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Summary report on the process of identifying and inventorying the practice of the Art of hunting horn 
players within the Italian framework by the Scientific Committee of the Academy of Sant’Uberto 

 

The registration of the Art of hunting horn players in the list of Italian cultural heritage was supported by 
the favourable opinion of the Scientific Committee of the Academy of Sant’Uberto, established in 2014 at 
the first steps of the process, at the request of the Ministry of Cultural Heritage and Activities, to guarantee 
the correctness of the data provided. Currently, the following types of hunting horn are used in Italy: the 
horn called trompe d’Orléans (Fig.1) used in Piedmont by the Equipaggio della Regia Venaria, which is part 
of the Academy of Sant’Uberto and also uses the hunting horn known as the baroque horn, resumed in the 
1960s-70s to play musical scores with original instruments (Fig.2), and the hunting horn called the Parforce 
horn (Parforcehorn), used in Alto Adige/South Tyrol (Fig. 3). 

 

  
Fig. 1 – A trompe d’Orléans, in Re/D (440 Hz pitch).  3 ½ 
round pipe, 4,54 m in length, 35-37 cm in diameter. Still in 
use today. 

 
 

 

Fig. 2 – The hunting horn currently called baroque horn, still 
in use today. Some extensions (crooks) of different length, 
between the mouthpiece and the body of the instrument, 
make it possible to vary the key. 

Fig. 3 – The Parforce hunting horn in Mib/Es (440 Hz pitch). 
2 ½ round pipe, 4,15 m in length, 48-50 cm in diameter. 
Still in use today. 
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The communities have carried out a survey of the traditions still existing today in view of a possible future 
process of a multinational application for the registration of the Art of hunting horn players on the list of 
the Intangible Cultural Heritage of UNESCO. 

 

The Scientific Committee is chaired and coordinated by Prof. Renato Meucci (the Director of the Aosta 
Conservatory, American Musical Instrument Society 2012 Curt Sachs Award). The committee is composed 
of scholars (whose curricula and publications are attached), authors of scientific publications on the history 
of hunting ceremonials at the origin of the creation of the instrument and its iconography. The practice is 
represented by the musical and artistic director of the Academy of Sant’Uberto, Alberto Conrado, horn 
player, baroque horn player and horn of Orléans player, besides being a trainer. The committee can count 
on operational, photographic and video support. 

 

The evaluation of the Scientific Committee has taken into account various aspects of an organological 
nature (i.e. the technical/constructive and practical/executive aspects, classification, history, terminology) 
and of an ethnomusicological nature, in relation to the different musical contexts, their evolution and 
interaction over time in Europe, in terms of history, society, politics, customs, taste, ceremonies, religion, 
the relationship with nature, transmission of art and communication. 

 

The practice considered in the evaluation is related to the instrument currently in use, called hunting horn: 

a natural circular horn, for this reason without valves, holes or pistons, with a conical pipe, wrapped in one 
or more turns, equipped at one end with a mouthpiece, and at the other end with a bell acting as a diffuser 
and amplifier. 
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1) Classification of the hunting horn: 423.121.22 

 

The Hornbostel-Sachs classification – the most widespread one, or rather, the only one adopted 
systematically, constantly updated – provides a macro-category of “aerophon” instruments, indicated with 
number (4); a sub-category that includes the real wind instruments indicated with number (2); yet another 
category for the brass equipped with a mouthpiece (lip-reed instruments) indicated with number (3); 
finally, a subclass of natural brass indicated with number (1), and further subdivisions: 

 

4 Aérophones > Aerophones > AEROFONI Strumenti a fiato 

42 Instruments à vent proprement dits > Wind instruments proper > Strumenti a fiato propriamente detti 

423 Instruments à embouchure> Labrosones (or lip-reed instruments) > Labiofoni (Strumenti ad ancia 
labiale) 

423.1 Instruments à embouchure naturels > Natural labrosones > Strumenti ad ancia labiale naturali 

423.12 Instruments à embouchure tubulaires > Tubular labrosones > Strumenti ad ancia labiale tubolari 

423.121 Instruments à embouchure terminale tubulaires > End-blown labrosones > Strumenti ad ancia 
labiale tubolari a imboccatura terminale 

423.121.2 Instruments à embouchure terminale tubulaires, courbes > End-blown labrosones with curved or 
folded tubes > Strumenti ad ancia labiale tubolari a imboccatura terminale con tubo curvo o piegato 

423.121.22 Instruments à embouchure terminale tubulaires, courbes, avec embouchure > End-blown 
labrosones with curved or folded tubes, with mouthpiece > Strumenti ad ancia labiale tubolari a 
imboccatura terminale con tubo curvo o piegato, con bocchino 

 

- The Trompe d’Orléans, the baroque horn and the Parforcehorn all fall into the same class of instruments: 
"423.121.22". 

 

- The classification is due to the physical/constructive characteristics of the instrument and therefore the 
execution technique has no impact on the classification criteria. 

 

- Therefore, the classification does not depend in any way on: 
 

 The length of the pipe: from which the key of the instrument derives (D, Es…), which therefore does 
not make any substantial difference. 

 The mouthpiece: no impact in the classification is due to the shape of the mouthpiece: in the 
trompe d’Orléans it is narrower and sharper – suitable for the chasse à courre – compared to the 
larger or more rounded ones used in the Parforcehorn or to the more concave ones with wider rims 
used in orchestra (the hunting horn, also called baroque horn).
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2) The naming of the instrument 
 

In Italy, the current name of the instrument is “corno da caccia” (hunting horn) which is also the most 
historically widespread one – among the many examples, we can recall Antonio Vivaldi. Between the 
seventeenth and eighteenth centuries, the Italian language in the musical field was spread throughout 
Europe, a fact that led to the use of the term “corno da caccia” also in the scores of the greatest musicians 
of Europe (Johann Sebastian Bach, Georg Friedrich Telemann, Johann David Heinichen, Jan Dismas 
Zelenka...) 

