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Sonata No.6 in A Wq48/6
16 I. Allegro 7’09
17 II. Adagio 4’17
18 III. Allegro 6’52

Compact Disc 2 49’26

Württembergische Sonaten (1744)

Sonata No.1 in A minor Wq49/1
1 I. Moderato 8’14
2 II. Andante 4’00
3 III. Allegro assai 5’50

Sonata No.2 in A flat Wq49/2
4 I. Un poco allegro 7’55
5 II. Adagio 4’05
6 III. Allegro 4’23

Sonata No.3 in E minor Wq49/3
7 I. Allegro 6’35
8 II. Adagio 4’27
9 III. Vivace 3’52
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Carl Phillipp Emanuel Bach 1714–1788

Compact Disc 1 78’55

Preussische Sonaten (1740)

Sonata No.1 in F Wq48/1
1 I. Poco allegro 4’19
2 II. Andante 2’19
3 III. Vivace 2’53

Sonata No.2 in B flat Wq48/2
4 I. Vivace 5’43
5 II. Adagio 3’30
6 III. Allegro assai 3’28

Sonata No.3 in E Wq48/3
7 I. Poco allegro 4’47
8 II. Adagio 3’50
9 III. Presto 2’57

Sonata No.4 in C minor Wq48/4
10 I. Allegro 6’39
11 II. Adagio 4’25
12 III. Presto 2’52

Sonata No.5 in C Wq48/5
13 I. Poco allegro 5’17
14 II. Andante 4’23
15 III. Allegro assai 3’09
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Another Musical Offering in Potsdam

Carl Philipp Emanuel Bach (1714–1788) worked as a chamber musician at the court of Frederick
the Great in Potsdam, where he had to please his boss, who was an amateur composer and flute
player. He published keyboard music and an Essay on the true art of playing keyboard instruments
(1753), all intended for the bourgeoisie, who were gaining in social importance and longed for their
own unmistakeable musical style. Carl Philipp Emanuel provided this audience with his many pieces
for harpsichord and his orchestral works.

Between 1750 and 1800 the name Bach was generally used to refer to Carl Philipp Emanuel, not
his father Johann Sebastian. While the father was out of style, the son was a fashionable composer,
the main representative of styles called Empfindsamkeit and Sturm und Drang, very much en vogue
in Germany between 1740 and 1770. Empfindsamkeit in music meant a clear emphasis on strong
and extroverted emotions, unpredictable forms, melodies and harmonies, subtleties in dynamics and
phrasing, frequent changes in tempo, plus a structure with a clear hierarchy between melody and
accompaniment. All these qualities represented a radical new approach, particularly when compared
to the thick and rigid contrapuntal structures of Johann Sebastian, whose music was often stylised
in strict tempo and counterpoint. 

Take the Prussian and Wurttembergian, two groups of six sonatas, published as his Opus 1 and 2
(in 1742 and 1744). Many aspects of the works on these discs illustrate Bach’s affinity with the
language of the Empfindsamkeit. The first of the Wurttembergian sonatas is remarkable for its
emphasis on declamation, the second for its daring harmonies, the third for its short, vivacious
phrases, the fourth for its frequent changes in tempo, the fifth for its free handling of counterpoint
and the sixth for its expressive pauses. The Prussian sonatas feature similar compositional qualities.
The galant style of the sixth sonata illustrates the connection between the rococo in France and the
Empfindsamkeit in Germany; both were reactions to the rigid style of the late Baroque and show a
preference for a much freer use of tempo, a more elaborate application of ornamentation, a more
obvious emphasis on rhetoric in music and a smaller place for traditional counterpoint.
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Compact Disc 3 49’22

Sonata No.4 in B flat Wq49/4
1 I. Un poco allegro 6’28
2 II. Andante 4’06
3 III. Allegro 5’11

Sonata No.5 in E flat Wq49/5
4 I. Allegro 8’31
5 II. Adagio 4’44
6 III. Allegro assai 4’07

Sonata No.6 in B minor Wq49/6
7 I. Moderato 6’26
8 II. Adagio non molto 4’26
9 III. Allegro 5’17

Pieter-Jan Belder harpsichord & clavichord
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Collegium Vocale Gent,  Camarata
Trajectina, Gesualdo Consort and the
Netherlands Bach Society, working with
the conductors Frans Brüggen, Ton
Koopman, Paul Dombrecht, Philippe
Herreweghe and Kenneth Montgomery,
amongst others. Belder has also
accompanied soloists such as Johannette
Zomer, Nico van der Meel, Harry van
der Kamp, Sigiswald Kuijken, Rémy
Baudet, Wilbert Hazelzet, Kate Clark and
Saskia Coolen. Belder conducts his own
ensemble Musica Amphion.

