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1 Concerto in E, RV269 ‘Spring’
 Allegro - Largo e pianissimo sempre - Danza Pastorale, Allegro 10’ 38”

2 Concerto in G minor, RV315 ‘Summer’
 Allegro non molto - Adagio - Presto, Tempo impetuoso d’Estate 10’ 00”

3 Concerto in F, RV293 ‘Autumn’
 Allegro, Ballo e canto di Villanelli - Adagio, Ubriachi dormienti -  Allegro, La Caccia 11’ 09”

4 Concerto in F minor, RV297 ‘Winter’
 Allegro non molto - Largo - Allegro 8’ 30”

5 Concerto in E flat, RV253 ‘La Tempesta di Mare’
 Presto - Largo - Presto 8’ 55”

6  Concerto in C, RV180 ‘Il Piacere’ 
 Allegro - Largo e cantabile - Allegro 8’ 31”
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“But the most popular composer for the violin, as well as a player on that 
instrument during these times, was Don Antonio Vivaldi”, wrote Charles Burney 

in his third volume of A General History of Music(1789)...

“His Cuckoo Concerto, during my youth, was the wonder and delight of all 
frequenters of country concerts, ...

if acute and rapid tones are evils, Vivaldi has much of the sin to answer for.   ‘It is 
very usual’ says Mr. Wright 

in his travels through Italy, from 1720-1722, ‘ to see priests playing in the 
orchestra.  The famous Vivaldi, whom they call the Prete Rosso, very well known 

among us for his concertos, was a topping man among them at Venice’.”

Such contemporary comments as these clearly show us that the appeal of Vivaldi’s music in his own 
time was comparable with the great enthusiasm shown towards it today.  Vivaldi was born in Venice 
in 1678, three years before the publication of Corelli’s Opus 1, (the first set of church sonatas).  By 
the time that Vivaldi himself had begun to write concertos and sonatas both forms had become 
well established, largely through the compositions of  three mid-baroque figures - Stradella, Torelli 
and Corelli.   The last two in particular, did as much to establish the form of the concerto grosso as 
Vivaldi did a generation later in establishing that of the solo concerto.  But whereas Corelli’s typical 
solo passages in his concertos were for groups of three instruments whose episodes alternated 
with the tuttis of the full string band, Torelli showed a preference for two instruments with continuo 
and, eventually in his Opus 8, included six concertos for solo violin, string orchestra and continuo. 
And it is these works posthumously published in 1709, which provide the closest link between the 
early and late baroque concerto in Italy.  Torelli’s musical invention, melodically and harmonically, 
however falls far short of Vivaldi’s extraordinary sense of colour and dynamic range.  In this field 
the Venetian can lay claim to enormous individuality and vitality.  Historically, too, his contribution is 
of considerable significance since he firmly established the tentative three-movement pattern used 
by Torelli in his violin concertos, thereby influencing Bach and most of his German contemporaries, 
and eventually the concerto form adopted by the French composers.

WARNING: Copyright subsists in all CRD recordings. Any unauthorised broadcasting, public performance, copying or re-recording of CRD 
Records, Musicassettes and Compact Discs constitutes an infringement of copyright and will render the infringer liable to an action by law. 
Licences for public permances or broadcasting may be obtained from Phonographic Performance Ltd., 1 Upper James Street, London W1R 3HG.

The English Concert was formed 
in 1973 by Trevor Pinnock, and was 
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music movement.   It began as a 
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I cacciator alla nov’ alba a caccia  At first light the huntsman sets out
Con corni, schioppi, e canni escono fuore with horns, guns and dogs, 
Fugge la belua, e Seguono la traccia. Putting his prey to flight and following its tracks.
[Allegro; opening tutti; triplets of second solo] 

Gia sbigottita, e lassa al gran rumore Terrified and exhausted by the great clamour
De’ schioppi e canni, ferita minaccia of guns and dogs, wounded and afraid,
Languida di fuggir, ma oppressa muore. The prey ties to flee but is caught and dies.
[short tutti during second solo; smooth scales]

L’Inverno Winter
Aggiacoiato tremar trà neri algenti To shiver icily in the freezing dark
Al severo spirar d’orrido Vento. In the teeth of a cruel wind,
Correr battendo i piedi ogni momento to stamp your feet all the time,
E pel soverchio gel batter i denti. So chilled that your teeth chatter.
[Allegro non molto: opening tutti; first solo;
repeated notes....and faster ones]

