dilettantes, various professional mu-
sicians also took part in the Filarmónica concerts. 
Francisco Eduardo da Costa was surrounded by the 
most esteemed colleagues in the musical life of the 
city, like, for example, the cellist João António Ribas 
and his brother the flautist José Maria Ribas, the 

7  P-Porto, Private collection of Dr. Manuel Ivo Cruz, 

Estatutos da Sociedade Phylarmonica Portuense, op. cit., articles 

5, 10, 18, 21 and 31.

8  Idem, articles 19 and 22.

9  Now Rua do Almada.

10  P-Porto, Private collection of Dr. Manuel Ivo Cruz, 

Estatutos da Sociedade Phylarmonica Portuense, op. cit., articles 

2 and 34.

11  Dicionário Biográfico de Músicos Portugueses, Lisboa, 

Tipografia Matos, Moreira & Pinheiro, 1900, vol. II, p. 387.

12  Crónicas Portuenses (1859-1866), Lisboa, Livraria 

Clássica Editora, 1944, p. 71.

italian pianist and conductor Carlo Dubini, the flau-
tist João Parado, and the clarinettist João Francisco 
Arroio. Being, at the time, the only musical society in 
the city whose director was linked to the orchestra 
of the S. João Theatre, this was no wonder, because 
it was common practice in European associations of 
the same kind, that singers from the lyric companies 
hired by the theatre in Oporto would actively par-
ticipate in the society’s musical events. Luigia Ponti 
Dell’Armi, Carolina Wietti, Maria Poggi, Etore Corti, 
Agostino dell’Armi, Emilio Lanovilla, J. Hernández, 
Nostoni Rossi, and the Portuguese tenor António 
Maria Celestino, are names that often appeared in 
the concert programmes of the 1854-55 season13.
The presence of these prominent names in the week-
ly meetings and the annual festivities had the aim of 
guaranteeing the artistic quality of the concerts. But 
they also offered the Filarmónica social and cultural 
prestige, which enabled it to boast a certain supe-
riority. One of the most celebrated moments in the 
life of the society was the public debut of the pian-
ist Artur Napoleão in December 1859, at 6 years of 
age, in a concert that he himself gratefully recalled 
in his Memories:

“When my turn came to perform, I staggered through 
the orchestra musicians and as I approached the 
piano, I turned to the audience so brazenly that it 
produced a good laugh.
The conductor, at my side, lifted me up from behind, 
with just one hand, and yelled:
‘Here is the pianist.’
New guffaws, followed by applause.
On that memorable night I received my first award, 
a small ring with a little gemstone with a dedication, 
plus my first certificate of honorary membership”14.

Another high point in the Filarmónica season was 
the celebration of Saint Cecily Festivity, the soci-
ety’s patron. The festivities included a mass in the 
Vitória Church, where the ‘Missa de Santa Cecília’ 
for 4 voices and mixed choir, composed for the oc-
casion by Francisco Eduardo, was performed. This 
was a rather important event “for its musical value 
and for the brilliant constellation of countless ladies 
there present”15.

13  Virgílio Pereira, “O velho Porto musical. IV – Tem- Virgílio Pereira, “O velho Porto musical. IV – Tem-

porada de 1854-55. Os concertos na Sociedade Philharmonica 

Portuense” and “O velho Porto musical. XI – Arthur Napoleão – o 

menino prodígio” in O Tripeiro, 6th series, years IV and V, 1 (Janu-

ary 1964) and 7 (July 1965), p. 19 and p. 215, respectively.

14  BR-Rem, Artur Napoleão, Memórias, typed text, p. 5 

[my pagination].

15  Hugo Rocha, “Francisco Eduardo da Costa” in O 
Tripeiro, 5th series, year III, no. 10 (February 1948), p. 225.
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The programmes of the Sociedade Filarmónica fol-
lowed a typical structure for public concerts in the 
mid-19th Century: they started and/or ended with an 
orchestral opera overture, and in between there was 
a froup of arias, cavatinas and romanzas for voice 
and piano and/or fantasies, variations or pot-pourris 
on operatic themes arranged for solo instruments 
or instrumental ensembles. The Society had a choir 
and orchestra at its disposal, both very proficient to 
judge by contemporary critics, directed by Francisco 
Eduardo, alternating with other professional mu-
sicians. Oporto Public Library has kept some of 
the Philharmonic Society concert programmes in 
its archives. In table 1 we can see the structure de-
scribed above if we analyse the programme of the 
Divertimento of 18th May 184316.
After the death of its founder in 1855, Sociedade 
Filarmónica moved to a building in Rua da Fábrica, 
practically across the road from its previous home, 
specifically constructed to house the musical asso-
ciation. Henrique de Sousa Reis tells us that the own-
er, “recognising (…) the progress of the Sociedade 
Filarmónica and the aspirations of its Members to 
exalt it, agreed (…) to build there on the same land 
an edifice entirely destined for the use of said Society 
(…)”17. The prestige that the Filarmónica had mean-
while achieved as the driving force behind music in 
Oporto is very clear in this citation. With the Italian 
Carlo Dubini taking over the musical direction, the 
Filarmónica continued to rely on the participation 
of the next generation of the most well-regarded 
professional musicians in the city, which had a glit-
tering array of dilettanti musicans. The musical 
society continued to be governed by the highest 
standards of musical performance, and to have 
artists in its ranks of the calibre of Nicolau Ribas – 
son and nephew of João António and José Maria 
Ribas, respectively Augusto Marques Pinto, António 
Soller, Miguel Ângelo Pereira, Joaquim Casella, and 
amateurs as worthy as João António de Miranda 
Guimarães, Marcos Archer, Ricardo Brown, António 
Júlio Machado, Maria Henriqueta Viterbo, Giselda 
Milheiro Guedes, Camila Katzenstein and Adelaide 
Paula Soares Cardoso, amongst many others.

16  The choir comprised the sopranos D. E. de B. Sande- The choir comprised the sopranos D. E. de B. Sande-

man, D. L. S. Friedlein, D. M. E. Castro Silva Maya, D. A. Fernandes 

Machado and D. M. I. de Oliveira; the tenors J. M. da Silva Ferreira, 

H. J. Gomes Monteiro, C. S. Maya, J. E. da Costa, J. Pereira Guima-

rães, R. A. Pereira Guimarães, J. Q. de Araújo Basto, E. C. Gomes, 

L. R. da Silva, J. J. de Mendonça; and basses A. I. de Souza e 

Silva, R. de C. Brown, G. Giovanesi, M. S. Carqueja, C. L. Gubian, 

M. J. Dias, P. T. de Mello, J. V. de Magalhães, A. A. Campos, J. A. 

Ferreira. (Cf. P-Pm, Secção de Reservados, Miscellânea. Papéis 
diversos, Pasta 7).

