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From Baroque to Fado
A Journey Through Portuguese Music

1  Carlos Paredes (1925–2004): Verdes Anos                                                                             1:43
2  António da Silva Leite (1759–1833): Minuete                                                                          1:32
3  Miguel Amaral (b. 1982): Luz de Outono (Autumn Light) 
     for Portuguese guitar and Baroque ensemble                                                                       5:07
4  Anonymous 13th century: Cantiga de Santa Maria 23 
     ‘Como Déus fez vinno d’agua ant’Arquetecrinno’ (extract)                                                  7:46
5  Johann Sebastian Bach (1685–1750): Cantata 
     ‘Mer Hahn en neue Oberkeet’, BWV 212 – I. Sinfonia                                                            2:45
6   Rabih Abou-Khalil (b. 1957) / José Régio (1901–1969): 
     Soneto de Amor (Love Sonnet)                                                                                                8:03
     Francisco António de Almeida (c.1702–c.1755):
7  Te Deum – Venerandum                                                                                                            3:37
8   Il Trionfo d’Amore – In queste lacrime, Arsindo specchiati                                                  6:33
9   La Spinalba – Un cor, ch’ha per costume                                                                               6:34
0  Trad. / Fernando Farinha (1928–1988): Destino Marcado (Fado Menor)                              4:24
!  Trad. / Conde Sobral (1910–1969): Olhos Estranhos (Fado Corrido)                                   3:00
@  Trad. / João Dias (1926–1979): De Loucura em loucura (Fado Cravo)                                 3:42
#  Rão Kyao (b. 1947) / Rosa Lobato de Faria (1932–2010): Fado do Alentejo                        5:10
$  António Cláudio Pereira (fl. 1780–1820): Sinfonia in D                                                          3:24
%  José Palomino (1755–1810): 
     Entremez das Regateiras Zelosas: Duetto de Marujo e Regateira                                       3:04
^  Anonymous: Os efeitos da ternura (lundum)                                                                         4:07
&  Alain Oulman (1928–1990) / Luis de Camões (c. 1524–1580):
     Com que voz (arr. Marcos Magalhães)                                                                                    3:53
*  Carlos Gonçalves (b. 1938) / Alfonso Lopes Vieira (1878–1946): 
     Romance (arr. Marcos Magalhães)                                                                                          2:32
(  Madredeus / Pedro Ayres Magalhães (b. 1959): O Pastor (arr. Marcos Magalhães)           3:46
)  Anonymous: Hei-de amar-te até morrer!                                                                                 3:52

Editions: self-published 3; unpublished 1 # & *; Rabih Abou-Khalil Musikverlag 6;
Delabel Editions – EMI Music Publishing/SPA/SACEM (

What you hear on this album is a live recording of mainly
Portuguese Baroque music and traditional fado. It started as
an invitation by Finnish harpsichordist Aapo Häkkinen to
perform at Musiikkitalo (Helsinki Music Centre) with the
Helsinki Baroque Orchestra in 2015, and continued as a
project with our ensemble, Os Músicos do Tejo, in a concert
at the Grande Auditório of the Fundação Calouste
Gulbenkian in Lisbon. It is this concert, that took place on 14
December 2016, that you find here, recorded in its entirety.
      It was impossible for me – having in the same room,
musicians trained in the tradition of fado, a marvellous
opera singer, and early music players – not to create
some areas of musical communication between the
different fields. Especially, if we take into account that
fado – according to the most recent, in-depth studies –
has its roots in written vocal music from the late 18th
century, the so-called modinhas. These small songs,
almost like simplified opera arias or duets, had texts in
Portuguese that (finally) developed music in our own
language after centuries of sacred music in Latin and
other profane genres in Spanish and Italian.
      It was also important for me to show other
perspectives of Portuguese musical culture, even if they
stray from my Baroque field of specialisation. For
example, why not go to the Middle-Ages and show how
Galician-Portuguese poetry and music of the 13th century
was such a rich culture and how it reflected so many
different influences, namely Arab-Andalusian? Equally,
why not include one of the Arab songs Rabih Abou-Khalil
composed for Ricardo Ribeiro? Or, why not bring to the
concert hall, music from the more recent folk-pop genres
like Madredeus?
      But this concert, that must be comprehensive and
entertaining, is also made of several questions that might
remain unanswered: What is national music? If
Portuguese Baroque music follows Italian music so
directly, can it be considered Portuguese? Moreover, if a
music is played or its interpretation conceived by
Portuguese musicians does it too become Portuguese?

