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An almost forgotten musician until recent years, Giorgio Gentili, also known as 
Faiòn, enjoyed a considerable degree of success as a violinist, music teacher and 
composer in the Venice of his day. His date and place of birth are unknown. However, 
he refers to himself as ‘Veneto’ on the title page of his works and was recorded as 
fifty-eight years old in the 1727 membership list of the Arte de’ sonadori, the Venetian 
instrumentalists’ guild, thus suggesting a birth date around 1669. The fourth edition 
of Vincenzo Maria Coronelli’s Guida de’ forestieri sacro-profana per osservare il 
più ragguardevole nella città di Venezia (Venice, 1700) calls him, by the diminutive 
‘Giorgietto’, one of the most distinguished violin players in Venice. This reputation 
is confirmed by the little that is known of Gentili’s career. The earliest document 
concerning his activity is the appointment as a violinist to the San Marco chapel on 
10 July 1689. His initial salary of twenty ducats was soon doubled when, on 19 April 
1693, he was given the duty of playing violin solos ‘alla levatione’, at the Elevation 
during Mass. On 11 July 1701, Gentili was also appointed maestro di istromenti at 
the Ospedale of the Mendicanti, a post which he held until 1717. He appears to have 
been relatively wealthy—possibly an indication of the high esteem in which he was 
held; the annual tax of 10 Venetian lire on his membership to the Arte de’ sonadori 
was the highest among all other members of the guild for the year 1710.

Five sets of Gentili’s sonatas and concertos were published within just seven 
years. No copy of the church trio sonatas Op.1, as issued by the Venetian publisher 
Giuseppe Sala in 1701, has come down to us, but the contents of that collection are 
known through a reprint of Estienne Roger (Amsterdam, 1702). In 1703 and 1707 
Sala’s press added two sets of chamber trio- and violin sonatas numbered Opp. 2 and 
3 and labelled, respectively, ‘Concerti da camera’ and ‘Capricci da camera’. A Dutch 
pirated edition of the latter, advertised in the London Post Man of 13 April 1706, 
provides good reasons to believe that Sala’s 1707 edition was actually a reprint of an 
earlier edition, now lost (c. 1704–5?). Also in 1707, the Venetian publisher Antonio 
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Sonata VIII in G
1.  Adagio - Presto –  

Grave 2’14
2. Allegro 1’32
3. Adagio 1’42
4. Allegro 1’08

Sonata IV in E minor
5. Grave 2’25
6. Allegro 1’50
7. Largo e staccato 1’27
8. Allegro 1’22

Sonata I in A
9. Adagio 2’07
10. Allegro 2’29
11. Grave 1’24
12. Allegro 0’41
13. Allegro 0’52

Sonata IX in C minor
14. Grave 2’39
15. Allegro 1’25
16. Largo 1’31
17. Allegro 1’12

Sonata II in F 
18. Grave 2’18
19. Presto 1’44
20. Largo 1’52
21. Allegro 1’18

Sonata III in D minor
22. Adagio 1’56
23. Allegro 1’47
24. Grave 1’57
25. Presto 0’52

Sonata XI in G minor
26. Adagio 1’46
27. Presto 1’28
28. Grave 2’00
29. Presto 0’58

Sonata VII in B flat 
30. Grave 2’06
31. Allegro 1’55
32. Grave 1’42
33. Presto 1’08

Sonata X in B minor
34. Grave 2’00
35. Allegro 2’04
36. Grave 1’36
37. Allegro 1’25

Sonata XII in D
38.  Adagio - Presto –  

Adagio 2’11
39. Allegro 1’30
40. Grave 1’41
41. Allegro 1’33

Sonata V in A minor
42. Grave 2’14
43. Allegro 1’59
44. Largo e piano 1’39
45. Presto 1’11

Sonata VI in C
46.  Adagio - Allegro – 

Adagio 1’53
47. Allegro 1’52
48.  Adagio – [Vivace – 

Adagio] 1’06
49. Allegro 1’28



Bortoli brought out another collection of church trio sonatas, Op.4; regrettably, only 
the organ part-book has survived of this (a complete copy allegedly kept at the Museo 
Internazionale e Biblioteca della Musica, Bologna, never belonged to that library). 
The Concerti a quattro, e cinque, Op.5, printed by Bortoli in 1708, complete the list 
of Gentili’s published œuvre. A few other works exist in manuscript, most notably 
two cello sonatas, which represent the composer’s contribution to the rich repertoire 
of music for that instrument written by Venetian masters as Caldara, Marcello, 
Vivaldi, Platti, and Domenico Dalla Bella.