17  P-Pm, Ms. 1273, Apontamentos para a verdadeira 
História antiga e moderna da Cidade do Porto, op. cit., p. 287.

When, on 14th January 1862, Oporto observed the 
funeral rites following the death of King Pedro V, it 
was the Sociedade Filarmónica who were entrusted 
with the musical side. A choir of 45 women’s voices 
and an orchestra of 200 amateur and professional 
musicians, conducted, respectively, by Nicolau Ribas 
and António Soller, performed Cherubini’s Mass, in 
“one of the most important musical ceremonies there 
had ever been in Oporto”18.
It also helped the prestige of the Filarmónica that 
the foreign musicians who came to play in Oporto 
also came to its hall. The pianist Oscar de La Cinna 
gave his first concert in the Salon of the Sociedade 
Filarmónica on 3rd March 1857, an event that the 
Directors opened to the general public at a price 
of 960 réis, and was “quite crowded”19. De la Cinna 
played two piano pieces of his own, the Mendelssohn 
and Weber piano concert’s and a Beethoven Violin 
Sonata20 with Nicolau Ribas. The concert was a huge 
success with the public, who gave the performers 
“frantic and prolonged applause”21.
The Sociedade Filarmónica had a musical library, 
notable for both its size and quality, unusual for an 
association that had developed in a city on the pe-
riphery of European musical circuits. A large part of 
this collection is now owned by the Club Portuense, 
a recreational society founded in the mid-1800s that 
is still active today, with whom the Philharmonic 
merged in 1880 and to where its musical archive 
was transferred22. The Club Portuense will be dis-
cussed later in this article. Besides the 99 musical 
samples it has preserved, almost all in a good state 
of conservation, the collection also includes two 
manuscript catalogues, dating from 1841 and 1849 
respectively. All this manuscript and printed material 
enables the repertoire performed by the Sociedade 
Filarmónica to be analysed in a much more complete 
and detailed way.
The Ctalogo / das / Músicas pertencentes à / 
Sociedade Filarmónica Portuense / 1841 lists 42 
different composers, both Portuguese and for-

18  Ernesto Vieira, Dicionário Biográfico de Músicos Por-
tugueses, op. cit., vol. I, p. 387.

19  Virgílio Pereira, “Beethoven, Mendelssohn e Weber 

na Sociedade Philharmonica Portuense” in O Tripeiro, 5th series, 

year XIV, no. 8 (December 1958), p. 240.

20  O Commercio do Porto newspaper, 4th March 1857, 

does not specify which of Beethoven’s sonatas was played at the 

concert.

21  Virgílio Pereira, “Beethoven, Mendelssohn e Weber na 

Sociedade Philharmonic Portuense”, op. cit., p. 241.

22  The inventory of this collection, made by the author 

of this article, gave rise to the publication Ana Maria Liberal, Club 
Portuense. Catálogo do espólio musical, Porto, Club Portuense, 

2007.
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FIRST PART

JOÃO NEPOMUCENO MEDINA DE PAIVA Symphony

GAMBARO Fantasy on a theme from the opera Il Pirata for clarinet and piano played by 

Mr. J. B. Pereira and J. E. d’Almeida

DONIZETTI Cavatina from the opera Gemma de Vergy performed by Mrs. D. L. S. Friedlein 

accompanied by orchestra

F. KALKBRENNE Variations on a theme from the opera Il Pirata for piano and orchestra, played 

by Mrs. D. A. E. de C. Malta

DONIZETTI Trio from Roberto Devereux with piano accompaniment performed by Mrs. D. 

L. S. Friedlein and by Mr. A. J. de S. Silva and J. E. da Costa

ARTÔT Adagio and variations for violin on themes from Norma with piano accompani-

ment performed by the Marquis of Chardonnay

CLINTON Big concert trio for piano and two flutes performed by Mrs. D. C. de Brito e 

Cunha, and Messrs. J. E. de Brito e Cunha and A. I. da S. Toscano

BELLINI Final aria from La Straniera with choir and orchestral accompaniment, per-

formed by Mrs. D. A. E. Heller

SECOND PART

J. E. DE ALMEIDA 1st Allegro from the Symphony

DONIZETTI Duet from Lucia with orchestral accompaniment, performed by Mrs. D. A. E. 

Heller and Mr. J.E da Costa

HERZ E LAFONT Concert duet for violin and piano on the theme C’est une larme performed by 

the Marquis of Chardonnay and Mrs. D. E. de Roure

DONIZETTI Cavatina from La Regina di Golconda with orchestral accompaniment, per-

formed by Mrs. D. M. I. de Oliveira

JOSÉ MARIA RIBAS Polka for flute and piano, performed by Messrs. A. J. de Sousa e Silva and F. E. 

da Costa

F. KALKBRENNE Fantasy for piano and oboe performed by Messrs. F. E. da Costa and A. A. 

Campos

ROSSINI Figaro’s aria from Il Barbieri di Siviglia, performed by Mr. J. Sollari

               At the piano, Mr Francisco Eduardo da Costa.

TABLE 1 - OPORTO PHILARMONIC SOCIETY
PROGRAMME FOR DIVERTIMENTO ON 18TH MAY 1843
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eign; the second volume, which is inscribed on the 
fly leaf: “Oferecido em 17 de Setembro / de 1849 
/ á / Sociedade Filarmónica Portu- / ense / para 
o Catalogo da sua misica, / pelo Sócio / Manuel 
Carneiro Pinto Júnior.” records 83 composers’ names; 
and the inventory published in 2007 accounts for 99 
works by 50 different composers. The three cata-
logues cover approximately 350 years of musical 
history, from Handel (1685-1759), with an arrange-
ment for voices and piano of the sacred oratorio 
Israel in Egypt, to the Portuguese composer Óscar 
da Silva (1870-1958), with 4 piano works and one for 
voice and piano, published by the composer in the 
mid-20th Century23. Table 3, based on the three docu-
ments, lists all the works that made up the musical 
archive of the Sociedade Filarmónica Portuense. 
There, it is possible to see the dominance of the 
operatic repertoire in the whole archive, especially 
the strong presence of Italian composers – along 
with the celebrated and extremely popular Rossini, 
Donizetti, Mercadante, Bellini and early Verdi, there 
are also lesser known composers like Paer, Cherubini, 
Cimarosa, Spontini, Coccia, Coppola, Gazzaniga, 
Marliani, Morlacchi, Pacini, Paini, Petrella, Ponchielli, 
Luigi and Federico Ricci, and Vaccai. French opera 
is represented by Adam, Auber, Thomas, Halevy, 
Berlioz, Méhul, Berton and Boieldieu; and there is a 
significant core of composers from central Europe: 
Meyerbeer, Mozart – with two versions of Don 
Giovanni Reissiger, Thalberg, Winter, Marschner and 
Weber. The opera Haydée by the Italian singer and 
composer of French origin, Felicita Casella, which 
was premièred at the S. João Theatre in 1849, is also 
part of the Filarmónica collection.
More than listing the different composers, though, 
it is worth analysing their presence in the light of 
what was happening at the S. João Theatre. It is im-
portant to note that the main Oporto opera theatre, 
alongside its counterpart in Lisbon, was integrated 
within a European circuit of theatres that received 
the operatic repertoire imported from Italy. So op-
eras by Italian composers as well as operas in the 
Italian style by French and German composers, were 
touring to the principal European opera houses. The 
large number of composers from the end of the 18th 
Century and the first half of the 19th Century demon-
strates a contemporaneity and an awareness of what 
was happening in Europe. On the other hand, we 
must bear in mind that Francisco Eduardo da Costa 
and Carlo Dubini were conductors at Oporto’s lyric 
theatre, which contributed to a deeper understand-
ing of the operatic repertoire. It seems clear to us 
that there was a strong link between the repertoire 
staged at the S. João Theatre and that performed 

