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OPERA OMNIA, Academy for Early Opera & Dance at Moscow State Theatre ‘Natalya 
Sats’, celebrates the 450th anniversary of Claudio Monteverdi (1567-1643) with  a unique 
project: the world premiere of Andrew Lawrence-King’s remake of the baroque composer’s 
lost masterpiece, Arianna (1608).  
 
Today, we admire Monteverdi’s three surviving operas: the dramatic poetry and exquisite 
music of Orfeo (1607), heroic adventures and a beautiful love-story in Ulisse (1640), 
political and psychological drama in Poppea (1642).  But in his own lifetime, the ‘divine 
Claudio’ was most renowned for the Tragedia in musica (tragedy in music), Arianna, 
which combines all these elements in one five-Act rappresentatione (show). Rinuccini’s 
libretto is full of rhetorical delights and poetic imagery, recounting the mythical love-story 
of the Athenian hero Teseo and the beautiful princess Arianna of Crete. When he abandons 
her on the rocky island of Naxos, she breaks down in anguish, until Bacco, god of wine 
(and of artistic inspiration), arrives to rescue her. Such a happy ending made this tragic 
tale suitable for its original performance, which celebrated the dynastic wedding of 
Francesco Gonzaga of Mantua to Margherita of Savoy.  
 
The Mantovan court chronicler hailed the success of the 1608 premiere: “The lament, 
which Arianna did on a rocky outcrop, abandoned by Teseo, was performed with such 
emotion, and with such piteous gestures, that there was not a single listener whose heart 
was not softened, nor was there one lady who did not shed some little tear at her beautiful 
lament.” Even the ambassador from the rival Este court at Modena was impressed: "Each 
of the performers had very nice costumes and did their parts well, but best of all was 
Arianna the commedia dell'arte actress; they did the story of Arianna & Teseo, which with 
her musical lament, accompanied by viols and violins, she made many weep with her pain. 
There was also Francesco Rasi, a tenor who sang divinely; but Arianna outdid herself in 
this role, and the sopranos and others seemed as nothing."  
 
Contemporary poets also remembered the performance of the actress Virginia Andreini 
Ramponi (known as La Florinda) in the role of Arianna: “"And accompanied by harmony, 
her hand pressed against her heart with intense emotion, she squeezed our souls". 
Monteverdi himself considered this opera his finest work, in which he came closest to the 
‘natural way’ of representing emotions in music; he revived Arianna in 1640 as his first 
production for the Venetian theatres. A decade later, every musical household in Italy 
possessed a copy of Monteverdi’s Lamento d’Arianna, which he published in three 
versions: for solo soprano, a madrigal arrangement for five voices, and a sacred adaptation 
as the lament of the Blessed Virgin Mary at the foot of the cross. But none of these 
arrangements includes the string accompaniments heard in the original opera, and the rest 
of Monteverdi’s score is entirely lost. 
 



Our Arianna a la recherche reconstructs an operatic framework for the famous Lament, 
not by superimposing Rinuccini’s text on other surviving works by Monteverdi, but by 
composing a new setting in Claudio’s “voice”. With help from leading Monteverdi scholar, 
Prof Tim Carter, I studied Rinuccini’s libretto (which survives complete) for every possible 
clue: What should be solo, what should be ensemble? Where should there be an 
instrumental sinfonia? What should be recitative, what should be aria? Arrivals and 
departures of various boats are vital to the story, so a gentle triple-time air sets Rinuccini’s 
many lines about sailing. Other lines anticipate and ‘flash back’ to the Lamento, or cite 
verses from other music dramas, encouraging me to make similar references in the music. 
Monteverdi himself often sets particular words to precisely the same music, imitating the 
spoken declamation of a fine actor: here I was able to follow his example. Elsewhere, I have 
composed new 17th-century polyphony in the same formal structures that we see in Orfeo 
and other works circa 1608: instrumental ritornelli, strophic choruses and (at the end of 
scene III) a passionate, chromatic madrigal as the Chorus of Fisherman vent their anger at 
hard-hearted Teseo. 
 
