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The Ta ste of this Nat ion





The Introducing Italian Opera’s upon the English 
Stage, has so altered the Taste of this Nation, 
as to MUSICK, that scarce any thing, but what 
bears some Resemblance of the Italian Style 
and Manner, is received with Favour or heard 
with Patience. — Daniel Purcell, 1713 
 
Since founding Spiritato in 2009, I have always 
enjoyed searching ‘off the map’, looking beyond 
the usual list of composers and exploring the 
gaps in our knowledge of baroque music. It 
was reading this quotation from the preface 
to Daniel Purcell’s collection of cantatas ‘after 
the Italian manner’ – a remarkable essay full of 
cutting remarks on Italian music (and English 
audiences) – that would ultimately lead me to 
the two sets of cantatas by Pepusch, composed 
in that same fashionable spirit of the age. 

The Taste of this Nation  
Around the same time, I was fortunate to be 
introduced to both Dr Andrew Pink and the works 
of the wonderfully named Obadiah Shuttleworth. 
I took the scores to Kinga Ujszászi and between 
us, amidst the chat and clatter of an Islington 
cafe, the seeds of this project were sown.  
 
Championing the unknown is a risk. There is always 
the possibility that what you have found should 
have remained hidden! Not so here. I am extremely 
grateful to the performers for approaching the 
project with such wholehearted enthusiasm and 
inquisitiveness. Their efforts have brought this 
forgotten music back to life. 
 
William Russell

In the final two decades of the seventeenth 
century, it was not yet clear whether the 
French or Italian style would dominate English 
music. The eventual Italianisation of English 
music (even before the arrival of Handel) was 
driven not only by musical forces and tastes, 
but also by fashion. Following the restoration 
of the post of ambassador to Venice in 1697, 
its first incumbent, Charles Montagu (Earl, 
later Duke, of Manchester) helped popularise 
a wide range of Italian arts amongst the 
British nobility. Montagu had been patron 
to the Moravian composer Gottfried Finger 
(c.1655–1730) who had accompanied him 
to Venice in 1697 and who was complaining 
as early as 1690 about the slowness with 
which the English were adopting the Italian 
style – which he regarded as ‘the best in 
the world’, but lamented that ‘it is only lately 
naturalised in England’. High on the agenda of 
nobility like Montagu was raising the profile 
and public appetite for Italian opera in London. 
The composers in the capital who were 
devoted to the theatre and public concerts 
relied heavily on satisfying the tastes of their 
audiences and patrons; and once the fashion 
for all things Italian swept through the city, 
composers either had to quickly come to 
grips with it or be left by the wayside. Such 
was the commercial currency of the Italian 
style, that by the start of the eighteenth 
century, a sure-fire draw in advertisements 
was any performer ‘recently arrived from 

Italy’ and/or performances of anything ‘in the 
Italian manner’ or similar phrase. After Finger’s 
departure for Vienna in 1701, Pepusch led the 
charge for the Italianisation of British music, 
and Italian-style music soon dominated public 
concerts.  

Although the three composers represented 
on this recording have diverse backgrounds, 
and over 30 years separate the birthdates of 
the oldest and youngest, they do have several 
things in common. All three were involved the 
concert series run by the coal merchant (the 
musical ‘small coal man’) Thomas Britton, and 
in the concert life of London more generally, 
as well as actively promoting music ‘in the 
Italian manner’.  

