


Concerto for flute, strings & continuo in D, TWV 51:D2  
Georg Philipp TELEMANN (1681 – 1767)

 Moderato  [2.37]
  Allegro [3.53]
 Largo [4.00]
 Vivace [3.04]

Sonata VIII for recorder & continuo in g    
Ignazio SIEBER (c.1680 – 1761)

 Preludio: Largo                           [3.45]                                            
 Corrente: Allegro               [2.30]                                                     
 Sarabanda: Largo                [4.23]                                                    
 Allemanda: Allegro             [3.26]                                                     

Sonata movement for violin & continuo in c                                            
Francesco DURANTE? (1684 – 1755)

 Giga                           [2.05]                                                         

Concerto for recorder, strings & continuo in F, RV 442
Antonio VIVALDI (1678 – 1741)

 Allegro ma non molto           [3.31]                                                             
 Largo e cantabile          [3.07]                                                           
 Allegro      [1.56]

Trio for flute, viola d’amore & continuo in D, 
TWV 42:D15 Georg Philipp TELEMANN

 Adagio                             [2.05]                                                     
 Presto                                [4.14]                                                  
 Con gravità ma non grave        [3.05]                                                 
 Allegro                                     [2.32]                                            

Concerto I for 2 violins & continuo in E♭                              
Giuseppe Antonio BRESCIANELLO (c1690 – 1758)

 Grave – Presto – Adagio – Presto – Adagio [2.05]
 Allegro                     [3.14]                                          
 Adagio             [2.38]                                                   
 [Allegro]     [3.04]                                                       

Concerto for flute, recorder, strings & continuo in e, 
TWV 52:e1 Georg Philipp TELEMANN

 Largo     [3.52]                                                            
 Allegro         [4.22]                                                      
 Largo             [3.40]                                                    
 Presto [2.56]

Concerto for recorder, strings & continuo in F, 
RV 442, original slow movement (completed by  
Adrian Chandler) Antonio VIVALDI

 Largo e cantabile [4.13]

Total timings:  [1.20.27]
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well that Telemann was named godfather to Carl 
Philip Emanuel Bach in 1714. 

The two concertos presented here were probably 
composed during the 1720s after he had moved 
to Hamburg; here, he took up the post of Kantor of  
the Johanneum Lateinschule and became musical 
director of the city’s five main churches. The concertos 
are typical in their use of different national styles.  
The concerto for flute (TWV 51:D2) opens with 
a polonaise ‘en rondeau’ before launching into a 
virtuosic Vivaldian fast movement. The second 
movement of the popular double concerto (TWV 
51:e2 ) – a reworking of a movement from a sonata 
for oboe and continuo – is similarly Vivaldian 
whereas the movement embracing the style 
polonais is placed at the end of the piece.  

Telemann’s decision to pair the flute and recorder 
is an odd one.  Whilst it was not so unusual for the 
two instruments to play at different times in the  
same piece, such as in Handel’s Water Music or 
Vivaldi’s C minor setting of the Salve regina (RV 
616), it was extremely rare to find the two  
instruments playing simultaneously. The only other 
known work by Telemann where the instruments 
appear side by side is the quartet sonata from 
the Musique de Table for recorder, 2 flutes and 
continuo (TWV 43:d1).
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Telemann controversially declared in his 1718 
autobiography that his concertos ‘mostly smell of 
France’; he complained that the form generally 
contained ‘many difficulties and awkward leaps… 
little harmony and even poorer melody’. 

There can be little doubt that these scathing 
remarks were directed principally at certain 
celebrated Italian composers, but the irony is 
that Telemann’s concertos imitate the Italian 
style so well, fused as they are with German, 
French and Polish elements in the manner of his 
famous ‘mixed taste’. His 1740 autobiography 
indicates a change of heart asserting that of all 
the national styles, he had absorbed that of Italy 
the last. His eventual acceptance of the Italian 
style led to many such works being performed at 
his public concerts and for concertos by Vivaldi, 
Albinoni and Tessarini being included as entr’acte 
entertainments during performances of his comic 
opera Pimpinone in Hamburg, 1725.

