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Antonio Vivaldi (1678-1741) left over 40 concertos 
classifiable as ‘ripieno concertos’, or concerti a 
quattro. These are concertos without a soloist that 
nevertheless retain many of the qualities of a solo 
concerto, such as the presence of brilliant display 
writing and a three-movement (fast-slow-fast) 
structure. The mature concerto in E minor RV134 is 
one of his most powerful, most complex but also most 
unusual concertos of this type. Its opening movement 
is a strenuous, quite lengthy fugue with a memorable 
chromatic subject. The graceful slow movement is 
cantabile in character but also places on show the 
subtleties of the composer’s phrasing and articulation. 
The finale is a merry romp stitched together like a 
patchwork quilt. At some later stage, Vivaldi scribbled 
into the score the heading ‘Sinfonia’, with the 
implication that the piece should serve as the 
introduction to an opera or other substantial vocal 
composition, but the background to this change 
remains a mystery. 

It seems like yesterday that Vivaldi’s operas were 
considered unsuitable for performance in modern 
conditions, but nowadays they are so frequently 
staged and recorded that efforts are often made to 
reconstruct, with the aid of borrowed or newly created 
material, those operas by him that survive only in 
incomplete or fragmentary form. In his own day, 
individual arias were often extracted from their parent 
works to become items performed at public or private 
concerts by their singers, and tonight’s concert 
recreates this practice. The first aria, ‘Agitata da due 
venti’, is a stormy showpiece for the Venetian soprano 
Margherita Giocomazzi sung by princess Costanza, 
the co-heroine of Vivaldi’s opera Griselda (Venice, 
1735), near the start of Act 2. It represents, through the 
metaphor of a ship buffeted by opposing winds, the 
dilemma of a person pulled one way by love, the other 
way by duty. It is followed by another aria, ‘Sposa, son 
disprezzata’, likewise written for Giacomazzi and 
performed in Il Tamerlano (Verona, 1735), where she 
took the role of princess Irene. This is a doleful aria of 
reproach: largo in its outer section and andante in its 
inner one. Actually, Vivaldi contributed to this aria no 
music, but only a textual revision. It was one of several 
arias by a talented younger composer, Geminiano 
Giacomelli, admitted to Il Tamerlano for Giacomazzi to 
sing. Its first appearance, with different words, had 
been the previous year in Venice in Giacomelli’s 
Merope. Arias imported in this way at the behest either 
of prominent singers or of impresarios (as Vivaldi was 
for Il Tamerlano) were a normal feature in Italian 
operas at this time, being known familiarly as ‘suitcase’ 
arias (arie di baule). Next follows an aria assigned to 
the young lover Caio that rounds off the first act of 
Vivaldi’s earliest complete opera, Ottone in villa 
(Vicenza, 1713): ‘Gelosia, tu già rendi l’alma mia’. As its 
first word reveals, this aria reveals Caio’s jealousy 
towards a rival in love (although she is in fact his own 
lover in male disguise), expressed by Vivaldi with 
suitable turbulence. 

The arias are briefly interrupted by one of Vivaldi’s 
illustrative chamber concertos, Il Gardellino RV90, the 
prototype for his later goldfinch-imitating flute 
concerto of the same name, RV428, published in 1729 
as his Op. 10 No. 3. He was almost alone in going so far 
as to write true concertos for solo instruments without 
orchestra, although many of his contemporaries 
composed sonatas with concerto-like characteristics. 

We next hear an aria, ‘Vedrò con mio diletto’, from 
Act 1 of Vivaldi’s Giustino (Rome, 1724). It is sung by the 
Byzantine emperor Anastasio and expresses love for 
his bride Arianna, who has been taken captive by the 
tyrant Vitaliano. Anastasio’s disquiet over separation 
from her and fears for her safety are brought out 
eloquently by Vivaldi’s repetitive use throughout the 
aria of the so-called ‘chromatic fourth’ (familiar from 
‘Dido’s Lament’ by Purcell). The final aria, ‘Siam navi 
all’onde algenti’, is another comparison aria treating a 
raging sea as an analogue of uncontrolled human 
passions. It is sung by the confidant Aminta in Act 2 
Scene 5 of Vivaldi’s opera L’Olimpiade (Venice, 1734) 
and is a plea for the supremacy of reason over 
emotion. 