Johann Christoph Pepusch, a Berlin native, and 
nearly two decades Handel’s senior, arrived 
in Britain in late 1697 (possibly spending 
some time in Scotland). As well as his own 
compositions, he seems to have brought with 
him to London music by Italian composers 
such as Torelli, Steffani, Bononcini and Ariosti, 
who were the toast of Berlin and other major 
courts (and in the case of Bononcini and Ariosti, 
opera houses) across the Continent. By 1704 
newspapers in London regarded Pepusch as 
‘a great master’ and he was already working 
as a teacher and composer-performer. As a 
harpsichordist he seems to have been involved 
with the early performances of an arrangement 
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and translation of Bononcini’s popular opera 
Camilla, organised by Nicola Haym in 1706 – 
a production where Pepusch would meet his 
future wife, the Italian-born soprano Margarita 
de L’Epine. It was probably this professional 
and personal relationship that resulted in the 
first English cantatas in the Italian style, the 
earliest of which was advertised in the The 
Daily Courant on 13 April 1706 as ‘an English 
Cantata, written and compos’d after the Italian 
manner’, sung by l’Epine – and most probably 
composed by Pepusch. Some of these early 
cantatas may have been included in his 
first published set in 1710, the same year in 
which he directed the first Italian opera to 
be performed in London in Italian, Mancini’s 
L’Idaspe fedele. The Italian cantata was a kind 
of companion genre to opera seria that offered 
the core dramatic vehicles of Italian opera (da 
capo arias and secco recitative) in bite-size 
form and where some of the drama and flash 
of the opera stage could be brought to the 
domestic music room and the concert hall. 
Most Italian cantatas were for solo voice and 
basso continuo only; obbligato instrumental 
parts were gradually added, but most 
commonly no more than one or two. In some 
rare cases (usually for special occasions) larger 
ensembles were used. Several of the more 
richly scored cantatas by Pepusch (including 
those on this recording) were performed in 
their original context by all or part of one of the 
London theatre orchestras. 

One aspect of the Italian style that did not 
sit comfortably with English audiences was 
secco recitative. The German composer 
Jakob Greber, who had previously worked 
in London, gave the advice on public taste 
to another foreign composer arriving in the 
capital, urging him to stick to ‘short, short 
recitatives’. Pepusch, however, had developed 
a technique to mediate this issue, whereby he 
interleaved or concluded secco recitative with 
a passage of arioso writing; a more measured 
and tuneful mode somewhere between aria 
and recitative (an approach later adopted by 
Handel in his English-language works). Listen, 
for example, to the text ‘thus she sadly 
complaining cries’ in the opening recitative of 
While pale Britannia pensive sate. This is 
amongst Pepusch’s finest cantatas in English 
and contains some telltale signs of his tailored 
writing for  L’Epine, such as her expressive 
coloratura (in the first aria) and passages 
without basso continuo (the second aria) to 
better reveal the power of her voice. Unlike 
the more domestic (and musically more 
pedestrian) English cantatas by Daniel Purcell, 
Pepusch’s ensemble cantatas were intended 
for professionals and are full of theatrical, 
Italianate verve. While pale Britannia pensive 
sate was performed on 7 April 1715 at the 
Drury Lane theatre, having been composed 
‘on the occasion of His Majesty’s happy arrival 
in his Dominions’ and performed during the 
interval of Pepusch’s masterpiece Venus 

and Adonis, which had opened the previous 
month. It is possible that the cantata was 
premiered before this, as George I landed 
in England on 18 September 1714 to be 
crowned on 20 October; but squabbles 
over theatre patents may have delayed the 
premiere. It is telling of the stamina of opera 
singers like L’Epine that after having sung 
the first act of Venus and Adonis (playing the 
role of Adonis en travesti) she returned to the 
stage to perform this demanding cantata and 
then came right back out again for the lengthy 
and challenging second act. It is easy, then, to 
understand why she was also highly regarded 
by Handel. The musical style also betrays the 
theatrical context for this cantata. Pepusch 
had taken on the role of Music Director at 
Drury Lane in late 1714 and recruited for its 
orchestra a ‘select Band of the best Masters 
of Instrumental Musick’. The more richly 
scored and virtuosic cantatas by Pepusch 
were probably intended for this ensemble and 
for professional opera singers.

Chloe, published in Pepusch’s Book I of 
English Cantatas of 1710, opens with a 
typically short English-style recitative, though 
Pepusch couldn’t resist a bit of playful word-
painting on ‘laugh’d’. For the first aria ‘Leave 
me, silly shepherd’, Pepusch shifts into his 
fully Italianate ‘jilted-lover’ mode, skipping 
an opening ritornello and jumping straight in 
with the soprano’s ‘Leave me!’ The energetic 

interjections from the orchestra amplify the 
lovers’ outbursts and frustrations. As with 
While pale Britannia, the flashy coloratura 
suggests that this work was composed for 
an opera singer and a theatre band, rather 
than the domestic settings of many other 
English cantatas around the time. The second 
recitative is typical of Pepusch’s mature 
approach to setting English; note the shift to 
arioso as the mood changes at the words ‘But 
Cloe Smild & thus she call’d him back again’– 
an effective and innovative compositional 
device. The appearance of an oboe in this 
cantata further supports the idea of a 
performance by a theatre band. The strongest 
influence on Pepusch’s dramatic writing here 
is probably Alessandro Scarlatti; for example, 
Pepusch follows Scarlatti’s habit of returning 
to the initial key of the opening recitative in 
the final aria of the cantata, helping create a 
sense of unity across the work.