Passar al foco i di quieti e contenti To remain in quiet contentment by the fireside
Membre la pioggio fuor bagna ben cento; while outside the rain pours in torrents;
Caminar sopra ‘l giaccio, e à passo lento to walk on the ice, with slow steps
Per timor di cader gersene intenti. in fear of falling, advance with care.
[Largo; Allegro: opening; semiquavers...and quavers]

Gir forte sdruzziolar, cader à terra Then to step forth strongly, fall to the ground,
Di nuovo ir sopra ‘l giaccio e correr forte and again run boldly on the ice
Sin ch’ il giaccio si rompe, e si disserra. until it cracks and breaks.
[short fast scales; solo semiquavers; a short, sharp tutti]

Sentir uscir dalle ferrate porte To listen as from the iron portals
Sirocco’ Borea, e tutti in Venti in guerra rush winds from south and north, and all the winds 
Quest’ è l’verno, mà tal che gioja apporte. Such is winter, such the joy it brings. {in contest;
[a brief lento; rapid music]

© Stanley Sadie

Largely through the concertos of Vivaldi, therefore, composers gradually moved away from the 
concerto grosso, with its contrast of ensemble or concertino, with ripieno or full orchestra, to the 
solo concerto.

An outstanding exception to the trend, however, was the appearance in 1739 of Handel’s twelve, 
aptly termed, “Grand Concertos”, published by Walsh as the composer’s Opus Six.   These stand as 
a glorious monument to the form evolved by Corelli, but with an added dimension of the utmost 
consideration - that of drama which, fused with Corelli’s grandeur, result in works of the greatest 
distinction.   But it was Vivaldi’s foundation and organisation of concerto form, which allowed room 
for expansion, experiment and development; no concerto grosso of any stature reared itself after 
Handel’s Opus Six.  

Vivaldi’s first two publications contained sonatas and it was not until 1712-1713 that his first 
concertos were printed.   These were collected under the title “L’Estro Armonico” and published by 
Estienne Roger in Amsterdam.  At the same time Roger brought out another set of twelve concertos 
by Vivaldi called “La Stravanganza” which, according to Burney, “amongst flashy players, whose chief 
merit was rapid execution, occupied the highest place of favour”.  In the years 1716-1717, the Roger 
family published two further sets of Vivaldi concertos, opus No. 6 (six concertos), and opus No. 7 
(twelve concertos), neither being given a fanciful title this time.   Then nothing further appeared until 
around 1725, when another Amsterdam publisher, Michele Le Cène, brought out Vivaldi’s Opus 8: 
“Cimento dell’ Armonia e dell’ Inventione”.   One further titled set appeared during the composer’s 
lifetime, published by Le Cène; this was the much underrated “La Cetra”, whose last concerto is a 
particularly elaborate and fine example of Vivadli’s individuality as a composer.

But it was Opus 8 that contained the four concertos which, had he written nothing else would have 
secured an undoubted niche in posterity for Vivaldi.  These were the Four Seasons concertos, works 
which fall into the category of pure programme music.  Vivaldi was by no means the first in this field, 
nor the only man of his generation to experiment with programmatic titles and musical content.  
Two principal areas of influence in this genre were keyboard music and operatic music.   Kuhnau and 
Couperin were two of the chief exponents of the former, and the French opera composers those 
of the latter.   And Vivaldi himself, on at least one occasion, included music from a concerto with a 
programme title in his own operas.

Vivaldi’s usual layout for the two outside movements of his concertos is not so very different from 
the classical form later established by C. P. E. Bach and Haydn, although, of course, it is much less 
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expanded.  A typical arrangement, and that to be found in the Four Seasons, is of four tutti, ripieno 
sections, alternating with three solo ones.  The purely concertino episodes found in Corelli and 
Handel are much less common in Vivaldi’s music, where solo violin tends to dominate the rest of 
the group.