Can music which is sung in Portuguese be truly
understood by someone who doesn’t speak the language?
      Luckily, one doesn’t really have to answer these
difficult questions to start playing the beautiful arias by
Almeida, a fado by Alfredo Duarte or an anonymous
lundum. Luckily, music is an art form that although human,
surpasses our own rational and logical understanding of it:
you can just let yourself go. But addressing these
questions can nourish our imagination and it certainly
influenced the way the programme was designed.
       Portuguese music is like a harbour, like the many
harbours we have in our country, from Lisbon to
Matosinhos, and to Lagos. The influences are important and
varied: first from Spain, then from Italy, and then from further
away, from Brazil. It’s a music which is especially open to
the outside, and at the same time interested in expressing
the deep inner feelings, which, as you might already know,
tend to be melancholic or even downright sad. But it can be
also very luminous and almost Mediterranean. 
      One particular topic influenced me in the conception
of this programme: the oral/aural versus the written
transmission of musical culture. Fado is clearly in the first
category, but early music is not totally in the second: it is
one of the main conclusions to be taken from the
historically informed early music movement that it tries to
revive the lost traditions and manners not codified in
written form. A programme of Portuguese music will be
much poorer if it fails to acknowledge all of the non-written
aspects of its musical culture.
      At the same time, this programme distances itself
from other types of standardised programming that we
tend to find in the so-called, “classical” (and, even, “early”)
music fields. We perform with baroque instruments, but
the music stems from several centuries. Although it is
described as a Portuguese programme we play music by
three “foreigners”, José Palomino, who lived in Lisbon
and set his Duet to an anonymous Portuguese text, Rabih
Abou-Khalil whose work is set to a sonnet by the
Portuguese poet José Régio, and by J.S. Bach whose
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Sinfonia BWV 212 borrows from the street language of
nomad musicians who l ived on the musical and
geographical fringes of Europe. Our aim, therefore, is not
historical or scholarly conformity but to find other, unusual
connections and to immerse ourselves in the mysterious
time-spaces that only music can create.

1–3 Chapter One
Guitarra portuguesa (‘Portuguese Guitar’) is one of the
most original and unique instruments specif ic to
Portuguese musical culture. It derives clearly from the so-
called ‘English’ guitar, a type of cittern, very popular in
Britain and, apparently, introduced to Portugal by the
British Port Wine community in Oporto in the 18th century.
The instrument’s popularity has helped to establish many
virtuosos across the centuries, from António da Silva
Leite (1759–1833) to Miguel Amaral (b. 1982), via the
great Carlos Paredes (1925–2004) – a fantastic
composer who created many complex and varied pieces
for guitar without committing them to paper. With
compositions by these three masters (the piece by Miguel
Amaral was a commission from Os Músicos do Tejo) we
were able to make a multi-century voyage through the
sound of this beautiful instrument.  
      The guitarra’s presence in fado is obligatory: the style
and musical language of accompaniment is a practical
demonstration of a totally non-written tradition which is
highly complex: very subtle rubato, ornamentations that
give a very cantabile style to the metallic strings. 