Gentili’s works quickly arrived in northern Europe: only one or two years passed 
after Opp. 1 and 3, first issued in Venice, were pirated in Amsterdam. In Weimar, 
Johann Gottfried Walther transcribed one of his concertos for organ. A sonata for 
violin was included in a miscellany apparently compiled in England in the early 
1700s (London, British Library, Add. MS 31466), and three further violin sonatas 
from the music library of Nicolas Selhof, now lost but possibly independent of those 
published as Op.3, were sold in The Hague as late as 1759. However, the best proof 
of Gentili’s reputation in and outside Venice is the rank—and musical expertise—of 
the dedicatees to whom his works are addressed. They include figures such as the 
Emperor Leopold I, Prince Ferdinando de’ Medici, and Crown Prince and future 
Saxon Elector Friedrich August II. Especially noteworthy in this regard are the twelve 
manuscript concertos headed ‘Opera Sesta’ in a set of finely decorated part-books 
that were made for presentation to Friedrich August during his visit to Venice in 1716 
(Dresden, Sächsische Landesbibliothek, Mus. 2164-O-1). Although the cycle bears the 
opus number 6, one should not necessarily assume that the Dresden part-books are 
manuscript copies of a printed edition which is now lost: examples of such dedication 
copies are not uncommon, the best known being the second, unpublished set of the 
La Cetra concertos which Vivaldi presented in manuscript to Emperor Charles VI. 
And even though Friedrich August’s patronage is likely to have been of little, if any, 
consequence to the composer’s career, the dedication was well received and the Op.6 
concertos entered the repertoire of the Dresden Hofkapelle.

The last biographical information that is available about Gentili is provided by the 
fifth of the Letters from the Academy of Ancient Musick at London, to Sigr Antonio 
Lotti of Venice (London, 1732). In 1731 a controversy had arisen in London when 
the authorship of the madrigal In una siepe ombrosa had been claimed by both 
Antonio Lotti and Giovanni Battista Bononcini. Gentili, at the time still serving at San 
Marco as first violin, is quoted as one of the witnesses who had seen Lotti composing, 
rehearsing and performing the madrigal some thirty years before, and the dispute 
eventually ended with Bononcini’s charge of plagiarism. Gentili apparently retired in 
the same year 1731. Nothing is known of his last years and death.

Like so many of his colleagues before and after him, Gentili began to establish his 
reputation as a composer with a set of trio sonatas, Op.1. The music is preserved only 
in Roger’s reprint of 1702 so that the identity of the original dedicatee is unknown. 
Far from being an information of merely bio-bibliographical interest, this might 
have accounted for some of the stylistic features of these sonatas; nor is any further 
detail forthcoming from a set of manuscript parts in the Berlin Staatsbibliothek, 
Mus. ms. 7360, which is an exact copy of Roger’s edition. As was customary, each 
sonata of Op.1 is in a different key, ranging from A major to C minor. Ten of the 
twelve sonatas are four-movement works in the ‘Corellian’ slow-fast-slow-fast (SFSF) 
sequence, which had been so thoroughly adopted by Albinoni; two of these, Nos. 6 
and 12, begin with compound movements with alternating slow and fast sections. 
The remaining two sonatas, Nos. 1 and 8, have five movements each with the tempo 
sequence SFSFF and FSFSF, respectively.