Telemann probably started composing concertos 
during his period at Eisenach, where he was in the 
employ of Duke Johann-Wilhelm of Saxe-Eisenach. 
It is also during this period that he initially met 
Johann Sebastian Bach (whose brother Johann 
Bernhard Bach was both town organist and court 
harpsichordist); Telemann and Bach got along so 
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Telemann encountered a wealth of Italian music 
through the dissemination of manuscripts and 
available publications. He knew many Italian 
musicians and composers who plied their trade 
north of the Alps, but perhaps the most influential 
figure in this respect was his lifelong friend, the 
violinist Johann Georg Pisendel.

Pisendel had studied the violin with Torelli whilst 
he was a chorister at the court of Ansbach. On 
leaving Ansbach, Pisendel journeyed to the 
University of Leipzig (where Telemann also 
studied) stopping off en route in Weimar where 
he met Bach. He then proceeded to the court of 
Dresden in 1712, in whose employ he remained 
for the rest of his life. It was whilst accompanying 
the electoral prince on one of his many tours that 
he met and befriended Vivaldi. Pisendel spent 
nine months studying both violin and composition 
with Vivaldi in Venice in 1716, before returning to 
continue his studies in 1717. 

As well as being a violinist of the highest rank 
and an extremely talented composer, Pisendel 
assumed the duties of copyist-in-chief for the 
Dresden court orchestra. A huge amount of 
repertoire from this court survives today thanks to 
Pisendel, including the sonata for viola d’amore, 
flute and continuo (TWV 42:D15). Interestingly, 

there survives – in the same library – another 
copy of this work for scordatura violin, flute and 
continuo in the hand of Vivaldi’s principal copyist 
and brother-in-law, Giovanni Antonio Mauro; this, 
alongside two other sonatas for flute and violin, 
was probably a work that Pisendel brought with 
him to Italy on his 1716-17 sojourn. 

Whilst the influence of the Italian style on German 
composers has received much musicological 
discussion, little has so far been written about the 
impact of other national styles on the Italians. One 
Italian who successfully adopted a pan-European 
outlook was Giuseppe Antonio Brescianello.  
Originally from Bologna, Brescianello spent the 
greater part of his career at the court of Württemberg 
near Stuttgart where he successfully fused the 
Italian style with those of France, Germany and 
even England. Brescianello is almost the only 
Italian to have composed orchestral suites (a 
form in which Telemann and Fasch excelled), yet 
he also composed concertos that, predominantly 
Italian in their outlook, displayed a harmonic 
language of which any German composer would 
have been proud.  Whilst Brescianello’s output did 
not reach the quantities of Telemann or Vivaldi, 
the music that does survive shows him to have 
been a composer of exceptional talent. In addition 
to his orchestral suites, sinfonias and concertos, 
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Brescianello also composed sets of chamber 
music including 18 suites for colascione (a 
plucked instrument not dissimilar in appearance 
to that of the lute), 10 sonatas for 2 flutes or 
violins and continuo, and a set of 12 trio sonatas 
(titled ‘concertos’) for 2 violins and continuo, 
including the Concerto in E♭. This collection, held 
in the library of the Conservatorio Luigi Cherubini 
in Florence, is somewhat of a last hurrah for the 
trio sonata.  The works are inspired, both in terms 
of musical content and in the level of technique 
required for their performance.  

It is tempting to imagine that his virtuosic style 
was the result of time spent in Venice working 
for the exiled Electress of Bavaria, Theresa 
Kunegunda Sobieska. The Electress befriended 
many musicians including Vivaldi whom she 
proposed as Kapellmeister when the Bavarian 
court reformed in 1714.  It is highly likely 
therefore that Brescianello at least met Vivaldi  
in Venice, and given Vivaldi’s commercial  
success with the virtuoso concerto, it is 
understandable why composers such as 
Brescianello would try to follow suit.

