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Mario Pilati
Mario Pilati (1903-1938) played a major role in Italian music during the 1930s, yet only 
recently has his name at last begun to emerge from the fogs of oblivion. As his copious 
correspondence reveals, he was a highly versatile musician, working as a composer, teacher, 
concert performer, essayist, musical critic and perspicacious observer of the musical life of 
his times. He thus comes across as a particularly interesting personality whose music is now 
finally able to speak for itself, freed of the shadow of doubt that for many years obscured 
our view of him.

 Pilati enrolled in the Liceo Musicale (Music High School) in Naples to study under 
Antonio Savasta, who was so impressed by his student’s gifts and rapid progress that 
he invited him to attend his Composition classes at the San Pietro a Majella Music 
Conservatoire in Naples. In 1923, before reaching the age of twenty, Pilati had obtained 
a Diploma in Composition after just four years of study. His first compositions were 
published in Naples by Simeoli and by Curci, attracting considerable attention in musical 
circles. 

Although he won the tender for a position teaching composition in Cagliari (Sardinia), 
from November 1924 he found himself also taking on history of Music, complementary 
harmony, orchestral conducting and the role of librarian. Moreover, he regularly spoke at 
conferences, and contributed to papers and periodicals.

On 30 May 1925 he conducted his Suite for strings and piano at the Teatro Civico in 
Cagliari, with Renato Fasano at the piano. The performance was well received, and Pilati’s 
name began to circulate. But Cagliari was too far away from Cremona, where the woman 
he loved and later married was living. To be closer to his constant companion and lifelong 
muse, at the age of 22 he moved to Milan, a city that was culturally more lively, hurling 
himself into all sorts of work as a conductor, player, accompanist and devoting time and 
energy to transcriptions. He also wrote critical essays, as well as articles for newspapers and 
magazines, including literary publications. Moreover, he continued to teach, a mission he 
had come to believe in passionately. Among those who studied composition with Pilati were 
Giacomo Saponaro and Gianandrea Gavazzeni, whose admiration, affection and friendship 
for him were undying.
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  Sonata in F minor for violin and 
piano (1928/29)

1. Allegro sostenuto 8’18
2.  Allegretto comodo  

(molto moderato) 8’57
3. Largo, ma non troppo 9’50

  Preludio, Aria & Tarantella on old 
Neapolitan Folk tunes (1929/30)
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5.  Aria. Andantino appassionato 4’03
6. Tarantella. Allegro vivace 6’41
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Lento sostenuto con espressione 5’07

  2 Pezzi for violin and piano (1925)
8. Allegretto comodo 4’21
9. Allegro grottesco 3’55

10.  Caccia for violin and piano -  
Allegro moderato (1933) 4’12

11.  Tammurriata (from the “Echoes of 
Napels”) – Allegro smargiasso 3’02

  Sonata in A minor  
for cello and piano (1929)
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Pilati also successfully sat the exams for those applying for jobs teaching harmony 
and counterpoint in Florence, Parma and Naples, as well as winning important awards: 
the Bellini prize in 1926 for his setting of Fogazzaro’s poem A sera for female voice and 
orchestra; the prestigious Coolidge prize in 1927 for his Sonata for flute and piano; the 
Rispoli prize in 1928 for the Quartet in D. The Coolidge prize was the most important of 
these events, since previous winners included Stravinsky, Hindemith, Bloch, Prokofiev and 
Ravel, as well as Pizzetti, Malipiero, Alfano, Respighi, Casella and Castelnuovo-Tedesco in 
Italy. Mrs Coolidge organized concerts for Pilati in the United States, which brought him 
international acclaim. Under the baton of Serge Koussevitzky, the Suite was performed in 
Boston and Philadelphia in 1929. As for the Sonata for flute, it was first performed in Italy 
in 1931, at the “Coolidge Festival” in Rome and Naples.

