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Gems of the Polish Baroque

Marcin Mielczewski c. 1600-1651
1. Canzon Seconda a 2%

Kaspar Foerster 1616-1673

2. “LaSidon” Sonata a 3 in F*
for 2 violins, viola da gamba
and basso continuo

Mikotaj Zielerski 1560-1620
3. Communiones totius anni:
Fantazja IT*
for 2 violins and organ

Adam Jarzebski 1590-1649
4. Chromatica — concerto a 3*

Kaspar Foerster

5. Sonata a 3 in C minor**
for 2 violins, dulcian and
basso continuo

Adam Jarze¢bski
6. Cantate Domino —
concerto a 2**

Kaspar Foerster

7. Sonataa 3 in G*
for 2 violins, viola da gamba
and basso continuo

Adam Jarze¢bski
8. Berlinesa — concerto a 3**
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Kaspar Foerster

9. “LaPazza”
Sonata a 3 in D minor**
for 2 violins, viola da gamba
and basso continuo

Marcin Mielczewski
10. Canzon Prima a 2**

Kaspar Foerster

11. Sonata a 3 in C minor*
for 2 violins, violone and
basso continuo
Solo: Katarzyna Solecka

Adam Jarzebski
12. Tamburetta — concerto a 3*

Stanistaw Sylwester Szarzyriski
1650-1713
13. Sonata in D*
for 2 violins and basso
pro organo

Mikolaj Zieleriski

14. Communiones totius anni:
Fantazja IIT**
for 2 violins, dulcian
and organ

Kaspar Foerster

15. Sonata a 3 in B**
for 2 violins, viola da gamba
and basso continuo

Ensemble Giardino di Delizie
Ewa Anna Augustynowicz baroque violin, artistic director
Katarzyna Solecka baroque violin - Cristina Vidoni baroque cello
Silvia de Maria viola da gamba - Paola Ventrella theorbe
Elisabetta Ferri harpsichord, organ

*Ewa Anna Augustynowicz 1st violin - **Katarzyna Solecka 1st violin

Guests:
Elena Bianchi dulcian - Fabrizio Carta theorbe
Amalia Ottone viola da gamba - Marco Contessi violone
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Over the centuries there have been numerous fruitful encounters between Italian and
Polish music, especially during the baroque period. Today the ensemble Giardino di
Delizie continues this well-established tradition with performances and research that
have enriched and inspired players and audiences alike.

Italy was a fundamental point of reference for the cultural élite of the Polish-
Lithuanian Commonwealth, which looked to Venice for its republican system,
deemed a political model, and Rome for its ancient roots and Christian heritage,
considered by many the heart of the world. For education Italian universities were
greatly esteemed, especially those of Padua and Bologna, where many of the scions of
leading families were sent to study, even if their parents did not agree with Venetian
religious politics or Roman Catholicism. From their travels south, the young Polish
gentlemen brought home not only learning, life experience and books, but also
printed scores, instruments, certain madrigals, and indeed the arias that they had
committed to memory.

Admiration for Italian music, which during the 17th century made a huge
impression on much of Europe, encouraged the Polish and Lithuanian aristocracy to
invite Italian singers and instrumentalists to their courts. Those who answered the
call were not just musicians at the start of their career, but also masters and expert
composers attracted to the distant Commonwealth not only out of curiosity, but also
because they were handsomely paid.

Polish singers, players and composers soon adopted the Italian style of the time,
both at home and abroad. In many courts mixed Polish-Italian ensembles were created,
allowing generations of musicians to improve their skills and exchange ideas and
opinions. The Vasa royal court was an outstanding case in point, especially during the
reign of ilaw IV, who particularly enjoyed both instrumental music and opera.

Mikotaj Zieleriski (1560-1620) was the first Polish composer to publish his works in
Italy. His Offertoria et Communiones totius anni, an exceptional collection of one



hundred sacred compositions for the entire liturgical year, was printed in Venice by
Giacomo Vincenti in 1611. The collection also comprises three instrumental fantasies,
two of which feature in this recording.

We know that the composer was active at the court of the Wojciech Baranowski,
the Primate of Poland, but we do not know with whom he studied and whether he
ever visited Italy. His works certainly contain numerous references to the style of
the Venetian school, and half a century later Szymon Starowolski declared that a
composer of such talent could only have studied in Rome. But whether he did or not
remains an enigma.