Between the seventeenth and eighteenth centuries, the term “tromba da caccia” (hunting trumpet) was 
also used as a synonym for the hunting horn, both in Piedmont, for hunting, and in the rest of Italy, also for 
its use in orchestra or theatre, particularly in the production of the composers operating in the kingdom of 
Naples (Giovanni Battista Pergolesi, Baldassarre Galuppi, Francesco Feo, etc.). 

In South Tyrol, the same instrument is generically indicated as Jagdhorn, hunting horn, which includes the 
typology of the Parforcehorn, from the French “par force”, which indicated the horseback hunting with 
hounds or “chasse à courre”, that became popular in the territories of the empire between the seventeenth 
and eighteenth century. Among the Jagdhörner we can also mention the Plesshorn (on the second half of 
the nineteenth century), but in South Tyrol its use is not as widespread as in the other countries of Central 
Europe. In the Ladin language, still spoken today in South Tyrol, the horn is also called “corn da ciacia”. 

 

3) Historical considerations and musical contexts 
 

The natural circular horn originates from the hunting ceremonial in use in the European courts of the 
Baroque age, a condition that originated the name of hunting horn, still used today. Since then, the 
instrument has been used in different musical contexts which have developed over time, thanks to a 
continuous and complex social and artistic interaction. 

Between the seventeenth and eighteenth centuries, the hunting ceremonial started to represent a political 
manifesto of the power and magnificence of the court, and it was part of the education of the young 

aristocrats. The horn was part of this 
ceremonial, an indispensable signpost. This 
widespread social and political model allowed 
the transmission of art throughout Europe, 
thanks to dynastic ties and the exchanges 
between the courts. 

The diffusion of the instrument through 
hunting is characterised by the associated 
ceremonials. In France, in the Spanish 
Netherlands and in the Savoy territories, the 
horn was used as a signalling instrument in 
the chasse à courre, practised on horseback 
with scent hounds. The sound had to be 
heard loud from afar, to indicate to the riders 
in the thick forest the various actions to Fig. 4 –  Vittorio Amedeo Cignaroli (1771-1778), the signal of the 

débuché. Stupinigi Hunting Palace. 



 

 

perform, the animals and their characteristics, and for c
voice (Fig. 4.) The characteristics of hunting 
influenced the execution technique, which has developed up to the present day, as well as the accessories 
such as the mouthpiece, with thinner edges, to keep the horn stable while playing on horseback. In the 
chasse à courre, practised on horseback 
communication, while the pack of hounds played the role of a “weapon”.

 

In the territories of the Empire, the imported French ceremonial called “Par Force” coexisted with the 
ancient pre-existing ceremonial, which was not the chasse à courre, but the “battue hunt”, which at the end 
of the day included a concert or symphony with different instruments being played (horns, oboes, trumpets, 
drums) and therefore the presence of musicians.

In the last part of the seventeenth century and in the fi
the theatre was substantially the same (Fig. 5). However, at the beginning of the eighteen century (1705, 
Leichamschneider horn), extensions of different length (crooks) were already used in the musica
between the mouthpiece and the body of the instrument as to allow the key to be varied without the need 
to change the horn (Fig.3). This is when the artistic history of the instrument began.

The horn was initially used in theatres during moments
itself from this context. The horn was also used as an alienating element to amaze the spectators, to 
accompany dances and choirs on the scene and also to amalgamate the sounds of the other instruments.

 

Also the religious element played a significant role in this time. Saint Hubert, the Belgian saint protector 
against rabies who was venerated as the patron of the hunters, played a particularly important role for the 
dynasties that wished to maintain or aspi

Fig. 5: Two Michael Leichamschneider hunting horns (Vienna, 1712), to be 
used in orchestra (415 Hz pitch, in F, 3910 mm and 39
2 ½ round pipe, 490 mm in diameter (Milan, Museum of musical 
instruments, Photo by Saporetti, 2007). 

 

perform, the animals and their characteristics, and for communicating with the scent dogs, as if it were a 
voice (Fig. 4.) The characteristics of hunting – and the natural context in which it takes place 
influenced the execution technique, which has developed up to the present day, as well as the accessories 
such as the mouthpiece, with thinner edges, to keep the horn stable while playing on horseback. In the 
chasse à courre, practised on horseback – so, constantly moving –, the horn was an element of 
communication, while the pack of hounds played the role of a “weapon”. 

In the territories of the Empire, the imported French ceremonial called “Par Force” coexisted with the 
, which was not the chasse à courre, but the “battue hunt”, which at the end 

of the day included a concert or symphony with different instruments being played (horns, oboes, trumpets, 
drums) and therefore the presence of musicians. 

It is established that the hunting ceremonial in 
the Germanic area, characterised by a complex 
musical component, favoured in these 
territories the rapid introduction of the 
instrument in a different context, in orchestra 
and theatre.  

In Vienna, the horn players were allowed 
inside the Musical Imperial Chapel in 1713. In 
Piedmont, starting from 1734, the hunting 
horns were no longer subjected to the Great 
Hunter but rather to the Great Squire, and 
they often appeared at parties and court 
ceremonies; in 1740, they entered the 
orchestra for the inauguration of the Royal 
Theatre. In France, the hunting horn was 
introduced relatively late in art music, 
around 1740, in the works of Jean
Rameau. 

In the last part of the seventeenth century and in the first half of the 1700s the horn used for hunting and in 
the theatre was substantially the same (Fig. 5). However, at the beginning of the eighteen century (1705, 
Leichamschneider horn), extensions of different length (crooks) were already used in the musica
between the mouthpiece and the body of the instrument as to allow the key to be varied without the need 

This is when the artistic history of the instrument began. 

