
 

 
 

 

 

 
 

 

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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Tragic Handelian figures 
 

Les Talens Lyriques 

Simone Pirri violin 

Gabriel Grosbard violin 

Emmanuel Jacques cello 

Christophe Rousset director, harpsichord 

Ambroisine Bré mezzo-soprano 
 

 

George Frideric Handel  (1685-1759)   Notte placida e cheta HWV142 (?1708)   

Arcangelo Corelli  (1653-1713)    Trio Sonata in G minor Op. 3 No. 11 (pub. 1689)   
I. Grave • II. Presto • III. Adagio • IV. Allegro  

Ciaccona. Largo - Allegro from Trio Sonata in G Op. 2 No. 12 

'Ciaccona' (pub. 1685)   

George Frideric Handel  From Giulio Cesare in Egitto HWV17 (1724 rev. 1725-30)   
Cara speme, questo core • Svegliatevi nel core  

Interval    

George Frideric Handel  Son qual stanco Pellegrino from Arianna in Creta HWV32 
(1733-4)   

Trio Sonata in B minor HWV386b (pub. c.1730-3)   
I. Andante • II. Allegro ma non troppo • 
III. Largo • IV. Allegro  

Agrippina condotta a morire HWV110 (c.1807-8)   
 

 

Wigmore Hall £5 tickets for Under 35s supported by Media Partner Classic FM  

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

aged 8-25 

 

 



 

 

18th-century Italy was irresistible to two groups of 

visitors above all others: the intrepid young on the 

fashionable 'Grand Tour', and artists. However, whereas 

most of those travelling through Europe for their own 

interest were of means allowing them to extend their 

adventures as long as they chose, the musicians, writers 

and painters converging on Italy’s main cities could not 

afford themselves any such indulgence. They needed to 

use their time in the vibrant cultural centres of Florence, 

Venice and Rome to enrich their work, and to do that 

they also needed financial and material support in the 

form of patronage from the peninsula’s most 

resourceful and significant figures. 

The most accomplished musicians could hope to 

attract the attention of the most senior clerics in Rome 

such as Cardinals Pietro Ottoboni and Benedetto 

Pamphili, who spent notoriously large sums on musical 

spectaculars for their private parties. By the time 

George Frideric Handel arrived in Italy in 1706 Pope 

Clement XI had banned opera in the Papal States, so he 

found a loophole writing grand, sacred music and large-

scale secular cantatas for such figures. The latter were 

performed at the Cardinals’ gatherings in their Roman 

palaces and outside during weekends at their estates in 

the countryside beyond the city walls. These pseudo-

operas also appeared at the exclusive meetings of the 

private society of intellectuals known as the Accademia 
dell’Arcadia, founded by the charismatic Queen 

Christina of Sweden and counting among its 

membership figures such as Ottoboni and Pamphili. It 

had been convened to revive and retain the values of 

ancient Classical tradition by way of representation in 

literature and music, and supported the work of 

composers such as Alessandro Scarlatti, Arcangelo 

Corelli and Giovanni Bononcini. Handel’s time in Rome 

as the guest of such high-profile patrons, including the 

Marquis Francesco Maria Ruspoli, had led to his gradual 

absorption into this exclusive salon, and it was here that 

he first met Corelli, and encountered such notable 

writers as Pietro Metastasio and Piero Bonelli. 

The Accademia also provided an attractive mystique 

to those passing through on their Grand Tours. Among 

the mementoes these travellers took back to London 

were examples of the music of the country that had so 

captivated them, and which originated from this illusive 

culture: in the famous painting by the celebrated 

portrait artist Pompeo Batoni, John Montagu, Earl of 

Sandwich, displays the spoils of his Italian tour, a 

chitarra tucked under his arm and an open copy of 

Corelli’s Trio Sonata No. 5 on his lap. Then, as now, for 

the English Italy was synonymous with style and 

elegance, and when Italian musicians such as Corelli 

began to arrive in London, their presence permeated 

the entire musical scene. Most notably, English 

chamber music began to model itself on Corelli’s 

archetypal trio sonatas that followed two traditional 

Italian forms: those written for the church ('da chiesa'), 

as exemplified by his Trio Sonata in G minor Op. 3 No. 11, 

and for chamber ('da camera'), such as the Trio Sonata 

in G Op. 2 No. 12 – both of which were held up as 

paradigms of procedural perfection by English 

composers. 

