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Sonata No.1 in G minor TWV41:g1
1. Adagio 1’43
2. Allegro 2‘45
3. Adagio 1’08
4. Vivace 3’03

Sonata No.2 in D TWV41:D1
5. Allemanda, Largo 3’52
6. Corrente, Vivace 3’14
7. Sarabanda 1’31
8. Gique 2’45

Sonata No.3 in B minor TWV41:h1
9. Cantabile 2’26
10. Allegro assai 2’20
11. Andante 1’45
12. Vivace 2’59

Sonata No.4 in G TWV41:G1
13. Largo 1’12
14. Allegro 2’18
15. Adagio 2’48
16. Allegro 2’30

Sonata No.5 in A minor TWV41:a1
17. Allemanda, Largo 2’37
18. Corrente, Vivace 1’57
19. Sarabanda 1’30
20. Giga 2’23

Sonata No.6 in A TWV:A1
21. Allemanda, Largo 3’00
22. Corrente, Allegro 2’20
23. Sarabanda 1’46
24. Giga 2’36
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Six Sonatas for Solo Violin, 1715
“My Lord, I am not without fear in dedicating these sonatas to Your Highness. It is, 
Sire, that without mentioning the vivacity of your sublime mind, you also have such 
certain taste in this fine art, which is the only one with the advantage of begin eternal, 
though it is very hard to create in a work worthy of your approbation. My Lord, I 
flatter myself that with this gift of the first pieces that I have had published you will 
find acceptable my intention of recognizing in some way the favour with which you 
have hitherto honoured me. If, my Lord, my work is thus fortunate enough to meet 
with your pleasure, then I am assured of the support of all connoisseurs, because no 
one can hope to achieve such understanding as yours. The beauty of the Concertos 
that you yourself have written at such a young age is admired by all those who have 
seen them, and this is a guarantee for me in my aim. My Lord, I have such admiration 
for you that I should devote this space to praise for the glorious manner in which you 
have followed in the steps of your illustrious ancestors, but apart from the fact that 
the public is well aware of the beauty of your soul, the discernment of your mind, 
the goodness of your heart, and of an infinite number of excellent qualities that you 
possess, I fear that I would wound your wise modesty, and anyway I am convinced 
that I am ill equipped for such a task. So, my Lord, it but remains for me to humbly 
pray that you will continue to show me the honour of your good favour, since I shall 
never cease to revere and respect you deeply, thus remaining your most humble and 
obedient servant, George Philippe Telemann. Frankfurt, 24th May, 1715”.1

With this heartfelt pledge, Georg Philipp Telemann dedicated the Six Sonates à Violon 
seul, accompagné par le Clavessin (Six Sonatas for Solo Violin, accompanied by the 
Harpsichord) to Johann Ernst of Saxe-Weimar. Dated 24 March 1715, just a few 
months before the death of that august German prince, the collection is effectively 
Telemann’s “Opera Prima”, meaning not the first pieces he wrote, but the first 
collection he chose to have printed. This specification comes across clearly enough 
in the composer’s own words: des premières pièces, que je rends publiques (the first 



pieces that I have had published). The title is potentially misleading for modern-day 
performers, because these are not six sonatas for violin and harpsichord concertante, 
but rather six pieces with a simple basso continuo accompaniment. It is significant that 
Telemann’s first printed work should be devoted to the violin, an instrument for which 
he was to write a vast number of pieces (concertos, sonatas, chamber music for various 
ensembles) throughout his life.

Violinists approaching Telemann’s music sometimes err on the side of superficiality 
in their conviction that the only yardstick for music of the period is the brilliance of 
works by Italian composers (for instance, Antonio Vivaldi, Giuseppe Tartini or, to 
a certain extent, Arcangelo Corelli), or the “monolithic” compositions by Bach (in 
itself a misconception). For Telemann’s six sonatas are the fruit of absolute genius, 
not only as regards harmony and melody, but above all on account of the composer’s 
deep knowledge of violin technique and potential. Together these pieces constituted a 
magnificent anthology of every genre and kind of music ever attributed to the violin. 

Even for us today, study and performance of these sonatas has opened up new 
horizons. Telemann has the ability to urge musicians to delve deeper into their 
imaginations and musical perceptions. In our case, the sonatas took shape as we 
played them, beckoning us into a sort of Wunderkammer that contained myriad 
detailed features that tallied with something that we had already come across in our 
careers as musicians with a focus on 17th and 18th century music. In just six sonatas 
we discovered a wondrous diversity of elements: the Italianate style and Corelli-
like fugues of sonatas 1 and 5, echoes of Polish and ‘gypsy’ folk music in sonatas 
3 and 4, melodious arias reminiscent of Handel in sonata 3, and dance movements 
in the French style in sonatas 2 and 6. Telemann’s genius allowed him to condense 
and reconcile in one volume parallel worlds that would appear to be mutually 
incompatible. It is simply brilliant the way he uses such diverse musical styles and 
hones them to express his own highly individual idiom.