The horn was initially used in theatres during moments that represented hunting, but it gradually freed 
itself from this context. The horn was also used as an alienating element to amaze the spectators, to 
accompany dances and choirs on the scene and also to amalgamate the sounds of the other instruments.

so the religious element played a significant role in this time. Saint Hubert, the Belgian saint protector 
against rabies who was venerated as the patron of the hunters, played a particularly important role for the 
dynasties that wished to maintain or aspire to control the territories where devotion was widespread. As 

: Two Michael Leichamschneider hunting horns (Vienna, 1712), to be 
, in F, 3910 mm and 3915 mm in length).    

pipe, 490 mm in diameter (Milan, Museum of musical 
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ommunicating with the scent dogs, as if it were a 
and the natural context in which it takes place – have 

influenced the execution technique, which has developed up to the present day, as well as the accessories 
such as the mouthpiece, with thinner edges, to keep the horn stable while playing on horseback. In the 

, the horn was an element of 

In the territories of the Empire, the imported French ceremonial called “Par Force” coexisted with the 
, which was not the chasse à courre, but the “battue hunt”, which at the end 

of the day included a concert or symphony with different instruments being played (horns, oboes, trumpets, 

the hunting ceremonial in 
the Germanic area, characterised by a complex 
musical component, favoured in these 
territories the rapid introduction of the 
instrument in a different context, in orchestra 

orn players were allowed 
inside the Musical Imperial Chapel in 1713. In 
Piedmont, starting from 1734, the hunting 
horns were no longer subjected to the Great 
Hunter but rather to the Great Squire, and 
they often appeared at parties and court 

1740, they entered the 
orchestra for the inauguration of the Royal 
Theatre. In France, the hunting horn was 
introduced relatively late in art music, 
around 1740, in the works of Jean-Joseph 

rst half of the 1700s the horn used for hunting and in 
the theatre was substantially the same (Fig. 5). However, at the beginning of the eighteen century (1705, 
Leichamschneider horn), extensions of different length (crooks) were already used in the musical practice 
between the mouthpiece and the body of the instrument as to allow the key to be varied without the need 

 

that represented hunting, but it gradually freed 
itself from this context. The horn was also used as an alienating element to amaze the spectators, to 
accompany dances and choirs on the scene and also to amalgamate the sounds of the other instruments. 

so the religious element played a significant role in this time. Saint Hubert, the Belgian saint protector 
against rabies who was venerated as the patron of the hunters, played a particularly important role for the 

re to control the territories where devotion was widespread. As 
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early as in the first half of the 18th century, important musicians (Pietro Torri, Munich, 1722) composed 
music that marked the beginning of a future production that’s still alive today in all of Europe. 

In the second half of the 18th century, the Inventionshorn, also known as the Mozart horn or Classic horn, 
marked a further development of the Baroque horn. It is still a natural horn but the instrument definitely 
moved away from the notion of “hunting horn”, while maintaining this name for a long time. The 
introduction of movable extensions (crooks) – wrapped sliding extensions – inside the body of the 
instrument rather than between the mouthpiece and the body as it was common in the baroque horn – 
extensions wrapped at the mouth – was a prelude to the subsequent introduction of pistons or valves in 
the nineteenth century. Although the Inventionshorn was also used for hunting-themed compositions, it 
was now part of art music, in a new historical and performing context. 

 

During the French revolution, in the Napoleonic age and in the restoration, the use of the hunting horn 
spread throughout Europe also to the military sphere, with different characteristics. The military use of the 
horn in the nineteenth century favoured the spread of the instrument to different social classes, in family 
or festive contexts, in Piedmont, France and the Empire. The instrument was no longer an expression of 
magnificence and power but rather of the value that the military role expressed. This connotation is still 
alive today in many countries of Europe. 

At the same time, in the nineteenth century, the use of the hunting horn for actual hunting survived in a 
few realities: since c. 1815, the trompe d'Orléans, in the French ceremonials, and the Parforce horn in other 
European countries, mainly in Central Europe, where two different ceremonials and part of the ancient 
French repertoire were maintained. 

In Piedmont, the hunting and military use of the hunting horn was abandoned in the late nineteenth century. 

 

In the twentieth century, the use of hunting horn was consolidated by communities of members passionate 
about the musical practice, from different backgrounds. In France, the FITF – Fédération Internationale des 
Trompes de France – was created in 1928, with the purpose of playing the trompe d'Orléans. Over time, the 
association standardised among its members the denomination of the instrument – trompe de chasse –, 
and the way of playing it, turning the shoulders to the public. They defined a style characterised by the so-
called “ton de vènerie”, with some specific ornaments. They currently encourage the handing down of the 
practice, organise competitions between players, with particular attention to the evaluation criteria, they 
help to keep alive musical traditions such as the feast of Saint Hubert. 

At the same time, the Fondation pour le Rayonnement de la Trompe Musicale (FRTM) promote the musical 
practice of the trompe de chasse d'Orléans through research, conferences (at Sorbonne University) and 
scientific publications, and encourages the creation of new compositions, performed in prestigious settings 
like the Cathedral of Notre-Dame in Paris or the Église du dôme des Invalides. 

The Equipaggio della Regia Venaria, composed of musicians from Piedmont, has been using the trompe 
d’Orléans since 1996, still in use in the region during the nineteenth century, with the aim to promote the 
Palace of Venaria and the Savoy Residences.  

 The group adheres to the FITF. They resumed the feast of Saint Hubert, a celebration that has been very 
popular since the seventeenth century (Fig. 6). 
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The context in which the Equipaggio della Regia 
Venaria operates, open to different musical 
experiences of the hunting horn, also involved 
the use of the baroque horn, and the 
recognition of other realities such as the South 
Tyrolean one, which uses the Parforce hunting 
horn. 

 

 

 

Whilst the trompe d'Orléans favours the revitalisation of the “soundscape” of the residences and the 
organisation of events and competitions between players, the use of the baroque horn in orchestra aims at 
enhancing the use of the instrument in art music, which has been constantly growing popular around the 
world for years. The baroque concerts organised in collaboration with the Cavour Music High School of 
Turin in the framework of school/work training for students fall within this perspective; they are supported 
by studies, research, publications and conferences (Fig. 7 and Fig. 8). 

 

 

 

 

Fig. 6 – Trompe d’Orléans players. Venaria Reale, 2017 (Turin) 

Fig. 7: Stupinigi Hunting Palace, 28 April 2018. Baroque horns. 2018 Concert, 
European Year of Cultural Heritage, in collaboration with the Equipaggio della Regia 
Venaria and Cavour Music High School of Turin 
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Similarly, in Europe – particularly in 
Central, Northern and Eastern Europe –, 
numerous communities composed of 
enthusiasts of the hunting horn, Parforce 
and Plesshorn share with the French 
communities the attention to the handing 
down of art, competitions, festivities such 
as that of Saint Hubert and music from the 
ancient 18th-century repertoire. In South 
Tyrol, the use of the Parforcehorn 
followed the vicissitudes of the territories 
of the empire until they were annexed to 
the kingdom of Italy. 

