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Johann Sebastian Bach (1685-1750)

Sinfonia: Cantata BWV 29, Wir danken dir
(Organ transcription: Alexander Guilmant)

Concerto for oboe d’amore & organ in d major based on BWV 169 & 49
(Transcription: Saskia Roures, 2014)

[Allegro] (Sinfonia: Cantata BWV 169, Gott soll allein mein Herze haben)

[Siciliano] (Aria for Alto Stirb in mir: Cantata BWV 169, Gott soll allein mein Herze haben)

[Allegro] (Sinfonia: Cantata BWV 49, Ich geh und suche mit Verlangen)

Antonio Vivaldi (1678-1741)

Concerto in a minor
(Concerto for two violins and orchestra, opus III, nº 8 -L' estro armonico-, RV 522. Organ transcription: J.S. Bach, BWV 593)

[Allegro] /  Adagio /  Allegro

Johann Sebastian Bach

Concerto in a major, BWV 1055
(Transcription for oboe d’amore and organ: Saskia Roures, 2014)

[Allegro] / Larghetto / Allegro ma non tanto



Bonae Artis Cultorem Habeas

(Find [in Bach] a cultivator of true art)

When we paraphrase something, we rework a primitive material while maintaining its original meaning 

and structure even after it has been changed. To rework language, we use different words; for music, 

new instruments can be used to alter the shades and textures in the original material. Transcription and 

arrangement (for instrumental music) and parody (usually for vocal music) are the terms that 

encompass musical paraphrasing, literally transferring one piece to a new receiving environment which, 

whether or not the medium is changed, broadens or simplifies the original text.

Thanks to several motivating agents, this practice of «musical recycling» has nourished and will continue 

to nourish the pages of the History of Music. Its use has sometimes served as a pedagogical resource to 

grasp a new style, and other times as a response to an audience eager to consume the latest in musical 

innovation. Similarly, composers have resorted to this reworking technique when, hurried by the 

deadlines, they have had to respond immediately to the demands of their work. Furthermore, 

transcriptions have allowed repertoires to be extended for certain instruments which, for whatever 

reason, did not feature in the original literature. This in turn satisfied the performers’ personal interest.

As clearly shown in Christian Schneider’s article (Music for Oboe and Organ – Inventory of the original 

repertoire, 1997 and 1999) published in Tibia magazine, as well as in the Haynes Catalog, literature for 

oboe and great organ (two manuals and pedal) in the 18th century is truly scarce. Search results 

diminish further for the oboe d’amore, which is logical if we bear in mind that the instrument was only 

frequently used during a short period of time in a very specific geographical area – Germany, with its 

epicentre in Leipzig. According to Bruce Haynes, «two thirds of its preserved repertoire were composed 

[…] between 1717 and 1730, most of the rest between 1730 and 1760, and less than two per cent of it



after 1760» (The Eloquent Oboe, 2007), with Telemann and chiefly Bach responsible for the pages that 

have been preserved. As mentioned, the original repertoire for these instruments and great organ is 

very scarce and it is limited to preludes and choral fantasias in which the melodic instrument performs 

the cantus firmus. It is worth highlighting that the composers who paid attention to this timbre 

combination belonged almost entirely to the Cantor of Leipzig’s circle of students (J.L. Krebs, G.A. 

Homilius or H.N. Gerber). Therefore, transcription opened up the possibility of extending the repertoire 

of those performing the present work, making it possible to offer masterpieces through the 

metamorphosis of orchestral music into chamber music.

We could ask ourselves if the reworking and paraphrasing of an original material can be carried out 

through transcriptions without losing the original message. Likewise, one might question whether or 

not this timbrical metamorphosis affects the aesthetic result. It could be said that if the original text has 

a perfect and universal language, it is difficult, nearly impossible, that our objective does not lead us to 

safe harbour. We certainly find this language perfection and universality in the music of J.S. Bach, who 

was, according to J.A. Birnbaum, «a true connoisseur of authentic musical perfection», «the progenitor 

of harmony» according to L. van Beethoven or «the greatest creator of harmonies of all eras and 

nations», in the words of J.F. Reichardt. Thus, the possibilities of foundering and floundering when 

reworking the Cantor of Leipzig’s music are virtually nonexistent. With regard to the aesthetic 

experience when listening to the music, this will be subject to, on the one hand, the transcriber’s good 

judgment and skills when adapting the text to the new instrument and, on the other hand, to the 

recipients’ prejudice when they more or less easily free themselves from the chains that bind them to 

the original instrumentation. As the poet Ramón de Campoamor said: «It all depends on the colour of 

the glass you are looking through».

Saskia Roures

(Translation: Elena Hernández)



Miscelánea XVIII-21
“Mixto, vario, compuesto de cosas distintas o de géneros diferentes”
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Miscelánea XVIII-21

The Miscelánea XVIII-21 ensemble has set out to explore music from different periods and styles, from the 18th
right through to the 21st century, to experience different timbrical mixtures using the diverse instruments of the
oboe family (both historical and modern) together with pipe organ or harpsichord, and to discover new ways of
presenting music to audiences, these are Miscelánea XVIII-21’s leading motives since its foundation in 2011.

Similarly, self-management defines Miscelánea XVIII-21’s way of working, with Francisco and Saskia being
responsible for everything regarding the ensemble: inception and development of ideas, administration,
communication, management, etc. Thanks to this work, Miscelánea XVIII-21 has performed at major festivals in
Spain, Austria, Switzerland, Italy, Portugal and the Principality of Andorra.