In Milan, the directors of the Ricordi music publishers introduced Pilati to Pizzetti, who 
appreciated his gifts and entrusted him with the arrangement for voice and piano of his Fra 
Gherardo, the opera that Toscanini had conducted at La Scala in the spring of 1927. The 
friendship and mutual admiration that the two musicians felt for each other was to last 
throughout their lives.

On several occasions Pilati also played the piano in concert performances of his works: 
in the Suite that was conducted by Sergio Failoni at the Teatro Comunale in Bologna, in the 
5th concert of the “Mostra del 900 musicale italiano” series; in the premiere performance 
of the Quintet in D played by the Quartetto del Vittoriale at the Teatro del Popolo in Milan 
in 1928; and in a later performance by the Quartetto Napoletano (to whom the work was 
dedicated) on 10 March 1929, in the Maddaloni Hall in Naples. 

His new compositions attracted the attention of other publishers, including Carisch, who 
published his Preludio, aria e tarantella, which Pilati commented as follows: “P. A. and T. 
on traditional Neapolitan folk tunes (so to speak, since it’s all of my invention, with the 
exception of the initial motif of the tarantella), initially for violin and piano… very often 
performed in Italy, and abroad as well, and now rearranged in a hitherto unpublished 
orchestra version”.  And it was Ricordi who published his first important chamber works: 
the Sonata in F for violin and piano and the Sonata in A for cello and piano, to which the 
composer refers in a letter to Gavazzeni written from Naples and dated 6 September 1930: 

“…I’ve at last finished correcting the proofs of the two Sonatas for violin and for cello that 
will soon be put to press by Ricordi, along with the Quintet…”.

In 1931 Pilati was chosen to represent his country’s new music at the International 
Festival of Contemporary Music in London, and then in Oxford, where on 25 July he 
joined the Quatuor International to play the piano for a performance of his Quintet in D. 
That same year he also composed the Quartet in A that was published posthumously by 
Ricordi in 1941, at the behest of his widow. Giacomo Saponaro described the work as “one 
of the most significant contemporary quartets” in the entry devoted to Mario Pilati in the 
“V Rassegna Nazionale di Musica Contemporanea” held in Florence in April 1939.

Carisch also published the Bagatelles for orchestra and piano after the composer’s death. 
Although they only came out in 1939 and 1940, they were in fact dedicated to Pilati’s 
daughters Anna Maria, Laura and Giovanna, bearing witness to a loving father’s playful 
engagement with his children.

Having won the tender for the Chair of harmony and counterpoint at the Conservatoire 
in Naples, in 1930 Pilati was back in Naples, although the move itself meant that he was 
unable to accept Mrs Coolidge’s invitation to perform the Sonata for flute in Chicago that 
October. The return to the colours, warmth and atmosphere of his hometown, the interplay 
of light and shadow, the songs and dialect, the wit interwoven with melancholy aroused 
deep memories and contributed to the birth of a new musical vein that was full of vitality 
and passion.

One of the works fired by this experience was Echoes of Naples, composed in February 
1933 and described by Gavazzeni as “spot-on”. Far from going for ‘local colour’, Pilati 
handled his material with a degree of realism that ranged from the emphatic to the delicate, 
with “festive or gloomy colours… in a mixture of aristocratic and popular romanticism”. 
Writing from his home overlooking the azure sea sparkling in the sun, in April 1933 Pilati 
also completed the Concerto in C for orchestra and began to think about working on an 
opera. Finding the right libretto proved to be a problem, however. Libero Bovio was one 
of the librettists he tried working with, but nothing satisfactory came of their efforts. Pilati 
felt that his opera had to be based on the city as a “source of inspiration and action… with 
its surroundings, colours and characters … that all speak for the restless, sentimental and 



occasionally violent, fickle, passionate Neapolitan soul; yet it was Naples itself, the queen 
of song and music, that the opera intended to celebrate”.