 

The resumption of the Parforcehorn, in the second half of the 20th century, was supported by the 
Association of South Tyrol Hunting Horn Players (Fig. 9). 

 
 

Fig. 8 – Palace of Venaria Reale, 3 November 2018, Feast of 
Saint Hubert. A young trompe d’Orléans player, now part of 
the Equipaggio della Regia Venaria. 

Fig. 9 – Parforce horn players. Caldaro, 2013 (South Tyrol) 
 



 

 

 
 
 
 

Considering the common origin of the Art of hunting horn players in the Baroque courts of the 17th and 
18th centuries, the same classification of
interactions and the development that art has had over time in the respective regions in relation to culture, 
history, local traditions and the relationship with the nature of each territory; 
existence of a common feeling of identity between the communities of players; taking into consideration 
the specific characteristics and different performing practices, the Scientific Committee of the Academy of 
Sant'Uberto believes that the Italian cataloguing of the Art of hunting horn players shall include: the horn 
known as trompe d'Orléans, the hunting horn also known as baroque horn and the Parforce horn 
(Parforcehorn). 

 

 

Pietro Passerin d’Entrèves
President of the Academy of Sant’Uberto

 

 

 

 
 

 

Venaria Reale, 16 May 2019 

 
 
 
 
 
 
 
 
 
 
 
 

Considering the common origin of the Art of hunting horn players in the Baroque courts of the 17th and 
18th centuries, the same classification of the instrument, the analogous musical contexts, the reciprocal 
interactions and the development that art has had over time in the respective regions in relation to culture, 
history, local traditions and the relationship with the nature of each territory; 
existence of a common feeling of identity between the communities of players; taking into consideration 
the specific characteristics and different performing practices, the Scientific Committee of the Academy of 

that the Italian cataloguing of the Art of hunting horn players shall include: the horn 
known as trompe d'Orléans, the hunting horn also known as baroque horn and the Parforce horn 

 

Pietro Passerin d’Entrèves 
f Sant’Uberto 

Renato Meucci
President of the Scientific Committee

of the Academy of Sant’Uberto
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Considering the common origin of the Art of hunting horn players in the Baroque courts of the 17th and 
the instrument, the analogous musical contexts, the reciprocal 

interactions and the development that art has had over time in the respective regions in relation to culture, 
history, local traditions and the relationship with the nature of each territory; after ascertaining the 
existence of a common feeling of identity between the communities of players; taking into consideration 
the specific characteristics and different performing practices, the Scientific Committee of the Academy of 

that the Italian cataloguing of the Art of hunting horn players shall include: the horn 
known as trompe d'Orléans, the hunting horn also known as baroque horn and the Parforce horn 

Renato Meucci 
President of the Scientific Committee 

of the Academy of Sant’Uberto 
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SCIENTIFIC COMMITTEE – ACADEMY of SANT’UBERTO 
CURRICULA – PUBLICATIONS 

RENATO MEUCCI – President of the scientific committee 

An Honorary member of the Academy of Sant’Uberto 

 

Renato Meucci, born in 1958, studied classical literature at the University of Rome and deepened his 
practice of guitar and horn at the conservatories of Rome and Milan. He dedicated himself to concerts and 
symphonic activity for about ten years, collaborating with the orchestras of “Musical afternoons” of Milan, 
of “Angelicum” in Milan, of the RAI tv channel in Turin, Milan and Rome, of Treviso’s Municipal Theatre, of 
the National Academy of Santa Cecilia, and of the Opera Theatre in Roma, this latter for a longer time. 

 

Starting in the mid-1980s he turned to musicological activity, publishing more than a hundred essays in 
specialised magazines and publications in Italian, French, German, English and Spanish. From 1993 to 2007 
he was the president of the Italian Foundation for Ancient Music and the director of the courses and annual 
festivals of ancient music in Urbino, and he later became the honorary president. He is a consultant to the 
Ministry of Cultural Heritage for the music museums’ sector; he has collaborated on several occasions with 
the National Museum of Musical Instruments in Rome; he also carried out the executive project of the 
Instrumental Museum of the Music Park in Rome, that of the Gallery of the Academy in Florence, and more 
recently, that of the Cremona Museum of Violin (2013). 

 

He has taught in the universities of Parma and Milan (history of musical instruments) and in the 
conservatories of Vicenza and Milan (organology), Perugia and Novara (history of musical instruments). He 
was the director of the conservatory of Novara from 2011 to 2017. Since July 2017 he has been the director 
of the Conservatory of the Aosta Valley. He collaborated as a lecturer and external co-rapporteur with the 
universities of Tours, Paris (Sorbonne), Madrid, Edinburgh, Leiden and Bern. 

 

In 2003 he received the “Christopher Monk Award” for his studies on wind instruments “from Roman times 
to the 20th century”. 

 

In 2010 the Galpin Society of London awarded him the “Anthony Baines Award” for his research in the field 
of history and technology of musical instruments. 

 

Finally, the American Musical Instrument Society awarded him the prestigious “Curt Sachs Award”, the highest 
international career award, conferred to him at the Metropolitan Museum in New York on 19 May 2012. 
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Recent publications (from 2012) 

 

La naissance du violon et les instruments de Andréa Amati (The birth of the violin and the instruments of 
Andrea Amati), in Le violon italien: une seconde voix humaine (The Italian violin: a second human 
voice), by Frédéric Lainé, Dijon, Opéra de Dijon, 2012, pp. 13-27. 

 

I dipinti musicali di Cecco del Caravaggio (Cecco del Caravaggio’s musical paintings), in La musica al tempo di 
Caravaggio (Music at the time of Caravaggio), edited by Stefania Macioce and Enrico De Pascale, 
Rome, Gangemi, 2012, pp. 174-187. 