Amongst Pepusch’s most popular cantatas 
was The Spring, also from the 1710 set, 
more domestically scored for solo violin, voice 
and continuo, although this cantata too had 
strong theatrical connections, having been 
sung by the actor-singer Purbeck Turner at 
Drury Lane on 23 November 1715 during 
an interval of Aphra Behn’s play The Rover. 
It is full of Pepusch’s love for word painting 
(especially ‘amorous breezes blow’ in the 
first aria and ‘list’ning Birds hung hovring on 
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the Wing’ in the recitative) and witty interplay 
between the violin and voice. Note the dialogue 
between violin and voice in the second aria 
around the text ‘charming Season’ where the 
the continuo sometimes drops out – a typical 
device in Pepusch’s writing for L’Epine.

Kindly fate at length release me (like When 
pale Britannia, published in Pepusch’s second 
set of cantatas of 1720) is unusual in that 
Pepusch departs from the usual recitative–
aria–recitative–aria layout and instead opts for 
the less common aria–recitative –aria, with the 
emphasis placed on the arias. The exuberant 
final aria opens with a long introduction 
featuring the solo trumpet in alternation 
with the strings; just as the cantatas can be 
miniature snippets of opera, this is a glimpse 
of his brilliant concerto writing for which the 
composer had by this time won a European-
wide reputation. 

The concerto genre seems to have arrived in 
England in the last years of the seventeenth 
century; the earliest fragment is by Finger, 
with Pepusch leaving us what is probably the 
first surviving example shortly after 1700. 
These early concertos in England remained 
in manuscript, but perhaps spurred on by 
Walsh’s 1704 London publication of Albinoni’s 
Op. 2 concertos, British composers soon 
joined in the craze. Because concertos were 
generally the repertoire of professionals, 

it took a few decades before the genre 
found the more public-friendly guises that 
could make them profitable. The earliest 
of Pepusch’s to survive (a concerto grosso 
in B flat) was in part an arrangement of 
one of his own earlier violin sonatas. This 
pattern appears to have been followed in 
arrangements by several other composers, 
the first of which to be printed were Obadiah 
Shuttleworth’s wonderful Concerto Grosso 
versions of Corelli’s Op. 5 sonatas (Nos. I and 
XI) advertised in 1726 as ‘Two Concerto’s, 
being the first and eleventh Solos of ye late 
Arcangello Corelli, as they are made into 
Concerto’s by Mr Obadiah Shuttleworth’. Our 
modern tendency is to invest genres with a 
strong notion of fidelity or authenticity, but 
the more flexible baroque musical minds 
were able to transfer freely materials between 
sonata and concerto. Shuttleworth’s delightful 
take on Corelli is a carefully crafted example 
of this kind of creative reimagining  – making it 
all the more amazing that this is the first time 
they have been recorded. 

Two years after Shuttleworth’s set, William 
Corbett followed with an enticingly titled 
set of concertos (his Op. 8), Le Bizarrie 
Universali, composed ‘on all the new 
Gusto’s in his Travels thro’ Italy’. Corbett is an 
intriguing composer and one who captured 
the attention of the public both during and 
after his death – for a variety of reasons. 

He was probably a student, of some sort, of 
Gottfried Finger, who seems to have helped 
Corbett launch his publishing career (with 
Etienne Roger in Amsterdam) and at whose 
London concert series Corbett had his first 
benefit on 17 March 1699. Though visiting 
London on occasion, Corbett resided in Italy 
for most of the years 1711–1739, during which 
time he married the Italian opera singer Anna 
Lodi. Corbett returned to London with an array 
of fine Italian instruments and paintings; to 
such an extent that the music historian Sir 
John Hawkins suggested that Corbett might 
have been a spy for the Pretender, then living 
in Rome – how else could a violinist make so 
much money? The suspicions were aroused 
in part when Corbett’s valuable bequest 
of paintings and musical instruments was 
declined by Gresham College (a decision that 
Owain Edwards has since shown to be the 
result of nothing more than petty squabbling 
at the college). He must have been an adept 
violinist, holding the position of leader of the 
new Queen’s Theatre in the Haymarket in 1705 
and in the Royal Orchestra from 1709, a post 
that came with a lifetime of benefits. Corbett 
was a feature not only in London’s musical life, 
but also at concerts around the country, such 
as at York and Nottingham.  He was well aware 
of how to exploit his travels and experience 
in his concerts, as well as how to tap in to 
the public appetite for all things Italian. His 
London concerts were often advertised as 

including rarely heard instruments such as the 
archlute, mandolin and viola d’amore, while his 
Italian residency also gave him the box-office 
cachet usually limited to opera singers and star 
violinists from that country. 

