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Legnani: Complete Music for Flute and Guitar

Although the name of Luigi Rinaldo Legnani (Ferrara 1790 – Ravenna 1877) is familiar enough 
to guitarists, only very few of his works are actually included in concert programmes or have been
recorded. As a composer, Legnani appears to have been highly prolific; as is clear from his last
published work bearing the opus number 250. Alas, we’ve inherited very little of his output, and
what we know about his life in general is unfortunately rather patchy. Indeed, we know nothing of
his career before 20 June 1819, when he made his debut in Milan playing in the Ridotto auditorium
at La Scala. His performance there met with such acclaim that he was invited to return for another
concert on 2 July of the same year. It seems unlikely, however that, before said date, a virtuoso
player of his calibre would have made his official debut in a solo concert aged 28, especially as 
it was then quite common for soloists to perform in public at a very early age.

Legnani certainly began his musical education in Ravenna, where his family had moved, focusing
on violin as well as voice studies. In 1807 at the Teatro Communitativo in Ravenna he sang tenor
roles in performances of Gnecco’s opera Filandro e Carolina, in Traversari’s Gli originali, in
Farinelli’s La Locandiera and in Guglielmi’s La serva raggiratrice. Even after he had made a 
name for himself as a guitarist, Legnani never entirely abandoned his career as a singer, often
accompanying himself on guitar. It is hardly surprising then that melodiousness and a style
reminiscent of the Italian opera tradition are regular traits in all his compositions, including 
the transcriptions, potpourris, variations and fantasies on fashionable opera themes typical of 
the occasional music of the period.

Legnani was certainly in Vienna on 20 October 1822, when he made his debut in the Austrian
capital. From a review published in the famous magazine Allgemeine musikalische Zeitung we know
that the programme included a concerto of his for guitar and orchestra, although one wonders
which piece this may have been, since the only concerto to have survived consists of no more than 
a handwritten guitar score. In any case, according to the article: ‘…none of his rivals could have
competed with him, not even Giuliani himself’. Various other reviews mention the powerful sound
and solidity of Legnani’s technique, such that the comparison with Mauro Giuliani (1781–1829),
hitherto considered the foremost guitarist in Vienna, speaks volumes for the impression that Legnani
must have made.
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However as Danilo Profumo has rightly pointed out: ‘in actual fact, before venturing into the
wolf’s den, Legnani wisely made sure that the wolf was no longer in residence…’1 The wolf in
question was indeed Giuliani, who in 1819 had moved back to Italy. That said, his audience was
relatively small; interest in the guitar was on the decline, and as the new aesthetics of Romanticism
gained ground, a taste for a wider, deeper sound palette gradually prevailed over appreciation of 
the slender elegance of the six strings.

This helps to explain why Legnani began appearing in public with other famous soloists. 
Among the musicians with whom he shared the stage were artistes of the calibre of the then 
12-year-old Franz Liszt (1811–1886) and the violinist Joseph Mayseder (1789–1863), with whom
several years earlier Mauro Giuliani had played in duos, as well as trios involving Hummel with
Moscheles at the piano.

Following the Vienna experience, Legnani was engaged in frequent concert tours throughout
Europe, performing in cities such as Florence, Geneva, Munich, Paris and Barcelona. He took part
in these events as both a guitarist and a singer, and for around two years, between 1827 and 1829,
he was also engaged as a violinist in the orchestra of the Teatro Communitativo in Ravenna.

On the 15 July 1836 Niccolò Paganini (1782–1840) attended a concert featuring Legnani at the
Teatro Carignano in Turin. The great violinist was so impressed by Legnani’s skill on the guitar,
which he also played excellently, that he described him as ‘the foremost player of that instrument’.
The two musicians certainly intended to perform together at some point, though ultimately
Paganini’s poor health put paid to the project.

The last of Legnani’s concerts for which we have evidence of taking place was in Cervia on 
16 June 1850, after which Legnani appears to have devoted himself exclusively to liutherie, building
both violins and guitars. The musician’s interest in the field actually predated this change of focus,
since back in 1833 he had designed a model, later perfected by Giorgio Stauffer, whose shape 
would appear to herald the instrument’s evolution during the 1900s. We also know that on several
occasions Legnani performed on a guitar fitted with eight or nine strings, possibly also of his own
invention. Legnani died of an ‘apoplectic disease’ in 1877 at the age of 86, by which time few
people were still aware of his past as a composer and concert performer.

