
Violin Concertos Opp. 11 & 12

L'Arte dell'Arco
Federico Guglielmo 

solo violin & concertmaster

Vivaldi



ANTONIO VIVALDI 1678-1741

Violin Concertos Op.11
6 Concerti a Violino Principale, Violino 
Primo e Secondo, Alto, Viola, Organo e 
Violoncello (Amsterdam, 1729)

Concerto No.5 in C minor RV202  
for violin, strings and continuo
1. I. Allegro non molto 4’47
2. II. Largo 2’21
3. III. Allegro non molto 3’57

Concerto No.4 in G RV308  
for violin, strings and continuo
4. I. Allegro 4’08
5. II. Largo cantabile 3’40
6. III. Allegro 3’49

Concerto No.2 in E minor RV277  
“Il Favorito” for violin, strings and continuo
7. I. Allegro 4’29
8. II. Andante 4’20
9. III. Allegro 4’24

Concerto No.3 in A RV336  
for violin, strings and continuo
10. I. Allegro 4’06
11. II. Aria Andante 2’34
12. III. Allegro 3’20

Violin Concertos Op.12
6 Concerti a Violino Principale, Violino 
Primo e Secondo, Alto Viola, Organo e 
Violoncello Amsterdam, 1729)

Concerto No.5 in B flat RV379  
for violin, strings and continuo
19. I. Allegro 3’43
20. II. Largo 2’49
21. III. Allegro 3’14

Concerto No.1 in G minor RV317  
for violin, strings and continuo
22. I. Allegro 3’24
23. II. Largo 3’41
24. III. Allegro 2’59

Concerto No.4 in C RV173  
for violin, strings and continuo
25. I. Largo spiccato, Allegro 4’10
26. II. Largo 2’06
27. III. Allegro 2’27

Concerto No.2 in D minor RV244  
for violin, strings and continuo
28. I. Allegro 3’39
29. II. Larghetto 2’42
30. III. Allegro 2’35

Concerto No.1 in D RV207  
for violin, strings and continuo
13. I. Allegro 3’09
14. II. Largo 2’13
15. III. Allegro 2’39

Concerto No.6 in G minor RV460*  
for oboe, strings and continuo
16. I. Allegro non tanto 3’43
17. II. Largo 3’02
18. III. Allegro non molto 3’34
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Francesco Galligioni cello
Paolo Zuccheri violone/double bass 
Roberto Loreggian harpsichord/chamber 
organ
Ivano Zanenghi theorbo

Concerto No.6 in B flat RV361  
for violin, strings and continuo
31. I. Allegro 4’08
32. II. Largo 2’14
33. III. Allegro 4’02

Concerto No.3 in D RV124  
for strings and continuo
34. I. Allegro 2’13
35. II. Grave 2’00
36.  III. Allegro 1’50

Federico Guglielmo solo violin & 
concertmaster
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Francesco Galligioni cello
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Andrea Coen harpsichord
Diego Cantalupi theorbo/Baroque guitar



VIVALDI Violin Concertos Op.11 & Op.12
Vivaldi had a fairly problematic relationship with publishing throughout his life, even 
though the printed editions of his works must have contributed to his widespread 
fame. At the outset, he turned to two, somewhat-dated traditional printers in 
Venice, respectively entrusting his Op.1 and Op.2 to Bortoli and Sala. Then in 1709 
he decided to go over to Estienne Roger, the Amsterdam-based publisher whose 
techniques were considerably more advanced. Following two enormously successful 
collections, L’Estro Armonico and La Stravaganza, published in direct accordance 
with the composer, Roger evidently felt it behoved him to take advantage of Vivaldi’s 
fame by publishing three collections hastily put together, in all probability without 
the composer’s supervision. This decision must have undermined his relationship with 
Vivaldi, however, because no more of his scores were offered for publication for the 
following five years. Something similar would seem to have taken place a decade later 
as well, around 1728–9, when Michel-Charles Le Cène, the publisher who had taken 
over the company, printed Il Cimento dell’Armonia e dell’Inventione and La Cetra, 
along with three ‘small’ works consisting of Concertos for Flute (Op.10) and Violin 
(Opp. 11 and 12). As with the Opp. 5, 6 and 7 mentioned previously, here again the 
three collections were underwritten directly by the publisher, and printed without 
dedicatory epistles. Furthermore, they also comprised pieces that had been adapted 
or rearranged on the basis of earlier versions, especially the Flute Concertos Op.10. 
Clearly these publications, which reveal various differences of content, were more 
commercial in intent. An advertisement that appeared in the Gazette d’Amsterdam on 
2 September 1729 suggests that Op.11 and Op.12 were published at pretty much the 
same time. It may well be, however, that this time the composer himself selected the 
concertos that made up the collections. 