Without a doubt, the quantity of instrumental 
music composed by Vivaldi is staggering. To have 
composed around 500 concertos and 100 sonatas 

is even more impressive when one considers that 
Vivaldi prioritised his career as an impresario 
and composer of operas over everything else. As 
well as writing works for his own private use, he 
also supplied many concertos to the Ospedale 
della Pietà (the Venetian foundling institution 
with which he was associated for much of his life) 
and to the theatre, where his concertos provided 
entr’acte entertainments.

Although Vivaldi’s own instrument, the violin, 
is doubtless his preferred solo instrument, he 
was always keen to experiment with different 
instrumentation, particularly wind instruments, 
for which the Pietà was a rare Italian centre. The 
manuscript for the concerto for recorder, strings, 
and continuo in F (RV 442) survives as part of 
Vivaldi’s personal collection in Turin’s Biblioteca 
Nazionale. The work also forms part of Vivaldi’s 
Opus 10 flute concertos (1729), but it is clearly 
the recorder concerto that is the earlier of the 
two versions, the manuscript bearing annotated 
evidence of the transposition of the slow 
movement for the Opus 10 publication.  

One other item of note is the presence of an 
abandoned slow movement. It is not unheard 
of for Vivaldi to break off after a false start, but 
the fact that he got so far with this particular 
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movement is unusual. The entire ‘A’ section has 
been completed in addition to the first three 
bars of the ‘B’ section. On account of the quality 
of music contained within the fragment, it was 
decided that we should complete the fragment 
and include it on this recording.

The destination for this concerto was almost 
certainly the Pietà, though equally it could 
have been written with Vivaldi’s colleague from 
the Pietà in mind, the woodwind player Ignaz 
Sieber. Little is known about Sieber; he almost 
certainly came from north of the Alps and is best 
remembered for his work at the Pietà where 
his first name was changed to Ignazio. Sieber’s 
service there spanned two periods; the first from 
1713 – 1716 when he was Maestro di oboe and 
the second longer period from 1728 – 1757 
when he held the position of Maestro di traversiè.  
Information on his whereabouts for the periods 
prior to 1713 and between 1716 and 1727 place 
him in Rome and it was probably Sieber (or maybe 
Ignatio Rion, another north-Italian oboist) who 
took the first oboe part in Handel’s La resurrezione 
in 1708. It was during this Roman period that he 
composed the six sonatas that were published 
(alongside 6 sonatas by Johann Ernst Galliard) 
in Amsterdam in c1722. The sonatas show the 
influence of Vivaldi to such an extent that some 

musicologists have questioned whether the real 
author is Sieber or Vivaldi himself. Whoever 
the composer was, the sonatas are a wonderful 
addition to the Italian recorder repertory of 
the period. That Sieber’s reappearance in Venice 
in 1727 occurred around the same time as 
Vivaldi’s opera Orlando furioso (RV 728), the 
only known opera to contain a flute obligato (and 
the hardest flute part that he ever penned) is a 
tempting coincidence for musicologists to stress.  

Initially, this programme was destined to include 
a violin sonata by the Milan-based Swiss 
composer, Johann Friedrich Schreivogel, but it 
became clear that we would have far too much 
music for the album. At the eleventh hour, at 
the end of the recording sessions for the second 
volume of Vivaldi’s Opus 8, we recorded a 
fragment of a sonata, possibly by the Neapolitan, 
Francesco Durante. If the attribution is correct, 
this would represent a rare foray into the realms 
of instrumental music for Durante whose output 
largely consisted of sacred vocal music. Indeed, if 
you discount a reasonably large body of music for 
either solo harpsichord or organ, fewer than 20 
pieces of pure instrumental music – and only one 
violin sonata – survive today.  