 

Cesare Bendinelli: Some Recent Biographical Discoveries, «Historic Brass Society Journal», 24 (2012), 37-60 

Le serpent en Italie à l’époque de Rossini (The serpent in Italy at the time of Rossini), proceedings of the 
conference, Paris, 2011, «Musique – Images – Instruments» («Music - Images - Instruments»), vol. 14 
(2013), pp. 285-295. 

 

In margine al carteggio Verdi-Morosini (Notes on the Verdi-Morosini correspondence), “Studi verdiani” 
 (Studies on Verdi), 23 (2013), pp. 203-217 

 

L’harmonicorde Debain (The Debain harmonicord), in Gioachino Rossini, Petite Messe Solennelle, critical 
 edition curated by Davide Daolmi, Milan, Ricordi – Pesaro, Rossini Foundation, 2013 

 

Barbara Marchisio in un raro ritratto biografico di Vittorio Podrecca (Barbara Marchisio in a rare 
biographical portrait by Vittorio Podrecca), in Le note dei sogni (The notes of dreams). I compositori 
del Teatro dei Piccoli di Vittorio Podrecca (The composers of the Teatro dei Piccoli of Vittorio 
Podrecca), edited by Alfonso Cipolla, Corazzano (Pisa), Titivillus, 2014 

 

El concierto angélico en ‘La Anunciación’ de El Greco en el Museo del Prado (The Angelic Concert in ‘The 
Annunciation’ by El Greco at the Prado Museum), in El libro de la 53 Semana de Música Religiosa (The 
book of the 53rd Week of Religious Music), edited by Pilar Tomás, Cuenca, Week of Religious Music 
Patronage Foundation, 2014, pp. 8-25 

 

The entries “Brizzi Gaetano”, “cimbasso”, “Cavallini Eugenio”, in Cambridge Verdi Encyclopedia, edited by 
 Roberta Montemorra Marvin, Cambridge, Cambridge University Press, 2014 

 

Re David “violista da gamba” nell’iconografia musicale del primo Cinquecento italiano (King David “viol  
player” in the musical iconography of the Italian early sixteenth century), in Les figures de David à 
la Renaissance (The figures of David in the Renaissance), proceedings of the conference in Tours, 
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25-27 May 2011, edited by Élise Boillet, Sonia Cavicchioli, Paul-Alexis Mellet, Geneva, Droz, 2015, 
pp. 269-289 

 

Der Cimbasso: nicht länger ein Rätsel der Besetzung im italienischen Orchester (The Cimbasso: no longer a 
riddle in the Italian orchestra), proceedings of the conference Romantic Brass. Ein Blick zurück ins 19. 
Jahrhundert (A look back to the 19th Century), edited by Claudio Bacciagaluppi and Martin Skamletz, 
Schliengen/Markgräflerland, Argus, 2015, pp. 188-198 

 

La musica violinistica a Roma e in Italia all’epoca di Corelli / (Violin music in Rome and in Italy in the period of 
 Corelli), in Il Cremonese 1715, Cremona, Violin Museum, 2015, pp. 51-62 

 

Introduzione a Antonio Stradivari, disegni, modelli, forme. Catalogo dei reperti delle collezioni civiche  
 liutarie del Comune di Cremona (Introduction to Antonio Stradivari, his drawings, models, forms.  
 

Catalogue of finds from the lute collection of the Municipality of Cremona), edited by Fausto Cacciatori, 
 Cremona, Violin Museum, 2016, pp. 11-15 

 

Da una storia controversa un'opportunità per il futuro (An opportunity for the future from a controversial 
 story), in The Absolute Stradivari, ed. by Alf Gregg – Fausto Cacciatori, Cremona, Violin Museum, 2016,  
pp. 29-41 
 

Curt Sachs and the Foundations of Musical Organology, in Vom Sammeln, Klassifizieren und Interpretieren. 
Die zerstörte Vielfalt des Curt Sachs, (From collecting, classifying and interpreting. The destroyed 
diversity of Curt Sachs), edited by Wolfgang Behrens, Marin Elste, Frauke Fitzner, Mainz, Schott, 
2017, pp. 209-221 
 

D’Annunzio e l’apostolo della musica antica, Arnold Dolmetsch, (D'Annunzio and the apostle of ancient music, 
Arnold Dolmetsch) in Polifonica Ambrosiana (Ambrosian polyphonic), edited by Claudio Toscani – Livio 
Aragona, Lucca, LIM, 2017, pp. 149-170 

 

La casa dei suoni di Cremona. Il Museo del Violino e l'auditorium Giovanni Arvedi (The house of the sounds of 
Cremona. The Violin Museum and Giovanni Arvedi auditorium), edited by Renato Meucci, Milan, 
Mondadori Electa, 2017 

 

Works being printed 

Bizzarrie di strumenti musicali (oddities of musical instruments), in Mélange Florence Gétreau, with Cristina 
 Ghirardini 

 

Being and becoming of musical instruments: Curt Sachs and the diffusionism (proceedings of the 
 conference in Venice, 2015) 

 
The Horn, Yale University Press 
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PIETRO PASSERIN d’ENTRÈVES – President of the Academy of Sant’Uberto 

 

Born in Aosta on 16 February 1946. Graduated in Biological Sciences at the University of Turin in 1971. 
Former Professor of Zoology at the University of Turin. Rector Magnificus of the University of Aosta Valley – 
Université de la Vallée d’Aoste from November 2003 to November 2011. President of the Mont Avic 
Natural Park Authority from 1990 to 2010. His scientific activity, documented by some 280 publications, is 
focused on the biosystems of the Microlepidoptera, on the history of zoology and on environmental issues. 
In the last 20 years, he has devoted particular attention to research on the history of the Ducal and Royal 
Hunts in Piedmont, Aosta Valley and Italy, on which he has published numerous works. A founding member 
of the Academy of Sant’Uberto – Percorsi 1996 (a non-profit organisation). 

 

Publications 

Le Chasses royales in Valle d’Aosta (1850-1919) (The Royal Hunts in Aosta Valley, 1850-1919). Umberto 
 Allemandi, Turin, 2000, 142 pp. 
 