During the first half of the 1800s, and indeed through to the end of the century, opera was Italy’s
greatest form of musical expression. Instrumental concerts were less widely appreciated, and even



complex and demanding in the variations, especially in the second, where the two instruments
engage in a dialogue consisting of rapid scales in demisemiquavers, in sudden contrast with the
largo that then sedately brings the movement to an end. The final rondo in G major – scherzoso 
and brilliant – is based on the alternation of distinctive subjects interconnected by means of skilful
modulations, revealing the composer’s ability in handling the entire sound-range of the guitar, 
the fruit of his previous experience with the 36 Capricci.

A yet freer interpretation of the sonata form characterises the first movement of the Gran Duetto
Op.87 in D major, published in 1837. Here the second subject as such is altogether lacking, 
such that all that remains of the sonata form is the tonal structure, and the tripartite division 
of exposition, development and recapitulation. As in Op.23, the development is based on new
thematic material featuring adroit use of harmony and modulation. It is an extensive movement
befitting the epithet Maestoso, which is particularly well suited to the incipit of the Duet.

Entirely different in character is the languid Largo cantabile in G major with its three somewhat
operatic sections. Likewise pertaining to the world of opera is the third movement that comes across
like an accompanied recitative, ending with a dramatic statement on the dominant in D major that
then leads in to the Polacca. Energetically rhythmic, this latter movement features continuous
alternation of major and minor keys, some highly distinctive subjects and a coda that concludes 
the duet with majesty.
Ernani was Verdi’s fifth opera, the first he wrote for an opera house other than the Teatro alla Scala.

Composed for La Fenice in Venice, it was Verdi’s debut collaboration with the librettist Francesco
Maria Piave, though the subject itself was Verdi’s choice. Premiered in 1844, the work proved to be the
composer’s first international success, establishing his name as the rising star of Italian opera. As a result
he benefitted from considerable freedoms, even being able to choose his own singers. The story is based
on Victor Hugo’s play Hernani, which had opened in Paris in 1830. For the first time Verdi abandoned
extensive choral development to focus the attention on the individual characters.

The setting is Spain in 1519, where the outlawed nobleman Don Giovanni d’Aragone, disguised
as a bandit, plans to abduct the beautiful Elvira, who returns his love but is promised in wedlock to
her elderly uncle, the Spanish aristocrat Don Ruy Gomez de Silva. To complicate matters, the king
himself, Don Carlo, the future Carlo V, is also in love with the woman, whom he hopes to steal
from her would-be aristocratic consort.
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players of consummate skill and renown were forced to seek due acclaim abroad. The chamber 
and symphonic repertoire of the German-speaking countries was basically unknown in Italy, to 
the extent that the first Italian performance of Beethoven’s Third Symphony, the Eroica, only took
place in Genoa in 1854, over 50 years after it was composed. Despite this somewhat unfavourable
situation, musical production in 19th-century Italy also comprised the instrumental works of
numerous composers who were often also skilled players.

A brief survey of this output will reveal how opera also played a fundamental role in purely
instrumental compositions: the vast majority of the pieces in question are in fact arrangements of 
or variations on operatic themes. The very style of the composers derives from the bel canto tradition,
and cantabile melody is an essential element of their works. Luigi Rinaldo Legnani is no exception
to the rule, not least in view of his professional singing activities and skill as an instrumentalist.

The present recording comprises Legnani’s entire extant works for flute and guitar, consisting 
of two original pieces and two transcriptions from operas. The two Duets Op.23 and Op.87 feature
a taste for melody and Mediterranean warmth, and a remarkably free handling of classical forms. 
The Duetto Concertante Op.23 in G major was published on 19 December 1822, shortly after 
one of Legnani’s best-known works, the 36 Capricci Op.20 was published on 16 November of that 
same year. In the Capricci the composer delves with great originality into sound, tone and pitch,
investigating demanding realms of guitar technique. A similar approach is evident in the first
movement of Op.23, notably in the development, which involves practically all the major and 
minor modes. Moreover, this section is typically Italian in the way it does not develop the thematic
material presented in the exposition, but rather comes across as a harmonic excursion among new
subjects. The subject of the 13th Capriccio in the above–mentioned collection is part of this new
thematic material and, as with the Op.20, it is presented in F major as well as D minor.

The form of this movement embodies a curious anomaly; the second subject of the exposition 
(in D major) does not reappear in the recapitulation, thereby diverging from the rules of sonata
form. Although ‘headless’ recapitulations where the first subject is lacking, are not so rare (one
recalls such instances as Giuliani’s Gran Sonata Eroica Op.150 or in Paganini’s Grand Sonata), 
the absence of the second subject is highly unusual. 