With few exceptions, the slow introductions consist of a series of short episodes 
placed between lengthy chains of suspensions. Gentili’s overuse of chains of 
suspensions in such a linking role is unrivalled by most—perhaps all—of his fellow 
composers. In this regard, he does not follow Corelli’s path from Op.1 to Op.4, where 
suspensions become fewer and fewer as they are more strategically placed. A triple-
metre Grave, imitative in style and ending with a Phrygian cadence (as in Sonatas 



falls within the Venetian trend of composing trio sonatas with concerto-like first 
violin parts, as documented by works written around 1700 by Caldara, Albinoni 
and Vivaldi (perhaps significantly, the twelve compositions making up Gentili’s 
Op.2 are individually called ‘Sonata’, but collectively labelled ‘Concerti’). Brilliant 
violinistic passage-work exploits the fourth position, providing a technical link 
between the Corellian tradition and Vivaldi’s early idiom. Gentili is especially fond 
of arpeggio figurations in the first violin part—a device far too frequently employed 
in his Capricci for violin, Op.3. What has most attracted scholarly attention are 
those passages in the slow movements of Sonatas Nos. 2, 10 and 12 where the 
unaccompanied first violin is marked ‘Solo’ until rejoined by the other instruments. 
Solo/tutti cues are also to be found in the opening Preludio of three sonatas from 
Op.2 (Nos. 2, 11, 12), as well as in the incomplete Op.4 set (Nos. 2 and 6). This 
does not necessarily suggest, as some scholars have inferred, that these sonatas are 
suitable for optional performance with more than one player per part. Solo markings 
occur when the violinist plays without the support of an underlying part, just serving 
as reminders to the player that he is playing alone, and that a certain amount of 
freedom is allowed. This is made all the more clear by the fact that such passages 
are invariably placed near the end of slow movements, as written-out cadenzas: 
admittedly another of the many concertante features of Gentili’s trio sonatas, 
which nevertheless does not imply the addition of ripienists elsewhere in the score. 
(For an example of such cadenza-like passages in a concerto context, see the slow 
introduction to the sixth concerto of Op.6, where the violino principale is asked to 
play eight bars without accompaniment.)

It is tempting to assume that the twelve sonatas of Op.1, rather heterogeneous in 
form and style, were composed over a span of some years and then collected as a 
set, perhaps not so surprisingly from a man who was in his thirties when he made 
his first public attempt as a composer. Although showing acquaintance with recent 
trends, Gentili’s opus primum retains some vestiges of earlier Venetian masters such 
as Legrenzi and Carlo Fedeli, which link these sonatas to the old sonata concertata—a 

9 and 10), provides an alternative type of introduction that is rather exceptional in 
Corelli and his followers, but deeply rooted in the earlier Venetian tradition.

The second movements are all fugues except in the twelfth and last sonata, which 
stands apart from the others in several respects. Gentili’s contrapuntal idiom is 
generally unconcerned with the subtleties of some of his compatriots such as Andrea 
Fadini or Giovanni Maria Ruggieri. Especially noteworthy is the chromatic fugue 
of Sonata No.3, the subject of which reappears in free augmentation and stretto, 
bringing the fugue to an end both effectively and freely from academicism.

The slow middle movements are always set in a contrasting key and exhibit the 
greatest variety of features. They may be homophonic or, less frequently, imitative 
in texture, sometimes transitional in function and in one case (No.5) compound 
in form. A significant number of final movements (five out of twelve) are in binary 
form, with or without the restatement of the thematic material in the secondary 
key area; the others are fugal, but shorter and lighter in character than the second-
movement fugues. With the exception of the third sonata, triple or compound metres 
predominate.

Few things can be sadder for a composer than being dismissed as merely an 
‘interesting historical figure’. Luckily enough, most of Gentili’s music is still able to 
captivate audiences, and at his best he stands comparison with high-skilled colleagues 
who need no advocacy. Some undeniable deficiencies of his Op.1—above all, the 
lack of artistic individuality—have drawn unfairly harsh scholarly criticism, and the 
rejection of the collection in its entirety seems ungenerous. As a melodist, Gentili is 
admittedly less gifted than a Caldara or an Albinoni, and the melodic flow is inhibited 
by ubiquitous chains of suspensions. Lyrical flashes, pleasant as they may be, are rare, 
and so are expressive harmonies, which were a strong point of the older Venetian 
masters. On the other hand, rhythmic inventiveness is one of the most remarkable 
qualities of Gentili’s Op.1, and heard to great advantage in his Op.2 set of chamber 
sonatas. A further marked characteristic of Gentili is his florid solo writing, which 



tradition that had never completely died out in Venice. Sonata 6, with its peculiarly 
seventeenth-century flavour, is the most obvious but not the only example of this 
backward orientation. In the first movement, a histrionic Allegro section is framed 
by two Adagios, different in tempo and texture, and the third, also a compound 
movement, consists of a slow section in common time and a fast tripla, where the 
chromatic inflection in bar 15 has an almost archaeological character that could well 
come from the pen of a Legrenzi. This Janus-faced style reflects the most intriguing 
aspect of Gentili’s personality; it reminds us how many different souls inhabited the 
musical body of the Serenissima at the time when Vivaldi—allegedly one of Gentili’s 
pupils—took the first steps as a composer.
© Alessandro Lattanzi

