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Sonata X111 4 Violino Solo e Basso in Fa maggiore, RV 18

1 Preludio Largo 2:53
2 Corrente Presto 1:03
5 Sarabanda Andante 1:19
4 Giga Allegro 125

Sonata XTIV 4 Violino Solo e Basso in La maggiore, RV 30

s Preludio Largo 3:06
6 Corrente Presto 1:28
7 Gavotta Allegro 2:03

Sonata XV a Violino Solo e Basso in Si bemolle maggiore, RV 33

8 Preludio Largo 2:28
9 Allemanda Allegro 1:39
10 Corrente Allegro 1:34
11 Gavotta Presto 1:49

Sonata XV1 a Violino Solo e Basso in Si minore, RV 35

12 Preludio Largo 3:08
13 Allemanda Allegro 2:45
14 Corrente Allegro 1:39

Ryom Verzeichnis (abbreviated RV)

is the catalogue of Vivaldi's works
by Peter Ryom.



Sonata XVII a Due Violini e Basso Continuo in Si bemolle maggiore, RV 76

15 Preludio Andante
16 Allemanda Allegro
17 Corrente Allegro

3:47
2:48
2:40

Sonata XVIII a Due Violini e Basso Continuo in Sol minore, RV 72

18 Preludio Largo
v Allemanda Allegro
20 Air Menuet Allegro

3:14
2:32
0:57

Performed by
BALTIC BAROQUE
on period instruments

Directed by Grigori Maltizov

vivaldi@vivaldi.ee

Maria Krestinskaya — baroque violin

Baroque violin by Giovanni Paolo Maggini, 1627, Italy (#1-4, 8-11)
Baroque violin by Alexander Rabinovich

after Antonio Stradivari, 2011, Russia (#15-20)

Evgeny Sviridov — baroque violin

Baroque violin by anonymous, 18th century, Italy (#12-20)

Anfisa Kalinina — baroque violin

Baroque violin by anonymous, 18th century, Germany (#5-7)

Reinut Tepp - harpsichord

Flemish harpsichord by Peeter Talve after Ruckers, 1999, Estonia (#5-7)
Sofia Maltizova — baroque cello

Baroque cello after Antonio Stradivari, 1712, Italy (#1-20)

Imbi Tarum - harpsichord
Two-manual French harpsichord
by Samuli Siponmaa afier Blanchet, 1994 (# 1-4, 8-20)



ivaldi viiulisonaadid op 5 nigid esma-

kordselt ilmavalgust laiendatud peal-

kirja all “Kuus Antonio Vivaldi
sonaati, neli viiulile ja bassile ja kaks kahele
viiulile ja basso continuole, op 5, ehk teine osa
celnenud op 2-le” (VI Sonate, Quattro a Violino
Solo e Basso e due a due Violini e Basso Continuo
di Antonio Vivaldi, Opera Quinta O vero Parte
Seconda del Opera Seconda).

Oma teoste tutvustamiseks publikule piitid-
sid X VIII sajandi autorid nende triikiste iimbri-
sed varustada voimalikult tipsete sisukirjeldus-
tega, mis olid iisnagi paljusénalised.

Valdav osa sonaatidest op 5 on tantsud.
Tantsuriitmidega on libi imbunud kogu baro-
kiajastu muusika, nendes avaldub selle muusika
energeetika ja vitaalsus. Tantse kohtab igal sam-
mul ja need ilmnevad varjatud kujul isegi seal,
kus neid koige vihem voiks eeldada — vaimuli-
kes teostes.

Allemadide, kurantide ja dziigidega puu-

tume me kokku ka Johann Sebastian Bachi siii-

tide juures. Vivaldi puhul voib nende tantsude
muusikaline olemus erineda Bachi niidetest aga
tundmatuseni. Asi on selles, et Vivaldi ja Bach
asusid sojas kahe suure Liine-Euroopa koreo-
graafilise koolkonna — itaalia ja prantsuse vahel
“barrikaadide” vastaspooltel. Konkureerimine
algas juba renessansi ajastul ja saavutas korg-
punkti XVII sajandil. Ballidest ja ballettidest
héivatud Euroopa dukondades voistlesid oma-
vahel suurejooneliste prantsuse aadlitantsude
meistrid ja itaalia rahvalikuma tantsusiili esin-
dajad. Sealjuures osutus prantslaste positsioon
tunduvalt tugevamaks. Prantslaste koreograa-
fia vallutas kogu Euroopa nagu ka nende keel ja
mood. Seepirast on ka Bachi kurantid, menue-
tid ja dziigid kirjutatud prantsuse maneeris —
sellisena tunti neid ka Saksamaal.