In 1997 Pieter-Jan Belder was
awarded the third prize at the Hamburg NDR Music Prize harpsichord competition. In 2000 he was
winner of the Leipzig Bach harpsichord competition. 

In 2005 he made his debut as a conductor in the Amsterdam Concertgebouw, conducting 
Musica Amphion.

He has made over 100 CD recordings, most of them of solo and chamber music. In 1999 Belder
was invited to participate in two important CD recording projects: 10 CDs as a part of  a complete
Bach recording (Brilliant Classics), and one CD as part of an Edison-awarded complete recording of
all the keyboard works of the Dutch composer Jan Pieterszoon Sweelinck (NM classics). Since 1999
Belder has worked on his integral recording of the Scarlatti keyboard sonatas, which was released in
2007. Since then he has recorded Bach’s Well-tempered Clavier along with the complete harpsichord
works by Rameau. Recently Brilliant Classics released 8 CDs of keyboard works by Antonio Soler,
performed by Belder.

Belder has also recorded several orchestral and chamber music productions with Musica
Amphion: Telemann’s Tafelmusik, the complete works of Corelli, Bach’s Brandenburg Concertos,
Bach’s Concertos for 2, 3 & 4 harpsichords, and the complete chamber music of Purcell.

Pieter-Jan Belder is currently working on recordings of works by C.P.E. Bach and William Byrd,
and cantatas by J.S. Bach. www.pieterjanbelder.nl
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The era between the death of J.S. Bach (1750) and the rise of the Classical style (around
1770–1780) is usually regarded as a transitional period. For a long time music history paid most
attention to the innovations of this era’s composers, but as we are discussing a transitional period
(something, of course, we can only identify in hindsight) it is equally defensible to find in the music
of these ‘avant-garde’ composers traces of the old style. In C.P.E. Bach’s music, for example, we find
clear elements of his father’s influence, particularly in the sense of counterpoint and the knowledge
of how to bring together musical lines. The hierarchy may have changed radically between 1710
and 1740, but many of the musical details remained the same, demonstrated in the similarities of
each era’s treatment of consonances and dissonances. Examined in this light, it is clear that several
of Johann Sebastian’s compositions, especially his concertos and orchestral suites, stand quite close
to the music of the generation that followed.

There is also a close relationship between the music of Empfindsamkeit and that of the Classical
era. The styles shared a common root in popular music, despite Carl Philipp Emanuel’s many
innovations. In most of Bach’s sonatas, we can also identify the typical structure of Classical sonata
form (Exposition – Development – Recapitulation), while the changes of harmony and key in his
fast movements would not seem out of place in the instrumental compositions of Mozart or Haydn,
who greatly admired the older composer. Although the Classical masters replaced ostentatious
gestures with those that were more discrete, they retained many elements of Bach’s style, namely his
idea of music as a narrative that drew on the rhetorical effects of the Baroque. In C.P.E. Bach’s
sonatas, the transitional style became a definitive and influential musical language in its own right.
� Emmanuel Overbeeke, 2012

Pieter-Jan Belder (born in 1966) studied recorder with Ricardo Kanji at the Royal Conservatium of
the Hague, and harpsichord with Bob van Asperen at the Amsterdam Sweelinck Conservatorium.
He graduated in 1990, and since then has developed a flourishing career as harpsichordist,
clavichord player, organist, forte-pianist and recorder player.

He has appeared at many international festivals, such as the Barcelona Festival de Musica Antiga,
Festival Oude Muziek Utrecht, Berlin Musikfest, Festival van Vlaanderen, Klara Festival, Festival
Potsdam Sans Souci, Sacharov Festival in Nizhny Novgorod and the Leipzig Bachfest.

He regularly plays solo recitals, and is also very much in demand as a continuo player with such
ensembles as the Netherlands Radio Chamber Orchestra, The Orchestra of the Eighteenth Century, 
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