© Adrian Chandler, January 2025
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LA SERENISSIMA

Recognised for ‘whipping up a storm with Vivaldi’, 
La Serenissima is ‘one of Britain’s best-loved 
chamber orchestras’ (The Telegraph) known for 
championing a host of neglected Italian baroque 
composers and its outstanding performances. 
Uniquely, the group’s entire repertoire is edited 
from source material by founder and violinist, 
Adrian Chandler OSI. La Serenissima plays to a 
global audience of millions, evidenced by 1.3m 
monthly listeners on Spotify alone and regularly 
features on international radio (BBC Radio 3, 
Radio:24, Sveriges Radio), advertising (Beats, 
2022) and film (Portrait of a Lady on Fire, 2020). 
La Serenissima albums have topped the UK 

Classical Chart (2018) and won two Gramophone 
Awards (2010 & 2017). 
   
La Serenissima has performed throughout the 
UK and internationally in concert series and 
festivals including London Festival of Baroque 
Music, MustonenFest (Estonia), Handel-Festspiele 
(Germany), Valletta International Baroque Festival 
(Malta) and International Cervantes Festival 
(Mexico). The group celebrates its 30th Anniversary 
at London’s Wigmore Hall during 2024-5 with 
a Residency ‘The A-Z of the Italian Baroque’ 
and is proud to have as its Honorary Patron, His 
Excellency The Ambassador of Italy to the UK. 
 
www.laserenissima.co.uk 

©
 R

ob
in

 B
igw

oo
d



- 8 -

ADRIAN CHANDLER OSI
Director / Violin

Born on Merseyside in 1974, Adrian Chandler is 
recognised internationally as a leading interpreter 
of Italian baroque music with an ‘avant-garde 
approach that would have awed Hendrix’ (The 
Guardian). Adrian founded La Serenissima in 
1994, channelling his love affair with Vivaldi into a 
lifetime’s mission. He has performed and directed 
a host of recitals, concertos and operas for 
major festivals and his performances have been 
broadcast by radio stations throughout the world. 

Through his research, Adrian has created an 
extensive catalogue of music by Italian baroque 
composers from Ariosti to Zavateri. During the 
2020 UK lockdown, he edited a Vivaldi violin 
concerto daily reaching fans, musicians and 
scholars across the globe via social media. His 
landmark recording of The Devil’s Trill sonata 
in 2024 prompted Gramophone to write: ‘He’s 
a violinist-shaped tornado.’ Adrian regularly 
guest-directs concerts abroad, including recent 
projects for Concerto Copenhagen and Deutsche 
Philharmonie Merck. He was awarded the honour 
of ‘Cavaliere’ of the Order of the Star of Italy for 
his services to Italian baroque music in 2022. 
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KATY BIRCHER flute

Katy Bircher is established as a specialist of 
early flutes and has worked with most of the 
UK-based early music groups in repertoire 
ranging from Dowland to Wagner. As a soloist 
she has performed in concerts across Europe, 
the United States and the Far East and gave 
the first performance and first recording of the 
newly discovered ‘Il Gran Mogul’ concerto by 
Vivaldi with La Serenissima in 2011. As principal 
flute of the Gabrieli Consort and Players, 
Concerto Copenhagen and the Dunedin Consort, 
she has contributed to many award-winning 
recordings. Katy teaches baroque flute at the 
Royal Welsh College of Music and Drama and 
the Centre for Early Music Performance and 
Research at Birmingham University and has given 
masterclasses in the UK and abroad.

TABEA DEBUS recorder

Described by The Times as ‘a charismatic 
virtuoso’ Tabea Debus is constantly exploring the 
horizons of music for recorder and has performed 
widely in Europe, Asia, and the USA. Highlights 
include concerts at Wigmore Hall, Early Music 
Series in London and San Francisco, Spoleto 
Festival, Festspiele Mecklenburg-Vorpommern, 
and collaborations with La Serenissima and 
The English Concert. Tabea has been awarded 
numerous prizes such as the Soloists Prize at 
the Festspiele Mecklenburg-Vorpommern and 
1st prize at the SRP/Moeck International Solo 
Recorder Competition. In 2023 Tabea joined the 
recorder quartet Palisander, whose theatrical 
concerts are devised for audiences of all ages. 
Tabea has taught recorder at Wells Cathedral 
School, lead masterclasses at the mdw Vienna, 
the Royal Academy and Royal College of Music 
and Gstaad Baroque Academy and was appointed 
recorder professor at the HMTM Hannover in 2024. 
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PERFORMERS & INSTRUMENTS