In 1933 Pilati was appointed Professor of Composition at the Conservatoire in Palermo, 
where he began teaching on 1 November. A remarkably rich, gratifying season had come 
to an end, and he had no idea of the difficulties that he was soon going to have to face. In 
the meantime, however, the right librettist seemed to have come to the fore. This was Carlo 
Altucci, a friend from boyhood whose verse Pilati had set to music while still very young.

“…Two adjectives… popular and national, in that the plot has to develop among the 
ordinary people, with no middleclass elements, and the opera has to voice the Neapolitan 
populace, recreated and animated in our imaginations… Above all… Naples, its life, colour, 
feelings, song”.

While Altucci played for time, Pilati insisted that the libretto should be delivered by 31 
May, in time for an event “in Bergamo, at the Teatro Donizetti… a sort of experimental 
centre for brand new operas… The operas considered the best will then be taken on by all 
the great opera houses. I was asked if my opera would soon be ready. As you can imagine, I 
very keen to reply!...”.

Echoes of Pilati’s difficulties come to the fore in a letter he wrote to Emilia Napolitano 
Gubitosi on 3 August 1935. “…I’m currently beset by difficulties that I won’t go into here, 
tormented by a thousand wretched contingencies that consume time and peace of mind, are 
void of positive outcome and tend to undermine my health, which is the only precious asset 
I have left…”.

His illness made its presence felt in July, and although he was eager to continue work 
on the opera, he was forced to rest for the entire summer, as his health began to fail. In 
a desperate struggle with time, he worked away in his home Piedigrotta, surrounded by 
the life and light of Naples, and in the clinic where he managed to finish orchestrating 
Act One despite undergoing fruitless operations. Back in Naples, in what were to be the 
last two months of his life he returned to the Conservatoire to teach counterpoint, fugue 
and composition. He also undertook one more journey, to enjoy one last success: the 
performance of his Concerto in C major conducted by Dimitri Mitropoulos at the Festival 
di Venezia in September 1938. 

His last work, Alla culla, was composed in November and embodies all the emotional 

depth of his heartfelt surrender to fate: the struggle is over, and in its place there is a sense 
of gentle abandonment, cradled by a lullaby that quietly accompanies him on his way to 
everlasting sleep. A month later, on 10 December 1938, a rainy Saturday, Mario Pilati died.
© Laura Esposito Pilati

Sonata in F minor for violin and piano
The years 1928-29 were highly prolific for Mario Pilati, whose initial predilection for 
chamber and instrumental music came to fruition in the two Sonatas for violin and for 
cello, the first Six bagatelles for piano, and a first draft of the Prelude Aria and Tarantella 
for violin and piano.

Unquestionably his most important work for violin and piano, the Sonata in F minor 
expresses a prevailing hint of darkness and a focus on dramatic hues despite the brightness 
of the overall musical palette. The piece begins with an introduction in the piano, with 
a granitic theme in the lower register developed with the apparent ease typical of Pilati’s 
compositions. In studying his works, I have come to recognize that he was fond of a 
particular compositional device: rhythmic and melodic reiteration that becomes an integral 
part of a thematic development, which in its turn invests phrasing and mood. There are 
plenty of examples of this in the Quintet and in the Sonata for cello and piano. Moreover, 
they reveal a distinctive manner of constructing of melodies that move in related steps: lines 
that ascend, descend, intersect and divide, proceed in progressions, climbing upwards and 
plummeting down. Pilati uses the full battery of compositional skills to ensure that each 
element in his themes embodies the source for its own regeneration. The quadruplet of 
descending steps of the first subject returns in the second in a regenerated ascending form 
that comes across as new, imbued with a different narrative, a light, dreamy tale told in 
C. Pilati never breaks the rules, yet what he achieves goes well beyond a mere exercise in 
technique (G, A, B, C, D, C, B, A, G) to become a real theme, and then development, violin 
acrobatics, and lastly a vortex in which the first dark-hued subject is mixed in to create a 
compulsive, heady battle resolved in languor. 