There are so many inventive devices and unusual ideas in the Seasons that it is not difficult to 
envisage the sort of reception they must have received in their day.   As instrumental programme 
music they probably stand as the most sustained examples of pictorial imagery between their 
composition and that of Beethoven’s Pastoral Symphony.   Certainly, too, it is worth noting that 
many of  the so-called innovations of the ‘Mannheim’ composers are already in evidence in certain 
of  Vivaldi’s concertos, including these ones.

Vivaldi’s Opus 8 was elaborately dedicated to Count Morzin whom Vivaldi apparently had served as 
‘Maestro di Musica in Italia’.   Count Morzin came from a Bohemian aristocratic family whom Haydn 
was to encounter in the late 1750s when Count Ferdinand engaged him as director of his private 
orchestra.  Vivaldi’s dedicatory note makes it clear that the Four Seasons were actually composed 
some years prior to their publication in 1725.  But for publication, Vivaldi explains, four sonnets 
have been added, together with notes of a descriptive character.    Unfortunately it is not known 
who composed the sonnets, although the closeness with which the score and poem agree with one 
another suggests that it might have been Vivaldi himself or, perhaps, a gifted pupil.

Concerto in E (Spring)
This concerto, the first of the Four Seasons, seems to have been the most popular of them during the 
eighteenth century.   It was performed according to contemporary sources, more frequently than 
any of the other three concertos, and this can be further testified by the numerous transcriptions 
made of it.  All four concertos were performed at a ‘Concert Spirituel’, in Paris in 1728, and 
from them appeared adaptations by Nicholas Chédeville, Michel Corrette (a full-scale ‘grand 
motet’, first performed in 1765), Jean-Jacques Rousseau, and no doubt others too.  And the first 
movement appears in Vivaldi’s own oratorio ‘Juditha Triumphans’, although it is frequently omitted 
in performance.

Allegro: The opening theme, observing Vivaldi’s own careful markings of the score and of the sonnet, 
greets the Spring.   The first solo represents the song of the birds, and the second tutti describes 
gentle breezes but with a hint of an impending thunderstorm.   Bird song is the basis of both the 
next solo episodes, but the last one is more representative of the gentle breezes of an earlier tutti 
section.

Zeffiro dolce Spira, mà contesa Sweet Zephyrs blow, but then
Muove Borea improviso al suo vicino; the fierce north wind intervenes;
E piange il Pastorel, perchè Sospesa the shepherd weeps, anxious for his fate
Tema fiera borasca, e ‘l suo destino. From the harsh, menacing gusts.
[..continuing with triplets and rapid scales; 
a chromatic solo]

Toglie alle membra lasse il suo riposo He rouses his weary limbs from rest
Il timore de’ Lampi, e tuoni fieri in fear of the lightning, the fierce thunder
E de mosche, e mossoni il stuol furioso! And the angry swarms of gnats and flies.
[Adagio/Presto: opening theme; fast repeated notes]

A che pur troppo I suoi timor son veri Alas! His fears are justified,
Tuona e fulmina il Ciel e grandinoso for furious thunder irradiates the heavens,
Tronca il capo alle Spiche e a’ grani alteri. Bowing down the trees and flattening the crops.
[Presto]

L’Autunno Autumn
Celebra il Vilanel con balli e canti The peasant celebrates with song and dance
Del felice raccolto il bel piacere his joy in a fine harvest
E del liquor di Bacco accesi tanti and with generous draughts of Bacchus’ cup
Finiscono col sonno il lor godere. His efforts end in sleep.
[Allegro: opening tutti; solo arpeggios; slow final solo]

Fa ch’ ogn’ uno tralasci e balli e canti Song and dance are done;
L’aria che temperata dà piacere, the gentle, pleasant air
E la Staggion ch’ invita tanti e tanti and the season invites one and all
D’un dolcissimo sonno al bel godere to the delights of sweetest sleep
[Adagio]
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The Seasons

La Primavera Spring
Giunt’ è la Primavera e festosetti Spring has come, and joyfully                
La salutan gl’Augei con lieto canto the birds welcome it with cheerful song      
E i fonti allo spirar de’ Zeffiretti and the streams at the breath of zephyrs     
Con dolce mormorio scorrono intanto:    flow swiftly with sweet murmurings.
[Allegro: opening tutti; solo entry; 
mordents, trills; flowing semiquavers]