23  See Table 3.

in the Filarmónica’s musical events.
Two particular manuscript scores from this operatic 
core deserve special mention: the opera La Donna 
di Genio Volubile by Marcos Portugal and the opera 
Gonzalo di Córdova by António Reparaz. The opera 
by the Portuguese composer with the greatest in-
ternational renown is the only existing manuscript 
version of it – not autographed – in Portugal and this 
copy was, according to Frederico de Freitas, copied 
purposefully for the performance staged at the S. 
João Theatre in 1805. The opera Gonzalo di Córdova 
had its première in Porto in 1857, when the Spanish 
composer was directing the orchestra of the lyric 
theatre. The manuscript was a gift to the Sociedade 
Filarmónica by the composer, and the existence of 
underlinings and crossings out in blue pencil in the 
score lead us to suppose that the copy in the archive 
was used in the S. João performances.
The written notes in some scores confirm the no-
tion that various operas that were performed on 
the stage of the lyric theatre were subsequently, at 
some point, sung at the Sociedade Filarmónica. The 
instrumental parts for the opera Beatrice di Tenda 
by Bellini, although incomplete24, allow us to confirm 
that the opera was performed in 1854, 6 years af-
ter its production in S. João; they also enable us to 
identify some of the musicians who were society’s 
in the orchestra: the violinists João Alves Pereira 
Canedo Júnior, Costa Moura, Demétrio Isidoro 
Franco and Domingos Cardozo and the cellist João 
Nepomuceno Medina Paiva. A lady by the first name 
of Raquel – a member, certainly, of the society – and 
a male singer called José António performed the 
parts of 2nd soprano and bass, respectively.
Amongst the operatic core of the musical collec-
tion are a number of transcriptions for voice and 
piano. These transcriptions, offering a simplified 
version of the orchestral accompaniment, allowed 
the performance of this repertoire in a more inti-
mate, salon-like context. These are scores published 
abroad by the Italians Ricordi and Francesco Lucca, 
by the French Auguste Leduc, Pacini, Carli, Launes 
and Schonenberger, by the Germans Schott, Günter 
& Böhme, Verlag and Breitkopf, and by the English 
Monzani & Hill and Birchall. Sales were the respon-
sibility of Portuguese publishers, like Villa Nova 
Filhos & C.ª, Eduardo da Fonseca, Casa da Viuva 
Costa Mesquita and Júlio da Fonseca in Oporto; 
and Paulo Zancla, Lence and Sassetti in Lisbon. 
The opera Elena da Feltre by Saverio Mercadante 
was probably bought from the publisher Francesco 
Lucca through the Villa Nova Filhos & C.ª house. 

24  The parts of 1st soprano, alto, tenor, viola, double 

bass, flute, clarinet, oboe, horn, trumpet and trombone are miss-

ing.
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Many of these scores were acquired and donated 
to the Filarmónica by its members. Gaspar Guerner 
donated about 14 scores; and Rossini’s opera La 
Cenerentola was also donated to the Philharmonic 
by its member João Nogueira Gandra.
Instrumental music – including symphonic music 
– forms the second largest group in the collection. 
Classical and Romantic composers from central 
Europe – Germany, Austria and Bohemia – are the most 
represented, with Haydn, Beethoven, Mendelssohn 
and Weber appearing as the cornerstones of the 
symphonic repertoire. Thirty-four symphonies by 
Haydn are recorded in the catalogues of 1841 and 
184925; the Philharmonic had Beethoven’s sympho-
nies nos. 1, 3, 6, 7, 8 and 9, as well as six symphonic 
overtures, notably “Coriolanus”, “Leonora I” and 
“Egmont”; there are four symphonic overtures and 
three symphonies (nos. 1, 2 and 4) by Mendelssohn; 
Weber is represented by Symphony no. 1 op. 19 in C, 
and five symphonic overtures. The range of compos-
ers is broadened by such names as Johann Wenzel 
Kaliwoda, Reissiger, André, Bergt, the Danish Gade, 
Himmel, Hummel, Krommer, Lachner, Neukom, Nisle, 
Pleyel and Spohr, who represent the transition from 
Viennese Classicism to ‘true’ Romanticism, as it is 
called by Dalhaus26. Berlioz – with four symphonic 
overtures – Dancla and Onslow are some of the rep-
resentatives of French romanticism.
The professional musicians who participated in the 
societies’ activities also composed works to be 
performed on the musical evenings and concerts 
of these associations, by themselves, by the ama-
teur members or by ensembles formed by both. 
These works, usually dedicated to the societies 
to which the composers belonged, were normally 
written for instrumental groups that included the 
composer’s own instrument; they were based on 
motifs or themes from the operatic repertoire or 
ballroom dances, and were often called Sinfonias. 
The Simphony for Orchestra by José Ernesto de 
Almeida was performed in December 1847 and the 
newspaper O Nacional wrote about it that “if it were 
by a composer with an Italian or German name, many 
people would have thought it magnificent”27. The 
première of ‘Overture composed and offered to 
the Philharmonic Society’ by the honorary member 
João Medina de Paiva opened the musical entertain-
ment on 30th April 1857, an event performed totally 

25  In 2007 only one work by Haydn was catalogued, 

the sacred Oratorio Stabat Mater for 4 voices and piano. Cf. Ana 

Maria Liberal, op. cit., p. 91.

26  See Carl Dahlaus, Nineteenth-Century Music, Los 

Angeles, University of California Press, 1898, p. 168 e ss.

27  Quoted in Alfredo Allen, O Porto e a Música, Porto, 

Tip. E. P. Norte, 1970, p. 9.

by amateur members. Roberto Woodhouse and 
Guilherme Afflalo were also members who ventured 
to write symphonies for orchestra dedicated to the 
Sociedade Filarmónica.
The activities of the Filarmónica ceased in 1880, the 
year in which the musical society merged with the 
Club Portuense. This fusion resulted in the demise 
of one of the most important musical associations 
in 19th Century Oporto society.

Assembleia Portuense and Club Portuense
On 31st May 1834, “on the upper floor of the gentle-
man’s house, on the North side of rua da Fabrica, al-
most half the façade of the building, between rua do 
Almada and Travessa da Fabrica”, a recreational so-
ciety called Assembleia Portuense28 was created. Its 
genesis was due to the initiative of certain important 
members of Oporto society, amongst whom were 
the 1st Viscount of Villar de Allen, the 1st Viscount and 
Count of Moser, the 2nd Baron of Ancede, the politi-
cian Bento Ribeiro de Faria, the doctors José Pereira 
Reis and José Frutuoso Ayres de Gouveia, the lawyer 
Sebastião de Almeida e Brito and the English busi-
ness men Graham, Noble and Redpath29.
The Assembleia Portuense was open from 10 a.m. un-
til 12 p.m. in the Winter, and from 9 a.m. until 12 p.m. 
in the Summer. Members could use the private read-
ing rooms, the library and the conversation rooms, 
where tea was served daily between 7.30 p.m. and 
9.30 p.m. in October, between 6.30 p.m. and 8.30 p.m. 
in November, December and January, and from 7.00 
p.m. to 9.00 p.m. in February, March and April30.
In 1867, the society admitted founder, annual and 
monthly members. There was a joining fee of 8$000 
réis that was paid by all members, then founder 
members would pay an annual subscription of 
16$000 réis; annual members an 8$000 réis sub-
scription; and the others were charged a monthly 
subscription of 2$500 réis31. Women were not admit-
ted to the club’s activities, except for balls, for which 
members had the right to bring “lady members of 
their family”32.
The events that were most attended and most popu-
lar were the balls, especially the annual ball to cel-

28  P-Pm, Ms. 1273, Apontamentos para a verdadeira His-
tória antiga e moderna da Cidade do Porto, op. cit., Assembleia 

Portuense, p. 284.