Travel was fundamental for another composer, Adam Jarzebski (1590-1649
circa), who began his professional activity as a violinist at the court of the Elector
of Brandenburg in Berlin. He then spent a year in Italy, later making his way back
north to the court of the Polish King Sigismund III Vasa, where the royal chapel was
directed by Italian masters such as Asprilio Pacelli, Giovanni Francesco Anero and
Marco Scacchi. Little wonder that the Italian style helped shape Jarzebski’s works.
He not only adopted the innovations of the time regarding structure of the ensemble
and musical forms, but also had a taste for literary humour. A hugely important
source for Polish music of the period, his oeuvre comprises three canzones included
in this recording: Berlinesa, Tamburetta and Chromatica, as well as the instrumental
arrangement of the original vocal score Cantate Domino.

Marcin Mielczewski (c. 1600-1651) was active at the royal Polish court during
the same period as Adam Jarz¢bski, and the two composers played together in an
ensemble. Mielczewski was employed at the Chapel, certainly from the beginning of
Wladyslaw IV Vasa’s reign, and possible earlier, under his father Sigismund III Vasa.
It is probable that he was also a bassoonist or trombonist, though his focus as a
composer was sacred vocal instrumental music and arias, sonatas and canzones for
instrumental ensemble. In 1645 he became chapel master at the court of the king’s
brother, Karol Ferdynand Vasa, bishop of Wroclaw and Plock. His music met with

great acclaim in the Commonwealth and neighbouring regions. Two of his songs for
three voices are included in this recording.

For Kaspar Foerster the younger (1616-1673), the time spent at the Vasa court was
very important, although he also travelled a great deal. He was born in Danzig, where
he first studied under his father, a composer, and later under Giacomo Carissimi in
Rome. On returning to Warsaw he was widely admired as a singer in the royal chapel.
Next came a period as chapel master at the Danish royal court and cantor in the
church of Saint Mary in Danzig. His compositions, which clearly reflect Italian music
of the time, include six trio sonatas, which are recorded here for the first time.

Although Stanislaw Sylwester Szarzysiski (2nd half of the 17th century) was active
later than the other composers featured in this recording, he is considered one of
the foremost exponents of Polish baroque music. Little is known about his life,
however. He probably belonged to the Cistercian Order and largely wrote works for
accompanied voice based on religious texts. This album features his only surviving
instrumental work, the Sonata for two violins and basso continuo.
© Katarzyna Spurgjasz
Translation by Kate Singleton



Gli incontri musicali tra italiani e polacchi, il cui esempio contemporaneo &
rappresentato dall’ensemble Giardino di Delizie, vantano una storia plurisecolare.
Esecuzioni e discussioni condivise su questo fruttuoso rapporto hanno costituito
’occasione per un ricco scambio di idee. Non ¢ un caso che I’ensemble si dedichi alla
musica barocca, periodo in cui questi incontri furono particolarmente intensi.

Lltalia ¢ stata un punto di riferimento estremamente importante per I’élite della
Confederazione delle due Nazioni polacco-lituana. Come citta, si guardava a Venezia,
per il sistema repubblicano, considerato un modello politico, e a Roma che per la sua
eredita antica e cristiana, rappresentava per molti il cuore del mondo. Per Iistruzione,
si guardava alle universita italiane, in particolare Padova e Bologna, dove inviavano i
propri figli a studiare perfino coloro le cui opinioni politiche erano lungi dall’elogiare

la Serenissima, € coloro che, per confessione evangelica, non erano in linea con Roma.

Dai viaggi nel Sud, i giovani polacchi riportavano non solo il sapere, le esperienze
di vita, i libri letti, ma anche le stampe musicali, gli strumenti, alcuni madrigali, cosi
come le arie impresse nella loro memoria.

L’ammirazione per la musica italiana - che nel XVII secolo travolse quasi tutta
I’Europa - spinse i nobili polacchi e lituani ad invitare cantanti e strumentisti italiani
alle loro corti. Arrivavano solo musicisti alle prime armi, ma anche maestri e
compositori esperti che, seppur per un paio di anni, venivano attratti dalla curiosita e
dalla generosita dei mecenati del Nord d’Europa.

Cantanti polacchi, strumentisti e compositori si appropriarono in modo
appassionato dello stile italiano del tempo, sia durante i viaggi, sia in patria. In molte
corti furono creati ensemble misti polacco-italiani, in cui generazioni di musicisti
acquisirono competenze e la possibilita di scambiarsi idee e opinioni. Un posto
specialeva assegnato alla corte reale della dinastia Vasa, specialmente durante il regno
di Ladislao IV, un grande appassionato di musica, sia strumentale che operistica.