Vengon’ coprendo l’aer di nero amanto  But now the sky is cloaked in black     
E lampi, e tuoni ad annuntiarla eletti and thunder and lightning announce themselves
Indi tacendo questi, gl’Augelletti, when they die away, the little birds
Tornan di nuovo al lor canoro incanto: turn afresh to their sweet song.
[tremolandos and brilliant solo triplets;
repeated notes, then trills for the solo violins]

E quindi sul fiorito ameno prato Then on the pleasant flower-strewn meadow,
Al caro mormorio di fronde e piante to the gentle rustle of the leaves and branches
Dorme ‘l Caprar col fido can’ à lato the goatherd rests, his faithful dog at his side.
[Largo: solo violin represents the goatherd,
The viola notes his barking dog] 

Di pastoral Zampogna al suon festante To the rustic bagpipe’s gay sound,
Danzan Ninfe e Pastor nel tetto amato nymph and shepherd dance beneath
Di primavera all’ apparir brillante. The fair spring sky in all its glory.
[Danza Pastorale: Allegro]

L’Estate Summer
Sotto dura Staggion dal Sole accessa In the torrid heat of the blazing sun,
Langue l’huom, langue ‘l gregge, ed arde il Pino; man and beast alike languish, even the pine trees scorch:
Scioglie il Cucco la Voce e tosto intesa the cuckoo raises his voice and soon after
Canta la Tortorella e ‘l gardelino. The turtledove and finch join in the song.
[Allegro non molto: opening tutti, first solo; second solo)

Largo: An expressive cantilena is given to the solo violin, while the ripieno bears an interesting 
similarity to Wagner’s ”Forest Murmurs”, in Siegfried.   A syncopated quaver/crotchet motif, 
repeated at regular intervals throughout the movement represent the watchfulness of the faithful 
dog over his sleeping master.

Allegro: The finale in 12/8, is a brisk Siciliano, evoking pastoral revelries of nymph and shepherd.  Tied 
notes in the viola and in the continuo lines at frequent intervals conjure up the sound of the drone 
bass, associated with country dances.

Concerto in G minor (Summer)
Allegro non molto: The sonnet speaks of torrid heat and brilliant sunshine, but it is the humidity 
and the stillness that Vivaldi so vividly portrays here.   From this opening we progress into a more 
familiar Vivaldi idiom - the imitation of a cuckoo, followed by a turtledove and goldfinch (similarly 
treated to the bird song in ‘Il Gardellino’ (Op. 10 No. 3).   This is followed by a trio section of violins 
and violas representing gentle breezes, only to be overtaken, however, by demi-semi-quaver gusts 
of North wind (Vento Boreas and Venti diversi!).  Then a short solo section portraying unease of 
shepherd and villager and the approach of a storm leads us into the last vigorous tutti.

Adagio: The full fury of the elements is not yet fully upon us and, in this movement, we hear the lull 
before the storm in the peaceful arioso of the solo violin, restlessly accompanied by a dotted motif, 
and interrupted by ominous threats from the full orchestra.

Presto: The storm bursts upon us in furiously repeated notes and scale passages.  The solo violin 
is given some spectacular bariolage which, as Pincherle has commented, although not Vivaldi’s 
invention, is used by him with an unequalled authority and pertinence.   The extraordinary 
momentum of this movement is kept up right until the close, bringing the concerto to an end in the 
tradition of a good Summer’s day!

Concerto in F (Autumn)
Allegro: There is a strongly bucolic, Brueghel-like quality about the opening and closing movements 
of this concerto.  For one thing they progress in a more four-square manner than the other 
movements of the Seasons and the sonnet, too, conjures up that picture, which, through familiarity, 
we have come to regard as peculiarly Flemish.   The rhythmic simplicity and insistence of the opening 
ritornello recalls one’s standard image of a country bumpkin with a tankard of ale in one hand, and 
the other round a milkmaid’s waist.   The first episode echoes the theme of the tutti in passages 
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of double-stopping.  These are the revelries of Bacchus, enjoyed by one and all until, in a drunken 
stupor (semi-quaver and demi-semi-quaver runs on the solo violin) they all fall asleep.  A linking 
larghetto section takes over, but the movement ends with a return to the initial country-dance.