29  Gonçalo de Vasconcelos e Sousa, “A principalidade do 

Porto no séc. XIX: I – Alguns pontos de referência” in O Tripeiro, 

7th series, year XVII, no. 11 (November 1998), pp. 333-334.

30  P-Porto, Arquivo Distrital, Arquivo do Governo Civil, 
Mç. 139, Doc. 81, Regulamento interno da Assembleia Portuense 
para o ano de 1869, 1, 7 and 9 articles.

31  Idem, article 13.

32  Idem, article 10, no.6.

CITAR JOURNAL



59

ebrate the founding of the Assembleia, to which 
almost all members of the association would come. 
Quite often, the balls were preceded by concerts, 
at which vocal and instrumental works were per-
formed.
In 1857, due to financial problems, the Directors de-
cided to end the tea service, a decision that led to 
the formation of two opposing factions who would 
argue heatedly: those who agreed with the Directors 
and those who, on the contrary, fought to main-
tain the tradition. The second group, defeated, left 
the Society to found the Club Portuense. The new 
recreational society held its first “solemn founding 
session”33 on 24th May 1857, at its premises in rua da 
Fábrica, later moving to a wing of the Manor House 
of António Bernardo Ferreira Júnior34.
The Club, as it was known, offered its members 
“honest and civilising recreational activities through 
regular meetings, dancing, reading, conversation and 
legal gambling”. Members paid a joining fee of 500 
réis – a sum that was used to support correctional 
facilities and gaols – plus an annual subscription of 
5$000 réis35.
Similarly to what happened at the Assembleia 
Portuense, the life of the Club “always revolved 
around the balls”36. Whenever they were in Oporto, 
the royal family would go to the Club. For the occa-
sion of the inauguration of the D. Maria Pia Bridge, 
in November 1877, the recreational society staged a 
sumptuous ball which King Luís and Queen Maria Pia 
attended, which brought a throng of the most distin-
guished families who belonged to the association.
When, three years later, in 1879, the Club stopped 
organising balls, due to lack of funds, the Directors 
started organising family meetings – also called ‘par-
ties’ – in which music played the principal role. The 
annual report for this year explained the reason for 
such measures:

“As you well know, most members of this house do 
not attend regularly in the evenings, and, as the cof-
fers do not permit us to offer balls, the Directors 
resolved to organise some family meetings, in which 
singing, music and dancing would provide entertain-
ment for members and their families; these meet-
ings have been very well attended and lively, and 

33  Brigadeiro Nunes da Ponte, “O Club Portuense. Notas 

várias” in O Tripeiro, 5th series, year III, no. 12 (April 1948), p. 268.

34  Son of António Bernardo Ferreira, the patron of the S. 

João Theatre in the 1830s and 1840, and D. Antónia Ferreira.

35  P-Porto, Arquivo Distrital, Arquivo do Governo Civil, 
Mç. 136, Doc. 55, Estatutos da Sociedade Club Recreativo Por-
tuense para o ano de 1868, articles 1 and 13.

36  “O Club Portuense. Notas várias”, op. cit., no. 12 (April 

1948), p. 268.

the Directors would like to take this opportunity to 
thank the Ladies who have enlivened them with their 
musical talents”37.

In 1880 the Club merged with the Sociedade 
Filarmónica, into the Grémio do Porto, a name that 
lasted for only two years, because in 1882 the as-
sociation reverted to its former name, which it has 
maintained until today38.
 

Club de Cadouços and Club da Foz 
These two clubs, Cadouços and Foz were in the par-
ish of S. João da Foz do Douro, a fishing neighbour-
hood by the sea, that in the last quarter of the 19th 
Century was transformed into “an eccentric, distant 
and elegant quarter”39. Many of the wealthiest fami-
lies in the city “would close their town houses (...) and 
come to spend some months by the sea”40.
The principle that governed the creation of the 
Cadouços and Foz Clubs was the same as their 
counterparts, that is, “to provide subscribers and 
their families with agreeable pastimes, such as: 
reading, playing cards, billiards, dominos, chess, 
dramatic shows, concerts, dances, instruction and 
charitable activities”41. The same elitist attitude could 
be detected in the way new members were admit-
ted: an existing member had to make a proposal in 
writing in which he had to state, in addition to the 
personal information about the proposed member, 
“any further details necessary for the Directors to 
know if he will meet the conditions required for be-
ing admitted”42. 
In 1884, the Club de Cadouços had three member-
ship categories:

‘annual subscribers’, on payment of a 1$000 1. 
réis joining fee and an annual subscription of 6$000 
réis, paid monthly;

37 Idem

38  Cf. P-Porto, Arquivo Distrital, Arquivo do Governo Ci-
vil, Mç. 140, Doc. 106, Estatutos do Club Portuense para o ano de 
1882, article 1. Currently the Club Portuense, still active, is located 

at Rua Cândido dos Reis, no. 24.

39  José Aberto Fernandes, O Comércio na cidade do 
Porto: uma abordagem geográfica, Ph.D. thesis, University of 

Oporto, 1993, p. 126.

40  Artur de Magalhães Basto, A Foz há 70 anos, 2nd 

edition, Porto, O Progresso da Foz, 1992, p. 57.

41  P-Porto, Arquivo Distrital, Arquivo do Governo Civil, 
Mç. 143, Doc. 121, Estatutos do Club de Cadouços para o ano de 
1884, article 1.

42  P-Porto, Arquivo Distrital, Arquivo do Governo Civil, 
Mç. 144, Doc. 132, Estatutos da Sociedade Recreativa Clube da 
Foz da freguesia de S. João da Foz do Douro, da cidade do Por-
to, 1887, article 7.
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‘summer season members’, on payment of 2. 
a fee of 2$250 réis for three months, plus a monthly 
subscription of 500 réis for each extra month;

‘presented members’, who were charged 3. 
1$000 réis per visit, and had the right to visit the 
Club for a period of seven days. These members 
had to be introduced by one of the Directors who 
was obliged to take responsibility for all acts of the 
member under their guardianship.