Kuid itaallased ei andnud alla ja jirgisid
kangekaelselt oma rada. Nende iileolek seisnes
enamsurvestatud maneeris, kiiremates tempo-
des ja meeletutes akrobaatilistes trikkides. Selle

tunnistuseks on peaaegu koik Vivaldi viiuliso-



naatidest pirinevad tantsud. Tema allemandide,
kurantide ja dziigide tempod koiguvad kiire ja
viga kiire vahel. Selliste tempode juures pol-
nud tujukad riitmikombinatsioonid ning terav-
meelsed poliifoonilised votted, mida nii sageli
kohtab Bachi siiitides, loomulikult méeldavad.
Prantsuse eeskujude jirgi kasvanud kaasaegse-
tele tundus Vivaldi seepirast sageli primitiivne.
See-cest on Vivaldi muusika aga lactud tohutu
motoorse energiaga.

Kerges, graatsilises sarabandis Sonaadist RV
18 on siilitatud selle esialgne liikuvus. Oli ju see
tants, mis tuli Euroopasse X VI sajandil Ladina-
Ameerikast, elav ja roomsameelne ning muu-
tus alles aastate pirast jirk-jargule aeglaseks ja
tosiseks. Itaalias onnestus sarabandil tunduvalt
kauem nooruslik liikuvus siilitada.

Vivaldi ei eira siin siiski prantsuse tantse.
Tema sonaate op 5 ilustavad nii menuett kui
ka gavott. Prantsuse gavoti kahest voimalusest
— “kerge” ja “orn” — eclistas maestro loomuli-

kult esimest varianti. Menueti valis ta aga arva-

tavasti kui barokktantsude perckonna noorima
ja moodsama esindaja. Pidi ju ka Vivaldi, kes
oma noote Amsterdamis tritkkida laskis, ikkagi
arvestama erinevate maade muusikalise mait-
sega.

Sonaadid on koondatud kogumikku keeru-
kuse kasvavas jirjekorras, kusjuures keerukus
ei kasva mitte niivord tehnilises, kuivord teose
helikeele ja kompositsiooni méttes. Kui otsus-
tada terve oopuse iile esimese Sonaadi F-duur
RV 18 jirgi, voib jiida mulje, et tegemist on
kerge voi isegi pisut kergemeelse muusikaga.
Magusavoitu preliitidile jirgneb kolm viga liht-
sakoelist tantsu — kurant, saraband ja dZiig.
Neist eriti uskumatult kolab dziig, kus riitm
jaib algusest lopuni muutumatuks nagu etiiii-
dides. Voib-olla oli see sonaat moeldud Vivaldi
algajatele opilastele? Sel ajal pealkirjastasid
heliloojad sageli oma sonaate tagasihoidlikule
“oppetiikk“ voi “harjutused .

Lehitsedes 1716. aasta viljaannet, astume

sammukese korgemale tasemele. Kolmeosaline



Sonaat A-duur RV 30 algab 6ilsa ja viga ebaha-
riliku prelitiidiga. Edasipiirgiv kurant on tiie-
likule fa-maZoorse sonaadi stiilis, seevastu on
l6pugavott aga tunduvalt rafineeritum ja iillacab
korduvalt ootamatute keerdkiikudega.

Unistav preliitid, voolav kurant ja tujukas
gavott on olemas ka jirgmises neljaosalises
Sonaadis B-duur RV 33. Uuena lisandub siin
energiline allemand, toeliselt akrobaatiliste
hiipetega viiuli- ja tSellopartiis.
h-moll RV 35

demonstreerib Vivaldi veelgi suuremat kujun-

Kolmeosalises  Sonaadis
dlikkust. Peale galantset preliiiidi, allemandis
hakkab viiuli ja t3ello vahel hargnema toeline
dialoog. Vahetades kiireid repliike, kiib nende
vahel otsekui sonaline duell. Palju viljendusrik-
kaid detaile on ka kurantis. Ei saa Gelda, et teh-
niline keerukus esimesest neljanda sonaadini
kasvab, kiill aga kasvavad muusika sisuline siiga-
vus ja kaalukus.

Kogumikku kroonivad kaks trio-sonaati.

Kui soolosonaat oli Vivaldi ajal uus zanr, mis

alles hakkas muusikalisel Oliimposel kanda
kinnitama, siis auvdirse trio-sonaadi juured
ulatusid sajandivanusesse traditsiooni. Just sel-
les Zanris astus ka Vivaldi vanade meistrite vii-
rilise jireltulijana 1705. aastal esmakordselt
laiema publiku ette, olles avaldanud oma 12
trio-sonaati op 1. Oopuses 5 poordub ta korraks
tagasi trio-sonaadi juurde.

Kuigi sellistes sonaatides on kolm partiid,
on nende ideaalseks esitamiseks harilikult vaja
siiski nelja instrumenti. Kahele viiulile antakse
iilemised hiiled, aga basso continuo partiid
mingivad tiello ja klavessiin — esimene viib libi
meloodilist liini, teine harmoonilist. Méningad
uurijad on mirkinud, et Vivaldi oli selleks ajaks
juba sedavord héivatud soolosonaatidest, et
tema trio-sonaatides on teise viiuli partii allu-
tatud esimesele voi on hoopis teisejirguline. See
ei ole siiski nii. Helilooja polnud ansambliteoste
komponeerimisel kaugeltki minetanud oma
meisterlikkust ega ka muusikalist maitset. Neis

annab ta vaba voli oma fantaasiale, trio-saonaa-



did op 5 on soolosonaatidest ulatuslikumad,
leiutuslikumad ja ka siigavamasisulised.