Mikotaj Zieleriski (1560-1620) fu il primo compositore polacco a pubblicare le sue
opere in Italia. Eccezionale raccolta di composizioni, I'Offertoria et Communiones
totius anni, fu stampata nel 1611 dall’officina tipografica veneziana di Giacomo
Vincenti. Oltre a quelle gia citate nel titolo, ovvero cento composizioni sacre per
I'intero anno liturgico, la raccolta contiene anche tre fantasie strumentali, di cui due
incluse in questo album.

Sappiamo che il compositore era attivo presso la corte del primate della
Confederazione, Wojciech Baranowski. Le sue opere contengono numerosi riferimenti
allo stile della scuola veneziana, e mezzo secolo piu tardi Szymon Starowolski
dichiard che un compositore di tale talento doveva essersi formato a Roma. In realta
non si sa con chi abbia studiato e neanche se sia mai stato in Italia.

Per Adam Jarzebski (1590-1649 circa), invece, i viaggi erano molto importanti.
Inizio la sua attivita professionale come violinista alla corte dell’elettore di
Brandeburgo a Berlino, poi si reco per un anno in Italia. Successivamente ritorno al
Nord, questa volta alla corte del re polacco Sigismondo III Vasa. La cappella reale era
diretta da maestri italiani come Asprilio Pacelli, Giovanni Francesco Anerio e Marco
Scacchi. Nell’opera di Jarzebski si riscontra una chiara influenza dello stile italiano,
conosciuto durante i suoi viaggi e anche presso la corte di Varsavia.

Che fosse comunque un acuto osservatore si evince non solo dalle creazioni
musicali, in cui utilizza le ultime innovazioni riguardanti la struttura dell’organico e
la forma musicale, ma anche da certe prove di umorismo letterario. Il presente album
comprende tre delle sue canzoni: Berlinesa, Tamburetta e Chromatica, oltre alla
versione strumentale dell’originale per voce Cantate Domino.

Marcin Mielczewski (c. 1600-1651) é stato attivo alla corte reale polacca nello
stesso periodo di Jarzebski, e entrambi suonavano nello stesso ensemble. Mielczewski
fu attivo presso la “Cappella” almeno dall’inizio del regno di Ladislao IV Vasa (e
probabilmente anche ai tempi di suo padre, Zygmunt III). Secondo i ricercatori, fu



probabilmente uno strumentista: fagottista o trombonista; fu anche compositore,
principalmente di musica vocale strumentale a contenuto religioso o strumentale (arie,
sonate, canzoni). Nel 1645 divenne maestro di cappella presso la corte del fratello

del re, Carlo Ferdinando Vasa vescovo di Wroctaw e Plock. Le sue opere erano molto
popolari nella Confederazione e nelle zone vicine, e due delle sue canzoni a tre voci
sono comprese nella presente registrazione.

Lattivita alla corte dei Vasa fu per Kaspar Foerster figlio (1616-1673) una tappa
fondamentale, sebbene nella vita abbia anche molto viaggiato. Nato a Danzica,
studio prima con suo padre, un compositore con lo stesso nome, e poi con Giacomo
Carissimi a Roma. Da Roma torno a Varsavia, dove suscitava ’'ammirazione generale
per le doti canore da basso presso la cappella reale.

In seguito lavord come maestro di cappella presso la corte reale danese e
come cantore nella chiesa di Santa Maria a Danzica. Le sue composizioni fanno
chiaramente riferimento alla musica italiana a lui contemporanea. Tra la sua musica
strumentale si distinguono sei sonate a tre, registrate qui per la prima volta.

Sebbene Stanistaw Sylwester Szarzyriski (seconda meta del 17 ° secolo) abbia
operato in un periodo successivo rispetto ai compositori sopra elencati, ¢ considerato
uno dei piu grandi compositori barocchi polacchi. Paradossalmente, pero, su di
lui ¢i sono poche notizie. Probabilmente apparteneva all’ordine cistercense. Scrisse
principalmente musica vocale strumentale per testi religiosi. In questo album si
presenta la sonata per due violini e basso continuo, suo unico pezzo strumentale
conservato.
© Katarzyna Spurgjasz
Translation: Amanda Coccetti

Muzyczne spotkania Wiochéw i Polakéw, ktorych wspotczesnym przyktadem jest
dziatalnos¢ zespotu Giardino di Delizie, maja przynajmniej kilkusetletnia historie.
Wspélne wykonywanie muzyki i dyskusje o niej byty — i sa — okazja do wzajemnego
poznawania, wymiany mysli i inspiracji. Zesp6t nieprzypadkowo siega tutaj po
muzyke epoki baroku: czaséw, kiedy spotkania te byly szczegdlnie intensywne i, co
nie bez znaczenia dla dzisiejszych wykonawcéw, dobrze udokumentowane.