Soavi Affetti Baroque Music 
Ensemble. Music for the violin 
and basso continuo, the core 
of chamber music in 17th 
and 18th centuries, shows 
the strong bond between 
“cantabilità”/ “affetti” of the 
melody and the support of 
harmony in all its magnificent 
forms. With this in mind, the 
Soavi Affetti repertoire focuses 
on the rich production of the 
Italian masters who turned 
this particular historical 
period into a glorious chapter 
in the history of Italian and 
European music.

Paolo Cantamessa and 
Patrizio Focardi (violins), 
Anna Clemente (harpsichord) 
and Rebeca Ferri (cello) 

are musicians who have been working for years in the field of Baroque music with 
particular interest in performing with original instruments and techniques. They set 
up this ensemble with the intention of exploring the Trio Sonata repertoire, which 
was very popular in the Baroque era.



Patrizio Focardi studied the modern 
violin and got his diploma in 1987 at 
the Conservatorio “Luigi Cherubini” 
Florence. Immediately after he started 
attending Baroque violin courses 
and masterclasses held by important 
specialists such as Emilio Moreno, 
Hajo Baess, Ryo Terakado and Enrico 
Gatti.

In 1992, as a member of the 
European Community Baroque 
Orchestra, he took part in tours under 
the conductors Roy Goodman, Ton 
Koopman and Monica Hugget.

Since 1993 Patrizio has been leading 
an intense concert activity playing with 
ensembles and orchestras like Modo 
Antiquo (F.M. Sardelli), Il Complesso 
Barocco (A. Curtis), Concerto Soave 

(J.M. Aymes) and Cappella della Pietà dei Turchini (A. Florio).
Patrizio is Baroque violin teacher at Accademia Musicale di Firenze.
He plays an exact replica of a Stradivari violin made by Eduardo Gorr in 2004.

Paolo Cantamessa received his diploma in 
modern violin in 1994 at Conservatorio 
“Giuseppe Verdi”, Turin, where, from 1992 
to 1995 he also studied composition.

In 1998 he received a degree in Baroque 
violin from the Scuola Civica di Milano 
where he had been studying with Enrico 
Gatti.

From 1998 to 2000 Paolo attended a 
specialization course held by Sigiswald 
Kuijken at Koninklijk Conservatorium 
Brussels and began an intense activity as 
Baroque violin teacher himself.

He plays regularly with I Turchini (A. 
Florio), Les Talens Lyriques (C. Rousset), 
Accademia Montis Regalis (A. de Marchi), 
Modo Antiquo (F.M. Sardelli), Ensemble 
Aurora (E. Gatti), Divino Sospiro and 
Accademia Bizantina (O. Dantone).

Paolo plays a Sebastian Klotz violin made 
in 1742.



Anna Clemente. Piano 
and Harpsichord player, 
specialization under the guidance 
of K. Gilbert, A. L. King, R. 
Kohnen, collaborations with 
Modo Antiquo, Pro Cantione 
Antiqua, L’Homme Armé and 
other ensembles, participating 
in concert seasons and festivals 
such as Estate Fiesolana, Ceresio 
Estate (Switzerland), Altstadt 
Herbst (Germany), Theate 
Musica Antiqua Festival, Amici 

della Musica of Florence,and Pescara, Filarmonica Laudamo Messina. Collaborations 
with RAI, Tiber Cinematografica. Recordings for MAP Aicsound, Sonitus, Koch 
Swann, Florentia Musicae, Amadeus and Tactus. Professor of harpsichord at the 
Conservatorio “A. Corelli” of Messina since 2007.

Rebeca Ferri graduated in cello at 
"Conservatorio Santa Cecilia-Roma" 
in 1998, with Maurizio Gambini.