Those members that were invited by the Directors 
to “honour the Club with their talents” were exempt 
from any payment, as long as they participated in 
any event of any nature that was promoted by the 
association43.
The admission of members to the Club da Foz 
was, inevitably, similar in every way to the Club de 
Cadouços. So, the Foz association admitted “ordi-
nary” or “honorary” members, requiring from the 
former a joining fee of 9$000 réis, plus an annual 
subscription of 6$000 réis paid in two instalments 
of 3$000 réis. Similarly to what happened at the 
Club de Cadouços, only “those people who by their 
merit or services to the Club were judged to be wor-
thy” could become honorary members, which ef-
fectively meant to be recommended by the Board 
of Directors44. For those families who moved to Foz, 
for the Summer, both clubs created special member-
ship categories: “bathing season subscribers”45 at 
Club de Cadouços; and “seasonal subscribers”46 at 
Club da Foz. Both allowed members to pay a fixed 
amount for three months plus an extra amount for 
each additional month.
All the bourgeois recreational associations of the 
1800s had a philanthropic aspect, that meant they 
engaged in charitable activities for the protection 
and support of the poor and the disadvantaged. As 
Maria de Lourdes Lima dos Santos rightly points 
out, in an act of “disinterested generosity of the elit-
es towards the weak and inferior”47, the two Clubs 

43  P-Porto, Arquivo Distrital, Arquivo do Governo Civil, 
Mç. 143, Doc. 121, Estatutos do Club de Cadouços, 1884, articles 1 

to 5. 

44  P-Porto, Arquivo Distrital, Arquivo do Governo Civil, 
Mç. 144, Doc. 132, Estatutos da Sociedade Recreativa Clube da 
Foz da freguesia de S. João da Foz do Douro, da cidade do Por-
to, 1887, article 5.

45  P-Porto, Arquivo Distrital, Arquivo do Governo Civil, 
Mç. 143, Doc. 121, Estatutos do Club de Cadouços, 1884, article 2.

46  P-Porto, Arquivo Distrital, Arquivo do Governo Civil, 
Mç. 144, Doc. 132, Estatutos da Sociedade Recreativa Clube da 
Foz da freguesia de S. João da Foz do Douro, da cidade do Por-
to, 1887, article 6.

47  Para uma sociologia da cultura burguesa em Portugal 
no séc. XIX, Lisboa, Editorial Presença, 1983, p. 24.

were statutorily bound to hold an annual – usually 
in December – charitable feast for the needy of the 
Parish48.
In the bathing season – August, September and 
October – there were concerts, musical soirées and 
balls twice each week, something common to both 
associations. The performers in the musical events 
were, of course, the members, usually amateur musi-
cians, with a strong representation from the English 
and German communities49. These dedicated dilet-
tanti were accompanied by professional musicians, 
who were often their ‘music masters’. Both Club da 
Foz and Club de Cadouços were guided musically by 
an illustrious group of profissionals who were ardent 
followers of German music and culture, which exces-
sively influenced the repertoire of the two societies, 
particularly from the 1880s: Bernardo Moreira de 
Sá, Augusto Marques Pinto, Nicolau Ribas, Miguel 
Ângelo Pereira, Joaquim Casella, Círiaco de Cardoso, 
Augusto Suggia, Alfredo Napoleão, Xisto Lopes, 
Ernesto Maia and António Soller.
This metamorphosis in the repertoire cannot be 
analysed without mentioning the Sociedade de 
Quartetos. In fact, the chamber music group that 
emerged in Oporto between 1874 and 1881, formed 
by the five musicians at the head of the list above to 
“foster a taste for classical music, by means of con-
certs and musical sessions”50 significantly altered the 
musical panorama of the city, particularly in terms of 
musical taste and repertoire. The ‘group of five’, as 
they were called, played in a series of concerts for 
about 6 years, which afforded the Oporto public the 
enjoyment of the best European solo and chamber 
music, almost always for the first time, which says a 
lot for the innovative and pedagogical nature of the 
Sociedade de Quartetos.
The concert programmes of the two clubs reflected 
the shift in musical sensitivity operated by the cham-
ber music ensemble. It is very clear from an analysis 
of those programmes that the fantasies and pot-
pourris on themes from Italian operas were relegat-
ed to second place, and the concerts became filled 

48  P-Porto, Arquivo Distrital, Arquivo do Governo Civil, 
Mç. 144, Doc. 132, Estatutos da Sociedade Recreativa Clube da 
Foz da freguesia de S. João da Foz do Douro, da cidade do Por-
to, 1887, article 35.

49  Frank de Castro, Sofia, Cecília and Marcos Archer, 

Leopoldina Kopke de Carvalho, Ema and João da Rocha Leão, 

Maria Emília and Henrique Kendall, Alberto Allen, Berta and 

Elisa Lehman, Camila Katzenstein, Virgínia and Maria Henriqueta 

Viterbo, António Bernardo Ferreira Júnior, Emílio Augusto de 

Oliveira, Luciano Allegro, Eduardo Freire, José Domingues Maia, 

João Ferreira de Azevedo and António Ramos Pinto, amongst 

many others, are the names that appeared most frequently in the 

events organised by the Foz and Cadouços Clubs.

50  O Commercio do Porto, 6th May 1874.
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with chamber music by Boccherini, Haydn, Mozart, 
Schubert, Weber and Mendelssohn, piano works by 
Gottschalk, Rubinstein and Chopin, and violin pieces 
by Sarasate, Wieniawski and Vieuxtemps.
The programme for the “last musical soirée of the 
bathing season” at the Club de Cadouços, held on 
17th October 1882 mirrored this transformation51 in 
Table 2.

Conclusion
From everything that has been said, we can con-
clude that private clubs and musical societies played 
an important role in Oporto musical environment. 
The Assembleia Portuense, the Club Portuense, the 
Club de Cadouços and the Club da Foz, with the 
noble aim of promoting social development through 
the organisation of regular concerts and balls, suc-

51  A Actualidade, de 17th October 1882.

ceeded in cultivating and spreading musical taste 
amongst the Oporto dilettanti.
But it was, above all, the Sociedade Filarmónica that 
was the most fruitful of the five studied here. Its 
activities and the richness of its musical collection, 
along with the great erudition and initiative of its 
Directors – Francisco Eduardo da Costa and Carlo 
Dubini – made an indelible mark in Oporto’s musical 
environment in the last quarter of the 19th Century, 
sowing the seeds for Oporto to make the transition 
from the 19th to the 20th Centuries, one of the most 
glorious periods in its history and in the history of 
Portuguese music.
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TABLE 2

FIRST PART

MENDELSSOHN 1st movement from Piano Sextet, op. 110

Gounod Ave Maria for violin, organ and piano

Schubert Adagio from String Quartet op. 125

Weber Minuet from Grand Piano Quartet in G minor

Goria Elegy for violoncello

Boccherini Minuet Celebre

SECOND PART

Rossini  La Caritá for 4 violins and piano

Costa Lima  Galope from concerto

Mozart  Adagio and minuet from String Quintet in B minor

Lee Promenade en gondole for violoncello

Meyseder Adagio in G for violin, violoncello and piano

Schubert Scherzo from Piano Quintet, op. 114

Taking part in this concert were Messrs. Emílio Augusto de Oliveira, Luciano Sollari 

Allegro, Miguel Alves, Guilherme Afllalo, Eduardo Freire, Augusto Suggia and João 

M. da Costa Lima
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TABLE 3 - SOCIEDADE FILARMONICA PORTUENSE MUSICAL COLLECTION