Among the Op.11 concertos there are two pieces (RV202 Op.11 No.5 and RV277 
Op.11 No.2) that were also included in La Cetra (Vivaldi’s manuscript score of 
1728, presented directly to the Holy Roman Emperor Charles VI). Moreover, there 
are also various manuscript versions of other concertos, though they do not entirely 

tally with the printed edition, as well as the oboe concerto that concludes the series. 
What is remarkable about the Op.12 concertos – only two of which are kept in the 
Turin archive – is the inclusion of a concerto for strings with no solo part: the only 
one of its sort in Vivaldi’s entire printed works. Something may have gone amiss 
on this occasion as well, though perhaps the most likely explanation, vindicated by 
something Vivaldi said to an English woman he met in 1733, is that the composer 
decided to suspend the publications because he hoped for better returns at a later date 
through direct sales of his scores.

The musical quality of the compositions of this latter period is particularly 
noteworthy. By this time in his full maturity, Vivaldi was highly receptive to the 
appeal of the new galant taste, enriched by his experience with opera, and sensitive 
to discussion with acclaimed composers such as Leonardo Vinci, Nicola Porpora 
and Leonardo Leo. At the same time, he also had to address the appearance on the 
scene of a new generation of violinists, particularly Giuseppe Tartini and Pietro 
Locatelli. He was thus more sensitive to harmony, especially in the central movements 
that often grew in length, adopting tempi that were less hurried and more varied, 
with unusual rhythmic figurations typical of the new taste. Moreover, the solo parts 
became extremely demanding, especially in the Op.11 concertos and two of the 
Op.12 concertos, to the extent that amateur musicians would have found them almost 
impossible to play. 

Manuscript versions reveal that concertos Nos. 1 and 4 of Op.11 were part of the 
endowment of solo works created for Anna Maria, a young virtuoso student at the 
Ospedale della Pietà. Likewise noteworthy is the sixth and last oboe concerto, which 
had featured as a violin concerto in La Cetra (printed edition of 1727). Although it 
was published later, the arrangement for oboe is considered the original version of this 
concerto. Another outstanding work is the Concerto RV277 (Op.11 No.2), known as 
Il favorito, possibly on account of Charles VI’s appreciation of it, or because it was 
particularly dear to the composer himself. The Op.12 concertos may also have been 
compiled somewhat hastily, given the presence of two consecutive concertos (Nos. 5 



and 6) in the same key, which would have been unusual for Vivaldi at the time. The 
inclusion of the concerto ripieno for strings without a solo part is also strange, since it 
is unique in Vivaldi’s printed works. At all events, the presence of the admirable fugue 
in the last movement certainly confutes the conviction that Vivaldi had little feeling 
for this genre of composition.
© Federico Guglielmo
Translation: Kate Singleton

VIVALDI Concerti per violino Op.11 e Op.12
Il rapporto di Vivaldi con l’editoria pare essere stato problematico per tutta la sua 
esistenza, anche se probabilmente proprio grazie alla divulgazione stampata delle sue 
composizione egli conobbe la maggior fama. Dapprima legato, con la stampa presso 
Bortoli e Sala delle Op.1 e Op.2, alla vecchia e ormai superata editoria veneziane 
Vivaldi dopo il 1709 si volse decisamente e, come documentato, entusiasticamente 
alle moderne tecniche conseguite dall’editore Roger di Amsterdam. Dopo due raccolto 
di grande successo come l’Estro Armonico e la Stravaganza, pubblicate con il diretto 
controllo del compositore, l’editore Roger di Amsterdam, ritenne probabilmente 
di capitalizzare la fama vivaldiana con 3 raccolte assemblate in fretta e con buona 
sicurezza senza la supervisione dell’autore. Questa decisione deve avere alterato 
non poco i rapporti con Vivaldi che, di fatto, non pubblicherà più nulla per un 
quinquennio. Una situazione potenzialmente simile sembra essersi verificata tuttavia 
un decennio più tardi, intorno al 1728-29, in seguito alla pubblicazione da parte di 
Michel-Charles Le Cène, l’editore subentrato nella ditta, de Il Cimento dell’Armonia e 
dell’Inventione e de La Cetra con le tre opere “piccole” di Concerti per flauto (Op.10) 
e violino (Op.11 e Op.12).

