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Concerto in F major for two flutes, two oboes, 
violin, cello and harpsichord
Il Proteo o sia il mondo al rovescio, RV 572
1. Allegro  ................................................... 3:44 
2. Largo  ..................................................... 2:15 
3. Allegro  ................................................... 3:37

Lisa Beznosiuk & Neil McLaren flutes, Anthony Robson 
& James Eastaway oboes, Margaret Faultless  violin, 
David Watkin cello, Paul Nicholson harpsichord

Concerto in D minor for oboe and strings, 
RV 454
4. Allegro  .................................................  3:12
5. Largo ....................................................... 2:27
6. Allegro  ................................................... 2:37

Anthony Robson oboe

Concerto in D minor for two recorders, two 
oboes, bassoon and two violins, RV 566
7. Allegro assai  ........................................  2:51
8. Largo ....................................................... 2:35
9. Allegro  .................................................... 3:00

Catherine Latham & Emma Murphy recorders, Anthony 
Robson & James Eastaway oboes, Andrew Watts 
bassoon, Alison Bury & Margaret Faultless violins

Concerto in F major for two horns, RV 539
10. Allegro  ................................................... 3:15
11. Larghetto  .............................................. 2:22 
12. Allegro  ................................................... 2:28

Andrew Clark & Roger Montgomery horns

Concerto in G major for cello, RV 413
13. Allegro  .................................................  3:15
14. Largo  ..................................................... 4:03
15. Allegro  ................................................  2:47

David Watkin cello

Chamber Concerto in G minor for flute, oboe, 
bassoon, violin and continuo, RV 107
16. Allegro  .................................................  2:22
17. Largo  ................................................... 4:17
18. Allegro  ................................................. 3:11

Lisa Beznosiuk flute, Anthony Robson oboe, Andrew 
Watts bassoon, Alison Bury violin, John Toll harpsichord, 
Elizabeth Kenny theorbo
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Recorded at 
Abbey Road Studios, London, UK 

6–8 and 18–19 July 1999

Produced and recorded by   
Ben Turner

Engineered by  
Philip Hobbs and Andrew Hallifax

Post-production by  
Ben Turner

Original cover image by 
Eric Richmond
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Concerto in G minor for flute ‘La Notte’,  
RV 439
19. Largo – Allegro – Largo – Allegro  ..........  4:13
20. Largo  ................................................... 1:23 
21. Allegro  ................................................. 2:17

Lisa Beznosiuk flute

Concerto in D minor for lute and viola 
d’amore, RV 540 
22. Allegro  .................................................  5:04 
23. Largo  ................................................... 3:14 
24. Allegro  ................................................. 3:35

Elizabeth Kenny lute, Catherine Mackintosh viola 
d’amore

Total Running Time: 74 minutes
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Though increasingly we are recognizing Antonio Vivaldi (1678–1741) as a gifted 
and expressively individual composer for the voice, it is as an instrumental 
composer that we find him at his most innovative. During the greater part of the 
seventeenth century the Basilica of St Mark’s provided an important centre for 
Venetian music-making; composers such as Monteverdi and Legrenzi maintained 
a tradition reaching back to the Gabrielis and beyond. By the end of the century 
the orchestra, or Capella Ducale, numbered some thirty-four players of whom 
Vivaldi’s father, for a time, was one. By the time of Vivaldi’s birth, however, music 
at St Mark’s was beginning to be overshadowed by that which was being cultivated 
by the Ospedale della Pietà. This was one of four orphanages for girls and the 
one with the highest quality of music-making. Many leading Venetian musicians 
of the late seventeenth and early eighteenth centuries taught or composed for 
these orphanages of which the Pietà, in Vivaldi’s time, boasted one of the finest 
permanently established orchestras in Europe.

       Vivaldi was engaged by the Pietà as ‘Maestro di violino’ in 1703, the year in 
which he was ordained priest. Though this was foremost a teaching post for 
strings, Vivaldi may also have been expected to teach wind instruments, direct 
concerts and provide music for his talented pupils. Although Vivaldi’s association 
with the Pietà lasted, intermittently, almost throughout his career, his varied 
activities as composer of opera, sacred and instrumental music, above all 
concertos, extended far beyond its confines, not only to other Italian cities such 
as Vicenza, Mantua and Rome but throughout Europe. Nine collections of his 
concertos were printed in Amsterdam, an important source of dissemination, 
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between 1711 and 1729. His music was played in Paris at the public concert series, 
the ‘Concert spirituel’. It was performed by the court orchestra in Dresden, 
where Vivaldi forged an important link with the leader and director, Georg Johann 
Pisendel, at the Weimar court, where the young J.S. Bach was among its greatest 
admirers, at English music society concerts, and in Prague and Vienna, where 
Vivaldi died in 1741.

       The concertos assembled on this album afford the listener a glimpse of 
Vivaldi’s originality not only as a sensitive colourist and master of form, but also 
as a felicitous melodist whose harmonies and phraseology are charged with 
heady atmosphere.