COMPOSER WORK

ADAM, ADOLPHE (1803-1856) Overture from the opera Le Chalet

Overture from the opera Giralda

Overture from the opera La Reine d’un jour

Overture from the opera Une bonne fortune

AFFLALO, GUILHERME 1st Symphony

3rd Symphony

4th Symphony

ALMEIDA, JOSÉ ERNESTO DE 
(1807-1869)

Symphony for big orchestra

ANDRE, JOHANN ANTON (1775-
1842

Grosse sinfonie op. 7

Symphony

Symphony op. 25

AUBER, DANIEL (1782-1871) Overture from the opera Le Domino Noir

Overture from the opera La Fiancée

Overture from the opera Le Bal Masque

Overture from the opera Fra Diavolo

Overture from the opera La part du Diable

Overture from the opera La Sirène

Overture from the opera La Barcarolle

Overture from the opera Le Cheval de Bronze

Overture from the opera Les Chaperons Blancs

Overture from the opera Les Diamans de la Courone

Overture from the opera Zanetta

Overture from the opera La Muette de Portici

Opera La Muta di Portici for voice and piano 

Overture from the opera Le Lac des Flées

Overture from the opera Haydée

ASIOLI, BONIFAZIO (1769-1832) Due Ecco for three voices and piano

BAER ?? Overture from the opera Lultige Schulter

BEETHOVEN, LUDWIG VAN (1770- Symphony nr. 1 in C op. 21

1827) Symphony nr. 3 in E flat op. 55

Symphony nr. 6 in F op. 68

Symphony nr. 7 in A op. 92

Symphony nr. 8 in F op. 93

Symphony nr. 9 in d op. 125

Overture Coriolano op. 62

Overture Leonore I op. 138

Overture Egmont op. 84, for four hands piano

«The Ruins of Athens» overture in g op. 113

Fantasy for orchestra «The Battle for Victory (or Wellington’s 

Victory)»

Overture in C 124 «The Consecration of the House»

BELLINI, VINCENZO (1801-1835)
Recitative and Cavatina for voice and piano of the opera 

Sonâmbula

Overture from the opera Il Pirata
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Opera Beatrice di Tenda

Opera I Montecchi e i Capuleti for voice and piano

Opera La Straniera for voice and piano

Opera I Puritani for voice and piano

BERBIGUIER, ANTOINE (1782-
1838) 

Fantasy for flute

BERGT, AUGUST (1771-1837) Symphony op. 12

BERLIOZ, HECTOR (1803-1869) Overture from the opera Benvenuto Cellini

Overture from the opera Les Francs-juges

L’Invitation a la valse op. 65 (orchestral version of Weber’s work)

Le Roi Lear, grande ouverture op. 4

Le Corsaire, ouverture op. 21

Waverley, grande ouverture op. 1

BERTON, HENRI-MONTAN (1767-
1844)

Overture from the opera Montano et Stephanie

BEYER, FERDINAND (1803-1863)
Deux divertissements militaires à quatre mains pour le piano sur 

des motifs favoris de l’opera La Fille du Regiment de Donizetti

BOIELDIEU, FRANÇOIS ADRIEN 
(1775-1834)

Overture from the opera Le Calife de Bagdad

BOMTEMPO, JOÃO DOMINGOS Symphony

(1775-1842) Requiem to the memory of Camões

BRAUN ?? Overture

Symphony

CAMPANA, FABIO (1819-1882) Voga, voga o Marinaro. Three voices barcarole

CASELLA, FELICITA (C1820-
D1865)

Symphony of the opera Haydée

CASOTTI, P. ??
Les trois jeunes filles au piano. Recreations à six mains sur les 
operas La Traviata et Les Vêpres Siciliens

CHAPISSON ?? Overture La Sinfonie

CHERUBINI, LUIGI (1760-1842) Overture from the opera Les Deux Journées

Overture from the opera L’Hotellerie Portugaise

Overture from the opera Anacrèon ou L’amour fugitif

Overture from the opera La Prisonniére

Overture from the opera Faniska
CIMAROSA, DOMENICO (1749-
1801)

Opera L’Apprensivo Ragirato

Opera L’Italiana in Londra

Opera Il Matrimonio Segreto for voice and piano

Opera Gli Oriazii ed I Curiazi for voice and piano

COCCIA, CARLO (1782-1873) Opera Evellina

2nd Act of the Opera La Festa della Rosa

COPPOLA, PIETRO ANTONIO 
(1793-1877)

Opera La Pazza per amore for voice and piano

COSTA, FRANCISCO EDUARDO 
DA 

1st Interact

(1819-1855) 2nd Interact

3rd Interact. Polacca, Minuet and Finale

4th Interact. Minuet 1 e 2 Webber. 3 Mozart

Overture on motives from opera Le Serment de Auber

Cavatina with choirs

Mass for four voices, choir and orchestra

Oh Salutaris Hostia

COSTA, J. ELEUTÉRIO DA 1st Symphony for orchestra



64
CITAR JOURNAL

CRAMER, HENRI Pot-pourri for piano on motives from opera La Juive de Halevy

DANCLA, CHARLES (1817-1907) Symphony op. 10 n.º 2 for two violins

DAVID, ADOLPHE Bolero-Fanfarre op. 12 for four hands piano

DAVID, FÉLICIEN (1810-1876) Le Desert, ode Symphonie en trois parties

DONIZETTI, GAETANO (1797-
1848)

Final scene and aria with choir from the opera Torquato Tasso

Aria from the opera Lucia de Lammermoor

Opera Lucia di Lammermoor for voice and piano

Duet from the opera Belisario

Recitative from the opera Belisario following L’Inno della Vitoria

Duet from the opera Il Furioso all’Isola di San Domingo

Duet from the opera Il Furioso all’Isola di San Domingo for voice 

and piano

Opera Il Furioso all’Isola di San Domingo for voice and piano

Duet from the opera Belisario for voice and piano

Ballade from the opera Lucrecia Borgia for voice and piano

Overture from the opera Gemma di Vergy

Overture from the opera La Favorite

Opera La Favorite for voice and piano

Overture from the opera Don Pasquale

Overture from the opera Les Martyrs

Opera I Martiri for voice and piano

Opera Anna Bolena for voice and piano

Opera Linda di Chamounix for voice and piano

Opera Parisina for voice and piano

DUBINI, CARLO (1826-1883) Fantasia sopra motivi dell’Elegia di C. A. Casella

DURAND, AUGUSTE (1830-1909) 1st waltz in E for four hands piano

EZEQUIEL First overture

Symphony

FLOTOW, FRIEDRICH (1812-1883) Overture from the opera Stradella

GADE, NIELS (1817-1890) Symphony nr. 3 in a op. 15

GANZ, WILHELM (1833-1914) Qui vive! Grand galop de concert pour piano op. 12

GAZZANIGA, GIUSEPPE (1743-
1818)

Opera Il Calandrano

GLUCK, CHRISTOPH (1714-1787) Overture from the opera Iphigenie en Tauride

GRÉTRY, ANDRÉ-ERNEST-
MODESTE 

Overture from the opera-ballet Le Caravane du Caire

(1741-1813) Overture from Pauverge

HALEVY, FROMENTAL (1799-1862) Overture from the opera La Juive

Overture from the opera L’Éclair

Overture from the opera La Reine de Chypre

Overture from the opera La Fée aux Roses

HANDEL, GEORGE FRIEDRICK 
(1685-1759)