4–6 Chapter Two
The Cantigas de Santa Maria are an important medieval
collection of songs from the court of Alfonso X el sabio
(‘the wise’). Although he reigned over Castile, the
language of these Cantigas is Galician-Portuguese, which
was later to evolve into two distinct languages but
remains similar to present day Portuguese. It was a
language with special prestige for poetry, and the king
held a group of musicians including Castilians, but also
Portuguese and, notably, Arabs. The Cantigas are,
mostly, narrative songs centred on religious events and
miracles. The influence of Arabic music in the Cantigas is

beginning to be acknowledged and it mirrors a situation in
Europe that was always present: the influence of popular
music in art music. Music from the fringes (be it from
Arab, Neapolitan, Slavic, Indian or Turkish cultures) made
its way into more central traditions (the inclusion of Bach
in the programme is for that reason). The collaborative
work that was done by Rabih Abou-Khalil and Ricardo
Ribeiro is, if we look at history, a continuation of the
connections between these two cultures that was very
fruitful, but not as frequent as the small geographical
distance could have allowed. 

7–9 Chapter Three
One of Portugal’s greatest composers is Francisco
António de Almeida (c. 1702–1755), of whom, Os Músicos
do Tejo, has performed and recorded many works.
Almeida, who studied in Rome, and was much appreciated
there, brought Italian opera to Portugal – La Patienza di
Socrate in 1733 was the first Italian opera by a Portuguese
composer. He developed a very creative style, with a
Portuguese flavour, within a solid Italian tradition. 

0–# Chapter Four
Traditional fado in its purest form is what you’ll be able to
hear with these four fados, especially in the first three.
Ricardo’s approach can be compared to the early music
movement, since the foundations of his style are almost
‘pre-Amálian’, rejecting the more modern approach that
has appeared in recent fado inspired artists. It is also a
form of interpretation that requires being totally involved in
the moment, in variation and improvisation – Ricardo’s
singing is masterful and always different!

$–^ Chapter Five
Portuguese early music that has a Portuguese text is
quite rare. Only at the end of the 18th century did its use
become more widespread. The main reason for this was
the appearance of new forms of urban song, the
modinhas and lunduns, and music theatre that mixed
spoken comedy with musical numbers. These new trends
of the late-Baroque is what we hear in these two pieces –
the Duetto and the lundum. It is curious to note that the

duet was written by a Spanish composer who lived in
Lisbon. It is an opportunity to hear Ana Quintan’s beautiful
operatic voice intermingled with Ribeiro’s spirited Buffo-
fado approach. The Sinfonia is by a composer of whom
we know very little, and for an occasion that we can only
guess was theatrical in nature.

&–( Chapter Six
In this chapter I have tried to create a musical interaction
around three special songs of differing styles – ones that
can be included in the canon of the finest Portuguese
modern songs. Com que voz is one of the songs that Alain
Oulman composed for the ‘Queen of fado’ Amália. These
songs were responsible for a major shift in her style and
became a significant influence in the development of new
forms and attitudes in the fado context. Com que voz sets
to music a poem by the 16th century Portuguese poet Luís
de Camões. The second song was also composed for
Amália by one of her accompanists, and sets to music a
poem which adapts a very old romance of popular origin
but gives it a new almost neo-gothic character. The last
song is a creation by the group Madredeus in their very

particular style that manages to incorporate many genres
thus evoking a very peculiar and fascinating fusion: part
Baroque, part fado, part pop music.
      My arrangement of the first two songs aims to add a
new layer to the very effective and sensitive fado
accompaniment (Portuguese guitar and classical guitar).
In the last, I tried to emulate, intentionally, the sound that
the group so meticulously produced for their album Existir.

) At the end of the concert, as an encore, there was still
time to hear a modinha sung by Marco Oliveira, who not
only is a great player of viola de fado but also a gifted fado
singer. It’s a very old modinha, probably from the early 19th
century according to printed sources. This melodramatic
song was creatively adapted by Marco to make it his own,
showing, by his interpretation, that some types of early
music are much closer – in their context and in the way
they welcome improvisation and appropriation – to popular
music (in this case, to fado) than we tend to think.