The next instrumental interlude comes in the form of 
a concerto for treble recorder by Georg Philipp 
Telemann (1681-1767), which was very likely 
composed around 1740 for the Darmstadt virtuoso 
Johann Michael Böhm. Like most Telemann concertos, 
this one is in four movements, adopting his favourite 
feature of an extended first movement in slowish but 
not actually slow tempo and cheerful in mood. 
Telemann’s affinity for the recorder is legendary 
(recorder players were at the forefront of his 
modern revival), and this concerto is an excellent 
demonstration of it. 

We come lastly to a vocal work as unusual as it is 
magnificent: Haydn’s cantata for soprano and 
keyboard (a written-out part instead of the expected 
figured bass) Arianna a Naxos, whose text is based on 
Ovid’s account of Ariadne’s desertion by Theseus. 
Haydn composed it for the Venetian soprano Bianca 
Sacchetti in the late 1780s, by which time composers 
were largely ignoring the chamber cantata in favour of 
the lied, canzonetta or concert aria. The structure is 
conventional: two arias, each preceded by a recitative. 
So, too, is the sequence of moods: first loving and 
optimistic, then indignant and desperate. But what is 
utterly unconventional is the expressionistic wildness 
of Haydn’s writing for the keyboard, reminiscent of the 
coda of his Variations in F minor HXVII:6. This 
deliberate instability is apparent already in the 
opening bars, which in key (E flat) and harmony 
prefigure those of his Piano Sonata HXVI:52 but 
choose instead to offer only disjointed fragments 
(illustrating Ariadne’s confused state of mind) rather 
than majestic continuity. 
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Antonio Vivaldi (1678-1741)  

Concerto in E minor RV134  
 

I. [Allegro]  
II. Andante  
III. Allegro  
   
   

Agitata da due venti 
from Griselda RV718 
(by 1735) 

Agitated by two 
winds 

   
 Agitata da due venti, Whipped up by two winds,  
 Freme l’onda in mar 

turbato 
the waves in a stormy sea 

rise and fall,  
 E ’l nocchiero spaventato and the terrified helmsman 
 Già s’aspetta a  

naufragar. 
expects his ship to be 

wrecked.  
   
 Dal dovere e da l’amore This heart of mine, for which 
 Combattuto questo  

core 
duty and love are doing 

battle,  
 Non resiste e par che  

ceda 
cannot defend itself, and 

seems 
 E incominci a  

desperar. 
close to surrender and 

despair.  
  
  

Sposa son disprezzata 
from Il Tamerlano 
(Bajazet) RV703 (by 
1735) 

I am betrothed but 
slighted 

   
 Sposa, son disprezzata,  I am betrothed, but slighted,  
 Fida, son oltraggiata,  loyal, but insulted;  
 Cieli, che feci  

mai?  
heavens, what did I do to 

deserve this? 
 E pure egl’è il mio cor,  And yet he is my heart,  
 Il mio sposo, il mio amor,  my betrothed, my love,  
 La mia speranza.  my hope.  
   
 L’amo, ma egl’è infedel  I love him but he is faithless,  
 Spero... ma egl’è crudel,  I hope… but he is pitiless.  
 Morir mi lascerai? Mi 

lascerai morir? 
Will you leave me to  

die? 
 O Dio! manca il valor, e la 

costanza. 
O God, my faith and 

courage fail me. 
  
 
 
 
 
 
 
 
 
 

 

Gelosia, tu già rendi 
l’alma mia from Ottone 
in villa RV729 (by 1713) 

Jealousy you make 
of my soul 

   
 Gelosia tu già rendi l’alma 

mia 
Jealousy, you make of my 

soul 
 Dell’inferno assai peggior. a place far worse than hell. 
   