Oratory Israel in Egypt for voices and piano

HAYDN, FRANZ JOSEPH (1732- Symphony op. 1

1809) Symphony op. 28

Symphony in B flat

Symphony op. 66

Symphony op. 83

Symphony La distraitte de Haydn
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Farewell Symphony

1st Symphony

3rd Symphony op. 91

5th Symphony

7th Symphony

9th Symphony

11th Symphony

13th Symphony

15th Symphony

17th Symphony

19th Symphony

26th Symphony

33rd Symphony

Symphony Seven words

Symphony op. 56

Symphony op. 24

Symphony op. 21

Symphony op. 25

Symphony op. 14

Symphony op. 27

Symphony op. 36

Symphony op. 10

6 Incipit’s with the designation ‘Symphony’

Stabat Mater for four voices and piano

HEROLD, FERDINAND (1791-1833) Overture from the opera Zampa ou La fiancée de marbre

Piano Symphony from the opera Zampa

Overture from the opera Le pré aux clercs

HIMMEL, FRIEDRICH HEINRICH 
(1765-1814). 

Overture from the opera Fanchon das Leyermädchen

HUMMEL, JOHANN NEPOMUK 
(1778-1837). 

Overture nr. 1 in B flat, op. 101

KALLIWODA, JOHANN WENZEL 
(1801-1866)

Overture n.º 7 op. 101

Introduction and Rondo for two violins op. 109

Overture Solennelle n.º 9, op. 126, in C

Overture n.º 5 op. 76

Concerto Overture nr. 1 op. 38 in D

KEIL, ALFREDO (1850-1907) A Portuguesa for four hands piano

KETTERER, EUGÈNE Vienne. Galope pour piano op. 270 for four hands piano

KOWALSKI, HENRI (1841-1916) Marche Hongroise op. 13 for two pianos

KOZELUCH ?? Allegro. Andante. Rondo

KROMMER, FRANZ (1759-1831) Symphony op. 12

KREUTZER, RODOLPHE (1766-
1831)

Overture from the comic opera Le baiser et la quittance

KUFFNER, JOSEPH Symphony

KUHLAU, FRIEDRICH (1786-1832) Overture from the opera William Shakespeare
LACHNER, FRANZ PAUL (1803-
1890) 

Symphonie Passionée op. 52 in C minor

Avé Maria op. 132 for soprano, little choir and chamber orchestra 

with organ

LEAL, ELEUTÉRIO FRANCO (1758-
1840)

Polacca
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Symphony for orchestra

LINDPAINTNER, PETER JOSEF 
VON 

Overture from the opera Kunstsinn und Liebe

(1791-1856) Overture from Faust de Goethe

Fest-ouverture in E-dur, op. 102

Overture op. 97, n.º 1

MARLIANI, CONTE MARCO 
AURELIO (1805-1849)

Overture from the opera La Xacarilla

MARSCHNER, HEINRICH (1795- Overture from the opera Der Vampyr op. 42

1861) Overture from the opera Der Templer und die Jüdin op. 60

MARTI, MANUEL (1819-1873) La Amalia from the six brilliant piano waltzes

MARTÍN Y SOLLER, VICENTE 
(1754-1806)

Opera L’Arbore de Diana for voice and piano

MAYR, SIMON (1763-1845) Overture from the opera Adelaide di Guesclino

Overture

MÉHUL, ETIENNE-NICOLAS (1763-
1817)

Overture from the opera Du Jeune Henry

Overture from the opera Joseph
MENDELSSOHN, FÉLIX (1809-
1847)

Overture Meeresstille und glückliche Fahrt op. 27 in D

Ouverture zum Märchen von der schönen Melusine op. 32 in F

Symphony n.º 1 op. 11 in C minor

Overture do Oratorio St. Paul op. 36

Symphony n.º 2 op. 52 (‘Lobgesang’) Simphonie-cantata, in B flat

Overture from ‘Fingal’s Cave’ op. 26 in b minor

Symphony n.º 4 ‘Italian’ op. 90 in A

MERCADANTE, SAVERIO (1795- Overture

1870) Piano Symphony from the Opera Elena da Feltre

Opera Elena da Feltre for voice and piano

Overture Scipione in Cartagine

Overture from the opera Didone Abbandonata

Symphony on motives of Rossini’s Stabat Mater

Fantasy Il zampognaro napoletano for orchestra

Overture from the opera Il Reggente

Opera Il Reggente Feltre for voice and piano

Opera Il Bravo

Opera I Normanni a Parigi Feltre for voice and piano

Opera Leonora Feltre for voice and piano

Excerpts for voice and piano from the opera Leonora

MEYERBEER, GIACOMO (1791- Symphony from the opera Emma di Resburgo

1864) Overture from the opera Les Hugenots

Excerpts from the opera Les Hugenots for four hands piano

Overture from the opera Robert le Diable

Opera Il Crociato in Egitto for voice and piano

Opera Il Crociato in Egitto 

Opera Il Profeta for voice and piano

Opera L’Étoile du Nord for voice and piano

MICHIEUZ, G. ??
Overture from the opera Si j’etais Roi de Adam for six hands 

piano

MIRÓ, ANTONIO LUIS (1815-1853) Fantasy for two orchestras
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MORLACCHI, FRANCESCO (1784-
1841)

Symphony / Overture from the opera Tebaldo e Isolina

MOSCHELES, IGNATZ (1794-1870) Overture Jeanne d’Arc op. 91 for orchestra

MOZART, WOLFGANG AMADEUS Overture from the opera Cosi fan tutte op. 80

(1756-1791) Overture from the opera Die Entführung aus dem Serail

Overture from the opera Die Zauberflöte

Symphony op. 87

Symphony for little orchestra

Overture from the opera

Requiem

Symphony

Opera Don Juan

Opera Don Giovanni for voice and piano

Opera L Clemenza di Tito for voice and piano

Opera Le Nozze di Figaro

NEUKOMM, SIGISMUND (1778-
1858)

Fantasy for orchestra op. 9

NISLE, JOHANN MARTIN (1780-
D.1861)

Overture for orchestra op. 22

ONSLOW, GEORGE (1784-1853)
Symphony n.º 1 op. 41 in A, dedicated to the Concert Society of 

the Wien Conservatory

Symphony n.º 2 op. 42 in D, dedicated to the London 

Philharmonic Society

Symphony n.º 3 in f minor, adapted from the string quintet op. 32

Overture from the opera Guise ou Les Etats de Blois

PACINI, GIOVANNI (1796-1867) Overture from the opera Stella di Napoli

Opera Il Barone di Dolsheim

PAER, FERDINANDO (1771-1839) Overture from the opera Ginevra degli Almieri

Overture from Sofonisba

Overture from the opera Sargino for Quintet

Opera Il nuovo Fígaro

Opera Agnese for voice and piano

PAINI, FERDINANDO (1774-?) Opera La Figlia dell’Aria

PAIVA, JOÃO NEPOMUCENO 
MEDINA DE (1810-?)

