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L’Arpeggiata
Christina Pluhar, Artistic Director and Theorbo
Céline Scheen, Soprano
Giuseppina Bridelli, Mezzo-Soprano
Vincenzo Capezzuto, Alto

La festa d’Arpeggiata

CLAUDIO Toccata, from Orfeo 
MONTEVERDI
(1567–1643)

BARBARA STROZZI Che si può fare
(1619–1677)

Céline Scheen, Soprano

TRADITIONAL Ninna Nanna Sopra la Romanesca
(Italy)

Céline Scheen, Soprano
Giuseppina Bridelli, Mezzo-Soprano
Vincenzo Capezzuto, Alto

This evening’s program will be performed without intermission and is
continued on the following pages.



TRADITIONAL Pizzica di San Vito
(Italy)

Vincenzo Capezzuto, Alto

HENRY PURCELL Music for a while, from 
(ca. 1659–1695) Oedipus, King of Thebes 

Céline Scheen, Soprano

HENRY PURCELL ’Twas within a furlong of Edinborough 
Town, from The Mock Marriage 

Vincenzo Capezzuto, Alto

CLAUDIO Amore, dicea, from Lamento della ninfa
MONTEVERDI

Céline Scheen, Soprano

ALFIO ANTICO Silenzio d’amuri
(b. 1956)

Vincenzo Capezzuto, Alto

CLAUDIO Pur ti miro, from L’incoronazione di Poppea 
MONTEVERDI

Céline Scheen, Soprano
Giuseppina Bridelli, Mezzo-Soprano

HENRY PURCELL Strike the viol, from Come, ye sons of art away

Céline Scheen, Soprano

ANTONIO CESTI Disserratevi abissi, from L’Argia 
(1623–1669)

Giuseppina Bridelli, Mezzo-Soprano

HENRY PURCELL When I am laid in earth, from Dido and Aeneas 

Céline Scheen, Soprano



FRANCESCO CAVALLI Ninfa bella, from Calisto 
(1602–1676)

Giuseppina Bridelli, Mezzo-Soprano

TRADITIONAL La llorona
(Mexico)

Vincenzo Capezzuto, Alto

Improvisation: Canario

FRANCESCO CAVALLI Dell’antro magico, from Giasone  

Giuseppina Bridelli, Mezzo-Soprano

HENRY PURCELL Man is for the woman made, from 
The Mock Marriage

Vincenzo Capezzuto, Alto

GEORGE FRIDERIC O sleep, why dost thou leave me?, 
HANDEL from Semele 
(1685–1759)

Céline Scheen, Soprano

TRADITIONAL Lu passariellu
(Italy)

Céline Scheen, Soprano
Giuseppina Bridelli, Mezzo-Soprano
Vincenzo Capezzuto, Alto
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At a Glance
Opera, as we know it today, grew out of theories about music and drama from
classical antiquity as they were understood by a group of intellectuals in
Florence at the start of the 17th century. Monteverdi’s Orfeo of 1607, with its
mythological subject matter and pastoral atmosphere, had much in common
with the courtly entertainments of the previous century. In the hands of
Monteverdi and his successors—including Cavalli, Cesti, Purcell, and
eventually Handel—opera gradually took on its more modern aspects: plots
rich in drama and human interest, a clear distinction between arias and
recitatives, and ample opportunities for vocal display.

Yet for all its musical and dramatic sophistication, opera also had deep roots
in popular culture. Indeed, the cross-fertilization of the two traditions—
which L’Arpeggiata explores in this evening’s program—found an outlet in a
wide range of music, from richly expressive love songs and laments to
frivolous ditties and folk dances. The venturesome ensemble takes a
distinctively free and fresh approach to this appealing repertoire, emphasizing
the improvisatory spirit that Baroque music shares with more recent folk
idioms as well as jazz. The concert will be performed without an intermission.
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Cultural Affairs.
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and Bloomingdale’s.

Carnegie Hall gratefully acknowledges Ricola’s donation of cough drops for the 2017–2018
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Selected English translations by Camilla Tassi.

