
 

 
 

 

 

 
 

 

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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Handel in Rome 
 

 

Nardus Williams soprano 

Dunedin Consort 

 Matthew Truscott violin I, Alison McGillivray cello, viola da gamba 

    director   Lucia Capellaro cello 

Sarah Bevan-Baker violin I Christine Sticher double bass 

 Hilary Michael violin I  Alexandra Bellamy oboe 

 Huw Daniel violin II  Frances Norbury oboe, recorder 

 Rebecca Livermore violin II László Rózsa recorder 

 Kristin Deeken violin II  Rafael Arjona Ruz theorbo 

 Beth Woodford viola  Stephen Farr organ 
                            

 

George Frideric Handel  (1685-1759)   Overture from Admeto, re di Tessaglia HWV22 (1726) 

      Sinfonia • Ballo di Larve 

Ero e Leandro HWV150 

Tu del ciel ministro eletto from Il trionfo del Tempo e del 
Disinganno HWV46a (1707)   

Interval    

Concerto Grosso in G minor Op. 6 No. 6 HWV324 (1739)   
I. Largo affettuoso • II. A tempo giusto • 
III. Musette. Larghetto • IV. Allegro • V. Allegro  

Tra le fiamme HWV170 (c.1707-8)   

Per me già di morire from La Resurrezione HWV47 (1708)   
 

 

  



 

 

Handel in Rome 

In his three-and-a-half years in Italy from 1706, the 

young Handel - or Il caro Sassone ('the dear Saxon') 

as they named him - produced more than 150 works 

in an outburst of extraordinary creativity that set him 

up for the rest of his career. That he was able to draw 

on so much of this material for his operas is all the 

more remarkable given Pope Clement XI’s 1703 ban 

on operatic performances, though, as this evening’s 

cantatas show, there was still plenty of scope for 

drama. 

The Sinfonia and Ballo di Larve that open Admeto 
plunge the audience into a nightmarish and fevered 

scene, as Admeto himself is tormented by visions of 

demons dancing across his mind and body. Although 

premièred in London in 1727, the strength of Handel’s 

scene-setting here harks back to the vignettes and 

dioramas he captured in his cantatas in Italy. 

In Ero e Leandro, Ero’s nightmares have fully 

become a reality. In a grim twist of fate, her lamp has 

gone out and so her lover, Leander, has lost his guide 

in his nightly crossing of the Hellespont to see her. 

The cantata begins as she struggles to understand 

that what she can see is his dead body. Her rage at 

the seas turns to a grief so intense and introverted 

that she comes only to think of how she must join him 

in death. This psychological intensity is ramped up 

through a rich palate of solo string writing and oboes 

that are first confrontational and then keening. The 

cantata ends not with an aria but with a stark 

recitative that brings Ero her last kiss with Leander’s 

frozen lips. 

The first half closes with Belezza’s stratospheric 

aria from the end of Il Trionfo del Tempo e del 
Disinganno. Through this secular oratorio - text 

nevertheless written by Cardinal Pamphili, one of 

Rome’s many competing patron-priests - Time and 

Disillusionment work together to persuade Beauty to 

ignore the wiles of Pleasure. In this aria, Time treads 

implacably forwards in the tutti strings and yet 

Handel entwines soprano and solo violin above them 

to set Beauty entirely free. As with so much of 

Handel's Italian output, this music had a second life in 

England when the oratorio was revived in translation 

as The Triumph of Time and Truth, in which the aria 

became 'Guardian angels' and the violin an oboe to no 

less profound effect. 

Although Handel's Op. 6 Concerti Grossi were 

composed in scarcely a month in the Autumn of 1739 

in London, they too have a connection to Rome. 

Arcangelo Corelli, who found fame in the city and 

whom Handel first met there in 1706, defined the 

concerto grosso form in his own Op. 6 set. There’s 

little doubt that Handel’s choice of opus number, as 

well as the alignment of formal structure and 

orchestration, was intended to write himself into the 

tradition as Corelli’s greatest successor. The most 

notable feature of tonight’s sixth in G minor is its 

extended Musette - so called for the bagpipe 

suggested by the drone in the bass - which was so 

popular as to be regularly excerpted for separate 

performance in Handel’s own time. 

Tra le fiamme, also known as Il Consiglio ('The 

Advice'), sets another text by Cardinal Pamphili and 

so takes us back to the Rome of 1707. Just as the 

story of Ero e Leandro explored the risks of crossing 

boundaries - between land and sea, between 

continents - so Pamphili's text uses the story of Icarus 

and his overreaching attempt at flight to counsel the 

listener to take the middle course and stay in their 

lane: resisting extremes of behaviour will avoid the 

risk of drowning, whether literally in the waters of the 

Aegean or figuratively in sin. Some see Handel 

himself as the intended recipient of this lesson, 

advised to steer clear of the moral dangers of 

composing opera and, perhaps more importantly, its 

ban by papal edict. 

Musically, Handel combines viola da gamba and 

recorders to great effect to deliver by turns the 

wavering human heart, the beating wings of Icarus, 

and the rippling waves of the sea. Unusually, the 

cantata ends with a full repeat of the opening aria, 

bringing back the fluttering wings of both the short-

lived butterflies and the reincarnating phoenix, 

reinforcing the continued challenge of staying the 

middle course for human hearts and minds. 

The programme closes with Mary Magdalene's 

lament from La Resurrezione. As well as picking up 

the resurrection imagery of Pamphili’s phoenix, there 

is a further link between the last two pieces in terms 

of instrumentation. Handel first met the prodigiously 

talented German gambist Ernst Christian Hesse in 

Hamburg and is very likely to have seen him again in 

Rome at this time. It is tempting to think that Handel’s 

extremely demanding writing for the instrument took 

advantage of having one of Europe’s greatest players 

on hand. 

The aria uses the gamba alongside the 

appropriately sepulchral combination of recorders, 

muted oboe and solo violin to support Mary 

Magdalene through her intensely chromatic 

reflection on the contradictory pain and comfort of 

Jesus’s death. In one final piece of symmetry, that 

violin solo would have been played by Corelli himself, 

leading the orchestra for La Resurrezione’s first and 

only performances in Rome at Easter 1708. 
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Please do not turn the page until the song and its accompaniment have 
ended. 



 

(1707) 
Benedetto Pamphili 
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I. Largo affettuoso  
II. A tempo giusto  
III. Musette. Larghetto  
IV. Allegro  
V. Allegro  
 

 

 

(c.1707-8) 
Benedetto Pamphili 

 

 
 
 
 
 
 
 
 
 
 
 
 



 (1708) 
Carlo Sigismondo Capece 

 
Translation of ‘Per me già di morire’ by Anthony Hicks. 

 