Overture

PARADO, JOÃO (END OF 18TH 
CENTURY-1842)

Three studies for flute

PAVI, L. Cavatina for voice and piano from the Opera Catarina di Lévres

PETRELLA, ERRICO (1813-1877) Opera Marco Visconti for voice and piano

PINTO, FRANCISCO ANTÓNIO 
NORBERTO 

Overture on motives from the Opera I Due Foscari

DOS SANTOS (1815-1860) Fantasia on motives from the Opera Corrado d’Altamura

PLEYEL, IGNACE JOSEPH (1757- Symphony op. 62

1831) Symphony op. 12

Symphony op. 4

3 Incipit’s with the designation ‘Symphony’

3 Incipit’s of the ‘Periodic Symphony’

PONCHIELLI, AMILCARE (1834-
1886)

Dance of the Hours from the Opera La Gioconda for four hands 

piano

PORTUGAL, MARCOS (1762-1830) Opera La Donna di Genio Volubile
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PRÉVOST, EUGÉNE-PROSPER 
(1809-1872)

Overture from the opera Le Bon Garçon

PUGNI, CESARE (1802-1870) Symphony for one or tow orchestras

RASETTI, AMÉDÉE (1759-1799) Nouveau concerto arabe pour le piano with orchestra

REBER, HENRI (1807-1880) Comic Opera La nuit de Noël

REISSIGER, CARL GOTTLIEB 
(1798-

Overture from the opera Die Felsenmühle von Etalières

1859) Overture from the opera Adèle de Foix

Overture from the opera Libella

Overture op. 66 from the Opera Yelva

Overture from the opera Der Ahneschatz op. 80

1.ª Symphony op. 120

Overture op. 128

Overture from Tragedie Neron

REPARAZ, ANTONIO (1833-1886) Opera Gonzalo di Córdova

RIANI ?? Quintet Ballabile

RIBAS, HIPÓLITO MEDINA (1823-
1883)

Symphony

RIBAS, JOÃO ANTÓNIO (1799-
1869)

Violin score from the Opera Ignes de Castro

RICCI, LUIGI (1805-1859)
Aria from the Opera Un’avventura di Scaramuccia for voice and 

piano

RICCI, FEDERICO (1809-1877) Trio for voice and orchestra

Cavatina from the Opera Il disertore per amore 

Recitative and duet from the Opera Il disertore per amore for 

voice and piano

Barcarole from the Opera La prigione di Edimburgo for voice and 

piano

2nd Act from the Opera Corrado d’Altamura

RIES, FERDINAND (1784-1838) Symphony n.º 4 op. 110

Overture op. 162 ‘Die Braut von Messina’

ROMBERG, ANDREAS JAKOB 
(1767-1821)

Overture from the opera Le Rovine de Palluzzi

Overture from the opera Don Mendoze
ROMBERG, BERNHARD (1767-
1841)

Overture

Symphony

ROSSINI, GIOACHINO (1792-1868) Overture from the opera Il Turco in Italia

Opera Il Turco in Italia for voice and piano

Overture from the opera L’Italiana in Algeri

Opera L’Italiana in Algeri

Opera L’Italiana in Algeri for voice and piano

Overture from the opera Tancredi

Opera Tancredi for voice and piano

2nd Act from the Opera Tancredi

Overture from the opera La Cenerentola

Opera La Cenerentola for voice and piano

Overture from the opera Semiramide

Overture from the opera La Gazza ladra

2nd Act from the Opera La Gazza Ladra

Overture from the opera Guilielmo Tell
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Symphony on motives of the Opera Guilielmo Tell

Overture from the opera Il Maometo

Overture from the opera Othello

Opera Othello for voice and piano

Opera Bianca e Falliero

Bassoon score of the 1st act of the Opera Ciro in Babilónia

Introduction choir of the 2nd act of the Opera Ciro in Babilónia

2nd Act of the Opera Demetrio e Polibio

Opera L’Equivoco Stravagante

Opera Matilde di Shabran

Opera Ricciardo e Zoraide

Opera Ricciardo e Zoraide for voice and piano

2nd Act of the Opera Sigismondo

Opera Torvaldo e Dorliska

Opera Armida for voice and piano

Overture from the opera Il Barbiere di Seviglia for four hands 

piano

Opera Il Barbiere di Seviglia for voice and piano

Opera L’Assedio di Corinto for voice and piano

Opera La Donna del Lago for voice and piano

Opera Mosé for voice and piano

Opera Mosè in Egitto for voice and piano

Opera Zelmira for voice and piano

RUBER ?? Overture from the opera Le guf errant

RUMMER ?? Flute Concertino op. 23

SCHNEIDER, FRIEDRICH (1786-
1853)

Overture

SCHULHOFF, JULIUS (1815-1898)
Grande valse brillante pour piano à 2 et 4 mains, op. 6 for four 

hands piano

SILVA, ÓSCAR DA (1870-1958) Mazurkas for piano

Páginas portuguesas for piano

Queixumes (Complaintes) for piano

L’Aurore op. 5 for voice and piano

SOLLER, ANTONIO Symphony

SPOHR, LOUIS (1784-1859)
Symphony n.º 4 ‘Die Weihe der Töne’ (Naissance de la Musique) 
op. 86 in F

Overture ‘Im ernsten Still’ op. 126

SPONTINI, GASPARE (1774-1851) Overture from the opera Olímpia

Overture from the opera Milton

Overture from the opera La Vestale

THALBERG, SEGISMUND (1812-
1871)

Opera Florinda for voice and piano

THOMAS, AMBROISE (1811-1896) Overture from the opera La Double Echelle

Overture from the opera Mina (ou Le Ménage à trois)

Overture from the opera Le Perruquier de la Régence

Overture from the opera Carline

Overture from the opera Le Comte de Carmagnola

Overture from the opera Le Guérrillero

VACCAI, NICOLA (1790-1848) Piano Symphony from the Opera Marco Visconti
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VERDI, GIUSEPPE (1813-1901) Overture from the opera Nabucodonosor

Opera Nabucodonosor for voice and piano

1st Act of the Opera Macbeth

Opera Giovanna d’Arco for voice and piano

Opera L’Assedio di Arlem for voice and piano

Opera Luísa Miller for voice and piano

WACHS, PAUL Madrileña, fantasie espagnole for four hands piano

WALDTEUFEL, EMILE (1837-1915) Les Fleurs. Valse a 4 mains

WEBER, CARL MARIA VON (1786-
1826)

Overture ‘Jubel’ op. 59 in E

Overture from the opera Euryanthe

Overture from the opera Oberon

Overture from the opera Abu Hassan

Overture Der Beherrscher der Geister op. 27 for orchestra in d 

minor

Symphony n.º 1 op. 19 in C

WINTER, PETER VON (1754-1825)
Overture from the opera Castor et Pollux (5 acts version of the 

Opera Il trionfo dell’amor fraterno)

Overture from the opera Das Unterbrochene Opferfest (Il 
sacrifizio intertotto)

Overture from the opera Il rato di Proserpina

Symphony / Overture

Overture from the opera Marie von Montalban

Opera I Due Vedovi

WOODHOUSE, ROBERT Symphony in F

XIMENES ?? Hymn for voice and piano
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