The long second movement also begins with a melody in the piano that initially features 
elegant harmonies and then proceeds by alternating colourful episodes that act as thematic 
variations. The trills in the octave, like the succession of ribattuto fifths, then break up 



anthropological consciousness of melody typical of southern Italy. Giuseppe Martucci, who 
had also accentuated the passionate source of the Tarantella, wrote pieces that were more 
scholastic, whereas Pilati managed to stylize the collective folk experience in a more erudite 
manner, creating the basis for new forms of musical creativity. In the Preludio and the Aria, 
he transforms into something inventive and original what would otherwise come across as 
a monotonous tune or a repetitive dance motif, the unchanged echoes of Neapolitan folk 
music. Had these works appeared fifty years earlier, they would unquestionably have given 
rise to an Italian national school rooted in the south. 

Sarabanda, 2 Pieces, Caccia and Tammurriata
In 1925, during the period he spent teaching in Cagliari, the twenty-two year-old Pilati 
wrote the Suite for strings that gave rise to the Sarabanda he transcribed for violin and 
piano. That same year he also composed the 2 Pieces consisting of an Allegretto comodo 
and a Tempo di Polka. These three, highly inspired compositions already speak for his 
considerable skill, his elegance and sophistication, and his desire to establish a style of his 
own that in no way aped the contemporary French or German music scene. Caccia was 
written in 1932, and Tammurriata is a transcription of a piece by the same name for voice 
and piano that was part of the “Echi di Napoli”. They are genre pieces that embody hints 
of a past that Pilati in his brief lifetime successfully sought to invest with new life.

Sonata in A minor for cello and piano
Pilati specifically insisted on the need for extended pedal use in playing this sonata, with 
its polytonal, layered harmonies consisting of complex chords, altered notes and deep 
basses. Although the outcome was an aesthetic effect described by Gianandrea Gavazzeni 
as “romantic baroque”, today it comes across as more than a mere blending of baroque 
profusion and the expressive exuberance of romanticism. This is largely because we are 
now better able to appreciate the work of the generation of musicians who came after the 
great composers born in the 1880s.

The first movement of the Sonata in A minor is like a long, vibrant breath of warm wind, 
an embracing waft rather than a destructive gust. Yet it also embodies all the canons of 

what was perhaps originally conceived as a form of variation, investing the music with a 
rhapsodic element. Although technically speaking the violin part is particularly demanding, 
it never loses its delightful sinuous flow, occasionally echoing a whistled melody, and 
elsewhere hovering over an abyss, plaintive in its cry as the piano plunges down into the 
lowest register. 

The third movement opens with the motif that concluded the previous section, but this 
time in a dramatic tone that finally achieves release in emphatic lyricism. In this respect 
similar in framework to the Sonata for cello, the piece is Pilati’s most “veristic” composition: 
powerful, intense and vibrant, with an alternation of passionate and meditative passages. 
The highly charged passages are never too long, and always accommodate moments of 
respite and shade. When the simple, five-note theme of the first movement returns, it is like 
reminiscence rather than cyclical development. In the end the tension is diffused, and the 
tonal layering of the F major on the pedal announces the gradual rarefaction of sound and 
harmony. Like a mystical reconciliation, the theme in quadruplets steadily ascends in the 
upper register of the violin, finally fading into the sound cloud of the piano.

Preludio, Aria & Tarantella on Old Neapolitan Folk Tunes
Entirely different in character is the triptych for violin and piano that Pilati wrote in the 
same years as the Sonatas. Freed of the constraints of form and development, the idiom is 
lighter and more compact, revealing the composer’s versatility and stylistic eclecticism as 
well as a patriotic vein in the shape of his evident attachment to the folk traditions of his 
hometown. Naples effectively provided a vast repertoire of musical “customs” that Pilati 
was able to select and transform with his characteristic refinement, skill and learning. The 
outcome is outstanding, for while Fascist Italy certainly encouraged the appreciation of 
the nation’s cultural roots, most of the works that took their lead from this policy failed 
to go beyond the idea of “local colour”. Just as the countless earlier tarantellas written 
North of the Alps were little more than an ephemeral souvenir from Italy, an attempt at 
evoking Mediterranean sun by means of six octaves, so ‘patriotic’ compositions rarely 
went beyond the sphere of surface effects. Pilati, on the other hand, brought to light the 
dramatic origins of the dance, but without apparently wishing to add anything to a certain 