Come le citate Op.5-6-7 anche queste tre raccolte furono finanziate direttamente 
dall’editore, sono prive di dedicatari e presentano – specie nel caso dei concerti 
per flauto Op.10 – numerosi brani adattati o rielaborati sulla scorta di precedenti 
versioni. E’ evidente dunque il carattere commerciale di queste raccolte anche se 
non poche differenze si manifestano al loro interno. L’Op.11 e l’Op.12 furono 
verosimilmente pubblicate quasi in contemporanea, come si evince anche da 
un annuncio pubblicitario del 2 settembre1729 sulla Gazette d’Amsterdam. E’ 
ipotizzabile che stavolta la scelta dei concerti da assemblare sia da attribuire all’autore 
stesso.Nei concerti dell’Op.11 trovano posto due brani (No.5, RV202 e No.2, RV277) 
inclusi anche ne La Cetra (la versione autografa del 1728 consegnata direttamente 
da Vivaldi nelle mani di Carlo VI). Esistono poi diverse versioni manoscritte di altri 
concerti, sia pure non totalmente concordi alla versione stampata, e si segnala il 
concerto per oboe posto a concluso della serie mentre solo due concerti dell’Op.12 



riguardo, di due concerti con la medesima tonalità e per giunta in posizioni 
consecutive (No.5 e No.6). La stessa sopracitata inclusione di un “concerto ripieno” 
per soli archi senza strumento solista colpisce non poco e di fatto rende questo l’unico 
brano per questo organico pubblicato da Vivaldi. Una ragione dell’inclusione di 
questo brano anomalo potrebbe tuttavia essere riscontrata dalla presenza della fuga 
nel movimento finale, un brano ammirevole che smentisce la fama di Vivaldi come 
poco interessato o incline verso questo genere compositivo.
© Federico Guglielmo

sono conservati nei fondi torinesi. Stupisce in quest’ultima raccolta la presenza di un 
concerto per archi senza alcuno strumento solista, un unicum in tutta la produzione 
a stampa vivaldiana. Qualcosa sembra non essere andato a buon fine anche questa 
volta ma più verosimilmente Vivaldi forse, come ci risulta da una confidenza resa nel 
1733 ad una viaggiatrice inglese, pensava solo di sospendere le sue pubblicazioni per 
ricavare in seguito maggiori guadagni con la vendita diretta delle partiture.

La qualità musicale delle composizioni di quest’ultimo periodo è particolarmente 
interessante e degna di attenzione. Si tratta di un Vivaldi maturo e decisamente 
ricettivo di molte istanze del nuovo gusto galante oltre che delle sensibilità maturate 
con l’esperienza operistica e dal confronto da un lato con compositori di successo 
quali Vinci, Porpora e Leo da una parte e dall’altro dalla necessità di confrontarsi con 
i violinisti emergenti, in primis Giuseppe Tartini e Pietro Locatelli. Troveremo quindi 
una maggiore sensibilità armonica, specie nel movimenti centrali che diventano spesso 
anche più estesi, un utilizzo di tempi più rilassati e meno veloci ma mutevoli al loro 
interno e con figurazioni ritmiche spesso non utilizzate negli anni precedenti, tipica 
rappresentazione del nuovo gusto. 

I soli inoltre, specie nei concerti dell’Op.11 ma anche in un paio dei concerti 
dell’Op.12 sono particolarmente impegnativi, talora di difficile per non dire 
improbabile esecuzione per un tipico “dilettante” medio rispetto alla media delle 
composizioni vivaldiane del tempo. I concerti no.1 e no.4 dell’Op.11, come risulta 
dalle versioni manoscritte, facevano parte della “dotazione” solistica della giovane 
Anna Maria,allieva virtuosa della Pietà. Il sesto ed ultimo concerto per oboe ha 
pure una particolarità : era già stato incluso come concerto per violino ne La Cetra 
(versione a stampa del 1727). La versione per oboe viene tuttavia ritenuta come 
la prima versione di questo brano anche se pubblicata successivamente. Degno di 
particolare nota il Concerto RV 277 denominato anche “Il favorito” non si sa se per 
l’apprezzamento ricevuto da Carlo VI o per il gradimento del compositore stesso.

