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 Sonata No.1 in G minor BWV1001
1. Adagio 5’14
2. Fuga (Allegro) 5’27
3. Siciliana 3’03
4. Presto 3’51

 Partita No.1 in B minor BWV1002
5. Allemanda – Double 9’40
6. Corrente – Double (Presto) 8’06
7. Sarabande – Double 6’47
8. Tempo di Borea – Double 7’26

 Sonata No.2 in A minor BWV1003
9. Grave 5’29
10. Fuga 7’54
11. Andante 5’57
12. Allegro 6’16

 Partita No.2 in D minor BWV1004
13. Allemanda 6'01
14. Corrente 2’24
15. Sarabanda 4’44
16. Giga 4’08
17. Ciaccona 18’22

 Sonata No.3 in C major BWV1005
18. Adagio 4’44
19. Fuga 12’20
20. Largo 3’17
21. Allegro assai 5’08

 Partita No.3 in E major BWV1006
22. Preludio 3’55
23. Loure 3’40
24. Gavotte en Rondeau 3’33
25. Menuet I et II 3’40
26. Bourrée 1’45
27. Gigue 1’50

Francesco Teopini classical guitar

“ My congratulations to Francesco Teopini for this major undertaking 

of recording Bach’s entire violin works on guitar. 

He plays with a beautiful sound, faithfully recorded. 

His interpretation shows a deep understanding of these major works. 

My sincere compliments, Francesco!”

DaviD Russell



Bach’s Sonatas and Partitas BWV1001–1006 on guitar

While Kappelmeister at the court of the young arts enthusiast Prince Leopold 
of Anhalt- Köthen from 1717 to 1723, Johann Sebastian Bach (1685–1750) 
concentrated his compositional efforts mostly towards instrumental music. This 
period proved to be very prolific for the composer from Leipzig with regard to this 
genre, and some of his most widely-recognized masterworks were created during this 
time. These include the six Brandenburg Concertos BWV1046–1051 (1718–1721), 
the solo Cello Suites BWV1007–1012 (1720), the English Suites BWV806–811 
(1715–1720), the first volume of The Well-Tempered Clavier BWV846–893 (1722), 
the French Suites BWV812–817 (1722) and the Inventions and Sinfonias BWV772–
801 (1720–1723) for solo keyboard. 

Composed in the same year as the Cello Suites, the Sonatas and Partitas for solo 
violin were products of a critical time for Bach, marked by the sudden demise of 
his first wife, Maria Barbara (1684–1720), who passed away while her husband 
was travelling in Bohemia. Originally entitled as Sei Solo a Violino senza Basso 
accompagnato (“Six Solos for Violin without Bass accompaniment”), this rather 
uncommon set of Baroque solos was part of a typical 17th century German tradition 
of compositions for solo violin. This genre found its origins in works by Heinrich 
Ignaz Franz Biber (1644–1704) and Johann Paul von Westhoff (1656–1705). It is 
likely that Bach’s solo violin works were partially inspired by Westhoff’s six Partitas 
for solo violin, written in 1696, and first published in Dresden in the same year. 
Johann Georg Pisendel (1687–1755), a violinist living and working in the Saxonian 
city where Westhoff’s Partitas were first published, was the specific performer Bach 
had in mind when he wrote his solo violin works. Nonetheless, Bach was himself an 
accomplished violin player and a profound connoisseur of all stringed instruments. 
According to his son, Carl Philipp Emmanuel Bach (1714–1788), “in his youth, and 
until the approach of old age, he played the violin cleanly and penetratingly, and thus 
kept the orchestra in better order than he could have done with the harpsichord. He 
understood to perfection the possibilities of all stringed instruments. This is evidence 

of his solos for the violin and for the violoncello without [accompanying] bass”.1