Kahe viiuli vaheline véistlus toob Sonaadis
B-duur RV 76 esile toelisi inspiratsiooni sahva-
tusi. Preliiiidis sulavad soleerivad instrumendid
otsekui ithisesse armuduetti. Molemas kiires
osas (Allemanda ja Corrente) on nad taas vas-
taspooltel ja voistlevad esikoha pirast. Vaid tiks
lisahail sulandus ansamblisse juurde - ja juba
siinnivad poognate all keerulised harmooniad,
iiksteisesse voolavate kooskolade ahelad.

Kogumikku I6petav Sonaat g-moll RV 72 on
kahtlemata selle oopuse koige kaalukam teos.
Need Vivaldi kaasaegsed, kes 1716. aastal noo-
diviljaande ostsid ja selle 16puni mingisid, said
tasutud kuhjaga. Sonaadi keskmesse on paiguta-
tud allemand, mida voiks digustatult nimetada
kapritSoks voi fantaasiaks — nii palju leidlikkust
ilmneb selle kompositsioonis. Preliiiid - esimese
viiuli toeline monoloog, teine viiul piirdub iiks-
nes saatega. Sonaadi finaal seevastu on kerge —

lithike rahulik menuett. Vivaldi justkui jitaks

hiivasti oma publikuga, tehes talle kummardusi
ctiketi koigi reeglite jirgi, ecldades sellega uusi
kohtumisi.

Kuuele sonaadile op 5 omistati numbrid
13-18. Sellega on rohutatud, et need on jit-
kuks eelnenud kaheteistkiimnele sonaadile op
2. Intrigeeriv on siinjuures see, et kahe oopuse
tiitellehtedel on mirgitud erinevad kirjasta-
jad. Sonaadid op 2 ilmusid 1716 Amsterdamis
Estienne Roger’ kirjastuselt, sonaadid op 5
samuti Amsterdamis, kuid Michel Charles Le
Cene’ kirjastuselt. Millest selline erinevus?

Lugu sai alguse juba 1685. aastal. Just sel ajal
muutis Louis XIV dra nn Nantes’i edikti, mis
kehtis Henry IV ajast ja garanteeris prantsuse
hugenottidele usuvabaduse. Seepeale pogenes
sadu tuhandeid hugenotte Prantsusmaalt, nende
seas ka 20-aastane Estienne Roger. Nagu paljud
ta kaaslased, suundus ka tema Amsterdami.
Kolmekiimne aasta pirast avastame ta firma
eesotsast, mis oli selleks ajaks vilja andnud juba

rohkem kui 500 nooditriikist ja hulgaliselt



raamatuid. 1716. aasta mais abiellus Roger’
vanem tiitar Francoise Michel Charles Le
Cene’ga, kes tootas monda aega koos diaga, kuid
vois esineda ka oma nime all. Sama aasta 11. sep-
tembril andis Roger oma firma iile nooremale
tiitrele Jeanne’le. Ise suri ta 7. juulil 1722, det-
sembris jirgnes talle Jeanne ning jirgmise aasta
augustis ka Francoise. Le Céne’ist sai sel moel

firma ainuomanik. Ta suri 1743 jareltulijateta.

Kuid 1716. aastal oli kurva finaalini veel iiks-
jagu aega. Toéotades kisikies hoidsid Roger ja
Le Ceéne korgel firma triikiste kvaliteeti ja roo-
mustasid muusikasopru koige taganoutavamate
autorite eeskujulikult vormistatud noodivilja-

annetega, mille hulgas oli ka Vivaldi.
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KPHMIIMYHBIE ~ COHAThl  BuBaAbAM
Op 5 BIEPBbIE BHIIUAM B CBET IIOA
npocrpanHbiM HasBanueM: «Illecrs

conar AHTOHHO BuBaabau, uyeThipe AAs

cKpunKkHM M Gaca M ABE AAS ABYX CKPHIIOK

u basso continuo, op 5, MAM AOMOAAHMHHAS

Bropas uacts op 2» (VI Sonate, Quatro a

Violino Solo ¢ Basso ¢ due a due Violini e Basso

Continuo di Antonio Vivaldi, Opera Quinta

O vero Parte Seconda del Opera Seconda. B

XVIII Bexe aBTOPBI, PEKOMEHAYSI CBOE ACTHUIIIE

my6AKKe, CTaPAAKCh KaK MOXKHO TO4YHee 00'b-

SICHUTB, YTO CKPBIBACTCS MIOA OOAOKKOM, M HE

HKAACAH AASL ITOTO CAOB.