In our performance we have thus tried to underline these differences, while 
remaining true to the unitary nature of the collection. The outcome is like a distinctly 

baroque game, full of echoes, imitations, citations and details, some of them little 
more than brief allusions. We have paid especial care to the basso continuo part, 
which is in line with 18th century practice in Germany. Various sources have been 
essential to this endeavour, including the imposing volumes by Johann David 
Heinichen (Dresden 1731), by Johann Mattheson (Hamburg 1731) and by Carl 
Philipp Emanuel Bach (Berlin 1762). Also helpful were many shorter works devised 
for teaching purposes, such those of two composers of the calibre of Johann Sebastian 
Bach (the manuscript Vorschriften und Grundsätze zum vierstimmige spielen das 
General-Baß, Leipzig ca. 1738), and Telemann himself. Although the latter’s succinct 
method (Singe- Spiele- und Generalbaß-Übungen, published in Hamburg in 1731-
32) was based on just 48 examples of Lieder, it clearly explains the style of the 
harpsichord accompaniment, which went beyond the construction of chords to 
embrace a complex fabric of harmony and counterpoint that comprised standard 
figures such as “broken chords” as well as extemporised right-hand melodies that 
filled the pauses left by the other parts, or imitated the melodic motifs in the piece, 
often in canon form.

A baroque conceit
Closer inspection of Telemann’s dedicatory address to Prince Johann Ernst reveals 
some interesting facts. Eulogistic epigraphs of the sort usually consist of little beyond 
a captatio benevolentiae, yet here between the lines of Telemann’s pledge we find a 
sort of list of the Prince’s gifts, which included a sublime mind, 

the virtue of having followed in the steps of his illustrious family, beauty of soul, 
discernment of spirit, goodness of heart and wise modesty. 

I like to think of each sonata as corresponding to one of these virtues, which are 
also six in number: the vivacité de l’ Esprit sublime, the manière glorieuse, the beauté 
de l’âme, the pénétration de l’esprit, the bonté de coeur and the sage modestie of the 
original French dedicatory epistle.

The analogy is thoroughly baroque in spirit, and I have adopted it as a way of 



achieving new musical perspectives. Each virtue is coupled with a sonata, to create 
what I perceive as a sort of musical portrait of the Prince painted by Telemann using 
the strings of the violin and harpsichord. In so doing, I believe that Telemann’s own 
words resound with new significance: My Lord, I have such admiration for you that I 
should devote this space to praise (…).

In delving deeper into the meaning of various terms I found a book published a 
little later in Paris to be particularly helpful: the Dictionnaire de des passions, des 
vertus, et de vices, ou recueil des meilleurs morceaux de Morale-pratique (…) (Paris, 
Laporte, 1769/1777), written by Antoine Fabio Sticotti and Sabatier de Castres. From 
this work I have borrowed the following quotations.

Sonata No.1 in G minor TWV41:g1 - La Vivacité de l’ Esprit sublime
“Sublime: qui est le plus élevé, en parlant de choses morales ou intellectuelles” 
(Sublime: what is most elevated, when speaking of moral or intellectual things”)

The perceived sublimity of mind of Prince Johann Ernst could be the open sesame 
to the first sonata in the collection. Following a remarkably concise introductory 
adagio that almost acts as a prelude to the entire work, the violin outlines a fugue-
like movement in the Italian style. Together with the somewhat “severe” character 
of the whole sonata, this choice could represent something of the “sublime”, 
especially in the way the use of counterpoint evokes the sphere of sacred music. 
With the figurations in the harpsichord, the adagio of the third movement is regal 
in mien, whereas the Vivace of the last movement is intricate and delicate, like a 
miniature, or musical embroidery. Here again our dictionary is enlightening: “La 
vivacité tient beaucoup de la sensibilité & de l’esprit; le moindres choses piquent 
un home vif: il sent d’abord ce qu’on lui dit, & réfléchit moins qu’un autre dans ses 
réponses” (“Vivacity embodies great sensitivity and spirit; the smallest things stir a 
sensitive man: he first hears what is said to him, and reflects less than another in his 
response”). All highly appropriate to this Vivace!