       Vivaldi left two versions of his Concerto in F major for two flutes, two oboes, 
violin, cello and harpsichord Il Proteo o sia il mondo al rovescio, RV 572 which 
he subtitled in each case ‘The World Turned Upside Down ‘. The explanation 
for an apparently whimsical title seems to lie in the scoring of what is probably 
the earlier version for violin, cello and strings, one of three concertos by him 
for these protagonists. In it Vivaldi writes the solo parts in such a way that they 
can be interchanged between violin and cello. The Greek sea god Proteus who 
features in the title was able, like his fellow deity Zeus, to assume different 
guises. In the version performed on this recording, Vivaldi introduces altogether 
a more brightly coloured dimension than exists in the other, deftly deploying the 
disparate tonal character of flutes, oboes, upper and lower strings and keyboard.
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       The Concerto in D minor for oboe and strings, RV 454 is one of two concertos 
for oboe which Vivaldi included in his celebrated Opus 8, Il cimento dell’armonia 
e dell’inventione  (1725). The remaining ten concertos of the set, which includes 
The Four Seasons, are for solo violin though, in fact, Vivaldi’s publisher Le Cène 
indicates a choice between violin and oboe for the two others. Nevertheless, 
the solo writing suggests that Vivaldi originally wrote these primarily as oboe 
concertos since there is neither double-stopping nor elaborate figurations 
characteristic of the music written expressly for violin. The first movement 
is dominated by persistent syncopated rhythms which occur in both solo and 
tutti sections. The second movement provides a strong contrast with the virile 
outer movements and its expressive melody, accompanied by unison viola, cello 
and bass, is especially well-suited to the tonal character of the oboe. The finale 
is full of demonstrative gestures, deriving its energy both from rhythmic and 
melodic ideas.

       The Concerto in D minor for two recorders, two oboes, bassoon and two 
violins, RV 566 belongs to a group of approximately thirty concertos which 
Vivaldi wrote for more than two solo instruments. The presence of two 
recorders suggests that the work predates Vivaldi’s meeting with the German 
flautist, composer and theoretician Johann Joachim Quantz, in 1726, since after 
that date he bestowed greater favours upon the increasingly fashionable ‘flauto 
traverso’. Such pieces, often termed by Vivaldi concerti ‘con molto istrumenti’, 
were probably intended for the heterogeneous musical talents of the girls at 
the Pietà. But, more importantly, these effectively, often playfully orchestrated 
concertos reveal Vivaldi’s skill in deploying a wide diversity of instrumental 
colours to great effect.
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       Vivaldi wrote several concertos in which he included horn parts but only two 
for a pair of solo horns with string orchestra, one of which is the Concerto in  
F major for two horns, RV 539. They were among the earliest of their kind since 
horns, which were closely associated with hurling and, more generally, with 
courtly entertainment, were not yet a standard component of the expanding 
classical orchestra of the mid-eighteenth century. Vivaldi probably wrote these 
concertos for resident or travelling virtuosi. The instruments required for this 
piece are pitched in F. The composer explores their character as widely as the 
technical limitations of the day allowed, achieving resonant sonorities and 
demonstrating a rapport for their natural expressive range. 

       Vivaldi wrote generously for the cello. As well as nine solo sonatas and a 
concerto for two cellos he has left some twenty-seven concertos for solo cello, 
not forgetting many others in which the instrument has solo or concertante 
passages. Their style is varied, sometimes speaking with more-or-less 
conventionally late Baroque inflexions, at other times foreshadowing the ‘galant’, 
early Classical idiom. The Concerto in G major for cello, RV 413 is a stylistically 
advanced work whose opening movement, with its frequent appoggiaturas both 
in solo and ritornello sections, gives the piece some of that graceful elegance 
which characterizes the pre-Classical concerto.  That quality is further enhanced 
by the dotted quaver motif of the ritornello which ends each time with a pair of 
crotchets the second of which is weakly stressed, comparable with the feminine 
ending in literary verse. The slow movement contains an expressive melody 
for the solo cello, accompanied by a single cello from the ripieno with keyboard 
continuo. This is framed by a four-bar orchestral introduction and a single bar 
conclusion. The finale, built upon lively downward scale patterns, gains impetus 
from a semi-quaver rest, which occurs after the initial beat of the first three bars 
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of ritornello. The ritornelli are complimented by the spirited motivation of the 
solo sections, with their bravura character. This combined energy brings the 
Concerto to a robust conclusion. 

       In the Chamber Concerto in G minor for flute, oboe, bassoon, violin and 
continuo, RV 107, apparently a mature piece, the composer gives all parts other 
than the continuo an obbligato role but brings them together for the ritornellos. 
Thus, any given group, ranging in size from three to six players, provides not only 
the solo element but also the orchestral one. Within the limits imposed by these 
chamber music resources Vivaldi achieves a rich variety of tonal colours with 
transparent textures stemming, at least in part, from an informed knowledge of 
the instruments for which he was writing. Although Bach, Telemann and several 
French composers explored the chamber concerto medium, Italian composers 
other than Vivaldi appear to have ignored it. In this sphere, as in many others, 
Vivaldi combines melodic invention and fine craftsmanship with a beguilingly 
attractive tonal palette, giving each and every one of his chamber concertos its 
own distinctive, colourful character. The means by which he achieves this are 
both varied and resourceful.