Corbett’s concertos demonstrate an 
infectious imagination and even a few hints 
of a departure from the Corellian models of 
the concerto grosso genre – notably the three-
movement approach of the Venetian types. 
Corbett’s designation of Italian cities and other 
place names in the titles may in part be an 
effort to trade on his travels and experience, 
though the stylistic references are not always 
obvious. 

Like so many so many composers of his 
time, Corbett often seems to have one foot in 
the seventeenth century and another in the 
present. In this case, the delectable results are 
a fondness for contrapuntal interplay between 
parts, and the rhythmic unity and vigour of the 
latest Italian styles. His delightful Sonata for 
trumpet and oboe is probably the clearest 
evidence of Finger’s influence on Corbett. 
Such traits are the passages for solo continuo, 
the loose handling of the ground bass ideas 
and the literal repetitions of the dialoguing 
upper parts, and the use of the parallel minor 
for the slow second movement – the latter 
revealing Corbett’s distinctly English-sounding 
melodic gifts. Such influence suggests that 
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this work is much earlier than its 1708 
publication. Pastoral elements were common 
in English music, though the heading of 
‘Pastorale’ for the charming third movement 
clearly reflects Corbett’s Italian ambitions. 

The arrival of Handel in England in 1710 
unquestionably ushered in a period of 
profound musical change in England, but 
the music heard in this recording should 
remind us that he was part of a wider picture 
of Italianisation, and draw attention to the 
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diversity and creativity of works and composers 
that have been overshadowed by Handel’s 
historical dominance.

© 2021 Robert Rawson

Robert Rawson is a performer and scholar 
with a special interest in seventeenth- and 
eighteenth-century music in Britain and 
Central Europe. He is a founder member 
of The Harmonious Society of Tickle-Fiddle 
Gentlemen.
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Texts

   The Spring

 15  Fragrant Flora, Hast appear!
Goddess of the youthful Year;
Zephir gently courts thee now;
On thy Buds of Roses playing,
All thy breathing Sweets displaying,
Hark his amorous breezes blow!

 16  Thus on a fruitfull Hill
In the fair Bloom of Spring, 
The tunefull Collinet his Voice did raise,
Remurmur’d with his Lays,
And list’ning Birds hung hovring on the Wing;
In whisp’ring Sighs soft Zephir by him flew,
While thus the Shepherd did his Song renew;

 17  Love and Pleasures gaily flowing,
Come this charming Season grace,
Smile ye Fair, your Joys bestowing,
Spring and Youth will soon be going,
Sieze the Blessings e’er they pass.

John Hughes (1677–1720)

   Chloe

 23  Airy Cloe proud & young
The fairest Tyrant of the Plain
Laugh’d at her adoring Swain[;]
He sadly Sigh’d[,]
She gaily sung
And jeering thus
Thus reproach’d his Pain[.]

24  Leave me silly Shepherd, go[!]
You only tell me what I know,
You view a Thousand Charms in me,
Go!
Then cease thy Pray’rs, I’ll kinder grow,
When I can view such Charms in thee[.]

25  Amintor, fir’d by this Disdain,
Curs’d the proud Fair
& broke his Chain,
He rav’d & at the Scorner Swore,
& vow’d he’d be Loves Fool no more,
But Cloe Smild 
& thus she call’d him back again.

26  Shepherd this I’ve done to prove thee,
Now thou art a man, I love thee,
& without a blush resign.
But ungrateful is the Passion,
& destroys our Inclination
When like Slaves our Lovers whine.

John Hughes 

   Kindly fate at length release me

 4  Kindly fate at length release me,
Life has nothing now can please me,
Since Corinna slights my pain[.]
Hope awhile may make us languish
And indulge the flat’ring Anguish
But despair soon breaks our chain[.]