Yet another example of this is to be found in Legnani’s Gran Sonata2. The second movement
consists of a subject with two variations in D major. The simple, carefree first theme becomes more
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AriusDuo was formed in 2013 by Sara Ligas and Omar Fassa. Brought together by their shared
interest in musical research, they created a duo dedicated to promoting music for flute and guitar,
performing concertante repertoire for both instruments and discovering forgotten compositions as
well as new works by contemporary composers. Although only recently formed, the duo, whilst
actively performing and publishing, are already releasing recordings: these include Heinrich
Neumann’s Grand Serenade Op.17, the soon-to-be released Tre Duetti (without opus number) for
flute and guitar by Filippo Gragnani (Armelin Musica, Padua) and Ferdinand Rebay’s complete
works for guitar and winds on CD (Sheva Collection, Milan).

Apart from their extensive concert programme, the duo has achieved several important distinctions
in many national and international chamber music competitions. They perform a wide range of
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In the Cavatina d’Ernani, the protagonist first tells his followers about the woman he loves and
his rival Silva (‘Come rugiada al cespite’), and then, following a choral passage promising support
for the abduction (in the transcription this is replaced with a few connecting bars), launches into 
the distinctly contrasting cabaletta ‘O tu che l’alma adora’.

In the opera this is followed by the Cavatina d’Elvira, in which the young woman thinks of 
her beloved (‘Ernani… Ernani, involami’). The servants arrive, full of enthusiasm for the imminent
marriage between Elvira and Silva (‘Quante d’Iberia giovani’), but their rejoicing incurs a reaction
on the part of the young woman, who inwardly rejects any thought that does not relate to her
beloved, and prays for escape (‘Tutto sprezzo che d’Ernani’). A few years after the opera was
premiered, its resounding success spurred Legnani into arranging some of the famous arias for 
flute and guitar, convinced as he was that audiences would recognise and appreciate them.
� Lorenzo Paparazzo
Translation: Kate Singleton

1 D. Prefumo, L’attività concertistica di Luigi Legnani nei resoconti dei giornali dell’epoca, in ‘Il Fronimo’ (1982),

n.41, page 10.
2 See Marco Riboni’s article Lo stile classico. La forma-sonata e i chitarristi dell’Ottocento (settima parte), published

in the magazine ‘Il Fronimo’ n. 160, 2012.
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recitals showcasing the extensive repertoire available to this particular pairing, delighting audiences
with varied and exciting programmes from catchy popular pieces through to major classical works. 
E-mail: ariusduo2013@gmail.com

Omar Fassa – Guitar
Born in Voghera in 1988, Fassar
began studying classical guitar at a
young age at Civica Scuola di Musica
in Voghera under Mauro Magnani
and Barbara Peretto. He proceeded to
study at the Istituto Superiore di Studî
Musicali ‘Franco Vittadini’ in Pavia
under the guidance of Maurizio
Preda, where he graduated cum laude
and with honourable mention in
2010. In October 2012 he was
awarded a Masters degree with
honours in classical guitar
performance, also studying flute, 
from which he graduated in June
2013. Having attended several
masterclasses with artists Claudio
Marcotulli, Walter Zanetti, Maurizio
Preda and Oscar Ghiglia, he is
currently pursuing his studies under
the guidance of Enea Leone at
Associazione Musicale Harmonia 
in Gessate, Milan. 

He has made his name both as
soloist and chamber music specialist
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in several national and international music competitions including the Città di Voghera Guitar
Competition, the Roberto Pinciroli European Classical Guitar Competition, the Luigi Giulotto
Competition, the Vacchelli National Chamber Music Competition and the National Guitar
Competition in Mondovì, Cuneo. He has been engaged by Orchestra Mandolinistica Estudiantina
Vogherese as principal soloist since 2004, and has released two records with the Orchestra: 
a collection of traditional Mediterranean music (2007) and a collection of traditional Neapolitan
music (2010). 

He regularly gives solo and chamber music recitals in Italy and abroad, performing in duos for
guitar, guitar and voice (tenor or soprano), violin or mandolin and guitar (Duo Pertusi-Fassa) and
flute and guitar (AriusDuo). He also performs in a ‘plucked’ quartet of two mandolins, mandola and
guitar (Intermezzo Quartet), a trio of flute clarinet and guitar (Trio Rebay) and a guitar and string
orchestra. He has also performed with ‘Plucked’ orchestras in Taormina, Messina (2011); Valladolid,
Spain (2012); and during the Festival de Pulso y Púa in A Coruña, Spain (2013). He has featured in
recordings with Concordia C(h)ordis, releasing 13 original pieces by G. Troccoli, inspired by the
paintings of Boarezzo, and has performed with guitar ensemble Kythara Consort founded by 
Roberto Pinciroli in 1991.