Its artistic offer encompasses different activities and proposals: educational concerts, talks and conferences,
performances which are faithful to the traditional format, or multidisciplinary shows that give the audience
different sensorial experiences. A good example of these new formats is their project Ilustraciones bachianas
(Bachian Illustrations), premiered in the concert series XXIX Ciclo de Órgano de Navarra (2013), which
combines Johann Sebastian Bach’s live music with a synchronised projection of drawings created ad hoc by
Saskia Roures herself.

 True to their independent spirit, they initiated their own recording project in 2016 with the production and release
of their first work Paraphrasis: J.S. Bach-Transcripciones (oboe d’amore and great organ). That same year, they
participated in the record Nous Cants (Discmedi, 2017), Ignacio Ribas Taléns's chamber music with organ
(English horn and organ). Furthermore, with the cathedral of Roda de Isábena (Huesca) as the recording venue,
they recorded Hasta romper el corazón (Until your heart will break), number 17 of the collection Órganos
Históricos en Aragón (2017), featuring music from the 18th century in Spain (baroque oboe and historic organ).

 Its members boast huge experience as soloists and as members of chamber ensemble and orchestral projects
(El Trovar, Los Mvsicos de Sv Alteza, University of Salamanca Baroque Orchestra, Gran Canaria Philharmonic
Orchestra, etc.). Francisco Gil and Saskia Roures combine their concert work with teaching positions at the
Superior Conservatory of Music of Aragón.



Francisco Gil, oboe d’amore*

After finishing his musical studies at the Superior Conservatory of Music of
Valencia with Professor Mr. Vicente Martí in 1984, he joined the Gran Canaria
Philharmonic Orchestra as an oboist and English horn player, becoming later
the oboe soloist. Since then, he has developed an intense activity as a
concertist both in chamber and orchestra music projects: Bach Orchestra of
Las Palmas, Camerata Música viva, Wind Quintet Sicania, Orchestra Cordoba’s
Wind Quintet, Asturias Symphony Orchestra, Castilla-León Symphony
Orchestra, City of Granada, Cordoba, Enigma Group, Balearic Symphony,
Barcelona Symphony, Teatre Lliure Orchestra and Cadaqués Symphony Orchestra.

 His interest in historic oboes compelled him to complete his training under Alfredo Bernardini’s guidance
from 2000 to 2001. In the field of historically informed performance, he is a member of the Los Mvsicos de
Sv Alteza Baroque Orchestra and he has assiduously collaborated with other ensembles, such as Ars
Combinatoria, Capilla Real de Madrid, El Concierto Español, La Tempestad, Vespres d’Arnadí, The
Scholars, Helsinki Baroque Orchesta and Hippocampus.

 In 1990 he became Oboe Professor, first at the Superior Conservatory of Music of Cordoba and, since
1996, in Zaragoza (Superior Conservatory of Music of Aragón, CSMA).

* Pitch:440 Hz.



Saskia Roures, organ

 Saskia studied at the Superior Conservatory of Zaragoza with José Luis
González Uriol, obtaining her bachelor diploma in harpsichord (1996) and in
organ (1998). During her studies she has won several gold medals at the
conservatory. From 1998 to 2001 she studies Organ Konzertfach at the
Universität für Musik und darstellende Kunst of Vienna with Prof. Michael
Radulescu. She also follows studies therein Continuo with Prof. Augusta Campagne. In 2015, she finished her
Master’s degree in Musical Research at the International University of La Rioja, and her final dissertation,
Métodos de Bajo Continuo y su implementación en los estudios musicales superiores en España (Basso
Continuo Methods and their Implementation in Superior Musical Studies in Spain), was praised by the examining
board.
Saskia develops her pedagogical activity at the Superior Conservatory of Music of Aragón, where she has been
teaching Organ since November 2008; previously, she imparted Basso Continuo and Chamber Music courses at
the Superior Conservatory of Music of Salamanca (2002-2008). Her personal growth as a professor goes hand in
hand with her development as a concertist, giving conferences and masterclasses, performing at festivals and
international series in Spain, Portugal, Italy, Slovakia, Switzerland, Holland, Russia and Austria. Lively and
multifaceted, Saskia feels the need of participating in interdisciplinary projects that are able to present different
concert formats to the audience, such as Ilustraciones bachianas (Bachian Illustrations -Miscelánea XVIII-21-) or
Universo Bach (Universe Bach, dance and live music by J.S. Bach -Ingrid Magrinyá & El Trovar ensemble-),
premiered in the concert series EnClaves in 2014. In 2016, she founded El Cuentista Organista (The Organist
Storyteller), a project combining music and theatre whose main goal is to break down the existing barriers
between the great organ and the youngest public, bringing this great unknown closer to families through dynamic
and imaginative interdisciplinary shows.
 Saskia is continuously evolving thanks to her active participation in chamber music projects. Collaborating and
working with her colleagues, great performers in their respective specialities, enriches her day by day. Besides
being the other half of Miscelánea XVIII-21, Saskia takes care of the basso continuo in El Trovar, a group
specialised in the repertoire of the 17th and 18th centuries. As an organetto player, she has collaborated with Ars
Atlántica (Manuel Vilas, direction).
 She shares regularly her artistic experience with the Web community through her YouTube channel.

www.saskiaroures.es
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