La gestion démographique du gibier noble et des animaux nuisibles dans les domaines royaux de chasse en 
Piémont au XVIIIème siècle. (Demographic management of noble game and pests in royal hunting 
areas in Piedmont in the 18th century.) – Ibex J. Mt. Ecol. 5: 137-145 (Anthropozoologica, 31: 137-
145), 2000 

Da riserve di caccia a riserve di natura. Piemonte Parchi (From hunting reserves to natural reserves. Parks in 
 Piedmont), 2002, 117: 35-37 
 

La caccia al cervo tra i boschi diverte il re (Deer hunting in the woods amuses the king.). Pagine del Piemonte 
 (Pages on Piedmont), 2004, 21: 49-53. 
 

La Venaria Reale, luogo dedicato alla caccia (Venaria Reale, a place dedicated to hunting): 1-3, in La Venaria 
Reale Di Più, storia approfondimenti (insights), Venaria Reale website 

Königliche Jagden im Gran Paradiso (Royal hunts in Gran Paradiso): 31-55. In Giacometti M.(Ed.): Von 
Königen und Wilderern Die Rettung und Wiederansiedlung des Alpensteinbockes (Of kings and 
poachers The salvation and resettlement of the Alpine ibex.). Salm VerlagWohlen/Bern, 2006, 215 
pp. 

Il cerimoniale della caccia al cervo (The ceremonial of deer hunting): 201-222. In: Bianchi P and Merlotti A.: 
Le strategie dell’apparenza Cerimoniali, politica e società alla Corte dei Savoia in età moderna 
(The strategies of appearance. Ceremonials, politics and society at the Court of Savoy in the 
modern age). Silvio Zamorani Ed., 2010, 235 pp. 

Bianchi P, Passerin d’Entrèves P.,: Introduzione (Introduction): 13-16. In: Bianchi P., Passerin d’Entrèves P. 
(edited by): La caccia nello Stato sabaudo. I. Caccia e cultura (sec. XVI-XVIII) (Hunting in the Savoy 
State. I. Hunting and culture, from the 16th to 18th centuries), Silvio Zamorani, Turin, 2010, 236 pp. 
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Trattati sulla caccia nel Piemonte sabaudo (Treaties on hunting in Savoy Piedmont): 62-73 . In: Bianchi P., 
Passerin d’Entrèves P. (edited by): La caccia nello Stato sabaudo. I. Caccia e cultura (sec. XVI-XVIII) 
(Hunting in the Savoy State. I. Hunting and culture, from the 16th to 18th centuries), Silvio Zamorani, 
Turin, 2010, 236 pp. 

La Caccia Reale tra Piemonte e Savoia nei secoli XVI, XVII e XVIII (The Royal Hunt between Piedmont and 
Savoy in the 16th, 17th and 18th centuries): 199-213. In: Varallo F. (edited by) La Ronde Giostre, 
esercizi cavallereschi e loisir in Francia e Piemonte fra Medioevo e Ottocento (La Ronde joust, 
knightly exercises and leisure in France and Piedmont between the Middle Ages and the nineteenth 
century). Proceedings of the international study conference, Pinerolo’s Cavalry Corps Historical 
Museum, 15-17 June 2006. Archivium Romanicum Library, series I, Oelski Ed., 276 pp. 

Les Chasses royales (Royal Hunts): In: Vallée d’Aoste 1848-1870, Aosta, 2011 

Bianchi P., Passerin d’Entrèves P., (edited by): La caccia nello Stato sabaudo. II. Pratiche e spazi (secc. XVI- 
XIX) (Hunting in the Savoy State. II. Practices and spaces from the 16th to 19th centuries), Silvio 
Zamorani, Turin, 2011, 200 pp. 

Dalla vénerie royale alle riserve di montagna. Tecniche e uso dello spazio (From the vénerie royale to 
mountain reserves. Techniques and use of space): 19-36. In: Bianchi P., Passerin d’Entrèves P. 
(edited by): La caccia nello Stato sabaudo. II. Pratiche e spazi (Hunting in the Savoy State. II. 
Practices and spaces), Silvio Zamorani, Turin, 2011, 195 pp. 

Il ciclo delle cacce di Vittorio Amedeo Cignaroli per Stupinigi (The cycle of the hunts by Vittorio Amedeo 
Cignaroli for Stupinigi): 9-22, in: Griseri A. (edited by): Le cacce del Re. Il restauro della Sala degli 
Scudieri a Stupinigi (The hunts of the King. The restoration of the Squires Hall in Stupinigi). 
Foundation of the Mauritian Order/Superintendence for the Historical, Artistic and Ethno-
anthropological Heritage of Piedmont/Council for the Enhancement of the Artistic and Cultural 
Heritage of Turin, 2012, 63 pp. 

Le cacce reali nelle Alpi Marittime. Quaderni delle Alpi Marittime (The royal hunts in the Maritime Alps.  
    Notebooks of the Maritime Alps), 4, Blu Ed., Turin, 2013, 166+24 pp. 
 

Un divertimento principesco: la caccia (A princely entertainment: hunting): 9-25. In: Passerin d’Entrèves P. 
(edited by): Le cacce reali nelle Alpi Marittime. Quaderni delle Alpi Marittime (The royal hunts in the 
Maritime Alps. Notebooks of the Maritime Alps), 4, Blu Ed., Turin, 2013, 166+24 pp. 

Le Cacce reali a Stupinigi: la “Saint Obert” (The Royal Hunts at Stupinigi: the “Saint Obert”): 9-32. In Griseri 
A. (edited by): Il sentimento religioso e le cacce reali. Il restauro della cappella di sant’Uberto a 
Stupinigi. (Religious sentiment and real hunting. The restoration of the chapel of Saint Hubert in 
Stupinigi), Foundation of the Mauritian Order/Superintendence for the Historical, Artistic and 
Ethno-anthropological Heritage of Piedmont/Council for the Enhancement of the Artistic and 
Cultural Heritage of Turin 2014, pp. 94. 
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Le cacce del re. Riti e spazi per l’attività venatoria sabauda. La caccia e il potere (The king’s hunts. Rites and 

spaces for the Savoy hunting activity. Hunting and power): 91-100, in Barbero Ed. (Edited by): Le forme 
della meraviglia (The forms of wonder), Proceedings from the conference cycle Conversations at the 
Palace November-December 2012, February-April 2013. Royal Palace Study Papers. 2, 2012-2013, 
Turin, 2014, 170 pp. 