Marcos Magalhães

Ana Quintans

Ana Quintans originally graduated in sculpture but turned her attention to music and
singing, studying in Lisbon and at the Flanders Opera Studio in Ghent. Devoting most
of her work to Baroque music, she has established a particularly close relationship with
William Christie and Les Arts Florissants but also with Marc Minkowski, Vincent
Dumestre, Michel Corboz, Ivor Bolton, Marcos Magalhães, Leonardo García Alarcón
and Alan Curtis. She has received great critical acclaim throughout Europe and
recorded for labels such as Deutsche Harmonia Mundi, Virgin Classics and Naxos.
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Os Músicos do Tejo

Os Músicos do Tejo was founded with the aim of consolidating the performance of early music on period instruments in
Portugal, while highlighting Portuguese Baroque repertoire. The ensemble gave their debut performance in Setúbal in
December 2005, and are now established as one of the most respected of Portugal’s early music ensembles. The group
has appeared in a wide variety of programmes including a Handel programme in Brest, Baroque vocal music in Goa, India,
La Spinalba in Vigo and Sementes do Fado (‘Seeds of Fado’), an exploration of the Baroque origins of fado. In 2013 the
ensemble made its debut appearance in the Gulbenkian Foundation’s main auditorium with Dido and Aeneas and in 2016
they were invited back for an innovative project with the Portuguese film director, Pedro Costa, and to present Fado
Barroco after a successful performance in Helsinki. They have released four albums including Francisco António de
Almeida’s Il Trionfo d’Amore which was shortlisted in the Bestenliste of the Preis der Deutschen Schallplattenkritik.

Marcos Magalhães

Born in Lisbon in 1973, Marcos Magalhães began harpsichord lessons at the age of eleven.
He later studied at the Conservatoire National Supérieur in Paris with Kenneth Gilbert,
Christophe Rousset and Kenneth Weiss, graduating in 1999. He has given many concerts in
Lisbon and in other European cities, as a soloist, in chamber groups, and in opera
productions, and collaborates, as harpsichordist and conductor, often with the Orquestra
Metropolitana in Lisbon. His research into Portuguese Baroque repertoire and Neapolitan
operas discovered in Portuguese libraries led him to found Os Músicos do Tejo, an ensemble
devoted to the performance of this material. 

Marta Araújo

Born in Lisbon, Marta Araújo graduated in piano (Lisbon Conservatory) and
harpsichord (ESMAE). She has also graduated in architecture and has a master’s
degree in art and cultural management. She is co-director, with Marcos Magalhães
of the early music ensemble Os Músicos do Tejo, which was founded in 2005. As
co-director, producer and harpsichordist she has participated in several
productions such as Almeida’s La Spinalba and Il Trionfo d’Amore; Lo frate
’nnamorato (Pergolesi), Paride ed Elena (Gluck), Le Carnaval et la Folie
(Destouches) and Dido and Aeneas (Purcell). She has played in several festivals
and in major Portuguese venues such as the Gulbenkian Foundation and Centro
Cultural de Belém.

Ricardo Ribeiro

Ricardo Ribeiro was born in Lisbon in 1981 and after taking music classes he discovered fado at an
early age. In 2001, he was invited to take part in several worldwide music festivals. In 2004, his first
album Ricardo Ribeiro was released by the CNM Coleção Antologia label, and he also took part in
the Tribute to Amália Rodrigues album. Ricardo Ribeiro was awarded the Male Revelation Prize by
the Amália Rodrigues Foundation and the Revelation Award by Casa da Imprensa in 2005. He was
cast in the movie Fados by Carlos Saura and also took a role in the feature Rio Turvo by Edgar Pêra.
Ribeiro tours regularly throughout Portugal and Europe.

Miguel Amaral

Born in Porto in 1982, Miguel Amaral began piano studies at the age of six, later moving to
Portuguese guitar and composition. As a soloist, he has performed at the Casa da Música and
the Fundação Calouste Gulbenkian. In 2013, Amaral released his debut album Chuva Oblíqua.
Since 2010, Miguel Amaral has been a member of the band that performs Sombras by Ricardo
Pais, alongside musicians such as Mário Laginha, Carlos Alves, Mário Franco and Paulo Faria
de Carvalho.