 Ma se pria la vendetta io non 

farò, 
O cruel and bitter  

pain,  
 Non m’uccidere, no, no, I beg you not to kill me  
 Mio crudele aspro  

dolor. 
before I have taken my 

revenge. 
  
  

Concerto in D for flute, oboe, violin and 
bassoon RV90 ‘Il Gardellino’ 
 

I. Allegro  
II. Largo  
III. Allegro  
  
  

Vedrò con mio diletto 
from Il Giustino RV717 
(by 1724) 

With delight shall I 
see 

   
 Vedrò con mio diletto With delight shall I see 
 L’alma dell’alma mia the soul of my soul,  
 Il core del mio cor pien di 

contento. 
the heart of my heart full 

of joy. 
   
 E se dal caro oggetto And if fate decrees that 
 Lungi convien che 

sia 
I must travel far from my 

beloved,  
 Sospirerò penando ogni 

momento... 
I shall sigh with sorrow at 

every moment… 
  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Please do not turn the page until the song and its 
accompaniment have ended. 



Siam navi all’onde 
algenti from 
L’Olimpiade RV725 (by 
1734)  

We are ships adrift 

   
 Siam navi all’onde algenti, We are ships adrift 
 Lasciate in abbandono, on the icy waves, 
 Impetuosi venti, i nostri 

affetti sono, 
our emotions are 

impetuous breezes, 
 Ogni diletto è scoglio, every delight is a reef; 
 Tutta la vita è un mar. all of life is a sea.  
   
 Ben qual nocchiero in noi, Like a helmsman,  
 Veglia ragion ma poi, reason keeps watch over us,  
 Pur dall’ondoso orgoglio yet is swept away  
 Si lascia trasportar. by a wave of pride.  
 
 
 

 

  

Interval   

  

 
 
 

 

Georg Philipp Telemann (1681-1767)  

Recorder Concerto in C TWV51:C1 (c.1740)  
 

I. Allegretto  
II. Allegro  
III. Andante  
IV. Tempo di Minuet  
  
  

Joseph Haydn (1732-1809)  

Arianna a Naxos 
HXXVIb:2 (by 1790) 
Anonymous 

Ariadne on Naxos 

   
 1. Recitativo 1. Recitative 
 Teseo mio ben, Theseus, my love,  
 Dove sei tu? where are you? 
 Vicino d’averti mi  

parea 
I thought you were close 

by me,  
 Ma un lusinghiero sogno 

fallace m’ingannò. 
but was fooled by a false 

and flattering dream. 
 Già sorge in ciel la rosea 

Aurora 
Aurora’s rosy touch is 

lighting up the sky,  
 E l’erbe e i fior colora  

Febo 
and, as he rises from the 

sea, golden-haired  
 Uscendo dal mar col crine 

aurato. 
Phoebus is gilding the 

grass and flowers. 
 Sposo adorato, dove 

guidasti il piè? 
Where are you, my 

dearest love? 
 Forse le fere ad inseguir ti 

chiama il tuo nobile ardor. 
Perhaps your noble spirit 

has called you to the hunt. 
 Ah vieni, O caro, Ah, come back, o beloved, 

 Ed offrirò più grata preda a 
tuoi lacci. 

and I shall offer you a finer 
prey for your snares.  

 Il cor d’Arianna amante, che 
t’adora costante, 

With a tighter bond 
secure 

 Stringi con nodo più  
tenace 

the loving heart of 
Ariadne, who faithfully 
worships you,  

 E più bella la face splenda 
dal nostro amor. 

and let the flame of our love 
shine more brightly.  

 Soffrir non posso I cannot bear 
 D’esser da te divisa un sol 

istante. 
to be parted from you for 

a single moment.  
 Ah di vederti, O caro, già mi 

strugge il desio. 
Ah, the desire to see you, 

my love, is killing me.  
 Ti sospira il mio cuor. My heart yearns for you. 
 Vieni, idol mio. Come back, my beloved. 
   