Italia byta niezwykle istotnym punktem odniesienia dla elit Rzeczypospolitej
Obojga Narodéw. Spogladano na Wenecje, w ktorej republikariskim ustroju widziano
wzorzec polityczny; na Rzym, ktory ze wzgledu na antyczne i chrzescijariskie
dziedzictwo pozostawat dla wielu sercem §wiata. Na wloskie uniwersytety — chocby
do Padwy i Bolonii — wysytali synéw nawet ci, ktérych poglady polityczne dalekie
byly od uwielbienia dla Serenissimy, i ci, ktérym ze wzgledu na ewangelickie
wyznanie nie po drodze bylto ze wspolczesnym im Rzymem. Z podrézy na Potudnie
miodzi Polacy przywozili zas nie tylko wiedze, zyciowe doswiadczenie i uczone ksiegi,
ale tez druki muzyczne, instrumenty, niejeden madrygat czy canzone w pamigci...

Zachwyt wtoska muzyka — ktory ogarnial w siedemnastym wieku niemal cata
Europg — sktaniat polskich i litewskich moznych do zatrudniania na swoich
dworach spiewakow i instrumentalistow z Italii. Do dalekiej Rzeczypospolitej
przybywali nie tylko poczatkujacy muzycy, ale tez doswiadczeni kapelmistrzowie i
kompozytorzy, ktérych do przeprowadzki — chocby na parg lat — zachecata ciekawosé
i szczodrobliwos¢ pétnocnych mecenaséw.

Polscy $piewacy, instrumentalisci i kompozytorzy przyswajali sobie szalenie
modna wowczas wloska stylistyke zaréwno podczas podrézy — podejmowanych
samodzielnie, po nauke, albo w orszakach swoich pracodawcow — jak i na miejscu, w
Rzeczypospolitej. Na wielu dworach powstawaly bowiem mieszane, polsko-wloskie
zespoly, w ktorych kolejne pokolenia muzykéw nabywaty umiejetnosci i wymieniaty
si¢ pomystami. Szczeg6lnym miejscem pod tym wzgledem pozostawat dwor krélewski
w czasach dynastii Wazow, zwtaszcza za panowania Wiadystawa IV, wielkiego
mitosnika muzyki, w tym takze opery.



Mikotaj Zielerski (II pot. XVI w. — po 1615) byt pierwszym polskim kompozytorem,
ktéry opublikowat swoje dzieta w Italii. Monumentalne zbiory utworéw, Offertoria i
Communiones totius anni, wydane zostaly w 1611 roku w weneckiej oficynie Giacoma
Vincentiego. Oprocz wspomnianych w tytule ponad stu kompozycji liturgicznych
na caly rok koscielny zawieraja one takze trzy fantazje instrumentalne, z ktérych
dwie znalazly si¢ na niniejszej ptycie. Wiemy, ze kompozytor dziatat na dworze
Owczesnego prymasa Rzeczypospolitej, Wojciecha Baranowskiego; nie sposob dzi§
jednak stwierdzié, u kogo sie uczyt i czy kiedykolwiek podrézowat do Italii. W jego
utworach znalez¢é mozna liczne nawiazania do stylistyki weneckiej; zachowane zrédla
nie dokumentuja jednak ani podr6zy do Serenissimy, ani tez — przedstawionego w
pozniejszym o pdt wieku biograficznym dziele Szymona Starowolskiego — faktu
pobierania nauki w Rzymie. Czy Starowolski przedstawiat tu jakas potwierdzona
informacije, czy tez po prostu wnioskowal, ze tak zdolny kompozytor nie mogt by¢
ksztalcony nigdzie indziej, jak tylko w samym srodku Rzymu (in mediam Romam
exercitatus) — zagadka ta pozostaje dotychczas nierozwiazana.