Hau6oabimas wacTh mpec B COHaTax op 5

— ranupl. TaHIEBAABHBIMH PUTMAMH IIPO-

HH3aHA BCs 0APOYHAs MY3bIKA, B HMX 3aKAIO-

UEHA €€ SHEPIETHKA U €€ BUTAABHOCTh. TaHIIBI

BCTPEYAIOTCS HA KAXKAOM LIATY M CKPBIBAIOTCS

AQXE TaM, TA€ X MEHBIIE BCEIO OXKHMAACIIb

BCTPECTUTD — B AYXOBHBIX ITPOU3BCACHHUSIX.

C aaseMaHAAMM, KyPaHTaMH, >KMIaMH
IIOYTH BCE M3 HAC BIIEPBBIC MO3HAKOMHAMCH
6aaropapst ciouram Horanna Cebacrpsina
baxa. Ho y BuBaabAu My3bIKaAbHBINH 06AKK
3THX TAHIIEB MOXKET OTAMYATHCS OT GAXOBCKHMX
00pasIoB MOYTH A0 HEy3HaBaeMOCTH. AeAo
B TOM, 4T0 BuBaabau u Bax naxopmancs «mo
PpasHbIC CTOPOHbBI GAPPHKAABI» B BOMHE ABYX
BEAMKHX XOpeorpaguueckux mKoA 3amapHou
Esponbl — HMTaAbSHCKOH M (PaHIIy3CKOI.
ConepHHYECTBO HAYAAOCH €IIE B IMOXY
BospoxAeHHSL M NO-HACTOSIEMY PasBEpHY-
socek B XVII Beke. ITpu eBponesickux ABopax,
OACPKMMBIX GasaMu M 6GascTaMu, TaHIMEH-
cTepsl  GAArOpOAHON PPaHIY3CKON ILIKOABI
KOHKYPHPOBAAH C MTAABSHCKMMHU <IIASCY-
Hamu>». [Tosunun Ppannun okasasucs 6oace
cuababiMu. Ppaniysckas xopeorpadusi 1oko-
puaa Espony Tax ke, Kak GppaHIly3CKHil A3bIK
¥ naprkcKue MoAbL [ToaToMy KypaHTsl, MeHy-
ol M okury baxa Hamucanbl Ha GpaHIy3CKHit

MaHCp — TAKMMHU UX 3HAAH B I‘cpMax—mn.
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Ho HTAABSIHIBI HC CAQABAAHUCH H YIPSIMO

mwau cBouM mnyTeM. MXx npeumymecTso
3aKAI0YAAOCH B GOAce HANOpUCTOH MaHepe,
GemeHpIx

CTPCMUTCADBHBIX TEeMIIax u

akpobarmuecknx  Tprokax. O6  arom
CBUACTCABCTBYIOT €ABA AM HE BCE TAHIBI M3
cKpunu4HbX coHar Busaabau. Temm ero
AAACMaHA, KYPaHT H XHI KOACOACTCSH MEXAY
GpicTpeiM M odeHb ObicTphiM. Komewno, B
TAKOM TEMIIC HEBOSMOXXHBI IIPHXOTAHBBIC

PUTMHYECKHE  y30PBl U XMTPOYMHbIE

MOAMPOHHUYECKUE MPUEMBI, KOTOPBIX TaK
MHOro B cioutax Baxa (BocnmrammeiM Ha
¢pannysckux  obpasuax

BI/IBaAbAI/l JaCTO Ka3aAcCAa HPI/IMI/ITVIBHHM).

COBpEMCHHHKaAM

3aro  MOTOpHOH SHeprueil 3Ta  My3bIKa
3apsDKEHA C M30BITKOM.

Aerkasi, ussiuiHas capabasaa u3 conarsl RV
18 coxpaHsieT CBOK H3HAYAABHYIO SKMBOCTb.
Beas xoraa sror ranen B XVI crosernu npu-
meA B EBpony us Aarunckoit AMepHkH, OH

6bIA XKUBBIM U BECCABIM, U AUIIDB C TCYCHUECM

ACT IIOCTENEHHO MPEBPATHACS B MEAACHHBII 1
cepbesubiii. Ho B Mitaanu capabanpe yaanocs
YYTh AOABIIE COXPAHSATh MOAOAOCTb M IOA-
BUOKHOCTb.

Bnpouem, ppannysckux rannes Busaabau
OTHIOAD HE uyx)Aacs. Ero conarsr op 5 ykpa-
mwaoT MeHy>T U raBor. M3 AByx ¢panmysc-
KHX Pa3HOBHAHOCTEH IaBOTA — <AETKOH» M
«HEXKHOI» — MadCTPO, KOHEYHO XK€, IPEATIO-
ueA nepByo. Menyar ske 651 BRIOpaH, BEANMO,
KaK HanboACE MOAOAOI M MOAHBI IIPEACTABH-
TeAb cemericTBa HapouHbIX TaHIeB. Bee-Takn
BuBaabAM meuaTancs B AMCTEPAAME U AOASKEH
OBIA yYHTBIBATH My3bIKAABHbBIE BKYChI PA3HBIX

CTpaH.