Melissa Wegner, Supertitles

Lily Arbisser, Supertitles Caller
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The Program
About the Composers 

Claudio Monteverdi was a key figure in the transition from the ornate
polyphonic style of the late Renaissance to the recitative-like solo monody
that laid the foundation for Baroque opera. His three surviving operas—Orfeo
(1607), Il ritorno d’Ulisse in patria (1640), and L’incoronazione di Poppea
(1643)—are among the earliest that continue to hold the stage, alongside a
handful of works by his anointed successor, Francesco Cavalli. Cavalli cut his
musical teeth as a choirboy at St. Mark’s Basilica in Venice, where he sang
under Monteverdi’s direction. He went on to compose more than three dozen
operas—including Giasone (1649) and Calisto (1651)—that cemented his
reputation as Italy’s foremost opera composer.

Barbara Strozzi, Cavalli’s prize pupil, was a product of the aristocratic musical
academies that flourished in 17th-century Venice, Florence, and other Italian
city-states, uniting musicians and their patrons in a common artistic
enterprise. Although she wrote no operas, her many solo songs and madrigals
reveal a distinctively dramatic sensibility. Like Strozzi, Antonio Cesti was
equally renowned as a composer and singer, appearing both on the opera
stage and as a member of the papal choir in Rome. When his noble employer
in Innsbruck built a state-of-the-art court theater to produce opera in the
lavish Venetian style, he commissioned Cesti to write a series of sumptuous
music dramas, including L’Argia (1655).

Opera was slower to take root in England than in continental Europe, but
thanks to Purcell and Handel, it soon became wildly popular in what the
Germans rather sniffily called “the land without music.” Purcell, who spent
most of his short life in the shadow of Westminster Abbey, wrote a wide range
of vocal and instrumental music to be performed there and at the Stuart
court. After the Glorious Revolution of 1688, he channeled most of his energy
into incidental music for plays, semi-operas, and the first indisputably great
English opera, Dido and Aeneas. A generation later, Handel built on this
foundation in a series of Italian- and English-language operas that made
Georgian London one of Europe’s operatic capitals. Eventually, Handel all but
abandoned opera for sacred oratorio, a genre for which the British public had
a seemingly insatiable appetite. The opera Semele, composed in 1744 for the
recently opened Covent Garden Theatre, was first presented as an unstaged
secular oratorio. 
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Monteverdi wrote virtually no independent instrumental music, although the
fanfares and other instrumental passages in his operas bear witness to his
mastery of orchestration. The bright, brassy, and irresistibly propulsive
Toccata that opens Orfeo previews the festive atmosphere that surrounds the
impending nuptials of Orpheus and Eurydice. 

A noted soprano as well as a composer, Barbara Strozzi often performed her
own works at the Venetian musical academy organized by her natural father,
poet Giulio Strozzi. This charming song, for soprano and continuo, deals with
one of her favorite themes: the torments of love. The vocal line is alternately
smooth and agitated, with the verb piovano (“rain”) eliciting a shower of
melismatic passagework. 

The untranslatable phrase ninna nanna is the onomatopoetic Italian term for
“lullaby.” The romanesca was a ground bass, or repeating pattern, that was
used often as the basis for instrumental variations in the 17th century. As this
beguiling hybrid of the two musical traditions shows, the slowly cycling chord
progression of the romanesca was intrinsically soporific. 

The title of this high-spirited folk piece can be translated as “The Sting of St.
Vitus,” alluding to the patron saint of dancers. It is cast in the form of a
tarantella—a fast, frenetic Neapolitan dance associated with the tarantula, a
spider commonly found in the region around Taranto in Italy’s “boot heel.” In
popular lore, energetic dancing was the only sure antidote to the tarantula’s
poisonous bite. 

TRADITIONAL (Italy)
“Ninna Nanna Sopra la Romanesca” 

CLAUDIO MONTEVERDI (1567–1643)

Toccata from Orfeo

TRADITIONAL (Italy)
“Pizzica di San Vito”

BARBARA STROZZI (1619–1677)

“Che si può fare”
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Known as “Orpheus Britannicus” (“British Orpheus”), Purcell excelled in
virtually every realm of composition, from vividly dramatic theatrical works
to deeply felt religious music, and from simple songs to intricately wrought
chamber music. Among the many plays for which he contributed incidental
music was John Dryden and Nathaniel Lee’s Oedipus, King of Thebes. In Act
III, the seer Tiresias, seeking to propitiate the “infernal Pow’rs,” bids the
assembled priests to “tune your Voices, / And let ’em have such Sounds as Hell
ne’er heard, / Since Orpheus brib’d the Shades.” Purcell’s bewitching song,
built on a repeating ground bass, charmed even the vengeful Fury Alecto. 

