
 

 
 

 

 

 
 

 

Over the past 30 years, Friends have been providing transformational support for the Hall, ensuring this historic 

building remains a home for great music making. Enjoy the benefits of friendship by joining as a Friend today, and 

be a part of the Wigmore story.  

Wigmore Hall is a no smoking venue. No recording or photographic equipment may be taken into the auditorium nor used in any other part of the Hall without the prior 
written permission of the management.  
In accordance with the requirements of City of Westminster persons shall not be permitted to stand or sit in any of the gangways intersecting the seating, or to sit in any 
other gangways. If standing is permitted in the gangways at the sides and rear of the seating, it shall be limited to the number indicated in the notices exhibited in those 
positions. 
Disabled Access and Facilities - full details from 020 7935 2141. 
Wigmore Hall is equipped with a ‘Loop’ to help hearing aid users receive clear sound without background noise. Patrons can use this facility by switching hearing aids to 
‘T’. 

 
Please ensure that watch alarms, mobile phones and any other electrical devices which can become audible are switched off. Phones on a vibrate setting can still be heard, 
please switch off. 
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Wednesday 21 September 2022 

 7.30pm 

 

A due voci 
Iestyn Davies countertenor 

Hugh Cutting countertenor 

Ensemble Guadagni 

Tom Foster organ, harpsichord 

Thomas Dunford archlute 

Jonathan Byers cello 

Siobhán Armstrong harp 

 

Claudio Monteverdi  (1567-1643)  Interrotte speranze SV132 (1619) 

Vorrei baciarti SV123 (1619)   

Antonio Lotti  (1666-1740)     Crudeltà rimproverata Op. 1 No. 6 (pub. 1705)   

Giovanni Girolamo Kapsberger  (c.1580-1651) Toccata No. 6 (pub. 1611) 

Alessandro Grandi  (c.1575-1630)    O quam tu pulchra es (1625)   

Claudio Monteverdi    Ego flos campi SV301 (1624)   

Sì dolce è'l tormento SV332 (pub. 1624)   

Girolamo Frescobaldi  (1583-1643)    Se l'aura spira tutta vezzosa (pub. 1630)   

Giovanni Bononcini  (1670-1747)    Pietoso nume arcier (1721)   

Giovanni Felice Sances  (c.1600-1679)    Lagrimosa beltà (pub. 1633)   

Interval    
Benedetto Marcello  (1686-1739)    Felice chi vi mira 

George Frideric Handel  (1685-1759)    Saraband from Suite in D minor HWV437 (1733)   

Caro autor di mia doglia HWV182b (c.1707)   

Giovanni Girolamo Kapsberger  Toccata No. 1 (pub. 1611)   

Giovanni Bononcini     Sempre piango e dir non so (1691)   

George Frideric Handel   Coronata di gigli e di rose from Tamerlano HWV18 (1724)   
 

 
This concert is part of the CAVATINA Chamber Music Trust ticket scheme, offering free tickets to those 

aged 8-25
 



 

 

The vocal duet was popular entertainment in 17th-century 

Italy. In opera it was dialogue; in the chamber, duettists sang 

the same words - one voice, in a sense, giving double power to 

a single lyric. Both are represented in this programme, though 

all but the last are duetti per camera. 

The chamber duet was, broadly speaking, a madrigal. 

Monteverdi’s 'Interrotte Speranze' is from his Seventh Book of 

Madrigals published in 1619, when the composer complained 

of migraines brought on by his workload. The dark hushed 

intensity of this opener suggests one moving gingerly. The 

lyric is a sonnet in four verses. In the first two, the singers have 

not only the same words, but also the same music, diverging 

only latterly. The sensuous 'Vorrei baciarti' comes from the 

same volume. The lyric is addressed to Phyllis, who is absent: 

where should be kissed, eyes or mouth? The melody 

descends with the weeping eyes and broadens with the 

smiling lips. 

Antonio Lotti’s 'Crudeltà rimproverata' comes from Duetti 
Terzetti e Madrigali published in 1705 Venice. Staccato octave 

leaps illustrate dripping water which erodes even marble and 

which the singers imitate with melismatic (syllabically 

prolonged) dotted rhythms. Bronze ignites in extreme heat, 

but Mirtilla remains impervious to the duettists’ tears and 

ardour. The accompaniment is the basso continuo, which 

typically consists of several instruments, one playing the bass 

line, others improvising appropriate chords. The theorbo, a 

lute with added bass strings, was ideal as it covered both 

functions. Its solo potential was exploited by the Venetian 

Giovanni Girolamo Kapsberger who published four books of 

Intavolatura, voluntaries or solos for theorbo. Toccata No. 6 

from Book I, published in 1611, is a ruminative meandering 

around chords and scales. 