Podréze pozostaja bezsprzecznym faktem w zyciorysie kolejnego kompozytora,
Adama Jarzgbskiego (ok. 1590-1649). Zaczynal on swoja zawodowa dziatalnosé
jako skrzypek na dworze elektora brandenburskiego w Berlinie, nast¢pnie udat si¢
na rok do Wtoch, by znéw powrdcié na péinoc, tym razem na dwor polskiego krola
Zygmunta IIT Wazy. Kapela krélewska kierowana byta wéwczas przez wloskich
kapelmistrzow, takich jak Asprilio Pacelli, Giovanni Francesco Anerio czy Marco
Scacchi. Tworczo$¢ Jarzebskiego nosi wyrazne wplywy wtoskiej stylistyki, z ktora
zapoznawat sie on zaréwno podczas podrozy, jak i pracy na dworze w Warszawie.
Musiat by¢ zreszta bystrym obserwatorem, co wida¢ nie tylko w jego twoérczosci
muzycznej, w ktdrej stosowal najnowsze wowczas trendy w zakresie obsady i formy
— ale takze w jego niepozbawionych humoru prébach literackich. Sposréd jego
utwordw, ktorych zbidr stanowi niezwykle istotne zrédto muzyki polskiej tego czasu,
na niniejszej plycie znalazly sie trzy canzony: Berlinesa, Tamburetta i Chromatica,
oraz instrumentalne opracowanie wokalnego pierwowzoru Cantate Domino.

Marcin Mielczewski (zm. 1651) dziatal na polskim dworze krolewskim w
podobnym czasie co Adam Jarzgbski; obaj kompozytorzy grali razem w zespole.
Mielczewski zatrudniony byt w kapeli przynajmniej od poczatku panowania
Wiadystawa IV Wazy (a prawdopodobnie takze w czasach jego ojca, Zygmunta
III). Wedtug badaczy byt najpewniej instrumentalista: fagocista lub puzonista;
komponowal takze wilasne utwory, gtéwnie muzyke wokalno-instrumentalna o
tresci religijnej oraz instrumentalna (arie, sonaty, canzony). W 1645 roku zostat
kapelmistrzem na dworze krolewskiego brata, Karola Ferdynanda, biskupa
wroctawskiego i plockiego. Jego utwory byly bardzo popularne w Rzeczypospolitej
oraz na terenach z nia sgsiadujacych; §wiadcza o tym zaréwno zachowane zrédta
muzyczne, jak i wzmianki o ich niegdysiejszym istnieniu (np. w inwentarzach nut).
Do niniejszego nagrania wybrano dwie jego trzyglosowe canzony.

Dziatalno$¢ na dworze Waz6éw byta dla Kaspara Forstera mt. (1616-1673)
bardzo waznym etapem, cho¢ w jego zyciu petnym przygod znalazto sie wiele
podrézy, wiele miejsc zatrudnienia i zamieszkania. Urodzony w Gdarisku, pobierat
nauki najpierw u ojca, kompozytora o tym samym imieniu, a nastepnie u Giacoma
Carissimiego w Rzymie. Z Rzymu powrdcit do Warszawy, gdzie zostal $piewakiem
w kapeli krélewskiej; jego wokalne zdolnosci — spiewal basem — budzily powszechny
podziw. Pracowal tez pézniej jako kapelmistrz na duriskim dworze krélewskim i jako
kantor w kosciele Mariackim w Gdarisku. Jego kompozycje wyraznie nawiazuja do
6wezesnej muzyki wloskiej. Wsréd muzyki instrumentalnej jego autorstwa wyrdznia
sie sze$¢ sonat triowych; niniejsze nagranie po raz pierwszy prezentuje wszystkie te
utwory razem.

Cho¢ Stanistaw Sylwester Szarzyrski (II pot. XVII w.) dzialal najp6zniej sposrod
wymienionych tutaj twoércow, i uwazany jest za jednego z najwybitniejszych
polskich kompozytoréw barokowych, paradoksalnie wiadomo o nim najmniej.
Prawdopodobnie nalezat do zakonu cystersow. Pisal gléwnie muzyke wokalno-
instrumentalna do tekstow religijnych; prezentowana Sonata na dwoje skrzypiec i
basso continuo jest jego jedynym zachowanym utworem instrumentalnym.



Dzicki niniejszej ptycie w tych wtosko-polskich muzycznych spotkaniach beda mogli
wzigé udziat stuchacze na catym swiecie. To zaproszenie do wspdlnej podrozy w czasy
baroku, kiedy muzyka i muzycy przemierzali Europe, a ich rodzime style i jezyki
przeplataly sie z tymi spotkanymi w drodze, tworzac nowa muzyczna jako$¢ i nowe
opowiescl.