Sonata No.2 in D TWV41:D1 – La manière glorieuse
With the second sonata there is a sudden change in the musical vocabulary. Following 
the evocation of the sublime in the Italian-style first sonata, the geographical 
orientation moves north, towards France. The work is effectively a suite, consisting of 
four movements: Allemanda, Corrente, Sarabanda and Giga. Despite the Italian names 
of the movements, the compositional style has changed. This time it is the manière 
glorieuse, or glorious manner: “Les manières consistes dans le gestes, les mouvements 
du corps & le maintien: elles sont le fruit de l’éducation, & se développent de plus 
en plus par le commerce du monde”, and again: “La gloire est la reputation jointe 
à l’estime: elle est au comble, quand l’admiration s’y joint.” (“Manner consists of 
actions, the movements of the body mien: these are the fruit of education, and they 
develop increasingly through worldly dealings”; “Glory is reputation together with 
esteem: it is at its height with the addition of admiration”). The luminous D major 
is perfectly suited to the “glorious” temperament, and there is no doubt that the 
violinist must govern a fine, controlled “manner” in order to play the arduous, rapid 
leaps that are part of the initial allemande. It is also interesting to note how Telemann 
suddenly interrupts the formal framework to include what would appear to be 
thematically extraneous elements, both in this sonata and elsewhere in the collection. 
This is particularly evident in the second part, which features passages in semiquavers 
in bariolage, followed by passages in triplets. The Sarabanda that follows is entirely 
French in style, a reprieve for the tired ears of the listener and a preparation for the 
“rustic” style Giga which requires mastery of the “a campanella” technique involving 
the use of rapidly fingered passages on an empty string. This results in slightly stronger 
and freer vibration in the other strings, which thus sound like a “little bell”.

Sonata No.3 in B minor TWV41:h1 – Beauté de l’ âme
“On entend par âme un principe doué de connoissance & de sentiment: or il n’y 
a qu’un esprit qui soit capable de connoître & de raisonner sur ses connoissances 



German-speaking world, or rather Poland. Suffice it to compare it with Telemann’s 
own concerts polonois. The first movement, a strange largo with no hint of Italianate 
melody, also corroborates the conviction that this is the most “German” of the six 
sonatas, or the one with the most northern orientation.

Sonata No.5 in A minor TWV41:a1 – Sage modestie
The fifth sonata, in A minor, mirrors the second in structure, and the piece is also 
shaped as a suite in four movements: an allemanda followed by a corrente, terminating 
in a sarabanda and a giga. As with the second and sixth sonatas, Telemann provided 
a noteworthy agogic indication for the allemande, which he specified as “largo” in 
all three cases. In so doing he was warning the performers of the period to avoid 
excessively rapid tempi, which would have made certain technically demanding 
passages practically impossible to play with due precision and accuracy. This is a detail 
that would seem to suggest the Prince’s “modesty”: “La modestie est la vertu des 
âmes bien nées; c’est un sentiment d’humilité, qui nous éclaire sur nos défauts, & nous 
empêche de nos enorgueillir de nos vertus ou de nos talents” (“Modesty is the virtue of 
well-born souls; it is a feeling of humility, that makes us aware of our shortcomings, & 
stops us from becoming proud of our virtues and our talents”).

This sonata is reminiscent of Corelli, especially in certain violin passages in the 
corrente, and more so in the sarabanda. The sonata ends with a giga for which Telemann 
describes the sort of bowing required for performance, thereby revealing yet again his 
deep knowledge of violin technique. “La sagesse est l’art de bien conduire, l’art de se 
rendre heureux. La sagesse fait agir & parler à propos” (“WIsdom is the art of leading, 
the art of achieving contentment. Wisdom helps a person act & speak to the point”).

Sonata No.6 in A TWV:A1 – Pénétration de l’Esprit
“L’Esprit n’est autre chose qu’une facilité de voir clairement tous les objects, soit 
ceux qui existent réellement, soit ceux que l’on peut imaginer, & de concevoir tout 
d’un coup les divers rapports & les différences qui sont entre ces objects” (“The 

(“What is meant by soul is a principle endowed with knowledge and feeling: only a 
mind can know and argue about knowledge”).

The third sonata returns to the Italian style in the opaque, burnished B minor 
key. Here again Telemann unleashes extraordinary creativity in the cantabile first 
movement by entrusting to the violin a melodious Siciliana that comes across like an 
air for soprano and basso continuo. This is followed by an allegro in the imitative 
style, and the sonata ends with a brilliant andante followed by an utterly relentless 
vivace. The sonata is full of astounding thematic material: a plethora of ideas that 
Telemann sews together with incredible skill, achieving great structural and rhetorical 
unity despite the use of highly diverse elements. In our game of analogies, this sonata 
can be seen as a perfect portrayal of the Beauty of Johann Ernst’s Soul!