As the distinguished musician and historian Charles 

Burney wrote in his General History of Music in 1776: 

'The ancient Romans had the fine arts and eminent 

artists from Greece; and, in return, the modern Romans 

supply all the rest of Europe with painting, sculpture, 

and Music. This last art is a manufacture in Italy, that 

feeds and enriches a large portion of the people; and it 

is no more disgraceful to a mercantile country to import 

it, than wine, tea, or any other production…' Handel had 

written most of his secular cantatas during his time in 

Italy between 1706 and 1710: two of the best known, 

which bookend this evening’s performance, are based 

on the mythological subjects of Burney’s account and 

date from 1707-8, when Handel was employed by the 

Ruspoli family. Of the many entertainments he wrote for 

them, Notte placida e cheta is a dream sequence, set in 

the pastoral surroundings of Arcadia as the protagonist 

imagines her lover. It is most likely to have been written 

for one of the Ruspoli’s regular Sunday evening recitals 

and is unusual for a cantata – although not for an opera 

– in that each of its four arias is preceded by a recitative. 

Its intention for a grander occasion than a straightforward 

recital is also evident in the variety of styles it uses over 

the course of its movements: two recitatives are fully 

accompanied, the first aria concentrates on the tonal 

colours of the words themselves, another narrows the 

forces into an intimate duet between singer and cello, 

and the closing movement pulls all these together into a 

filigree display of counterpoint and fugue. Agrippina 
condotta a morire is more directly dramatic, telling the 

story of the rage of the Roman empress Agrippina the 

Younger as she finds herself condemned to death by 

her own son, Emperor Nero. 

When Handel arrived in London in 1710, however, he 

encountered no obstacles to the composition of opera 

as he had in Rome. It was here that his path again 

crossed Pietro Bonelli’s, and the two began a 

collaboration that included some of Handel’s most 

famous opere serie. This dramatic Italian form was 

based on Classical subjects in the same manner as the 

secular cantatas that he had written in Italy, and which 

had effectively functioned as opera in disguise under 

the Pope’s ban. As a result, they were also sung in Italian 

and featured some of the same heroic male characters. 

Giulio Cesare in Egitto was an immediate success when 

it was premièred at the Royal Academy in 1724. Its arias 

'Cara speme, questo core' and 'Svegliatevi nel core' 

were both written for the character of Sesto, an en 
travesti (trouser) role most likely created by Handel for 

Margherita Durastanti, the soprano whose name had 

been closely associated with his in Rome. Arianna in 
Creta follows the same pattern of Classical mythology, 

telling the story of the slaying of the Minotaur by 

Theseus and Ariadne, daughter of King Minos of Crete. 

In it, Alceste’s soothing aria 'Son qual stanco Pellegrino' 

transports the listener back to the voice-and-cello 

intimacy of Notte placida e cheta. 
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I. Grave  

II. Presto  

III. Adagio  

IV. Allegro  
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(1724 rev. 1725-30) 
Nicola Francesco Haym, after Giacomo Francesco 
Bussani 
 

 

 

 

 

 

 

  

 

 

  

 (1733-4) 
Anonymous, after Pietro 
Pariati 

 

 
 
 
 
 
 

 (pub. c.1730-3) 

I. Andante  
II. Allegro ma non troppo  
III. Largo  
IV. Allegro  
 

 

 

(c.1807-8) 
Anonymous 





 

 
 
Translation of ‘Son qual stanco Pellegrino’ by Avril Bardoni. ‘Agrippina 
condotta a morire’ by James Halliday, printed with permission. All other 
translations kindly provided by the artists. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
The Ensemble Les Talens Lyriques receives subsidies from the French 
Ministry of Culture-Drac Ile-de-France and the City of Paris, and the 
generous support from its Circle of Patrons. 
The Ensemble wishes to thank its principal Patrons, the Annenberg 
Foundation / GRoW - Gregory and Regina Annenberg Weingarten, 
Madame Aline Foriel-Destezet and Fondation Société Générale C’est 
vous l’avenir. 
The Ensemble is regularly supported by the Centre National de la 
Musique for its national and international development and its 
recordings. 
 
Since 2011 Les Talens Lyriques has been associate artist, in residence at 
the Singer-Polignac Foundation in Paris. 
Les Talens Lyriques is a founding member of FEVIS (Federation of 
Specialised Vocal and Instrumental Ensembles) and of PROFEDIM 
(Professional Union of Music Producers, Festivals, Ensembles, and 
Independent Distributors). 
 

 