 2. Aria. Largo 2. Aria. Largo 
 Dove sei, mio bel  

tesoro? 
Where are you, my sweet 

love? 
 Chi t’invola a questo  

cor? 
Who has taken you from 

my heart? 
 Se non vieni, io già mi  

moro, 
If you do not come back, I 

shall die,  
 Né resisto al mio  

dolor. 
for I cannot endure such 

grief.  
 Se pietade avete, O Dei, If you are merciful, o gods,  
 Secondate i voti miei; answer my prayers; 
 A me torni il caro  

ben. 
return my dearest love to 

me.  
 Dove sei? Teseo! Where are you? Theseus! 
   
 3. Recitativo 3. Recitative 
 Ma, a chi parlo? But to whom am I talking? 
 Gli accenti eco ripete  

sol. 
It is only the echo 

repeating what I say.  
 Teseo non m’ode, Theseus cannot hear me,  
 Teseo non mi  

risponde, 
Theseus is not answering 

me,  
 E portano le voci e l’aure e 

l’onde. 
the wind and waves carry 

my words away. 
 Poco da me lontano esser 

egli dovria. 
Surely he cannot be far 

from here.  
 Salgasi quello che più d’ogni 

altro s’alza alpestro scoglio: 
Let me climb the highest 

of those cliffs: 
 Ivi lo  

scoprirò. 
from there I shall be able 

to see him. 
 Che miro? But what’s that? 
 O stelle! O stars! 
 Misera me! O sorrow! 
 Quest’è l’argivo legno, That is the Argive ship,  
 Greci son quelli. those men are Greeks.  
 Teseo! Theseus! 
 Ei sulla  

prora! 
There he stands on the 

prow! 
 Ah, m’ingannassi  

almen... 
Ah, would that I were 

mistaken… 
 No no, non  

m’inganno. 
But no, my eyes do not 

deceive me. 
 Ei fugge, He is sailing away,  
 Ei qui mi lascia in 

abbandono. 
he is abandoning me 

here.  



 Più speranza non v’è, tradita 
io sono. 

All hope is gone, I am 
betrayed. 

 Teseo, Teseo, m’ascolta 
Teseo! 

Theseus, Theseus, listen 
to me, Theseus! 

 Ma oimè! Vaneggio. Alas! I am delirious.  
 I flutti e il vento lo  

involano per sempre agli 
occhi miei. 

The wind and waves are 
taking him away from 
me for ever. 

 Ah, siete ingiusti, O Dei Ah, you are unjust, o gods,  
 Se l’empio non  

punite! 
if you do not punish such 

wickedness! 
 Ingrato! Perchè ti trassi dalla 

morte? 
Thankless man! Why did I 

save you from death? 
 Dunque tu dovevi tradirmi? Was it for you to betray me? 
 E le promesse, e i giuramenti 

tuoi? 
What of your promises, 

the oaths you swore? 
 Spergiuro! Infido! Traitor! Faithless man! 
 Hai cor di  

lasciarmi! 
Have you truly the heart 

to leave me here? 
   
 A chi mi volgo? To whom can I turn? 
 Da chi pietà  

sperar? 
From whom can I hope 

for pity? 
 Già più non reggo: I can take no more: 
 Il piè vacilla, my legs will not bear me,  
 E in così amaro istante and in so bitter a moment  
 Sento mancarmi in sen 

l’alma tremante. 
I feel my trembling heart 

begin to fail. 
   
 4. Aria. Larghetto 4. Aria. Larghetto 
 Ah! che morir vorrei At a time of such grief, 
 In si fatal momento, I long to die,  
 Ma al mio crudel tormento yet an unjust heaven  
 Mi serba ingiusto il ciel. prolongs my cruel torment. 
   
 5. Presto 5. Presto 
 Misera abbandonata Wretched and forsaken,  
 Non ho chi mi consola. I have no one to comfort me.  
 Chi tanto amai s’invola, Heartless and untrue,  
 Barbaro ed infidel. the man I adored has fled. 
  
  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Translations by © Susannah Howe 

 