I concerti dell’Op.12 potrebbero essere stati raccolti con maggior fretta come 
possiamo notare dalla presenza, anomala per la cura di Vivaldi in questo specifico 



The Paduan violinist Federico Guglielmo is acclaimed by international critics for his 
‘extraordinary versatility’ and ‘mature interpretive confidence’, views that are further 
confirmed by the appreciation garnered for his live performances and the prizes he 
has won for his numerous recordings. Winner of the Antonio Vivaldi International 
Recording Prize, he was hailed as ‘the new star of the ancient music landscape’ by 
the Boston Globe, while the French music magazine Diapason, which awarded him 
the Diapason d’Or for his recording of Vivaldi concertos, praised his ‘sparkling 
virtuosity which provides a cross section of everything of which the violin is capable’. 
His ‘brilliant and entertaining’ interpretation of Haydn’s violin concertos led the 
American critic Robert Maxham to write in Fanfare that ‘between Isaac Stern’s 

Established in 1994, L’Arte dell’Arco has achieved international recognition for its 
concerts and recordings. The ensemble, based in Padua, consists of some of the best 
Italian musicians, all of whom have specialised in period-instrument performance 
playing with the most important European Baroque orchestras. The composition of 
the group varies from a small string ensemble to a full orchestra. Depending on the 
demands of each programme, L’Arte dell’Arco can consist of anything from 3 to 30 
musicians so that it can devote itself to a wide repertoire and continue to search for 
and re-evaluate forgotten works.

L’Arte dell’Arco is regularly invited to many important early music festivals and 
historic cultural venues. Its musicians perform today in all the famous European concert 
halls as well as in North and South America, Japan and the Far East. The group has 
performed with acclaimed artists such as Christopher Hogwood (guest conductor since 
1997), Gustav Leonhardt, and Pieter Wispelwey. Although the orchestra still invites 
guest conductors and soloists for some performances each year, its artistic director/
concert master, Federico Guglielmo, has given it a very definite image.

L’Arte dell’Arco has been particularly prolific in the recording studios, releasing 
albums on the labels Deutsche Harmonia Mundi, Sony/BMG Classics, Chandos, 
Brilliant Classics, ASV, CPO, Stradivarius, Dynamic, RAI Trade and Musicaimmagine, 
all featuring works from the Italian Baroque repertoire. Since the release of its first 
recording, L’Arte dell’Arco has received prizes such as at the Premio Internazionale 
del Disco Antonio Vivaldi in Venice (1995, 1996), and critical acclaim from 
specialist classical music magazines (Diapason, Le Monde de la Musique, Repertoire, 
Gramophone, Classic CD, BBC Music Magazine, International Record Review, The 
Strad, Fanfare, American Record Guide, Fono Forum, Klassik Heute, Alte Musik 
Aktuell, Luister, Scherzo, Ritmo, The Record Gejiutsu, etc.) and the international press 
(The Times, the Daily Telegraph, the Irish Times, etc.). The Italian music magazines 
Amadeus, CD Classics, Orfeo and Classic Voice have featured L’Arte dell’Arco on 
their covers, with articles about unpublished recordings and interviews with Federico 
Guglielmo. In 1996 L’Arte dell’Arco embarked upon one of the most ambitious 
recording projects of the last decades: the complete recording of all Tartini’s concertos. 
The volumes were released on Dynamic to overwhelming international acclaim.



Wales Conservatory in Australia. In addition to his solo work, Federico Guglielmo 
also has a great passion for chamber music. He is a member of the Stradivari 
Trio, which he founded in 1992, and he has played with musicians such as Pieter 
Wispelwey, Mario Brunello, Kathleen Battle, Hansjörg Schellenberger, Wolfram Christ 
and Michala Petri. Chamber music recordings include Brahms piano trios (Dynamic), 
Mozart piano trios (CPO), named as album of the month by the German magazine 
Fono Forum, and Grieg violin sonatas (Decca).