that he simply wanted to write something that suited the convivial, relaxed atmosphere of 
his own home, since he dedicated the pieces to his three daughters. Certainly the image they 
conjure up is closer to that of a family sitting-room or a Belle Époque café than it is to a 
concert hall, especially the Canzone a ballo (4 – Series I), Rococò (2 – Series II) or Rondò 
– Valzer (5 – Series II) that suggest improvisation and hints of jazz music. By contrast, 
Contrasto Rusticano (3 – Series II) and Galop finale (6 – Series II) suggest a country meal 
in southern Italy in the way they include folk elements and repetitions. As we know from 
the Echoes of Naples, Mario Pilati loved to return to his geographical roots, which he 
perceived as a stimulatingly rich source for ideas. Different again are the enigmatic Basso 
ostinato (3 – Series I) and Intermezzo (4 – Series II), two pieces that almost seem to be 
written by different people. As for Barzelletta (1 – Series II), Marcia (1 – Series I) and 
Floreal – Polka (5 – Series I), they conjure up a playful atmosphere of badinage with witting 
elegance. Interestingly, the Bagatelles also bring to mind the fact that in those very years 
music was becoming an important part of the movie industry. Suffice it to think of Nino 
Rota, a close friend of Pilati’s, whose film scores were to make an enormous impact not 
many decades later.
© Dario Candela

Translated by Kate Singleton

the “classical” form, with distinct, recognizable sections and two clearly defined subjects 
handled with due academic precision. Pilati’s gift for synthesis allows him to attenuate the 
angular nature of the form in order to achieve a narrative of his own, which he does with 
minimal components. Each element is used in all possible modes and combinations to bring 
out its full constructive and expressive potential.

The second movement changes in intent, and the form with its subject and variation is 
simpler and more linear in melody. The outcome is lighter in mood, revealing Pilati’s delight 
in having fun, in being ironic and festive, in heeding his feelings with a smile. Each chord 
vibrates with expression, with a narrative use of variation that also speaks for the versatility 
of the form.

The beguiling nature of the subject of the third movement takes us back to the 
atmosphere of the first, but without forgoing a lyrical element in the second theme that 
gently mitigates the incisive rhythm of the outset, including the modal references: in fact the 
first movement turns into the incipit of the Victimae Paschali Laudes, and this is indicative 
of the return to the heritage of early music that was intrinsic to Italian instrumental music 
in those years.

Inquiétude
Written for the French publishing house Leduc, the original title for this piece was “Etude 
mélodique pour violoncelle et piano”, although in fact it could also be played by a clarinet 
or even sung, as the hint of vocal exercises suggests. Pilati probably wanted to win over 
Parisian audiences with the French-style, flowing atmosphere of the piece, achieving what 
proves to be a pleasantly effective stylistic compromise.

Bagatelle, Series I & II
There are two versions of the Bagatelles, one for piano and the other for orchestra. The 
version for piano is the earlier of the two, a light, fancy-free cycle that perfectly expresses 
the composer’s enjoyment of banter and his curiosity for less “serious” types of music. 
On account of his premature death, he simply did not have the time to work on a more 
structurally cohesive piece for the instrument, such as a sonata. However, it may well be 



Dario Candela piano - He studied with Aldo Ciccolini, who described him as “an excellent 
pianist, of great class, convincing, brilliant and impressive”, entrusting him with his own 
reflections and memoires that were published under the title “Conversations with Aldo 
Ciccolini” (Curci editore). Dario Candela also attended classes with Sergio Fiorentino and 
Fausto Zadra, thereby perfecting his understanding of the great Neapolitan tradition.