       The obbligato parts in this Concerto are fairly evenly spread though with an 
emphasis on virtuoso violin figures in the initial movement. The largo, in the 
rhythm of a siciliano, also occurs in Vivaldi’s Concerto for B flat for oboe and 
violin, RV 548. The lyrical melody is shared between flute and oboe while violin and 
bassoon provide an accompaniment; the effect is one of Arcadian enchantment. 
The work concludes with a chaconne built upon an eight-bar ostinato bass. The 
sequence of variation is imaginatively treated, with some diverting virtuoso 
flourishes present in the instrumental writing.
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       As late as 1726, Quantz, who had met Vivaldi in Venice, remarked that the 
transverse flute was not popular in Italy. Yet in Germany, for example, composers 
had been writing for the instrument for some years. One of Bach’s great flute 
works, the Partita in A minor for unaccompanied flute, belongs to his years at the 
court of Cöthen (1717–1723); so too does the Brandenburg Concerto No. 5 in  
D major, in which the flute is one of three concertante instruments.

       Quantz’s visit seems to have marked the change in fortune of the transverse 
flute in Venice, for in the following year (1727), Vivaldi included a dazzling 
flute obbligato in his opera Orlando furioso and in about 1728 his publisher in 
Amsterdam printed six concertos for flute and strings as the composer’s Opus 
10. Around this time too, the Pietà appointed its first flute teacher, Ignazio 
Siber, who was in fact himself a celebrated oboe player. Four of the six flute 
concertos of Vivaldi’s Opus 10 are reworked versions of chamber concertos in 
which each instrument, other than those of the continuo group, enjoys obbligato 
status.  A fifth exists in an earlier version for treble recorder and strings, so we 
may reasonably suppose that commercial expedience was uppermost in the 
composers mind when he prepared them for publication.

       The Concerto in G major for flute ‘La Notte’, RV 439 derives from a chamber 
concerto for flute, violins and bassoon in the same key (RV 104). In this piece the 
programmatic element is emphasised by the inclusion of descriptive headings 
for two of the movements; and it is comparatively unusual amongst Vivaldi’s 
concertos in its adoption of a six-section pattern rather than the customary 
three-movement scheme. The writing is vividly atmospheric above all in the two 
sub-headed sections: ‘Fantasmi’ (‘Ghosts’) and ‘Il sonno’ (‘Sleep’).
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       The Concerto in D minor for lute and viola d’amore, RV 540, was a 
comparatively late work.  It is a piece which perhaps found especial favour with 
the composer since it featured in a programme which he himself directed at 
the Pietà in 1740 to celebrate a state visit by the Prince-Elector of Saxony. The 
combination of the lute and viola d’amore – an instrument for which Vivaldi 
seems to have felt particular affection, with its delicate resonances derived from 
sympathetic strings stretched behind the bowed strings – was a happy choice 
on his part. Together with the ‘con sordino’ or ‘muted’ strings of the orchestra 
the two solo instruments create a delicately coloured tonal picture with a hint of 
pathos, above all in the lyrical largo. Here the viola d’amore sustains the melody 
while the lute provides a gentle arpeggio accompaniment. It is an expressively 
alluring movement, full of enchantment, providing the two soloists with a 
splendid opportunity to display their technical and interpretative abilities.

©Nicholas Anderson, 2000



Violin
Alison Bury
Margaret Faultless
Marshall Marcus
Roy Mowatt
Susan Carpenter

Jacobs
Catherine Ford
Claire Sansom
Jill Samuel
Andrew Roberts
Joanna Parker
Caroline Churchill
Peter Lissauer
Marc Cooper
Nicolette Moonen
Garry Clarke

Viola
Jan Schlapp
Nicholas Logie
Annette Isserlis
Martin Kelly
Katharine Hart
Leon King

Cello
David Watkin
Susan Sheppard
Lynden Cranham
Robbie Jacobs

Double Bass
Chi-chi Nwanoku
Amanda MacNamara

Oboe 
Anthony Robson
James Eastaway

Bassoon
Andrew Watts
Alastair Mitchell

Organ
Paul Nicholson
John Toll
James Johnstone

Harpsichord
Paul Nicholson
John Toll

Harpsichord
Paul Nicholson
John Toll

Theorbo
Elizabeth Kenny
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Dunedin Consort 
J.S. Bach: Six 

Brandenburg Concertos 

La Serenissima
Vivaldi: L’Amore per 

Elvira

The Avison 
Ensemble 

Vivaldi: Concerti Opus 8 

Phantasm
Lawes: The Royal 

Consort 

Pamela Thorby  
& Elizabeth Kenny 

The Nightingale and the 
Butterfly 

Ensemble Marsyas
Fasch: Quartets and 

Concertos

John Butt  
& Lucy Russell

J.S. Bach: Sonatas for 
violin & harpsichord 

Retrospect Trio
Purcell: Twelve Sonatas 

in Three Parts