 
Les Réserves royales de chasse dans les Alpes occidentales: retombées économiques, infrastructures, 

protection de la faune (Royal Hunting Reserves in the Western Alps: the economic benefits, 
infrastructure, wildlife protection): 357-370, in Perillat L (ed): La maison de Savoie et les Alpes: 
emprise, innovation, identification, XVe-XIXe siècle (The House of Savoy and the Alps: influence, 
innovation, identification, from the 15th to 19th centuries). Proceedings of the 4th International 
Conference of Sabaudian Studies 15-17 May 2014, Grenoble, 2015, 439 pp. 

I re cacciatori e le residenze di caccia (The kings hunters and hunting lodges): 268-271, in S. Ghisotti and A. 
Merlotti (edited by): Dalle Regge d’Italia tesori e simboli della regalità sabauda, La Venaria Reale 
(From the Royal Palaces of Italy, treasures and symbols of Savoy royalty, Venaria Reale), Sagep, 
Genoa, 2017, 327 pp. 

La cacce reali nello Stato sabaudo fra Sette e Ottocento (The royal hunts in the Savoy state between the 
eighteenth and nineteenth centuries): 225-240, in: Merlotti A. (edited by), Le Cacce reali 
nell’Europa dei Principi (The Real Hunts in the Europe of the Princes). Study Centre of the Palace of 
Venaria. La civiltà delle Corti (The civilisation of the courts), vol. I, Leo Olschky, Florence, 2017, 352 
pp. 

Une nouvelle cléf de lecture des fresques de la salle de justice du château d’Issogne contenantes de scènes  
de chasse (A new key to reading the murals in the Issogne castle courthouse containing hunting 
scenes). Bulletin of the Saint-Anselme Academy, 2018 

Chiens courants, chiens d’arrêt, terriers e “cani leprieri” nell’iconografia venatoria della Corte sabauda (Scent 
hounds, pointing dogs, terriers and “hare-chasing dogs” in the hunting iconography of the Savoy 
Court): 67- 77. In f. Petrucci (edited by): Cani in posa. Dall’antichità ad oggi, catalogo della mostra 
(Posing dogs. From antiquity to the present, exhibition catalogue), Silvana Editoriale, Cinisello Balsamo, 
2018, 230 pp. 

 

Works being printed: Le cacce sabaude nel secoli XVI-XIX (The Savoy hunts in the 16th-19th centuries). Centre 
for Piedmontese Studies. 
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ALESSANDRA CASTELLANI TORTA – Vice-president of the Academy of Sant’Uberto 

 

Born in Lucca on 10 April 1943. She holds a degree in modern literature from the University of Turin. Senior 
year 1960-61 The Low-Heywood School, Conn, USA. Alliance Française. An antiquarian from 1975 to 2002 
at “Antichità Aries Torino”, she participated in international antique exhibitions, with a growing interest in 
images and artefacts on the competitive game from the 18th century to 1930s. A founding member of the 
Academy of Sant'Uberto – Percorsi 1996 (a non-profit organisation), she focused her attention on the 
research on pleasure boats at the Savoy court in the 17th century, in particular at the time of Christine of 
France. 

 

Exhibitions, catalogues and publications 

 

Exhibition and catalogue curator (for the ancient sector) Football (Rome, 1990) Golf exhibition, images of  
the past, Lattuada Studio Arte Centro, Milan, 1999 

 

Castellani Torta A., Marinello G., Loisirs nei giardini di Moncalieri e delle residenze sabaude (Leisure in 
the gardens of Moncalieri and the Savoy Residences), in F. Pernice (edited by), ll Castello di 
Moncalieri, il Ninfeo e il Parco (The Castle of Moncalieri, the Nymphaeum and the Park), Celid, 
Turin 2001 

 

Castellani Torta A., Marinello G., La Queste di S. Uberto (The quest of Saint Hubert) in F. Pernice (edited by): 
La Real Chiesa di S. Uberto (The Royal Church of Saint Hubert), Celid, Torino 2003 

 

Castellani Torta A., Marinello G., La Reggia sull’acqua (The Palace on the water), presentation brochure of 
the Savoy Bucentaur on the occasion of the 900th anniversary of the foundation of the Arsenale of 
Venice, by the Venaria Reale Project, Turin 2004 

 

Il gioco della palla (The ball game), in A. Castellani Torta e M. Violardo (edited by), Corte, piazze e cortili –  
Memoria e tradizione nei giochi di palla in Piemonte (Court, squares and courtyards - Memory and 
tradition in ball games in Piedmont), Exhibition Catalogue, Astense Library, Asti, 2006 

 

Atmosfere di Gioco (Game Atmospheres), in M. Macera (edited by), Un Giardino per Joséphine, Paesaggi per  
una Principessa del Settecento (A Garden for Joséphine, Landscapes for an 18th century princess), 
exhibition catalogue, castle of Racconigi (CN) 2006-2007 
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Tra Ludus e azione. Gioco ed educazione del principe nella corte sabauda del XVII secolo (Between game and 
action. Game and education of the prince in the Savoy court of the seventeenth century), in F. Varallo 
(edited by), La Ronde. Giostre, esercizi cavallereschi e loisir in Francia e in Piemonte tra Medioevo e 
Ottocento (La Ronde. Jousts, knightly and leisure exercises in France and Piedmont between the Middle 
Ages and the Nineteenth century), Proceedings of the International Study Conference, Historical 
Museum of the Cavalry Corps of Pinerolo, 15-17 June 2006, Olschki, Florence 2011 

 

Il Bucintoro del re di Sardegna: una proposta di lettura (The Bucentaur of the King of Sardinia: a reading 
proposal), in S. de Blasi (edited by), Il Bucintoro dei Savoia: contributi per la conoscenza e per il 
restauro (The Savoy Bucentaur, contributions to knowledge and restoration), Editris, Turin 2012 