Federico Guglielmo was born in Padua in 1968. He obtained his diploma from 
the ‘B. Marcello’ Conservatory in Venice and then attended violin masterclasses with 
Salvatore Accardo, Vladimir Spivakov and Isaac Stern, chamber music masterclasses 
with the Beaux Arts Trio, the Trieste Trio, the Amadeus Quartet, the Quartetto 
Italiano and the LaSalle Quartet, and an orchestral conducting masterclass with 
Gianluigi Gelmetti. While still very young he was concertmaster for the principal 
Italian symphonic orchestras for ten years – a role he is still happy to perform 
occasionally today with the Orchestra di Padova e del Veneto. He has also won 
several prizes in national (Vittorio Veneto) and international (Paris, London, Canada) 
competitions; since then he has regularly performed at the main concert halls such 
as the Grosser Musikvereinsaal in Vienna, Wigmore Hall in London, Società del 
Quartetto in Milan, Accademia Santa Cecilia in Rome, Auditorio Nacional in 
Madrid, Herkulesaal in Munich, Isaac Stern Auditorium at Carnegie Hall in New 
York, Suntory Hall, Opera City and Bunka Kaikan in Tokyo, Izumi and Symphony 
Hall in Osaka, Teatro Colón in Buenos Aires and the City Recital Hall in Sydney. 
In his role as principal violin and leader of the string ensemble I Solisti Filarmonici 
Italiani, he has led concert tours every two years in Japan and the US since 1990, and 
has made more than 35 recordings for Denon Nippon Columbia. In the last few years 
he has concentrated more on conducting, including opera. He conducted the world 
premiere of Piccinni’s Il finto turco at the Teatro Olimpico in Vicenza (live broadcast 
by Rai Radio 3) and the first performance in modern times of Vivaldi’s Ottone in villa 
(recorded by Brilliant Classics, 94105); he was also responsible for the reworking 
of Domenico Scarlatti’s La Dirindina for MiTo/Settembre Musica. The album of 
Handel’s Water Music (CPO) that he conducted was awarded ‘First Choice’ on BBC 
Radio 3’s Building a Library and was chosen as one of Gramophone’s ‘Recommended 
Recordings’ for its ‘splendid playing, involving and vibrant’.

energetic approach to these works, those of celebrated Mozart interpreters like 
Szymon Goldberg and Arthur Grumiaux and the insightful explorations of Christian 
Tetzlaff seem like halfway houses on the journey to Guglielmo’s more full-blown re-
creations. Those who admire Haydn’s concertos should be among the first to rush to 
acquire these performances, but everyone should join that rush sooner or later.’

Guglielmo’s international career began at just 22 when he won first prize in the 
Vittorio Gui Chamber Music competition in Florence; the same year, having won the 
national competition for teaching posts, he became the youngest professor of strings 
at an Italian conservatory, a post he still holds at the ‘Luigi Cherubini’ Conservatoire 
in Florence.

As both a Baroque and Classical violin soloist and as a conductor he is regularly 
invited to perform by major ensembles worldwide. He led the renowned Academy of 
Ancient Music on tour in England, and was subsequently invited by groups such as 
The Handel & Haydn Society of Boston and the Tokyo Chamber Orchestra; his debut 
in Sydney with the Australian Brandenburg Orchestra was a sensational success, with 
his performances watched by over 10,000 spectators and recorded by ABC. The Daily 
Telegraph reported that ‘his ability to move from playing to conducting reminded us 
of the virtuosic players of the Baroque such as Vivaldi’, while the Sydney Morning 
Herald described his ‘superb technical ability demonstrated in the stratospheric 
passages at the very top of the fingerboard’.

In 1994, together with his father, he formed the period instrument ensemble 
L’Arte dell’Arco, with whom he has performed in major European festivals and 
recorded more than 75 albums for Deutsche Harmonia Mundi, Sony/BMG Classical, 
Chandos, CPO, Stradivarius, ASV Gaudeamus and Rai Trade. The year 2011 saw 
the publication of the final volume of the complete 30-CD set of Tartini’s 125 violin 
concertos for Dynamic, and the first volume of the new Vivaldi project, featuring 20 
albums of all the composer’s published works, for Brilliant Classics (95200). 

Federico Guglielmo collaborates with musicians such as Bob van Asperen, Emma 
Kirkby, Monica Huggett and Dan Laurin. He has performed Bach’s violin concertos 
with conductor Gustav Leonhardt, Beethoven’s Violin Concerto with the Gran 
Canaria Philharmonic, conducted by Christopher Hogwood, and Franz Clements’s 
Violin Concerto with Reinhard Goebel (first European performance in modern times).

He has taught Baroque violin in Italy, Brazil and Japan and for the New South 

Recording: 17-19 March (track 19-36), 31 March-2 April (track 1-18) 2014, Abbazia di Carceri 
d’Este, Padua, Italy
Producer, recording engineer & editor: Fabio Framba
Cover: Procession in the Courtyard of the Ducal Palace, Venice, 1742 or after by Antonio Joli
p 2014 & © 2016 Brilliant Classics