CoHarbl pacrmoAoKeHsl B COOPHHKE 110 BO3-
PACTAHHUIO CAOXKHOCTH, TIPUYEM YCAOKHSAIOTCSA
HE CTOABKO TEXHUYECKHE 3AAAYH, HOCTABACH-
HbIE TIEPEA HCTIOAHUTEASIMH, CKOABKO MY3bl-
KAABHBIH S3BIK M KOMIO3UIMSA. Ecau cyauts

0 IIeAOM OIlyce MO caMofi MepBoil coHare (pa
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maxop, RV 18), MoxHO ocTaTbes B y6eskACHUN,
UTO ITO HECEPHE3HAs, AAXKE ACTKOMBICACH-
Hast My3bIKa. 32 CAAAOCTHOI TIPEAIOAMET CAe-
AYIOT TPH OYEHb IPOCTHIC 110 My3bIKE TAHIIA —
KypaHTa, capabanaa u sxura. OcobenHo nopa-
3UTEABHA JKMIQ, B KOTOPOH PUTM HE MEHSCTCS
OT HAQYaAd AO CAMOT'O KOHIIA, KaK 3TO ObIBACT B
arioaax. Moxer 6brTh, BuBaapam npesnasna-
YAA Ty COHATY AAs YYEHHMKOB, CTOAIIMX Ha
IIOACTYIIAX K HCKyccTBY? B ero Bpemst Muorue

KOMIIO3HUTOPbI Ha3bIBAAM CBOM COHATBI 6oae

CKPOMHO: «YPOKAMH>» HAH «YIPAKHEHH-
AMU>».
Iepesepuys crpanuny nsaanus 1716

roAd, Mbl IIOABIMAEMCS HA CTYHCHBKY BBILIC.
Tpexuactnas As-maxopHas conara (RV 30)
OTKPBIBAETCS OAATOPOAHON M OYEHb HEOObIU-
Hoit npeatopueit. CrpeMuTeAbHas KypaHTa
BIIOAHE B CTHAE COHATHI (a MaXkOP, 3aTO 3K AIO-
UMTEABHBII TABOT TOPA3A0 M3OUIPEHHEE U HE
Pas YAMBASIET yXO HEOXHAAQHHBIMH TOBOPO-

TaMH.

MeurateAbHasE — NPEAIOAMA,  TeKydas
KYPaHTa U [IPUYYAAHBBIA FABOT I PUCYTCTBYIOT
H B CACAYIOIIICH, YeTBIPEXIACTHO! coHate (cu-
Gemoab Maxop, RV 33). OAHAKO B Heil MOSIBASI-
€TCS M HEUTO HOBOE — IHEPTMYHAS AAACMAHARQ
¢ MOMCTHHE aKpoOaTHYECKUMH TPBDKKAMU B
NapTHsX CKPUIIKH M BAOAOHYCAN.

B TpexuactHoit conare cu munop (RV 35)
Busaabau AeMoHcTpHpYeT ee Goable n306-
perareabnoctu. [Tocae rasantroii [Ipeatoanu
B AAACMAHAC Pa3BOPAYMBACTCS HACTOSIIMIL
AHAAOT CKPHIIKM W BHOAOHYEAH, KOTOPBIE
KHBO OOMEHHMBAIOTCS PENAUKAMH, CAOBHO
BEAYT CAOBECHYIO AY9Ab. B KypaHTe Takke
HEMaAO BBIPASMTEABHBIX AeTasei. Ha mytu
OT NEPBOI K YETBEPTON COHATE TEXHUYECKAs
CAOXKHOCTB HE yBEAHYMBACTCSI, HO BOT TayOuHa
1 CEpPbE3HOCTb My3bIKH BO3PACTAIOT.

Benuator cGopHuK ABe TpHo-coHatsl. Ecan
COABHAsI COHATa BO BpeMeHa Bubaabau Gbiaa
MOAOABIM >KaHPOM, TOABKO yTBEPXKAABLIEMCS

Ha MY3bIKaABHOM OAI/IMHC, TO TPHO-COHATA
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ObIAA JKAHPOM IOYTECHHBIM, YXOAUBIIHM KOP-
HAMH B yXe BEKOBYIO Tpapunuio. Mmenno
B aTOoM >kaHpe Busaabau B 1705 roay Bmep-
BBIC IIPEACTAA TIEPEA IUPOKOI MyOANKOIM KAk
AOCTOFHBIN HACACAHHK CTapbiX MAacTEPOB,
ony6AMKOBAB ABECHAALIATH TPHO-COHAT Op 1.
B op 5 on Henapoaro Bosspamaercs K Tpuo-
coHare.