In the first operas, including Arianna, the delight is not only in story, music and emotions, 
but also in the rhetorical detail of each word of the poetry. Rinuccini’s characters do not 
simply say “tomorrow”; rather they paint word-pictures of Apollo’s sun-chariot descending 
into the sea at the western horizon, of the soft feathers of the moon- and star-lit night, and 
of the golden footsteps of Aurora (Dawn) in the sky, as Apollo bridles his war-horses once 
again. Music modelled on Monteverdi’s sun-recitative in Orfeo sets each of these 
‘tomorrow’ passages. Dramatic action is not only represented, but also described: the love-
gods Venere and Amore foretell Arianna’s lament and a Nunzio (Envoy) narrates it, and 
finally La Florinda (as Arianna) performs it. My music for the early scenes similarly 
references Monteverdi’s Lamento, and for that most famous scene, I added a five-part  
string consort to the basso continuo accompaniment published in 1623. 
 
In the last Act, another Nunzio narrates the arrival of Bacco, and his love at first sight of 
Arianna. This improbably sudden marriage after Teseo’s disappearance, Arianna’s long 
lamenting and the Fishermen’s songs of many false dawns, perhaps reflected 
contemporary politics. Katerina Antonenko’s research suggests that, like Arianna, 
Margherita of Savoy nearly married another prince (her cousin, Henri of Geneva – 
‘Teseo’), as part of a proposed peace-treaty to end the war between Savoy (‘Crete’) and 
Geneva (‘Athens’). When the long negotiations broke down, Savoy made a sudden switch of 
political allegiance from France to Italy, and Margherita married Franceso (‘Bacco’). 
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SYNOPSIS 
 

After killing the monstrous Minotaur on Crete and escaping by means of a ball of wool, 
Prince Teseo abandons his fiancée, Princess Arianna, on a solitary island, and sails off to 
Athens to claim his kingdom. She laments, but is comforted by friendly Fishermen and 
rescued by Bacco. 

 
 PROLOGO  
 
Apollo descends from heaven to earth, not as a hero with weapons, but with the lyre of 
love. “Hear the sighs of a woman betrayed on a solitary shore, an antique Greek scene with 
new music.” 
 

ACT I Scene i 
The island of Dia (Naxos) 

 
Venere (Venus) tells Amore (Cupid) that Teseo (Theseus) will arrive this evening, on his 
way to Athens after killing the monstrous Minotaur in Crete. Although he brings with him 
his fiancée, Arianna, he plans to abandon her on the beach and sail away during the night. 
Amore wants to rekindle Teseo’s love for Arianna, but Venere has another plan. 
Tomorrow, the winds will push Bacco’s (Bacchus) ship towards the island, and Amore 
should make him and Arianna fall in love. 
 
Trumpets sound as Teseo’s ship arrives. He and his soldiers land, together with Arianna. 
Venere descends into the sea. Amor makes himself invisible, and remains on the beach. 
 

ACT I Scene ii 
 
 

Teseo’s Soldiers celebrate their King’s victory. Teseo and Consigliero (his Counsellor) 
remain ashore with Arianna: the Soldiers wish them goodnight and return to the ships. 
 

ACT I Scene iii 
 
Arianna is sad to leave behind her native Crete and her family. Teseo reassures her with 
promises of her future life as Queen of Athens. They seek shelter for the night in the cabin 
of a friendly Pescatore (Fisherman). 
 
The Pescatori (Fishermen) sing to the stars. It’s time for some to go fishing, whilst others 
stay to sing all night. Just as the stars should never be veiled, so earthly love should remain 
constant and not fade. 
 

ACT II 
 

Teseo wonders how he can bear to sail away to Athens, and abandon Arianna on the 
beach. Consigliero argues that his love is impure and unworthy of a King. And what will 
the Athenians say when they see some strange woman, the daughter of an enemy King, the 
half-sister of the Minotaur to whom so many of their children were sacrificed? Teseo 
resolves to leave. 
 