 5  Thus to his Lyre the drooping Swain,
Did of the cruel Nymph complain,
And Zephyrs wafted thro’ the Grove,
The murmurs of his hapless Love;
The Queen who favours soft desire,
And kindles ev’ry am’rous fire,
Wing’d down her flight the Swain to Chear,
And warbled comfort in his Ear.

 6  Rouse, rouse, rouse,
And Conquest lies before you,
Passion will the Nymph disarm.
In pursuit of Love and glory,
Bold attempts alone can Charm.

Lewis Theobald (1688–1744)

   While pale Britannia pensive sate

 31 While pale Britannia pensive sate,
With folded arms and downcast Eyes,
Touch’t with her Sons impending Fate,
She sadly thus Complaining cryes.

 32 How long, unhappy Isle 
Shall Civil Jars annoy thee.
Well may thy foes in Triumph smile
While thou thyself not they, Destroy thee.

 33 She sigh’d and would have farther said,
But grief was grown for words to great,
The down her fainting limbs she slaid,
Despairing of her better fate;
While thus forlorn at length she saw,
Her gardian Genious near her draw,
When rouseing from her dark despair,
These sounds of Comfort charm’d her Ear.

 34 No more Britannia[,]
Sigh no more[,]
The Royal George has touch’t thy Shore
And brings thee Joys ne’er known before[.]
Thy Blessings now are all secure[;]
Thy Sons transported shall agree
And thy defended liberty
Shall like thy fame in arms endure[.]

Colley Cibber (1671–1757) 



Biographies

Spiritato is a period instrument ensemble 
with a love for little-known composers. Its 
individual members can be found performing 
with specialist ensembles throughout the UK 
and Europe, including The English Concert, 
Academy of Ancient Music, Orchestra of the 
Age of Enlightenment, Les Talens Lyriques and 
the Orchestre Révolutionnaire et Romantique.

Producing unique, research-based performance 
projects, avoiding well-trodden paths wherever 
possible, Spiritato actively seeks to promote 
forgotten composers and bring their music to 
a wider audience. In 2014 the group released 
its second album on the Resonus Classics 
label, the world premiere recording of The 
Judgment of Paris by Daniel Purcell, described 
by BBC Radio 3 Record Review as ‘high-quality 
entertainment’. Spiritato enjoyed great success 
in 2016 with their ambitious project Guts and 
Glory. Performing throughout England, the 
project featured natural trumpets and equal-
tension strings; planning is already underway 
for a second phase of this pioneering project, 
looking at the music of JC Bach, Pachelbel and 
Buxtehude.

The ensemble has recorded five albums and 
been broadcast on BBC and European radio, 
including appearances on RSI (Swiss-Italian 
Radio) Ridotto dell’Opera, RAI Radio3 (Italy) 
Primo Movimento and BBC Radio 3’s In Tune.

Kinga Ujszászi: Originally 
from Hungary, Kinga 
moved to London after 
graduating from the Liszt 
Ferenc Music Academy 
in Budapest. Her interest 
in historical performance 
was sparked during her 

studies at London’s Royal Academy of Music. 
Now playing with some of the best period 
ensembles across Europe, she is enjoying a 
busy concert life. She regularly appears as 
guest leader with numerous groups including 
the Irish Baroque Orchestra, Ambronay 
Academy, Barokkbandið Brák (Iceland) and 
European Union Baroque Orchestra. Kinga 
has also appeared as soloist with The 
English Concert – of which she has been a 
member since 2017 – and the Orchestra of 
the Age of Enlightenment. She has also often 
appeared with the Academy of Ancient Music, 
English Baroque Soloists and the Dunedin 
Consort. Receiving high praise from critics, 
Kinga’s first solo release Assassini, Assassinati, 
featuring music from turbulent seventeenth-
century Italy, received the 5 Diapason 
award. Her latest CD, The Cabinet of Wonders, 
with harpsichordist Tom Foster, features hidden 
treasures from the Dresden Library. In 2019 
she was made an Associate of the Royal 
Academy of Music.

Ciara Hendrick studied 
at the Guildhall School of 
Music and Drama, where 
she was a finalist in the Gold 
Medal competition, and at 
the opera studio of L’Opéra 
National du Rhin. As a 
member of Glyndebourne 

Chorus she was invited to participate in the 
Jerwood Young Artist Programme, taking the role 
of Margarida in Julian Philips’s The Yellow Sofa. 
  