The chamber duet was secular, though the Bible’s erotic 

Song of Solomon qualified. The two settings here are for solo 

voice. Alessandro Grandi’s 'O quam tu pulchra es' extols the 

beauty in rustic imagery: eyes of a dove, mane of mohair, teeth 

white as shorn lambs. The opening words are passionate 

sighs, repeated between urgent pleas. It appeared in 

Ghirlanda Sacri, published in Venice in 1625, when the 

composer was assistant to Monteverdi whose 1624 setting 

'Ego flos campi' follows. The lover is comparable with fruit and 

sweet-scented flowers. 

Monteverdi’s solo song 'Si dolce è’l tormento' has a wide 

ranging bass line but a simple melody of a downward scale 

coupled with pleading repeated notes. It was published in a 

1624 collection by fellow composer Carlo Milanuzzi. The 

anonymous words are a tease, the poet exaggerating his pain 

and calling his lover cruel. 

Girolamo Frescobaldi’s solo song 'Se l’aura spira tutta 

vezzosa' comes from his Primo libro d’arie musicali published 

in Florence in 1630 when he was working for the Medici family. 

The text is pastoral, while the music dances in joyful quick 

three-time with laughing melismas on ridente. 

In 1720s London, composer Giovanni Bononcini was a 

celebrity; his portrait hangs in the Royal College of Music, 

though he’s all but forgotten now. It was here he 

published Cantate e Duetti, which includes 'Pietoso numi 

arcier', a duet for Dorinda and Aldimira, who with identical 

words bemoan their unfaithful lovers in interweaving vocal 

lines. Momento is ironically lengthened by melisma. The 

music has the da capo ('from the top') form which became 

ubiquitous: a first section is repeated with embellishments 

after a contrasting middle, which here pleads in repeated 

notes, entries rising stepwise, lyrics differing only in the names 

of the respective lovers, Tyrsis and Aminta. 

The Italian style spread round Europe. Giovanni Sances 

learned his trade in Italy but made his career mainly in Austria. 

His 'Lagrimosa beltà' is a duet on an eight-note ground in 

swinging three-time, published in 1633. It is a lover’s musing 

on tearful beauty with a shivering parallel melisma on 

schermir ('avoid'). There is no let-up until the concluding short 

recitative - 'if someone wants long-lasting beauty, let her 

practise pity'. 

Benedetto Marcello’s 'Felice chi vi mira' is based on a 

rhetorical conceit: happy, happier, happiest. The 

composer/lawyer was famously anti-opera and the chamber 

duet had obvious appeal. An exclamatory felice! leads to 

repeated sighing (sospirar) mirrored in the music. Felicissimo 

breaks into spirited three-eight time. 

Back In London, Handel was ingratiating himself with the 

nobility, writing Italian opera and giving the king’s 

grandchildren keyboard lessons, composing suites of dances 

as teaching material and publishing them in 1733. The 

Sarabande from the D minor suite is familiar as the Follia 
ground bass. Handel adds two variations but probably 

improvised more in the lessons. He also composed chamber 

duets throughout his career: 'Caro autor di mia doglia' dates 

from his Italian period but was revised for two altos in London 

in 1740. It begins with a three-time larghetto, the voices 

separate and in imitation, colouring the pain of the words with 

dissonance. There follows a quick, insistent refusal to be 

another’s lover which breaks dramatically for a slow 

recollection of the beloved’s anatomy. An allegro concludes, 

illustrating fuggirà ('flees') in running melismatic thirds, 

flagellata with whiplash, masochistic semiquavers and 

discordia with a series of suspensions. 

The lutenist resumes the limelight with Kapsberger’s 

Toccata No. 1, with a simple dotted downward scale disguised 

within his improvisatory touch. 

Some chamber duets were extended cantatas comprising 

arias and recitatives, like Bononcini’s 'Sempre piango e dir non 

so' from his Duetti da camera Op. 8, published in Bologna in 

1691. Duets at the beginning and end enclose a sequence of 

solos. In the opening duet, the voices imitate each other’s 

music but not their words – laughing in one, weeping in the 

other, running hither in one, thither, the other. A tormented 

recitative, an aria from a lover alleging infidelity, a recitative 

suggesting suicide, and a catchy dance aria follow in 

sequence. The concluding duet dwells on the long clashes of 

languishing and ends on the rhyming words core ('heart') and 

more ('dies') in the different voices. 

The programme closes with an opera duet. Handel staged 

Tamerlano at the King’s Theatre in 1724 and the castrato duet 

'Coronata di gigli e di rose' is its finale. After argument comes 

peace, the singers pronounce, at first separately, then 

together and finally in parallel thirds with a melisma on pace. 

The middle section is minor as the duettists recall the people’s 

hatred, but the opening repeats with its resolution on peace. 
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Translations of all Monteverdi except 'Ego flos campi' by Susannah 
Howe. Lotti by Jean du Monde. Bononcini and 'Coronata di gigli e di 
rose' by Avril Bardoni. 

 