This lighthearted ditty shows a very different aspect of Purcell’s art, and of
late–17th-century English society. The humorous, mildly racy text concerns a
not-so-innocent maid determined to rebuff the advances of an unscrupulous
“wag” who will “ne’er consent to wed.” In Purcell’s simple strophic setting,
each of the three verses ends with a lively refrain in “snap” rhythm (short-
long), as if the characters are wagging their fingers at each other. 

Lamento della ninfa (The Nymph’s Lament) is one of the “amorous madrigals”
published in Monteverdi’s eighth book of madrigals of 1638. This miniature
drama begins and ends with trios for male voices. The central section, “Amor,
dicea,” is a deeply affecting chaconne for solo soprano. The nymph grieves her
lost love in an anguished, supplely expressive vocal line, anchored by a
descending four-note scale in the bass.

Both the ground-bass structure and the sentiment of Monteverdi’s lament
are echoed in this tender love song in Sicilian dialect by Alfio Antico, a
contemporary Italian folk singer and percussionist. The simple chord
progressions, slow duple rhythm, and gentle syncopations enhance the
bittersweet pathos of the lyrics. 

ALFIO ANTICO (b. 1956)

“Silenzio d’amuri”

HENRY PURCELL
“’Twas within a furlong of Edinborough Town” from The Mock
Marriage

CLAUDIO MONTEVERDI
“Amor, dicea” from Lamento della ninfa

HENRY PURCELL (ca. 1659–1695) 

“Music for a while” from Oedipus, King of Thebes
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Of Monteverdi’s three surviving operas, L’incoronazione di Poppea (The
Coronation of Poppea) speaks most directly to modern audiences with its rich
cast of historical characters and compelling drama. In the opera’s closing
duet, the emperor Nero and his consort Poppea, who has displaced the
empress Octavia, celebrate their love in rapturously intertwining vocal lines
supported by an ostinato bass. Although recent scholarship has cast doubt on
Monteverdi’s authorship of “Pur ti miro” (some attribute it to a contemporary
named Benedetto Ferrari), its seductive power has never been in question.

Purcell wrote this festive countertenor song for Come, ye sons of art away, the
birthday ode he composed for Queen Mary in 1694. In L’Arpeggiata’s version,
the suavely melodious vocal line is supplemented by an ornate cornetto
obligato and a vibrantly percussive accompaniment. Although stylistically
anachronistic, this arrangement captures the exuberant and spontaneous
spirit of the original, culminating in a rousing jazz-inspired improvisation.

A native of Arezzo, Cesti served for 14 years as music director to Archduke
Ferdinand Karl in Innsbruck, where his opera L’Argia was produced in 1655.
A British visitor reported that the performance “lasted about six or seven
hours, with most strangely excellent scenes and ravishing music.” Just before
the opera’s obligatory happy ending, Prince Selino—overcome with grief and
remorse for abandoning Princess Argia—sings this plangent aria over a
chromatically descending ground bass. 

Purcell composed Dido and Aeneas in the mid- to late-1680s, and the first
known performance took place in 1689 at a girls’ boarding school in Chelsea.
Although the libretto states that the opera was performed “by young
gentlewomen,” the cast presumably included mature singers, both male and
female, as well. Queen Dido’s famous lament, “When I am laid in earth”—with

HENRY PURCELL
“Strike the viol” from Come, ye sons of art away

CLAUDIO MONTEVERDI
“Pur ti miro” from L’incoronazione di Poppea

ANTONIO CESTI (1623–1669)

“Disserratevi abissi” from L’Argia 

HENRY PURCELL
“When I am laid in earth” from Dido and Aeneas
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its searing dissonances, passionate outcries, and chromatically descending
ground bass—marks the despairing climax of this small-scale masterpiece. 

In the 1640s and ’50s, Venice’s public opera houses competed for the honor of
staging Cavalli’s works. Calisto is based on Ovid’s story of an innocent nymph
seduced by Jupiter, who transforms her into a star to save her from his
vengeful wife. In Act I, the rambunctious young satyr Satirino offers his
sexual services to another nymph named Linfea. The crude, rustic character
of his aria is heightened by the verse structure: Each line ends with a so-called
sdrucciolo rhythm, with the accent on the antepenultimate syllable.