XoTs mapTil B TAKHX COHATAaX TPH, AAS
MIX MACAABHOTO HCIIOAHCHH S OOBIYHO HYSKHBI
YETHIPE HHCTPYMEHTA. ABYM CKPUIIKAaM IIOPY-
YAIOTCs BEPXHUE IOAOCA, a ApTHIO basso con-
tinuo MIrPalT COBMECTHO BUOAOHYEAD M KAQ-
BecHH (IEpBasi OTBEYACT 32 MEAOAMYCCKYIO
AMHUIO, BTOPOii — 3a rapmoHuio). Hekotopsie
HCCAGAOBATEAM  IMUIYT,  4TO,  ACCKATh,
BuBaAbAM K TOMY BPEMEHH YK€ HACTOABKO
YBAEKCS COABHBIMM COHATAMH, YTO IAPTHIO
BTOPOIl CKPUIIKH CACAAA TIOAYMHEHHOM, ECAH
He BropocrenenHoii. JTo He rak. Kommnosurop
HE YTPATHA HU MAaCTEpPCTBA, HU BKYCa K COYH-

HeHHUIo aHcaMbAeit. B HuX OH AaeT BoAlo cBoe

anTasuu, B Op 5 TPHO-COHATHI MPOAOAXKH-
TeAbHEH, H300peTaTeAbHEl 1 TAYOXKE COABHBIX
COHaT.

Cocrsisanue AByX CKpUIIOK B coHare RV
76, cu-6eMOAb Ma’kOp, BBICCKACT HACTOAUIUE
uckpol BaoxHOBeHus. B Ilpeatopgnu coaupy-
IOlIMEe HHCTPYMEHTBI CAOBHO CAHBAIOTCA B
At060BHOM AyaTe. B obenx GbicTphIx HacTsx
(arseMaHAE M KypaHTE) OHM, HAIPOTUB, OCIIA-
PHBAIOT IEPBEHCTBO. Bcero oAMH AOMOAHH-
TEABHbII TOAOC BAMACA B aHCaMOAb — M BOT
yoKe IOA CMBIYKAMHU POXKAAIOTCS CAOXKHDIE Tap-
MOHHH, L[EABIE IIEMOYKU MEPETEKAIOMUX APYT B
ApYra cO3By4HIH.

3asepmaiomas cbopuuk conara RV 72,
COAb MUHOP — HECOMHEHHO, CAMOE CEPhE3HOE
MpoU3BEACHHE OMmyca. Te U3 COBpEMEHHHKOB
Busaabam, koTopsie B 1716 roay Kynuau HOTHI
¥ AOMIPAAH MX AO CAMOTO KOHIA, ObIAM BO3-
HATPaXXACHBI CIIOAHA. B 1leHTpe coHaTsl mome-
meHa AAAEMaHAQ, KOTOPas MO MPaBy MOTAa

Obl HAa3BIBATHCS KANPUYYHO HAM (aHTasHell,



CTOABKO HM300pPETATEABHOCTH BAOXKCHO B €€
counnenue. [Ipearopus — HacTosmuit MoHo-
AOT TIEPBOI CKPUITKH, AUIIb B 3TO Thece BTO-
Pasi AOBOABCTBYETCST AKKOMITAHEMEHTOM.

@unaa xe conarst RV 72, manporus, serox
— 9TO HE CAMIIKOM TPOAOANKHTEABHBIM, pas-
MepEHHbIH MeHYaT. BuBaAbAM cAOBHO mporma-
€TCsl CO CBOCH HOBOM IMyOAHKON, pacKAaHHBa-
SICh 110 BCEM TpaBuAaM aTuKeTa. [ Ipomaercs
IIPEABKYIIEH U HOBBIX BCTPEY.

[Mlectu comaram op 5 npu U3AAHHM OBIAK
npucBoeHsl Homepa ¢ 13 mo 18. DTum mop-
4EPKHBAAOCDH, YTO OHH AOTIOAAMHHO MPOAOA-
xaAn coboii ABeHapaTh coHar op 2. Murpura
B TOM, YTO HA THTYABHBIX AMCTaX ABYX OITy-
coB 3Havarcs pasubie uspareabcrBa. CoHAThI
op 2 seirymenst B 1716 roay B AMcrepaame
O1benom Posxe, coHaTsl op 5 BHIIAK TOXE B
1716 roay, Toke B AMCTEpAAME, HO TOABKO y
Mumeas-lapas Aecena. Yro xe tam npo-

H30IIAO?