 

I due volti del Bucintoro sabaudo (The two faces of the Savoy Bucentaur), in E. Ballaira, S. 
Ghisotti, A. Griseri (edited by), La Barca Sublime (The sublime boat), Turin, Silvana 
Editoriale, Turin 2012 

Il corpo del principe: esercizio fisico e gioco alla corte sabauda del XVII secolo (The body of the prince:  

physical exercise and games at the Savoy court of the seventeenth century), in: De Arte Gymnastica, 
esercizio fisico, gioco, immagine (De Arte Gymnastica, exercise, games, image), Catalogue of the 
exhibition by A. Castellani Torta and M.T. Roberto, Albertina Art Gallery 9 September – 15 November 
2015, Albertina Press, Turin 2015 

 

The role of Trincotto in the education of princes of the House of Savoy, speech at the second international  
 conference The Real Tennis Society, Newport, RI, USA, 17-19 June 2016, being printed
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GIORGIO MARINELLO – Vice-president of the Academy of Sant’Uberto 

Born in Venice in 1954. He studied in Milan and Rome (Sapienza University), he holds a degree in 
mechanical engineering. He carried out his professional activity in the industrial field, where he held various 
positions. 

A founding member of the Academy of Sant'Uberto – Percorsi 1996 (a non-profit organisation). From the 
beginning, he curated the organisation and the project planning of the musical formations of the Academy: 
the trompes de chasse Equipaggio della Regia Venaria (1996), the Reale Scuderia (Royal Stable) (2001), the 
ensemble of baroque brass and timpani, and baroque music. After the great concerts of Court Music 
(Palace of Venaria 2006-2008: Ceremonial and Divertissement, Nature and Artifice) he curated the 
organisation of concerts aimed at training young people on Baroque music, through lectures given by 
expert tutors and original instruments made available by the Academy of Sant'Uberto, in collaboration with 
the Cavour High School of Turin. Since 1996 he has promoted the resumption of the Feast of Saint Hubert in 
Venaria Reale, an event that is now consolidated and eagerly awaited every year. Since 1996 he has 
contributed with research and publications to the studies on the game topic at the court 

 

Publications 

Il Trincotto della Venaria Reale (Real Tennis of Venaria Reale). In A. Castellani Torta and M. Violardo (edited 
by): Corte, piazze e cortili-Memoria e tradizione nei giochi di palla in Piemonte (Court, squares and 
courtyards – Memory and tradition in ball games in Piedmont), Exhibition Catalogue, Astense Library, 
2006; pp. 15-18. 

Territorio di caccia: tra rituali di chasse à courre e vènerie royale (Hunting territory: between rituals of 
chasse à courre and vènerie royale), in: Caccia e cultura nello Stato Sabaudo XVI-XVIII secolo 
(Hunting and culture in the Savoy State of the 16th-18th centuries), edited by Paola Bianchi and 
Pietro Passerin d’Entrèves, Zamorani, Turin 2010; pp. 177- 191. 

La committenza di Vittorio Amedeo II: aspetti giuridico economici e costruttivi (The commission of Victor 
Amedeus II: legal, economic and constructive aspects), in: La Barca Sublime (The sublime boat), edited 
by Elisabetta Ballaira, Silvia Ghisotti and Angela Griseri, Turin, Silvana Editoriale, 2012; pp. 121-125. 
Publication of the Consortium La Venaria Reale on the occasion of the restoration and permanent 
exhibition of the Savoy parade boat at the Palace of Venaria. 
 

Giorgio Marinello, with the collaboration of Alessandra Castellani Torta, Il Bucintoro di Vittorio Amedeo II:  
committenza, costruzione e costo (The Buceantur by Victor Amedeus II: commissioning, construction 
and cost), Turin, Editris, 2013; pp. 319. 
 

Giorgio Marinello, with the collaboration of A. Castellani Torta, Il culto di sant’Uberto alla corte sabauda (The  
cult of Saint Hubert at the Savoy court), in: A. Griseri (edited by), Il sentimento religioso e le cacce reali. 
Il restauro della cappella di sant’Uberto a Stupinigi (The religious sentiment and the royal hunts. The 
restoration of the chapel of Saint Hubert in Stupinigi), the Foundation of the Mauritian 
Order/Superintendence for the Historical, Artistic and Ethno-anthropological Heritage of 
Piedmont/Council for the Enhancement of the Artistic and Cultural Heritage of Turin, The Publishing 
Art, Savigliano 2014; pp. 33-53. 
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ALBERTO CONRADO – musical and artistic director of the Academy of Sant’Uberto 

Born in Turin in 1967. A horn player, specialised in ancient music in Basel (Switzerland), he has focussed on 
vocality and musical education for years. A lecturer at the Cavour Music High School of Turin and at the 
most important national music therapy schools (Assisi, Milan, Genoa, etc.), he collaborated with the 
Catholic University of Milan and with the University of Pavia. He was a trainer at the Conservatories of 
Rome, Latina, Bolzano, Como, Trento and Cagliari (focussing on the Orff-Schulwerk methodology). A 
founding member of OSI, he is a trainer for the Italian Orff-Schulwerk institute and for the Donna Olimpia 
Music School based in Rome; is the Artistic Director of the Civic Musical School “C. Orff ”of Piossasco (Turin) 
affiliated to the Orff-schulwerk forum of Salzburg, and of the Equipaggio della Regia Venaria (crew) of 
hunting horns and of the orchestras of the Reale Scuderia e Camera (Royal Stable and Chamber), for the 
Academy of Sant'Uberto, with a musical venue at the Palace of Venaria (Venaria Reale, Turin). He plays the 
trompe de chasse and keeps cross-border musical contacts. 

 

 

 

GIANCARLO BENOZZI – Secretary General of the Academy of Sant’Uberto 

Born in Turin in 1942, he graduated in mechanical engineering at the Polytechnic University of Turin. He 
carried out his professional activity in the industrial field, where he held various positions. 

As a member of the Scientific Committee, he curates the creation of video, audio and photographic 
documentation. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 