Ciara was selected as one of the Orchestra of 
the Age of Enlightenment’s Rising Stars, and 
recent engagements include Handel’s Semele 
with the OAE under Christophe Rousset at 
the Royal Festival Hall and the Musikverein, 
Vienna; Fortuna/Valetto in L’incoronazione de 
Poppea, Opera North/Laurence Cummings;  

La Messaggera in Monteverdi’s L’Orfeo 
in Venice with I Fagiolini; Aréthuse in 
Charpentier’s Actéon with the Early Opera 
Company; Rosmilda in Handel’s Elpidia for 
the Halle Handel Festival and Bach’s St John 
Passion with Mark Padmore and the Britten 
Sinfonia at the Barbican. 
 
Recording credits include Bach’s Christmas 
Oratorio with the Dunedin Consort; the role 
of Venus in the award-winning world premiere 
recording of Pepusch’s Venus and Adonis; 
Daniel in Handel’s Susanna with Laurence 
Cummings and the Göttingen Handel Festival 
Orchestra; Juno in Daniel Purcell’s The 
Judgement of Paris with Spiritato and the title 
track of the Oscar-nominated film Incendies 
with the London Symphony Orchestra.
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Giovanni Giornovich: ‘London’ Concertos 
Bojan Čičić violin,  The Illyria Consort
DCD34219

Giovanni Giornovich was one of the most colourful and popular violin virtuosos 
of his day. Apparently of Croatian descent, he was seemingly known by 
a different name in every country he toured (Ivan Jarnović and Giovanni 
Giornovichi, among some thirty variants), deliberately making the most of his 
mysterious origins. More mysterious still is why these concertos – full of wit, 
charm and character, and redolent of the international musical life of Haydn’s 
London in the 1790s – should have waited so long to be recorded. Modern-day 
virtuoso Bojan Čičić and his Illyria Consort, fresh from their triumphant revival 
of the sonatas of Giovanni Stefano Carbonelli on Delphian, are ideal champions 
to bring this delightful music back to life.

‘a glimpse of a lost performing world and its forgotten music … Čičić is a clean 
and assured soloist’ — Gramophone, May 2019

Handel: The Triumph of Time and Truth
Sophie Bevan, Mary Bevan, Tim Mead, Ed Lyon, William Berger soloists, 
Ludus Baroque / Richard Neville-Towle
DCD34135 (2 discs)

Ludus Baroque and five stellar soloists bring to life Handel’s rarely heard final 
oratorio, a remarkable Protestant re-casting of a work written fifty years earlier 
to a text by the young composer’s Roman patron Cardinal Pamphilj. Compelled 
by Time and Truth to accept the divine order of change and decay, Beauty 
ultimately gives way to an assertion of redemption by good works, reflected in 
the incorporation of choruses Handel had written for the Foundling Hospital. The 
resulting work, neglected by centuries of scholarship on account of its hybrid 
origins, here proves an extraordinary feast of riches.

‘finely shaped, unflamboyant conducting, gracious playing … Sophie Bevan 
plays Beauty in what is arguably her finest recording to date; the final aria is 
breathtaking’ — The Guardian, June 2014

Giovanni Stefano Carbonelli: Sonate da Camera Nos 1-6 
Bojan Čičić violin,  The Illyria Consort 
DCD34194

In certain respects, Giovanni Stefano Carbonelli does not quite fit the 
eighteenth-century mould. For a neo-Corellian, he is unusually fond of 
complexity, both technical and compositional, and also unusually open to 
other contemporary influences, such as those of Handel and Vivaldi. Yet 
the quality of his music speaks for itself, and these six ‘chamber sonatas’ – 
virtuosic and joyously melodic – had a huge impact on Delphian producer 
Paul Baxter. Carbonelli’s difficulty has ensured that his work is seldom played, 
but early-music rising star Bojan Čičić makes sure we have no sense of that 
as he and his Illyria Consort colleagues champion these groundbreaking 
compositions with exuberant confidence.