Marco Oliveira

Marco Oliveira is a promising and unique artist from Portugal. He is a singer-songwriter and a
musician that moves through fado and many traditional music genres. He started studying
classical guitar at the age of 13 in the Portuguese National Conservatory in Lisbon. Since then,
Oliveira has released two solo albums: Retrato (2008) and Amor é água que corre (2016). He
has also collaborated on many renowned music projects, including with singer-songwriter
Vinicio Capossela at the Teatro Tivoli, Lisbon.

Jarrod Cagwin 

Jarrod Cagwin was born in the rural farmlands of Iowa, in the United States. He is a graduate of
Berklee College of Music and has travelled to several countries to research and document
percussion and musical genres. From 2010 to 2014 he was a professor of percussion at the State
Conservatory of Music in Istanbul, and from 2005 to 2010 a resident instructor at the Ensemble
Modern Academy in Frankfurt. He is an artistic designer for Turkish Cymbals and Eckermann Drums
where he has collaborated to develop a unique line of hand crafted instruments. His performance and
recording credits are extensive. 
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Os Músicos do Tejo
Marcos Magalhães, Music Director • Marta Araújo, Artistic Director

Violin I 3–6 8 9 $ % & (: Mauro Lopes (leader), Denys Stetsenko, Álvaro Pinto and Sara Llano
Violin II 3–6 8 9 $ % & (: Miriam Macaia, Maria Bonina, Raquel Cravino and Lígia Vareiro

Viola 3–6 8 9 $ % &–(: Paul Wakabayashi, Lúcio Studer and Pedro Braga Falcão
Cello 3–9 $ % &–(: Paulo Gaio Lima, Ana Raquel Pinheiro, Luís André Ferreira and Pedro Massarrão

Double bass 3–9 $ % & (: Marta Vicente • Oboe 3 4 9 $ % & ( and recorder 4 7: Pedro Castro
Bassoon 3 9 $ % (: Vera Dias • Percussion: Jarrod Cagwin 3 4 6 % ^

Harpsichord: Marta Araújo 4–6 8 9 $ % & (

Marcos Magalhães, Organ 2 4 6 7 ^ and Director 3–9 $ % &–(

This recording was made possible thanks to generous sponsorship from



Recorded live at the spectacular Grande Auditório of the Fundação Gulbenkian in Lisbon, this
unique occasion brings together the voices of celebrated early music soprano Ana Quintans and
popular fado singer Ricardo Ribeiro in an exotic journey through time and place. The music
combines baroque period sonorities with the distinctive sound of the Portuguese guitar,
introducing stylistic elements from Arabic and Galician music and ranging from medieval
cantigas to traditional fado in its purest form. The result is a vivid portrait of Portuguese
musical identity from the 13th century to the present. 
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Ana Quintans 4 7-9 % & ( and Ricardo Ribeiro 4 6 0-# % ^ *, Vocals
Miguel Amaral, Portuguese guitar 1-3 6 7 0-# & *

Marco Oliveira, Viola de fado 2 6 0-# ^-* and Vocals ^ )

Marcos Magalhães, Organ 2 4 6 7 ^

Marta Araújo, Harpsichord 4–6 8 9 $ % & (

Os Músicos do Tejo
Marcos Magalhães, Music Director

Francisco António de Almeida • José Palomino
António da Silva Leite • António Cláudio Pereira

Carlos Paredes • Alain Oulman • Carlos Gonçalves
Rão Kyao • Rabih Abou-Khalil • Miguel Amaral

Madredeus • Cantigas • Traditional fado

Recorded live: 14–15 December 2016 at the Grande Auditório, Fundação Calouste Gulbenkian,
Lisbon, Portugal • Producer, engineer and editor: Pierre Lavoix • Assistant engineer: João Hora
Artistic and administrative director: Marta Araújo • A detailed track list and publishers’ details 

can be found on page 2 of the booklet • The available sung texts and English translations 
can be be found at www.naxos.com/libretti/573875

Booklet notes: Marcos Magalhães • Cover: Lisbon, Portugal by Ekalinina (Dreamstime.com)