Hcropus ara Havasach eme B 1685 TOAY.
HMmenno Ttoraa Awpposuxk XIV ormenua
Hanrckuit spnkr, co Bpemen lenpuxa IV
rapaHTHPOBABUIMH (PAHIY3CKUM TyreHOTAM
cBobopy Bepoucnosepanus. COTHH ThICAY
IyTeHOTOB BcKope Gexaan us Ppannuu, cpean
HUX OBIA U ABapllaTHAETHHE OTbeH Poxe.
Kax MHOrme ero cobparss, OH HaIpaBUACS B
Awmcreppam. TpuaLaTh AeT crrycTs Mbl 06HApY-
JKMBAEM €TI0 BO IAABE GHPMBI, Y)KE BBITYCTHB-
et okoao 500 HOTHBIX UBAAHUM U MHOXEC-
TBO KHHT. B Mae 1716 roaa crapimas pous Poxe
@pancyasa Bpiaa samysk 3a Mumeas-Ilapas
AeceHa, KOTOPHIN HEKOTOpOE BpeMsi paboraa
BMECTE C TECTEM, HO MOT BBICTYIIATh M IIOA COOC-
TBEHHBIM UMeHeM. 11 CCHT;{GP;{ TOTO K€ TOAQ
Poxxe mepeBea cBoio $pupMy Ha MAAAIIYIO AOYD
JKanny. Ymep on 7 nioas 1722 roaa. B aexabpe
He cTas0 JKaHHEI, B aBI'yCTE CACAYIOLIETO TOAA
3a Heil nocaepoBasa Ppancyasa. [Toxoponus

BCEX POACTBCHHHKOB, Aecen ocraacs CAHUHC-
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TBEHHBIM BAAACABLIEM H3AATEABCTBA. OH yMEP  MECTHO, BHICOKO ACPXKAAHM IMAAHKY KAYecTBA U
B 1743 roay, He OCTABUB [IPEEMHHKOB. paAoBasu AoGUTEACH My3BIKH O0PAa3LOBBIMH
Ho B 1716 ropy Ao meyaspHOro ¢uHasa  H3AAHHUSAMU CAMBIX KCAAHHBIX ABTOPOB, CPEAU

6b140 eute Aaneko. Poske u AeceH, paboTasi coB-  KOTOPBIX ObiA 1 AHTOHMO BuBassan.
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he violin sonatas were first published

under the title VT Sonate, Quatro 4

Violino Solo e Basso e due a due Violini
¢ Basso Continuo di Antonio Vivaldi, Opera
Quinta O vero Parte Seconda del Opera Seconda
(Six sonatas by Antonio Vivaldi, four for violin
and bass and two for two violins and basso con-
tinuo, op 5, or the second part for the preceding
op2).

In order to present their works to the
audience, the 18th century composers tried to
supply the title pages of the scores with as precise
and detailed descriptions of the contents as pos-
sible which obviously turned out to be rather
copious.

The majority of the sonatas of op 5 are dances.
Baroque music in general is saturated with
expressively energetic and vibrant dance rhyt
hms. They are encountered at each step and in
a more concealed way even at the least likely

places — in sacred works.

The modern listener has probably made an
acquaintance with allemandes, courantes and
gigues through the suites by Johann Sebastian
Bach. In case of Vivaldi, though, the musical
essence of those dances makes them unrecog-
nizable from the ones in Bach’s works, the rea-
son being that in the war between the two main
choreographic schools of Europe — the Italian
and the French - Vivaldi and Bach occupied
their positions on the “frontlines” of the oppo-
sing sides. The competition started as carly as
during the Renaissance period and culmina-
ted in the 17th century. Masters of the osten-
tatious French noble dances and representati-
ves of the more popular Italian dance style were
fiercely competing in the ball and ballet ado-
ring European courts. The French got the upper
hand here conquering Europe with their cho-
reography, language as well as fashion. Hence
Bach’s courantes, minuets and gigues were all
composed in the French manner and that is how

they became known also in Germany.



The Italians, though, did not surrender so
casily, and stubbornly followed their own path.
Their superiority lay in a more compact manner,
higher tempos and frenzied acrobatics, the proof
of which are almost all the dances in Vivaldi’s
violin sonatas. The tempos of his allemandes,
courantes and gigues vacillate between fast and
very fast. With tempos like that, moody rhyth-
mic combinations or ingenious polyphonic art,
so frequent in Bach’s suites, proved virtually
impossible. (That is why Vivaldi’s contempora-
ries that had been educated under the French
influence often considered him primitive.) On
the other hand, Vivaldi’s music is loaded with
enormous motive energy.

The light and graceful sarabande in Sonata
RV 18 has retained its original mobility. The
Latin-American dance that came to Europe in
the 16th century was initially lively and cheer-
ful, acquiring its slow and serious character

only during a course of time. In Italy, sarabande

succeeded in mainting its youthfulness and
mobility for a considrebly longer period.

Vivaldi, however, does not ignore the French
dances; his sonatas in op 5 are embellished by
minuet as well as gavotte. Of the two possible
options — “light” and “tender” - of the French
gavotte, Maestro obviously preferred the for-
mer. Minuet was probably chosen as the youn-
gest and more fashionable representative of the
Baroque dance family. Vivaldi, like everybody
else, having his scores published in Amsterdam,
had to consider the different tastes of different
countries.