A Messaggiero (Messenger) arrives to announce that the ships are ready to depart. 
Teseo leaves, with a heavy heart. The Pescatori note his troubled mind, whilst they 
celebrate the coming dawn in endless song. 



 
ACT III 

 
 

Arianna fears some future torment. Una Pescatrice (a Fisherwoman) also feels 
forebodings of disaster. Dorilla (Arianna’s companion) tries to reassure her that Teseo 
will return soon.  
 
Dorilla asks the returning Pescatori for news, and they tell of the Messaggiero speaking 
to the two cavaliers, but report no noise of the fleet departing from the harbour. Arianna 
feels hopeful, but still uncertain, as she bids the Pescatori goodnight. 
 
The two groups of Pescatori share their knowledge of the night’s events, and realise that 
Teseo must have left already, abandoning Arianna. In chorus, they praise their simple life 
according to Amore’s laws, and condemn Teseo’s ambitious pride: once in Athens he will 
curse his evil plan. 
 

INTERVAL 
 

ACT IV Scene i 
 
 

Nunzio Primo (the first Envoy) rages against Teseo, and the Pescatori sympathise. He 
narrates how Teseo left secretly in silence, and Arianna cried and shouted for him to 
return. But all her laments were in vain, and she threw herself into the sea, from where 
some Fishermen rescued her. 
 
The Pescatori wonder what will happen to Arianna now, and prefer their simple life to 
her hopes and fears. Then Nunzio sees her approaching.   
 

ACT IV Scene ii 
 

Arianna laments, rejecting the comfort offered by the listening Pescatori. She begs 
Teseo to return, but he is bound for glory in Athens whilst she remains alone. Will he leave 
her to die like this? Arianna calls on the winds to sink Teseo’s ship, but then regrets her 
words. She resolves to die, and bids farewell to the world. 
 
Dorilla tries to dissuade her, when a strange fanfare is heard. Perhaps Teseo has returned, 
though Arianna scarcely dares to hope. They go to the harbour.  
 
The Pescatrice prophesies that when the truth is revealed, Arianna will again be happy. 
The chorus of Pescatori remembers mythical journeys to hell and back, a loving wife and 
hero who took the place of her husband. May Amore now win another trophy by bringing 
back Teseo! 
 

ACT V Scene i 
 
Nunzio Secondo (the second Envoy) rejoices at Amore’s success in uniting lovers. The 
Pescatori ask what happened: it was not Teseo who sailed into harbour, but Bacco. He 
sees Arianna, she tells her story, and they fall in love. In eloquent silence, he offers his 
hand in marriage, and she accepts. Amore becomes visible to mortals, and the heavens 
rejoice. 

 



ACT V Scene ii 
 
 

The Soldiers of Bacchus invite Apollo to honour the wedding day, as Bacco enters in 
triumph. Amore shows his glory. Arianna rejoices: blessed is the heart that has a god for 
comfort.  
 
Venere emerges from the sea to bless the bride. Giove (Jove) welcomes Arianna into 
heaven. Bacco promises her eternal joy. Earthly and heavenly choirs unite to celebrate the 
royal wedding. 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
La Florinda as Arianna in 
Monteverdi’s 1608 opera.  



ANDREW LAWRENCE-KING 
 

Baroque opera & orchestral director, Early Harp virtuoso, continuo-wizard, specialist in 
baroque gesture and Historical Action, Andrew Lawrence-King is one of the world’s 
leading performers of Early Music and the most recorded harpist of all time.  
He has directed opera and chamber music at La Scala, Milan; Sydney Opera House; Casals 
Hall, Tokyo; Berlin, Vienna & Moscow Philharmonics; Carnegie Hall & Mexico City’s  
Palacio de Bellas Artes. He is Director of OPERA OMNIA, Academy for Early Music & 
Dance at Moscow State Theatre ‘Natalya Sats’.  
 