This haunting song, popularized by various Mexican and American folk
artists in the 20th century, is based on the legend of the “weeping woman”
who committed suicide after drowning her children. Banished from heaven,
her ghost is condemned to roam the countryside perpetually in search of
them. With its poignant harmonies and melodic inflections, “La Llorona”
epitomizes the ageless spirit of the lament.

The canario is an up-tempo instrumental dance in triple time. It originated in
the Canary Islands, as its name indicates, and made its way to Europe by way
of Spain. 

Giasone was a hit from the time it was first produced in 1649 at Venice’s
Teatro San Cassiano. The libretto, based on the story of Jason and the
Argonauts, blends high drama and pathos with a ribald and often earthy sense
of humor. In the incantation scene at the end of Act I, Medea calls on the
spirits of the underworld to aid the eponymous hero in his quest for the
Golden Fleece. The sparse chordal harmonies and insistent sdrucciolo
rhythm of “Dell’antro magico” are mesmerizingly effective.

FRANCESCO CAVALLI (1602–1676)

“Ninfa bella” from Calisto 

TRADITIONAL (Mexico)
“La llorona”

Improvisation: Canario 

FRANCESCO CAVALLI
“Dell’antro magico” from Giasone 
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Shortly before his death, Purcell penned three songs for Thomas Scott’s
comedy The Mock Marriage, produced in 1695 at London’s Drury Lane
Theatre. The composer’s popular touch is evident in “Man is for the woman
made,” a whimsical strophic ditty with a simple, moralizing refrain that lends
itself to L’Arpeggiata’s creative, freewheeling performance style. 

Handel’s English-language opera Semele had its premiere in 1744 at London’s
Covent Garden Theatre. Although it was performed concert style “in the
manner of an oratorio,” the erotically charged tale of adultery among the
Olympian gods proved sufficiently risqué that the libretto was subsequently
bowdlerized. In this tenderly ravishing air from Act II, the Theban princess
Semele pleads with Somnus, the god of sleep, to restore the notoriously
promiscuous Jupiter—her “wand’ring love”—to her embrace. 

Like “Pizzica di San Vito,” “Lu passariellu” (“The Sparrow”) partakes of the
rich and varied tradition of the Italian tarantella, yet the character of the two
dances could hardly be more different. With its lilting triple meter and
wailing, minor-key melody over a relentless ostinato bass, “Lu passariellu”
casts a dark, hypnotic spell.

—Harry Haskell

© 2017 The Carnegie Hall Corporation

HENRY PURCELL
“Man is for the woman made” from The Mock Marriage

GEORGE FRIDERIC HANDEL (1685–1759)

“O sleep, why dost thou leave me?” from Semele

TRADITIONAL (Italy)
“Lu passariellu”
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The Artists
Christina Pluhar

Christina Pluhar, founder and artistic director of the L’Arpeggiata, discovered
her deep affinity with Renaissance and Baroque music after studying classical
guitar at the University of Graz in Austria.

She devoted herself to the studies of the lute, theorbo, baroque guitar, and
baroque harp at the Royal Conservatoire of The Hague (Netherlands) with
Toyohiko Satoh, Schola Cantorum Basiliensis (Switzerland) with Hopkinson
Smith, and Civica Scuola di Musica di Milano (Italy) with Mara Galassi,
followed by master classes with Paul O’Dette, Andrew Lawrence-King, and
Jesper Christensen. 

In 1992, Ms. Pluhar moved to Paris, where she performed both as a soloist and
a continuo player with Ensemble La Fenice (Jean Tubéry), Hespèrion XXI
(Jordi Savall), Il Giardino Armonico, Concerto Soave (María Cristina Kiehr),
Accordone (Marco Beasley), Ensemble Elyma (Gabriel Garrido), Les
Musiciens du Louvre (Marc Minkowski), Ricercar Consort (Philippe Pierlot),
La Grande Écurie et la Chambre du Roy (Jean-Claude Malgoire), and Cantus
Cölln (Konrad Junghänel), among others. As a continuo player, she has
performed with orchestras under the direction of René Jacobs, Alessandro
De Marchi, and Gabriel Garrido. From 2001 to 2005, she was assistant
conductor to Ivor Bolton at the Munich Opera House. As a guest conductor,
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she was invited to conduct the Australian
Brandenburg Orchestra (Sydney), European
Union Baroque Orchestra, and Orchestra Divino
Sospiro (Portugal).