Katy Bircher, flute
Fridtjof Aurin, Dusseldorf, 2022, after  
Giuseppe Castel c1730

Tabea Debus, recorders
Two alto recorders in f’ by Ernst Meyer, 
after Jacob Denner 

Adrian Chandler, violin & director
Rowland Ross, Guildford, 1981, after Amati. 
Viola d’amore (6+6 string): Dan Larson, 2019

Oliver Cave, violin
Martin Hilsden, UK, 1985  
after anonymous c1650

Elitsa Bogdanova, viola
Jan Pawlikowski, 2012, after Amati

Vladimir Waltham, cello
Anon., c1710, Venice

Jan Zahourek, double bass
Domenico Busan, 1756, Venice

Lynda Sayce, archlute, theorbo & baroque guitar
Archlute by Ivo Magherini, Dekani, Slovenia, 2013, 
after Magno Tieffenbrucker, Venice, c. 1610.
Theorbo in A: Michael Lowe, Wootton-by-
Woodstock, 2000, after iconography c.1700
Baroque guitar: Ivo Magherini, Bremen, 2002, 
after Giovanni Tesler, Ancona, 1620
Baroque guitar in D by Edward Fitzgibbon, Oxford 
1998, after Antonio Stradivari, Cremona, 1688.

Robin Bigwood, harpsichord, organ
Andrew Wooderson, London, 2001, after Grimaldi, 
1697 (harpsichord)
Hauptwerk, digitisation of organ by Pietro 
Nacchini* (c1730), Izola, Slovenia (organ)

* Pietro Nacchini was one of the greatest Venetian 
organ builders of his day; he studied at the organ-
building school in the church of S. Giovanni in 
Bragora, the church where Vivaldi was baptised.
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THANK YOU

This project took some time to accomplish and required the support of a great many people to deliver. We 
are particularly grateful to those who supported the group in 2023, including donors via Global Giving and 
the Serene Recovery Fund, during the year we recorded this album.

La Serenissima wishes to acknowledge the patronage of His Excellency The Italian Ambassador to the UK 
and the generous support of its Patrons including: 

Antoine Bommelaer
Nathan Burkey
Guy Burkill KC
Elizabeth Canning
Gillian Charlesworth
Ian & Bronwen Fair
David & Marilyn Faithfull
Gilly French & Jeremy Gray
Elliot Grant & Janet Thompson
Alistair & Dolores Gray
Barry Gregson-Allcott
Pamela Harper
Joanne & John Hindle

Professor Martin Kemp
Mary Kane & Tony Loader
Tony & Criona Mackintosh
Hilary & Grant McGowan
John MacGowan
Olga & Leonid Makharinsky
Ben Mazower
Bill & Valerie Monaghan
John Osborn CBE
Ian Pollock
Sarah Priday
Tom & Hilde Purves
John & Anne Robertson

Chris & Judith Scarlett
Bill & Viv Sellwood
Gerard & Sally Strahan
Lara Veroner Gubitosi
Ted & Katherine Wake
Sam Webster & Thomas Hale
Mark West
Seán & Janet White
Alison Wilkinson
Diana Woolley
Hilary Younger
& other donors who wish to  
remain anonymous

We are entirely reliant on the generosity of individuals, trusts and foundations to create our recording 
catalogue. If you would like to support a future release, please contact 
Camilla Scarlett, General Manager camilla@laserenissima.co.uk 

La Serenissima | 9 Brunswick Square, Gloucester GL1 1UG UK
info@laserenissima.co.uk / www.laserenissima.co.uk / registered charity no. 1154940
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Crossing Borders 