In the words of Sandro Cappelletto, “Making full use of the timbre and dynamics of the 
instrument with great elegance, Candela avoids what is obvious and superficial, choosing 
instead a form of lightness that is utterly beguiling”.

He plays as a soloist and in various chamber ensembles, performing in numerous 
concerts with the Virtuosi Italiani, the Solisti del San Carlo, Rocco Filippini, Alain Meunier, 
Antony Pay, Francesco Manara, Luca Signorini, Rita Marcotulli, Eric Porche, Hans Udo 
Heinzmann, as well as with Aldo Ciccolini, Bruno Canino and Roberto De Simone. He 
has performed in the following venues: Teatro La Fenice in Venice, Teatro Mercadante 
in Naples, the theatre of the Comédie Française in Paris, Teatro delle Erbe in Milan, the 
Bocconi University in Milan, the Accademia Filarmonica and DAMS in Bologna, Teatro 
Studio Auditorium della musica in Rome, the Associazione Scarlatti in Naples, the Società 
dei Concerti in Milan and in l’Aquila. His concerts have taken him to Belgium, Spain, 
Greece, France, Germany, Slovenia, Switzerland and the United States.

He has recorded for the Phoenix Classic, Naxos, Brilliant and Dynamic labels. His 
recording of the complete Cimarosa Sonatas (Dynamic) was described as “wonderful” by 
Schafer in the German magazine Pianonews, and acclaimed by American critics as the first 
performance to invest the repertoire with the value it deserves: “Fortunately with the Italian 
pianist we are in very good hands, he plays these sonatas with sensitivity, gentle rubato and 
lovely sound” (Hastings).

He has broadcast live for Radio RAI 3, RAI Educational, Swedish Radio and Radio 
France, and has taken part in radio broadcasts for Radio Classica, Radio RAI 3 Suite, as 
well as TV broadcasts for Canale 5. 

Awarded five first prizes in international piano competitions, he also received the Premier 
prix à l’unanimité at the Conservatoire Supérieur A. Cortot in Paris.

He has written music for the theatre in France (Winter Afternoons – awarded the 
Creativity Prize by the French Ministry of Culture in 2001; La legend des siècles by 
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Francesco Manara violin - He attended the G. Verdi Conservatoire in Turin, where he took 
a first-class diploma under M. Marin. He then studied with F. Gulli, R. Ricci, S. Gheorghiu, 
and in Amsterdam with H. Krebbers, P. Amoyal and A. Weissemberg. This was followed 
by a further diploma in Trio performance at the Scuola Superiore di Musica da Camera 
founded by the Trio di Trieste. In 1992 Riccardo Muti appointed him First Solo Violin in 
the orchestra of the Teatro alla Scala, and he also won first prize and a study grant in a 
competition organized by the Orchestra Filarmonica della Scala. The following year he was 
awarded first prize at the prestigious Geneva International Music Competition, and the 
year after at the M. Abbado competition. Other prizes were to follow: second place in the 
J. Joachim Competition in Vienna, the A. Stradivari award in Cremona, and a special prize 
sponsored by the Russian Academy at the Tchaikovsky Competition in Moscow.

He has played with the Orchestra of the Suisse Romande, the Bavarian Radio Orchestra 
and those of Stuttgart and Hanover, the Wiener Kammerorchester, the Tokyo Symphony 
Orchestra, the Orchestra Sinfonica Nazionale della RAI, and on various occasions the 
Filarmonica della Scala conducted by R. Muti. In 1998 he made his debut at the Lincoln 
Center in New York, playing Beethoven’s Concerto Op.61.

His repertoire ranges from Bach to contemporary composers, and includes all 24 of the 
Paganini Capricci Op.1, which he has often performed in concerts, and all the Bach Sonatas 
and Partitas. He has recorded with the Orchestra da Camera di Padova del Veneto for the 
Dynamic label, and for EMI: the Mozart Sinfonia Concertante with Danilo Rossi on the 
viola and the Orchestra Filarmonica della Scala conducted by Muti. He has also recorded 
broadcasts for Munich Radio. 