Bach’s three Sonatas BWV1001, 1003 and 1005 are composed in sonata da chiesa 
(church sonata) style, a form made popular in Europe by Arcangelo Corelli (1653–
1713). This consists generally of four movements: a slow introductory movement 
followed by a second featuring a fast fugue, a third slower one imitating the 
introspection and expressivity of a Sarabande, and a final movement in an agile tempo 
which could be either Allegro or Presto. The three Partitas BWV1002, 1004 and 1006 
were written instead as sonate da camera (chamber sonatas), another type of solo 
or trio work popularized by Corelli. According to Sebastien Bossard’s Dictionnaire 
de musique, this usually featured either an introductory Prelude or a small Sonata, 
followed by several dance movements in the same key.2 Bach applies a more inventive 
approach in the Partitas, using a more imaginative combination of dances which lie 
outside the classic sonata da camera genre. While the Partita BWV1006 presents a 
traditional sequence of dances introduced by a conventional but indeed histrionic 
Prelude, the Partita BWV1002 presents a sequence of dances immediately starting 
with an Allemande followed by a Courante and a Sarabande, and finishing with a 
rather unexpected Tempo di Borea (an Italian translation of the French bourrée). 
What is atypical about this Partita is the use of a Double (variation) after each of 
its movements. Apart from a Gigue being included as its fourth movement, the 
second Partita BVW1004 begins with three movements which feature the same types 
of dances present in the BWV1002, but ends with a glorious and much revered 
Chaconne, a theme and variation in which Bach displays an astonishing combination 
of compositional mastery and a tremendously deep and personal inspiration yet to be 
matched in the history of Western music.

The Six Sonatas and Partitas BWV1001–1006 represent a pinnacle of the literature 
for solo violin when it comes to violinists’ formation as musicians and virtuosos, 
as well as a landmark of solo instrumental writing. Since their rediscovery and 
revaluation in the 19th century by composers such as Mendelssohn and Schumann 
(who even wrote piano ‘accompaniments’ for all of them), as well as transcriptions 
by Brahms and Busoni, and since the renewed tradition of performing and recording 



harpsichord and the guitar, I use my right hand — the hand which plucks the stings 
— in order to make what, according to Ruth Nurmi, are the three basic touches of 
a harpsichord: “(1) the detached touch, in which one tone ends before the next one 
begins; (2) the legato touch, in which one tone ends as the next one begins; and (3) 
the legatissimo touch in which one note overlaps the next”.3 For that very reason, I 
carefully avoided using rest stroke for the whole recording, making sure that even 
the most expressive passages were realized with a free stroke technique deeper in 
touch which could effectively compensate my aesthetic choice. When it comes to the 
left hand, I chose to approach it as a violinist would because of the evident affinities 
between the left-hand techniques and positions of both violinists and guitarists. 
Although the number of the strings and the left-hand technique facilitate somehow 
the performance of the polyphonic texture of the Sonatas and Partitas (and despite 
its much wider fingerboard, which does not facilitate the most difficult stretching 
positions) I decided to hold the notes as much as possible, and use open strings as 
much as possible when it comes to playing the chords; and also arrange my fingering 
in order to promote the tonal uniformity of all the phrases, especially in parts where 
sequential modulations occur. With regard to embellishments, I use both left-hand 
slurred and right-hand cross-stringed types of ornamentation — the latter being 
established as a mainstream technique on the guitar by the Grammy Award winner 
David Russell (b. 1953) — inspired from the guitar’s possibility to access to both 
harpsichord and violin’s ornamental style, a choice always dictated by the ease of 
performing the embellishment in a particular passage as well as the ending result in 
expressivity of such choice.

My deepest hope is for this recording to become a valuable addition to the already 
enormous recording output of Bach’s Sonatas and Partitas, as well as to inspire more 
and more contemporary professional and amateur guitarists to venture into all of 
these mysterious yet astonishing six musical marvels.
© Francesco Teopini

them thanks to the pioneering efforts of performers such as Joseph Joachim (1831–
1907), Nathan Milstein (1904–1992) Yehudi Menuhin (1916–1999) and Arthur 
Grumiaux (1921–1986), the Sonatas and Partitas have enjoyed a steadily growing 
number of admirers among both the general public and the music specialists. It is 
especially among non-violin performers that these wonderful sets of six pieces are 
finding some of their most faithful audience and praisers.

Indeed, guitar performers haven’t been excepted from the influence of Bach’s 
music since historical guitar figures such as Francisco Tarrega (1852–1909) and 
Andres Segovia (1893–1987) spread the tradition of transcribing Bach’s music and 
performing it in guitar recitals. Oddly enough, complete performances of the Sonatas 
and Partitas were not a standard feature of guitar concerts until their first complete 
recording in 1999 by the Scottish guitarist Paul Galbraith (b. 1964). From that year 
the Sonatas and Partitas have been slowly increasing in popularity among guitar 
audiences, and have been recorded on the six-stringed instrument by performers such 
as Frank Bungarten (b. 1958) and more recently by Timo Korhonen (b. 1964).