Album sponsored with the generous support of 
John Osborn CBE 

The recording sessions were made possible by  
a grant from Continuo Foundation 

The ‘Crystal’ viola d’amore was commissioned 
in 2019 with the generous support of  
Michael & Felicia Crystal

Concerto for flute, strings & continuo in D, TWV 
51:D2 Georg Philipp TELEMANN (1681 – 1767)

   
Sponsored by Alison Wilkinson

Sonata VIII for recorder & continuo in g 
Ignazio SIEBER (c.1680 – 1761)

   
Sponsored by John & Anne Robertson

Sonata movement for violin & continuo in c
Francesco DURANTE (1684 – 1755)

Sponsored by Jonathan Julyan

Concerto for recorder, strings & continuo in F, 
RV 442 Antonio VIVALDI (1678 – 1741)

  
Sponsored by Grant & Hilary McGowan

Trio for flute, viola d’amore & continuo in D, TWV 
42:D15 Georg Philipp TELEMANN

   
In memory of Marian Williams

Concerto I for 2 violins & continuo in E♭
Giuseppe Antonio BRESCIANELLO (c1690 – 1758)

   
Sponsored by Antoine Bommelaer

Concerto for flute, recorder, strings & continuo 
in E, TWV 52:e1 Georg Philipp TELEMANN

   
Sponsored by Diana Woolley

Concerto for recorder, strings & continuo in F, 
RV 442, original slow movement (completed by 
Adrian Chandler) Antonio VIVALDI

 Largo e cantabile
Dedicated to G.B.
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Recorded from 22-25 October 2023 in Cedars Hall, Wells Cathedral School, Somerset UK. 

Engineer – Dave Rowell, Filo Classical & Alexander Van Ingen
Producer – Simon Fox-Gàl

Mix & Mastering – Simon Fox-Gàl

Editions – Adrian Chandler
The viola d’amore used on this recording was commissioned with the generous support of Michael & Felicia Crystal and the Licia Crystal Charitable Trust in 2019.

Pitch – A = 440 Hz
Tuning Temperament – Vallotti & Young prepared by Robin Bigwood

Artist photographs – all images taken from the sessions © Robin Bigwood 

Cover – © Berlin-Bild; / ArenaPAL
Sector border and border checkpoint at the corner of Friedrichstrasse and Zimmerstrasse in the center of Berlin (Checkpoint Charlie). GDR police officers check vehicles 

entering and leaving the country. Sign ‘You are leaving the American Sector’ - 1960
Design and Artwork – Woven Design  www.wovendesign.co.uk

℗ 2025 The copyright in this sound recording is owned by La Serenissima

© 2025 The copyright in this CD booklet, notes and design is owned by Signum Records Ltd

Any unauthorised broadcasting, public performance, copying or re-recording of Signum Compact Discs constitutes an infringement of copyright and will render the infringer liable to an action 
by law. Licences for public performances or broadcasting may be obtained from Phonographic Performance Ltd. All rights reserved. No part of this booklet may be reproduced, stored 

in a retrieval system, or transmitted in any form or by any means, electronic, mechanical, photocopying, recording or otherwise, without prior permission from Signum Records Ltd.

SignumClassics, Signum Records Ltd., Suite 14, 21 Wadsworth Road, Perivale, Middlesex, UB6 7LQ, UK. 
+44 (0) 20 8997 4000 E-mail: info@signumrecords.com 
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ALSO AVAILABLE 
ON SIGNUMCLASSICS

Available through most record stores and at www.signumrecords.com  For more information call +44 (0) 20 8997 4000                     SIGCD918

“It feels fresh...inventive...innovative...Super high-quality 
recordings and performances...a really vivid recording.”
BBC Radio 3 Record Review

THE 20 BEST CLASSICAL ALBUMS OF 2024, NO. 8: 
“The playing is forthright without being strident, and the notes are 
dispatched without show-off additions. A concerto for seven soloists 
is particularly fetching, while one with two cellos burrowing away in 
the depths conjures a sound world like no other” 
The Times