Founder of the Johannes Trio, since 2001 he has played first violin in the Quartetto 
d’Archi della Scala. He plays a Guadagnini “ex Buckemburg” violin built in 1783.

Victor Hugo, performed at the Theatre of the Comédie Française; Le viceconsul) and in 
Italy (Erotismo barocco, performed at the theatres La Soffitta in Bologna, La Pergola in 
Florence, and Nuovo in Naples). His compositions for Emily L are published by Editions 
Armiane (Versailles).

At present he teaches chamber music at the S. Giacomantonio Conservatoire in Cosenza, 
as well holding master classes at the Accademia Pianistica Napolitana, and working with 
Bruno Canino on piano master classes at the Higher Conservatoire in Malaga.

His musicological studies have been published by Edizioni Scientifiche Italiane, LIM, the 
Morra Foundation, and Federico II University. For 3 years he also taught a course at the 
San Pietro a Majella Conservatoire in Naples on piano teaching and physiology. Il corpo e 
il suono, the book he wrote based on this experience, is published by Simeoli.

An eclectic musician, Dario Candela studied in Naples, where he took a Diploma in 
piano, another in choral music conducting and a third in composition. He then attended 
courses in France, obtaining a Diploma at the Conservatoire Supérieur A. Cortot in Paris, 
as well as an Arts degree at the Federico II University in Naples, where he was awarded a 
research grant and worked on musicological research projects.

He is Director of the Library devoted to early 20th century music dedicated to Mario 
Pilati, and founder of the Centro Italiano di Musica da Camera, organizing highly 
acclaimed concert seasons. He also directed PianoCity Napoli for four editions, attracting 
large audiences and many participants. In coordinating the classical section, he managed 
to involve a huge number of artists, from young musicians to internationally acclaimed 
masters.

In 2007 he founded the Circolo Artistico Ensemble, which focuses on rediscovering 
Italian music of the early 1900s. This has involved him in numerous concerts and research 
projects, including a performance and presentation of Mario Pilati’s Quintet for piano and 
strings held at the Teatro San Carlo in Naples.

Another fruit of his creative engagement is the TaranTODAY project, which aims 
at breathing new life into the dance forms of southern Italy revisited by contemporary 
composers. These events have met with huge success both in Italy and abroad.



Luca Signorini is an internationally acclaimed cellist, composer and writer. He has toured 
widely with the orchestra of the Accademia di Santa Cecilia, the Scarlatti Orchestra 
and that of the Teatro San Carlo in Naples, and the orchestra of the Maggio Musicale 
Fiorentino. He has performed in the most important concert halls in Japan, including the 
Casals Hall in Tokyo under the batons of Carlo Maria Giulini, Daniele Gatti, Jeffrey Tate 
and Gabriele Ferro. 

He has played First Cello in important orchestras such as the Orchestra Sinfonica della 
Rai, and that of the Accademia di Santa Cecilia and the Teatro dell’Opera in Rome. On 
account of his achievements he was offered the position of First Cello at the Teatro San 
Carlo in Naples.

He has conducted the Filarmonici di Roma and the Solisti di Napoli orchestras, as 
well as the Rotary Youth Chamber Orchestra and the Orchestra da Camera del Sannio. 
In recent years he has taught at the University of Naples Federico II, holding seminars 
and conferences on different subjects in the Musicology Department of the Faculty of 
Arts. The subjects addressed include communication in musical performance, problems of 
interpretation in early and contemporary music, techniques of interpretation in works by 
Beethoven and Wagner. His essay Comunicazione errata was published in the “Quaderni 
del Dipartimento di Discipline Storiche”, L’offerta musicale 2. Using the same title he also 
wrote and recited the texts for an event organized as part of the concert season by the 
Associazione Centro di Musica Antica Pietà dei Turchini in Naples. Moreover, he composed 
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