© Katarzyna Spurgjasz

The Ensemble Giardino
di Delizie is a dynamic
and creative Roman
Baroque Ensemble
founded in 2014 by Ewa
Anna Augustynowicz. Its
members all specialized with
internationally renowned
musicians, such as Enrico
Onofri, Marco Ceccato,
Enrico Gatti, Andrea Coen,
Giovanni Togni, Dmitry
Sinkowsky, Amandine Beyer,
Marco Testori, Franco Pavan
etc. Moreover, they also
play regularly with different
ensembles including Les
Eléments, Divino Sospiro,
Capella Cracoviensis,
Accademia Montis Regalis,
Europa Galante, Arianna
Art Ensemble, Collegium
Pro Musica, Quatuor
Mosaiques, Concerto Romano, Accordone and Pomo d’Oro, I Barocchisti etc.
Alongside performance, the ensemble is involved in musicological research, with
a special focus on the Roman and Polish Baroque repertoire, rediscovering forgotten
authors and establishing connections between the two countries. Due to its unique
bi-national character, the ensemble is particularly interested in the peculiarities of
individual musical languages. The musicians believe they should “saper ben parlare



per ben suonare”, so they start out from phonetic analysis of each language and the
way this impacts on how each piece is interpreted and played. The ensemble aims at
rediscovering masterpieces by Italian composers centred in Rome and those of Polish
and Italian composers who revolved around the court of the Polish kings.
Based in Rome, the ensemble has performed there at the Ministry of Defence, the
Polish Church of St. Stanislaus and various other cultural associations, including
numerous music festivals. It also takes part in events such as Almisonis Melos
Chivasso in Turin, Musica Antica a San Rufo, Rieti, Sulle Ombre del Cusanino
Filottrano, in the Marche, Santa Rita Basilica of Cascia and Concerti di Campagna,
Monte Compatri. In August 2016 the ensemble performed to great acclaim at We would particularly like to thank

two important European festivals: the BRQ Vantaa Music Festival (Helsinki) and THE CONSULATE GENERAL OF THE REPUBLIC OF POLAND

Fhe Oude N.Iu.sik Festival (Utrecht).‘ In February 2017 the ensemble went on tOl.Jr IN MILAN AND THE POLISH INSTITUTE IN ROME
in Poland giving concerts as a special guest at the Schola Cantorum Early Music and all the supporters of our crowdfunding campaign:

Festival in Kalisz, at Wilanow Palace in Warsaw and for the Societa Dante Alighieri Anna Piecitiska, Maria Carola Vizioli, Stefano Cozzi, Adam Augustynowicz,

ii I(fatoyviie].g In Zl:ugu;t .2017. t};)e tlensedrr}blzgirgfo(r;neg-to cclfl;%hlt.ec.l audifences;t Fulvia Cigala, Eleonora Aleotti, Paolo Francesco Gazzano, Sara Montani, Ewa Konopko,
the testival Barok na Spiszu in Foland. In tardino di Delizie pertorme Alberto Cadeddu, Sergio Masetto, Michele Magnabosco,

Polish Baroque music at c'liffere.nt events ce.lelzrating Fhe '100t.h anpiversary of Zofia Augustynowicz, Pasquale Imbrenda, Agnieszka Oszarica
Polish independence (Turin University, Societa del Giardino in Milan, Museum of Christophe Thiebaud and Jobn Hoeni
Instruments in Rome). In December 2018 the ensemble played in Naples for the &
concert series organized by Centro della Pieta de’ Turchini. In 2019 Giardino di for supporting this project financially
Delizie’s performances at the Festival Misericordia in Poland and the Festival de
Muisica Antiga dels Pirineus in Spain met with widespread acclaim.
Released in December 2018 by Brilliant Classics, the ensemble’s first album featuring
the first modern recording of 10 Sinfonias a 3 by Carlo Ambrogio Lonati, a little-
known Roman Baroque composer, caused a stir among Baroque music specialists. Their
second recording focuses on 17th century Polish instrumental music, and the group is
already working on its third release: first-ever recordings of Roman music, scheduled
for Winter 2020. The musicians of the Giardino di Delizie perform their repertoire on
historical instruments, copies of instruments from famous Italian workshops.
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