Adagio: “Ubriachi dormienti” (sleeping drunkards), we are told at the outset.  In this short movement 
strings play “con sordini”, and the continuo harpsichord is instructed to play arpeggio.   This music, 
incidentally, Vivaldi used in a modified way on two other occasions, both concertos called, “La 
notte”, the one for flute and bassoon, the other for bassoon.

Allegro: Subtitled “La caccia” (the hunt), this movement is made up of numerous motifs intended to 
evoke various aspects of the sport.  The flight of the prey, for instance, is represented first by triplets, 
then by dem-semi-quaver runs which finally are run to earth at the end of the last solo section.  
Then the horn-call ritornello reappears once more and brings the movement to a swift close.

Concerto in F minor (Winter)
Allegro non molto: The wonderfully icy, chilling effect of the opening tutti is achieved by technical 
rather than melodic means.  The basic quaver motif is rarely interrupted, acting both as the main 
body of the movement as well as a subdued continuo accompaniment to the demi-semi-quaver 
passages of the solo violin.  Two impassionate tutti outbursts half way through the movement and 
at the close of it give an impression of binary structure.

Largo: surely one of the most beautifully sustained melodies of the whole baroque era is contained 
in this lyrical arioso for solo violin accompanied, by pizzicato violins, viola and continuo.   The rather 
banal words of the sonnet have little to do with the music, which requires no commentary.

Allegro: This movement is intended to represent the dangers of walking on ice and the howling of 
the winds.   Taken in conjunction with the sonnet the whole concerto is perhaps less interesting 
than the others.   Programmatically, it would seem as if Vivaldi was hard put to it, to find further 
new illustrative devices, but nevertheless, this finale is in a remarkably free style for its time and 
is not without musical surprise and excitement.  Unusual, for instance, is the way in which the 
solo violin with continuo, and not the orchestra, introduces the theme; a theme which, even more 
exceptionally, is in no sense a main theme or, for that matter a recurring one.

Concerto in E flat ( “La Tempesta di Mare”)
The music in this concerto certainly lives up to its name “La Temepesta di mare” (The Raging of the Sea).

The opening movement discloses several easily recognisable hallmarks of Vivaldi’s concerto style 
- repeated semi-quaver notes, arpeggios, brisk passage-work in scale-wise motion and bariolage; 
and, as so often with Vivaldi, the tonic-dominant relationship is strong.  The movement ends on the 
dominant, not the tonic, thereby creating a moment of suspense  before the beginning of the Largo.   
This too possesses some unusual features not least of which are incursions into the dominant of 
F minor and its close with a Phrygian cadence ending in G Major.  The somewhat desolate solo 
melodic line becomes interrupted with increasing regularity by broken chords in unison creating 
a feeling of restless unease.  This prepares us admirably for the finale where another storm breaks 
out.   Here, though, the elements are confined largely to the solo violin part which contains several 
idiomatic scale and arpeggio patterns as well as some bravura passage work.    An effective contrast 
with the opening movement is created by the noticeable difference in texture which in the finale, is 
much thinner owing to the increased focus on the melodic line.

Although displaying many of the same ideas as this concerto, the “Tempesta di mare” for flute 
and strings (Opus 10, No. 1) is an entirely different work which, despite its later publication date 
(1729/30), is nevertheless almost certainly an earlier one, shorter in length and simpler in from.

Concerto in C (“Il piacere”)
The relevance of the title “Il piacere” (Pleasure), to the music of this concerto is not particularly 
apt.  Perhaps Vivaldi wished to create uniformity in the first volume by giving each of its six works 
a title.  Certainly there is nothing here to diminish pleasure, but the title must at most be regarded 
as mildly evocative.  Bravura passage-work is less of a feature in the opening Allegro than the 
syncopated rhythms which pervade the ritornelli.  Of the three solo violin sections the last is the 
most ambitious both in its material and in its length.  The Largo e Cantabile, a Siciliano in 12/8 
rhythm, is not in the relative minor key but, in the key of E minor, a favourite with Vivaldi.  The 
notation is simple and unadventurous though, of course, the soloist may allow himself a degree of 
embellishment.   The ritornello is characterised by unusually wide intervals which at their greatest 
extent span an octave and a seventh.   Most of the solo violin line is straightforward but in the first 
and third of the three solo sections, the performer has to negotiate even wider intervals than those 
of the tutti passages.

© Nicholas Anderson
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