The sonatas in the collection have been sor-
ted by their escalating order of complexity,
whereas not so much from the technical as from
the musical and composition aspect. Judging by
the First sonata in F major (RV 18) in the collec-
tion one might get an impression of light or even
frivolous music. A sweetish prelude is followed

by three unpretentious dances — courante, sara-
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bande and gigue, the latter being utterly incre-
dible with its rhythm unchanged throughout
the movement, thus resembling more an etude.
Could the sonata have been meant for Vivaldi’s
students-beginners? At that time it was not
uncommon for the composers to modestly title
their works “Etude” or “Practise”.

Thumbing the publication of 1716, we get
a step further. The three-movement Sonata in
A major (RV 30) begins with a noble and ext-
raordinary prelude. The speedy courante is in
a complete accord with the Sonata in F major,
whereas the final gavotte is considerably more
refined and full of unexpected turns.

A dreamy prelude, flowing courante and
moody gavotte meet the earalso in the following
four-movement Sonata in B-flat major, RV 33.
Allemande with truly acrobatic violin and cello
parts is a new addition.

In the three-movement Sonata in B minor

(RV 35), Vivaldi displays even greater figurati-

veness: after a gallant prelude, within the alle-
mande the violin and the cello develop a serious
dialogue. Exchanging quick remarks, they
engage in a real duel. Also courante contains a
multitude of expressive details. It is not exactly
the technical complexity that increases from the
first to the fourth sonata, but more the musical
content and depth that escalate.

The highlight of the collection are two trio-
sonatas. While solo-sonata was a new genre
in Vivaldi’s time that only began to occupy its
place on the musical Olympus, then the roots
of the venerable trio-sonata went back to more
than one century. This was also the genre that
Vivaldi as a successor of old masters decided to
use for his premiere performance in front of a
wider audience in 1705. Having published 12
trio-sonatas in his op 1, he briefly turns back to
them in hisop 5.

Although these sonatas contain three parts,

they require four instruments for an ideal per-
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formance. The upper melodic line is performed
by the two violins, while the basso continuo part
is given to the cello and harpsichord of which
the first holds the melodic and the latter the har-
monic line. Some researchers believe that by that
time Vivaldi was already so fascinated by solo
sonatas that in his trio-sonatas he subjected the
second violin’s part to the first or kept it altoge-
ther secondary. This, however, is not the truth.
The composer had not lost his skills or good
taste in composing ensemble works. In those
works he lets his phantasy loose and the trio-
sonatas in op 5 are much more extensive, inno-
vative and comprehensive than the solo-sonatas.

The competition between the two violins in
the Sonata in B-flat major (RV 76) brings out
real flashes of inspiration. The solo instruments
in the prelude almost melt into an amorous
duet. In both fast movements (allemanda and
corrente), they resume their opposing roles and
compete for the first place. Just one additional

merging voice in the ensemble conjures comp-

licated harmonies and chains of chords from the
strings.

The collection’s final Sonata in G minor (RV
72) is undoubtedly the most significant work
here. Vivaldi’s contemporaries who obtained
the publication and played it through, were hig-
hly rewarded. The sonata is centred around an
allemande that could justly be called cappriccio
or fantasy for its ingenuity.

Prelude - a true monologue of the first vio-
lin with the second violin having only an accom-
panying role.

The finale of Sonata RV 72, on the other
hand, is light — a not too long peaceful minuet.
It is as if Vivaldi bids his audience goodbye
bowing according to all the rules of etiquette,
looking forward to new meetings.

The Six sonatas op 5 were numbered 13-18,
thus underlining them being a sequence to the
Twelve sonatas op 2. It is rather intriguing that
the title pages of those two opuses give diffe-

rent publishers. Sonatas op 2 were published in
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Amsterdam, 1716, by Estienne Roger publishing
house, while sonatas op 5, also in Amsterdam,
but by Michel Charles Le Cene publishing
house. What lies behind that difference?

The story began already in 1685 when Louis
XIV revoked the so-called Edict of Nantes that
from the times of Henry IV had granted french
huguenots their religious rights. Consequently,
hundreds of thousands of huguenots fleed the
country, among them also the twenty-year-old
Estienne Roger. Like many of his fellows, he
moved to Amsterdam where 30 years later, he
runs a company which by that time has publis-
hed more than 500 scores and numerous books.
In May 1716, Roger’s elder daughter Frangoise
marries Michel Charles Le Céne who, for some

time, worked together with his father-in-law but

was also free to publish under his own name.
On September 11th, the same year, Roger trans-
ferred the company to his younger daughter
Jeanne. Roger died on July 7th, 1722, followed
suit by Jeanne in December, and next year in
August, also Frangoise. That made Le Céne the
sole owner of the company. He died heirless in
1743.

In 1716, however, there was still ample time
left before the sad ending. Working hand in
hand, Roger and Le Cene maintained high
quality of their publications and pleased music-
lovers with excellent copies of scores by the
most sought-after composers, among them also
Vivaldi.
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