Since 1993, Ms. Pluhar has conducted master
classes at the University of Graz; since 1999, she has
served as professor of Baroque harp at the Royal
Conservatoire of The Hague.

In 2000, Ms. Pluhar founded L’Arpeggiata.
Selecting some of the finest artists in Europe as
members, L’Arpeggiata achieved success virtually
overnight with its first CD, La Villanella (a
collection of Giovanni Girolamo Kapsberger vocal
works). In 2012, L’Arpeggiata—under Ms. Pluhar’s
direction—became the first baroque ensemble to be
named a Perspectives artist at Carnegie Hall.

Céline Scheen

Céline Scheen completed her training at the
Guildhall School of Music and Drama in London
with Vera Rózsa. She has since performed in the
greatest festivals and concert halls around the world.

On the opera stage, her roles have included Zerlina
in Mozart’s Don Giovanni, Atilia in Cavalli’s
Eliogabalo, Papagena in Mozart’s The Magic Flute,
Amour and Clarine in Rameau’s Platée, and La
musica and Euridice in Monteverdi’s Orfeo. She
was also Venus in John Blow’s Venus and Adonis in a
new production by the Théâtre de Caen that toured
to the Grand Théâtre du Luxembourg, Angers
Nantes Opéra, Opéra de Lille, Opéra Comique
(Paris), and Maison de la Culture de Grenoble. 

In concert, Ms. Scheen has performed works by
Bach, Graupner, Monteverdi, Rameau, and Zelenka
with Ensemble Pygmalion, and the combined
forces of La Cetra Barockorchester Basel and RIAS
Kammerchor, among many others. 

She has recorded music for the film Le roi danse
with Musica Antiqua Köln and Reinhard Goebel, in
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addition to working with Paolo Pandolfo on a CD
on improvisations. Other releases that feature Ms.
Scheen include Bach’s Orgelbüchlein with Ensemble
Mare Nostrum, Virtuosissima compositrice
(featuring works by Barbara Strozzi) with Cappella
Mediterranea and Leonardo García Alarcón,
Amarante with Philippe Pierlot and Eduardo Egüez,
Lully’s Bellérophon with Les Talens Lyriques and
Christophe Rousset, and Monteverdi’s Vespro della
Beata Vergine with the Ricercar Consort and
Philippe Pierlot.

Ms. Scheen has performed in new productions of
the St. Mathew Passion in Copenhagen with the
Danish Radio Orchestra under the direction of
Andrea Marcon, and in Dresden and Prague with
Collegium 1704 under Václav Luks. During the
2015–2016 season, she appeared with frequent
partners Le Banquet Céleste and Damien Guillon
in Europe.

Giuseppina Bridelli

Born in Italy, Giuseppina Bridelli started singing at
a very young age at the Conservatorio di Musica G.
Nicolini in Piacenza, where she was taught by
Maria Laura Groppi. In 2007, she won the Aslico
competition for young vocalists and made her debut
at 21 as Despina in Così fan tutte with conductor
Diego Fasolis. Since 2008, she has studied at the
Scuola dell’Opera del Teatro Comunale in Bologna. 

Ms. Bridelli was a finalist in several international
singing competitions, including the International
Hans Gabor Belvedere Competition, Neue
Stimmen, and Innsbruck Festival of Early Music’s
Cesti Competition. In 2012, she won the top prize
at the Concorso Internazionale di Canto Barocco
Francesco Provenzale in Naples and the second
prize at the Concours International de Chant
Baroque in France. In May 2013, she won second
prizes at the International Vocal Competition
Stanisław Moniuszko in Varsavia and the
International Voice Competition Renata Tebaldi
Competition in San Marino.
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Highly appreciated for her early-music
performances, Ms. Bridelli collaborates with such
Baroque ensembles as Accademia Bizantina, La
Venexiana, Cappella Mediterranea, Auser Musici,
Ensemble Pygmalion, Stile Galante, and Le
Concert de l’Hostel Dieu.