Omar has had several engagements as a soloist with major ensembles: in January 2010 and April
2011 he performed Carulli’s Concerto Op.8 and Petit Concerto de Société Op.140, both for guitar
and orchestra, with the Chamber Music Orchestra of Voghera; to celebrate the European Union’s
60th anniversary; he performed at Teatro Fraschini in Pavia with the ISSM F. Vittadini Orchestra;
and in July 2011 he was invited to play as solo guitarist in several concerts for the highSCORE
contemporary music festival in Pavia, releasing Aftermath – an album of solo contemporary guitar
music – as part of the same festival. 

In August 2011 he collaborated with CAI on Armonie del Bernina, a recital performed at a high
altitude, and performed as a soloist at the Festival della Filosofia in Milan with the AlboVersorio
association, collaborating with philosopher Vincenzo Vitiello and journalist/writer Stefano Zecchi. 
In 2014 he released a record on Sheva Collection dedicated entirely to the music of Viennese
composer Ferdinand Rebay, featuring chamber pieces for guitar and winds, from duos through to
septets. He is also an active researcher: since 2014 he has promoted, together with flautist Sara Ligas,
publications on nineteenth-century music with a focus on duos for flute and guitar (Armelin Musica).
He plays a ‘Gioachino Giussani’ concert guitar made in 2013.
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Recording: February 2015, Chiesa di San Giuseppe in Voghera, Pavia, Italy
Recording Studio: Pitch Audio Research (Luca Maria Burocchi, Daniele Marinelli, Umberto Ugoberti)
Artistic Director: Andrea Dandolo 
Cover: A young lady reaching for a guitar at a stone casement and a boy playing the flute beyond by Martin Drolling 
� & � 2016 Brilliant Classics

Sara Ligas – Flute
Sara Ligas was born in Cagliari in September 1977. In October 2003 she graduated in flute from the
‘Pierluigi da Palestrina’ Conservatoire in Cagliari under the guidance of Salvatore Saddi. In July 2005
she received her Masters in Educational Science with top marks, including a dissertation on
Historical Musicology entitled Music and Fairy Tales from La Donna Serpente by Alfredo Casella.
She continued her musical studies under the guidance of Francesco Loi (principal solo flutist in the
Orchestra of the Teatro Carlo Felice in Genoa), later moving to Imola, where she studied flute at the
Accademia Flautista under Glauco Cambursano and Maurizio Valentini, as well as the piccolo under
Nicola Mazzanti (piccolo in the Orchestra del Teatro del Maggio Musicale Fiorentino), finally
receiving her Masters in flute performance under Paola Fre at the ISSM ‘F. Vittadini’ in Pavia.

An active performer and recitalist, she regularly performs with chamber music ensembles including
flute and guitar, flute and piano, and flute, clarinet and guitar, as well as performing on flute and
piccolo in orchestras such as the Clara Schumann Orchestra in Livorno, the Teatro del Maggio
Musicale Fiorentino and the Giovane Orchestra Filarmonica del Veneto. She has twice participated 
in the Flute Ensemble Festival in Iglesias, and in October 2003 she was awarded third prize in the
Vacchelli National Chamber Music Competition in the flute, clarinet and guitar category. She is
currently Professor of Flute at the music conservatoire in Cagliari. 

She has published the book Fife: Il Tuo Primo Flauto Traverso (‘Fife: Your First Flute’) with
Armelin Musica, and has recently worked on a successful project at the Cagliari Music Conservatoire
focused on the ‘fife’ flute, promoting the teaching of the instrument in primary schools. Also with
Armelin Musica she has published, together with Omar Fassa, a new edition of Neumann’s Grand
Serenade Op.17, and will soon be releasing Il Riposo Dello Studio: 10 Fantasie Eleganti di Giuseppe
Gariboldi (‘A Break From Study: Ten Elegant Fantasias’), and has participated in several recording
projects focused on duos for flute and piano and flute and guitar. She has released a recording
collection of the complete works for solo flute by S. Karg-Elert (Brilliant Classics), and a selection 
of compositions for flute and guitar by Rebay (Sheva Collection).
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