‘superb and passionate … Čičić’s sound – sweet, slightly dry and exquisitely 
centred – is ideal for the taut beauty of Carbonelli’s solo lines’
— BBC Music Magazine, September 2017, CHAMBER CHOICE 

Giovanni Stefano Carbonelli: Sonate da Camera Nos 7-12 
Bojan Čičić violin,  The Illyria Consort
DCD34214

With their debut recording on Delphian, Bojan Čičić and his Illyria Consort 
propelled the name of Carbonelli from obscurity into the classical charts, 
recapturing the excitement which the violinist-composer stirred up in 
eighteenth-century London. Now they bring to Carbonelli’s other six surviving 
sonatas the same intelligence, sensitivity and sheer, exhilarating virtuosic 
brilliance with which they proved him to be so much more than just a 
‘follower of Corelli’ or ‘contemporary of Vivaldi’. For good measure they add in 
a fine concerto by the latter that bears Carbonelli’s name, demonstrating the 
respect in which he was held in his native Italy before setting off to find his 
fame and fortune in England.

‘crisp and buoyant, with the engineering giving a bright, ear-grabbing immediacy 
to the sound … Čičić is as much a joy as last time for his superlative virtuoso 
technique and energetic poetry’ — Gramophone, September 2019
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Music in a Cold Climate: Sounds of Hansa Europe 
In Echo / Gawain Glenton
DCD34206

In Echo is made up of some of Europe’s finest young early-music specialists. 
Each a soloist in their own right, under director Gawain Glenton they have 
put together a fascinating snapshot of the musical landscape during the 
heyday of the Hanseatic League. From London to Tallinn via Lübeck, Hamburg, 
Bremen and the ports of Holland, Denmark and Sweden, the sixteenth- and 
seventeenth-century composer-musicians represented by this recording each 
looked beyond their own shores and toward a sense of shared European 
culture and understanding.

‘consummate skill … The eclectic choices have been sequenced intelligently to 
cultivate a well-paced variety of textures, moods and styles’
— Gramophone, March 2018

François Couperin: La Paix du Parnasse 
Lucy Carolan & John Kitchen harpsichords
DCD34012

Though much of Couperin’s harpsichord music was written for a solo instrument, 
he composed a small number of pieces for two harpsichords, somewhat in the 
manner of a trio sonata. Lucy Carolan and John Kitchen pair their considerable 
talents on two of the world’s most exquisite original French instruments, the 
1769 Pascal Taskin and the 1764/83 Goermans/Taskin double-manual instruments 
in the Russell Collection of Early Keyboard Instruments.

‘Carolan’s ornamentation in the solo pieces is exquisitely subtle, the rhetoric and 
the pacing of “La Distraite” masterful, and the registration in “Le Rossignol” 
throws the birdsong into clear relief. The rapport between Carolan and Kitchen is 
sure, and never more so than in the Air (track 25) and Lentement (track 29) of the 
quartet “La Steinquerque”’
— Gramophone, February 2004

Handel: Song for St Cecilia’s Day 
Mary Bevan, Ed Lyon, Ludus Baroque / Richard Neville-Towle
DCD34110

Following the widespread acclaim for their Delphian debut, Alexander’s Feast 
(DCD34094; 2 discs), Ludus Baroque return with more Handel, pairing the grand 
Song for St Cecilia’s Day – the composer’s second setting of words by Dryden 
– with the more intimate Cecilian cantata Look Down, Harmonious Saint. The 
Concerto Grosso in B flat, Op 6 No 7 serves as an instrumental bridge.

‘Orchestrally and chorally, it has tremendous buoyancy. Solos for flute, organ 
and cello are artfully phrased, while soprano Mary Bevan and tenor Ed Lyon 
add zest to Handel’s high-arching settings of Dryden’s verse’
— Independent on Sunday, August 2012

Serenissima: Music from Renaissance Europe on Venetian viols 
Rose Consort of Viols
DCD34149

A disc of journeying and exploration, paying homage to the pan-European 
tendencies of the period. The Rose Consort of Viols, already acclaimed for 
their recordings of later English repertoire, have been inspired by viol-maker 
Richard Jones’s reconstructions of a Venetian instrument by Francesco Linarol 
– the earliest viol surviving from the sixteenth century – and they trace a path 
from the viol’s northern Italian origins to England, where it found a particularly 
welcome home at the turn of the 1600s.

‘well-nigh flawless … Restrained, refined readings, informed by a deep 
understanding of the viol and its repertoire’
— BBC Music Magazine, Christmas 2014, CHAMBER CHOICE 
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