She has also performed at the Festival della Valle
d’Itria in Scarlatti’s Messa di Santa Cecilia, and as
Amore and Poesia in Cavalli and Stradella’s Il
Novello Giasone; at the Innsbruck Festival of Early
Music as Ottavia and Virtù in Monteverdi’s
L’incoronazione di Poppea; at the Alessandro
Scarlatti Association in Naples as Clori in Gli
equivoci nel sembiante; and at the Oper Bremen as
Flora in Vivaldi’s L’incoronazione di Dario with
Accademia Bizantina under the direction of
Ottavio Dantone. 

In 2016, Ms. Bridelli performed the role of Aristeo
in Rossi’s Orfeo with Ensemble Pygmalion and
conductor Raphaël Pichon, in addition to Minerva
and El Tiempo in Durón’s La guerra de los gigantes
with Cappella Mediterranea at the Teatro de la
Zarzuela in Madrid.

Vincenzo Capezzuto

Vincenzo Capezzuto has performed as a principal
dancer with Teatro di San Carlo, English National
Ballet, Julio Bocca’s Ballet Argentino, Michele
Merola’s MM Contemporary Dance Company, and
Aterballetto. He has danced all over the world in
productions choreographed by Mauro Bigonzetti,
William Forsythe, and Ohad Naharin, among
others. In addition to being honored with many
awards, he has also been invited by Vittoria
Ottolenghi, Alessandra Ferri, Maximiliano Guerra,
and Alberto Testa to perform in prestigious galas.

As a singer, Mr. Capezzuto appers on L’Arpeggiata’s
recent recordings: Via Crucis, Los Pájaros Perdidos,
Mediterraneo, and Music for a While: Improvisations
on Purcell. He has performed at the Hong Kong
Arts Festival, Carnegie Hall, the BBC Proms in
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London, and the Théâtre du Châtelet in Paris. In November 2010, he was
invited on a European tour as singer and dancer with the European Baroque
Orchestra, led by Ms. Pluhar. Mr. Capezzuto also has been featured on Il
Pomo d’Oro’s recording of charming Venetian Baroque music, directed by
Riccardo Minasi. He also performed on the celebrated recording Ti amo anche
se non so chi sei alongside prestigious Italian singers Franco Battiato, Lucio
Dalla, Massimo Ranieri, and Gianni Morandi. 

L’Arpeggiata

Founded in 2000 by Artistic Director Christina Pluhar, L’Arpeggiata is
composed of some of today’s finest soloists who work in collaboration with
the most exceptional singers from the Baroque music world. L’Arpeggiata’s
performances are based on instrumental improvisation and singing that
focuses on vocal interpretation influenced by traditional music.

Since its founding, L’Arpeggiata has received incredible responses from
audiences and outstanding critical acclaim. Its albums—including La
Villanella; Homo fugit velut umbra; La Tarantella; Teatro d’Amore; 
All’ Improvviso; Rappresentatione di Anima, et di Corpo; Los Impossibles; Via
Crucis; and Monteverdi’s Vespro della Beata Vergine—have earned a string of
accolades, among them ECHO Klassik and Edison Classical Music awards.
Los Pájaros Perdidos (2012) is devoted to traditional and Baroque music from
Latin America, and Mediterraneo (2013) features fado singer Mísia. The
ensemble released L’amore innamorato, an album dedicated to the most
beautiful opera arias for soprano by Francesco Cavalli, and most recently
Orfeo Chamán, a selection of music composed and arranged by Ms. Pluhar. 

L’Arpeggiata has participated in many festivals around the world, including
the London Festival of Baroque Music, Festival Oude Muziek in Utrecht,
Festival Baroque de Pontoise, Printemps des arts in Nantes, Rencontres
Musicales de Vézelay, Festival International de Musiques Sacrées in Fribourg,
Festival de l’Abbaye de Saint-Michel en Thiérache, Festival de Sablé,
Ludwigsburger Schlossfestspiele, and Hong Kong Arts Festival.

Christina Pluhar, Artistic Director and Theorbo 
Doron Sherwin, Cornetto
Adriana Alcaide, Baroque Violin
Rodney Prada, Viola da gamba
Eero Palviainen, Archlute and Baroque Guitar
Boris Schmidt, Double Bass
Francesco Turrisi, Piano, Organ, and Harpsichord
Haru Kitamika, Organ and Harpsichord
Sergey Saprychev, Percussion