This year he directs a new production of the earliest surviving Spanish baroque opera, 
Celos aun del aire matan, in Moscow and premiered his own composition Kalevala: the 
Opera in Finland; scenes from Kalevala were performed at the BBC Proms in London. His 
remake of Monteverdi’s lost masterpiece, Arianna (1608), around the surviving Lamento 
is premiered this evening.  
 
Accolades include UK Gramophone Award; German Echo Prize; Dutch Edison Award; US 
Noah Greenberg Prize for musicology/performance collaboration; a Grammy and 
Australia’s Helpmann Award together with Jordi Savall; and as opera director, the Golden 
Mask, Russia’s highest music-theatre award.  
 
Senior Research Fellow at the Australian Centre for the History of Emotions from 2011-
2015, Professor at London’s Guildhall School, and at Royal Danish Academy of Music, 
Copenhagen, Dr Lawrence-King investigates and teaches early harps & continuo, medieval 
music-drama & baroque opera, baroque gesture and Flow. His ensembles, The Harp 
Consort and Il Corago, combine state-of-the-art research and period detail with stylish 
improvisation and entertaining stage presentation.  
  

Andrew holds the RYA’s coveted Ocean Yachtmaster certificate, and spends most of his 
free time aboard his boat, ‘Continuo’ or sea-kayaking. This nautical passion is expressed in 
his recording of Guernesiais traditional music, Les Travailleurs de la Mer: Ancient Songs 
from a Small Island. Andrew is a marathon runner and trains in modern Epee, 17th-
century Rapier, Tai Chi and Wing Chun. He is also a qualified Hypnotist. 
 

 

  



OPERA OMNIA & Baroque Opera Studio 
 

Early Music is booming in Russia, and Theatre Sats is at the heart of it with OPERA 
OMNIA, Moscow’s new Academy for Early Opera & Dance. OPERA OMNIA connects 
historical research, advanced training and high-quality performance of early music-drama, 
supporting productions by providing academic input and developing performers’ practical 
skills. 
 
The Academy has grown out of our previous activities: Georgiy Isaakyan’s Golden Mask 
winning production of the very first opera, Cavalieri’s Rappresentatione di Anima & Corpo 
(1600) and the first Spanish opera, Hidalgo’s Celos, aun del aire, matan (1660) at Theatre 
Sats; the Baroque Opera Studio’s first production in modern times of Landi’s La morte 
d’Orfeo (1619); and Andrew Lawrence-King’s first performance in Russia of Monteverdi’s 
(1610) Vespers. All these projects were founded on new research into historical 
performance practices, based on 17th-century sources.  
 
To support these performances, there have been five years of workshops and 
masterclasses, training singers, creating a team of theorbo- and guitar-players and 
sourcing instruments for them, collecting baroque keyboard instruments (harpsichord, 
regal, organ) and coaching players in the art of basso continuo accompaniment. 
 
The Baroque Opera Studio is the highpoint of these educational activities, bringing 
together a team of advanced students, young professionals from more than 10 countries 
with artists from Theatre Sats to produce, in just one week of intense rehearsals, a 
research-based performance with a historically informed approach to both music and 
staging. In OPERA OMNIA’s Baroque Opera Studio, experimental drama meets 
historical research in a thoroughly baroque confrontation of harmony and invention. 
 
Meanwhile, Anima e Corpo and Celos continue in repertoire at Theatre Sats. Next year, 
Baroque Opera Studio will present Purcell’s King Arthur. And we hope that this 
experimental premiere of Arianna will lead to many further performances, all around the 
world. Thank you for supporting the start of this unique and exciting project! 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
The Baroque Opera 
Studio’s 2013 
production of Landi’s La 
morte d’Orfeo (1619) at 
the St Petersburg 
Philharmonic. 



 
 
 
 
 
 
 
  
 