My recording of the Sonatas and Partitas BWV1001–1006 was born from the 
conviction that such masterpieces are now a mandatory part of a guitarist’s repertoire 
for the sake of personal development. It came to birth after a long journey which 
involved both my professional and personal life and this is reflected in all the musical 
choices I made in this recording. First, my own transcription of the Sonatas and 
Partitas faithfully complies with the original notation, in order to not corrupt the 
implied counterpoint created by Bach; I took however the liberty of adding a couple 
of D bass notes and a few notes to make some fuller D major chords in the Chaconne; 
but I did it only out of both my own and my instrument’s expressive exigency, always 
making sure that the counterpoint would not have been compromised under any 
circumstance. Second, my instrumental approach to the works had to be thought 
through with the aim of justifying an interpretation of the works on an instrument 
so unnatural for Baroque music as the modern classical guitar is. For that reason I 
think of my instrument as a hybrid of both the violin and the harpsichord. Due to 
the similarity in the mechanics of producing the sound from the string of both the 

1  Di Su, “The Tardy Recognition of J. S. Bach's Sonatas and Partitas for Violin Solo”, 
American String Teacher 61.2 (2011): 24-28.

2  Sandra Mangsen, “Sonata da camera”, Grove Music Online. Oxford Music Online, 
Oxford University Press, Web. 9 Apr. 2016.

3  Ruth Nurmi, A Plain & Easy Introduction to the Harpsichord, Metuechen, N.J.: 
Scarecrow Press, 1986.



Francesco obtained his Diploma in Classical Guitar from the Conservatorio Statale 
di Musica in Bologna, Italy, under the tutelage of Michele Corbu. He then studied 
with Michael Lewin, Timothy Walker and John Mills at the Royal Academy of Music, 
London, where he was awarded the Postgraduate Diploma in Guitar Performance 
with Distinction. During his two years at RAM, he won the Blyth Watson Award and 
the Foundation Award, and was conferred the title of Very Highly Commended in the 
2007 Julian Bream Prize by the Maestro himself.

Francesco is currently a PhD student in musicology at the Hong Kong Baptist 
University under the prestigious Hong Kong PhD Fellowship Scheme.

Francesco Teopini performs with a 2005 Henner Hagenlocher and a 2010 Michael 
O’Leary guitar. The latter was previously owned by Italian guitarist Flavio Ciatto 
(1951–2014)

I would like to thank my father Adelmo, my mother Maria, my brother Alessio, my 
wife Jasmine Law, Michele Corbu, Timothy Walker, David Russell and Maria Jesus 

Rodriguez for all their guidance, support and encouragement throughout my life as a 
professional musician. 

This recording is dedicated to the memory of composer Gian Claudio Mantovani 
(1940–2010)  

and guitarist Flavio Ciatto (1951–2014).

Francesco Teopini - classical guitarist

Once described by composer and 
musicologist Angelo Gilardino as 
a player who “was born to donate 
the gift of music to the audience”, 
Francesco Teopini is considered 
one of the most promising guitar 
performers of today’s musical scene.

Francesco has been invited to 
play in important venues and 
music festivals around the world 
for more than a decade. Highlight 
performances include recitals at 
the Bunka Kaikan and the Nikkei 
Hall in Tokyo, the Hong Kong City 
Hall, the Right Profit International 
Guitar Festival and the Luigi Nono 
Festival. His performances have been 
broadcast by RAI and RTHK.

Francesco’s enthusiasm for 
contemporary music has led him 
to collaborate with the Manson 
Ensemble, the Danilo Dolci 
Ensemble and the Hong Kong New Music Ensemble, under the baton of Diego 
Masson, Tonino Battista and Manuel Nawri respectively. Francesco has premiered 
works by Gian Claudio Mantovani, Tonino Battista and Fausto Tuscano, to name but 
a few. 

Recording: 28 December 2014-14 January 2015, Palazzo di Assisi, Perugia, Italy
Editing and Mastering: Enrico Sabena, Connection Studio, Saluzzo
Mixing: Luca Ricci, Perugia
Guitar used for recording: 2010 Michael O’Leary
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