She studied recorder with Armando 
Carideo, Maria De Martini and 
followed courses with Kees Boeke, 
Michael Schneider, Han Tol, John 
Tyson and Marcos Volonterio.

From 1987 to 2002, with both 
instruments, she achieved first places 
in the yearly competitions “Jugend 
musiziert" and got a scholarship from 

the “Yehudi Menuhin-live music now-Foundation” in Germany.
From 1995 she consolidated her interest in baroque cello with Anner Bylsma, 

Gerhardt Darmstadt, Roel Dieltiens, Balazs Maté and Stefano Vergetti, following 
courses for chamber music with “Borodin Quartet", Jesper Christensen, Reinhard 
Goebel and Jordi Savall.

She got her diploma in baroque cello with Jaap ter Linden in 2003, at “Hochschule 
für Musik Würtzburg".

She continued her baroque cello-studies at "Hochschule fuer Musik und Theater 
Munchen”, where she obtained, with full marks, in 2007, the “Meisterklasse” with 
Kristin von der Goltz.

Rebecca is member of the ensembles: "I Turchini", "Gli Incogniti", "Academia 
Montis Regalis”, “Ensemble Baroque du Léman", "Main-Barockorchester”, 
“Ensemble 1800”, “A l’Antica”, “Soavi Affetti”, "Camerata Artemisia",  
"Accademia Ottoboni", "Arte Musica", “Concerto Romano”, and “La Selva”. 

She plays a cello by André Mehler (Leipzig 2011), from Martinus Kaiser (Venice 
1679), an anonymous English cello from the eighteenth century and recorders by 
Francesco Li Virghi, from original models.



Travel), Festival Opera Barga, Festival Leo Brouwer – La Habana, the XLV Festival 
“Urbino Musica Antica”, Festival Barocco di S. Gimignano, Nuits d’eté a Pausilippe, 
Anima Mundi, Anima Mea, Amici della Musica di Pistoia. He collaborates with such 
great personalities in the field of ancient music as Richard Egarr, Pavlo Beznosiuk,  
Stefano Demicheli, Alessandro Quarta, Nicki Kennedy, Antonio Abete, Gemma 
Bertagnolli, Roberta Mameli, Alexis Kossenko and Ann Hallenberg. 

He is currently teacher in lute, theorbo, baroque guitar and basso continuo at the 
Istituto Diocesano di Musica Sacra in Florence.

Recording: January 2015, la Confraternita di San Francesco 
Poverino, Firenze, Italy
Recording producer: Giovanni Caruso
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Poverino for allowing us to use the hall and the Tronci organ, Faye Miravite for 

the sponsorship, Stefano De Sanctis for his help in drafting the scores, Alessandro 
Lattanzi for tracing the sources and Giovanni Bellini for his generous participation.

Giovanni Bellini was born in Florence in 1991. 
He undertook the study of classical guitar at the 
age of ten and then turned to ancient plucked 
instruments such as lute, theorbo and baroque 
guitar when he was sixteen.

In 2014 he achieved the First Level Degree 
with honours, under the direction of Andrea 
Damiani, at the Conservatorio di Musica “S. 
Cecilia” in Rome, where he is currently student 
in the Second Level Course. Simultaneously 
with the formation in the Conservatorio, he is 
studying medieval lute with Claudia Caffagni 
and singing with Gabriele Lombardi. He has 
attended master classes given by Paul O’Dette, 
Xavier Diaz-Latorre and Joachim Held, and in 
Medieval and Renaissance polyphony by Diego 
Fratelli and Claudia Caffagni.

He has given many concerts in Italy, both 
as a soloist and as a member of prestigious 
ensembles. He has worked with the Britten- 
Pears Baroque Orchestra, l'Ensemble 
Dramatodia, Orchestra “Talenti Vulcanici”, 
Ensemble da Camera della Fondazione Italiana 

per la Musica Antica, Erasmus  Consort, Soqquadro Italiano, Auser Musici, the 
baroque orchestra and the medieval music ensemble Modo Antiquo.

Giovanni has taken part in national and international festivals like Aldeburgh 
Music, Trigonale, Grandezze e Meraviglie, Wunderkammer, Soave Sia il Vento, Il 
Genio Fiorentino, Echi Lontani, A Festival of Music in Florence (for Martin Randall 