Sonata No.4 in G TWV41:G1 – Bonté de Coeur
“Le Coeur est l’ âme considerée par sa faculté de sentir. Le Coeur est le siège de tous 
les sentiments; son empire s’étend sur l’amour & la haine, la honte & la gloire, la 
peine & le plaisir, enfin sur tout ce qui est du ressort des passions” (“The Heart is 
the soul considered as the faculty of feeling. The Heart is the seat of all feelings; its 
empire extends over love & hate, shame & glory, grief & pleasure, indeed over all 
that pertains to the passions.”

In contrast to its predecessor, the fourth sonata develops within the sphere of the 
luminous G major key. Here again, the style would appear to be largely Italian, with 
some distinctive features. For instance, in the third movement, an adagio, the voice 
of the violin is cantabile and the phrasing somewhat reminiscent of Venetian music. 
Indeed, certain passages could recall parts of Vivaldi’s Estro Armonico concertos, or 
some of the slow movements in sonatas by Albinoni. Yet the music itself is rooted 
in an entirely different reality, preceded as it is by an assertively rhythmic allegro, 
and followed by another allegro that almost pertains to folk music. While the giga 
of the second sonata conjured up images of country music from the French valleys 
(or perhaps Corelli’s “Romagna-style” dances), here the folk element belongs to the 



mind is simply a faculty for seeing all objects clearly, both those that really exist and 
those that one can imagine, & for being able to conceive in a given moment of all the 
different relationships and differences that exist between these objects”).

The sixth and last sonata in the collection is in A major. Compared with the 
others, it seems to relate more distinctly to the French model. Following the usual 
allemande marked as a “largo” there is a corrente that initially comes across as almost 
“enigmatic” in the subtly refined way it interweaves rhythmic elements played by the 
violin and the harpsichord, exploiting the deliberate ambiguity of accentuation. It is 
thus up to the performers to find the right rhythmical balance and bring out the many 
hemiolias, or musical patterns, that Telemann has hidden in the fabric of his musical 
“chessboard”. Following the quintessentially French-style sarabanda, the sonata ends 
with a triumphant giga in 6/8 time. The ascending and descending arpeggios on the 
violin bring trumpet fanfares to mind. The collection that began by gazing upwards at 
sublimité now returns to earth where men of discernment, such as Prince Johann Ernst, 
go about their business.
© Valerio Losito
Translation by Kate Singleton

1 «Monseigneur, Je ne suis pas sans crainte en dédiant ces Sonates à V.A.S. C’est, Monseigneur, 
que sans parler de la vivacité de Votre esprit sublime, Vous avez le goût si sûr dans ce bel art, 
qui seul a l'avantage d’être éternel, qu’il est très malaisé de faire in ouvrage, qui mérite Vôtre 
approbation. Du moins Monseigneur je me flatte, que V.A.S. aura pour agréable l’intention que 
j’ai de reconnaître en quelque sorte par ce présent, que je Lui fais des premières pièces, que je 
rends publiques, la bienveillance dont Elle a jusqu’ici daigné m’honorer. Si avec cela, Monseigneur, 
mon travail a le bonheur de vous plaire, je suis assuré des suffrages de tous les connoisseurs, parce 
qu’aucun d’eux n’aura l'assurance d'appeler d’un jugement, aussi savant, que l’est celui de V.A:S. 
La beauté des Concerts que Vous avez faits dans un âge si peu avancé, est admirée, Monseigneur, 
de ceux qui les ont vûs, et m’est un garant de ce que j’avance. Le zèle, Monseigneur, que j’ai, 
pour V.A.S. voudrait m’emporter à faire ici l’eloge de la manière glorieuse, dont Vous suivez les 
traces de Vos illustres Ancêtres, mais outre que le public est instruit de la beauté de Vôtre ame, 
de la pénétration de Vôtre esprit, de la bonté de Vôtre coeur, et d’un nombre infini de belles 
qualités, que Vous possédez, je craindrais de blesser Vôtre sage modestie, et je suis trop convaincû 
de mon peu de forces pour m’y engager. Il ne me reste donc, Monseigneur, qu’a Vous prier très 
humblement de me continuer l’honneur de Vos bonnes graces, puisque je ne cesserai d’être avec la 
plus profonde vénération et tous le respects imaginables, Monseigneur, de V.A.S. le très humble et 
très obéissant serviteur, George Philippe Telemann. À Francfort le 24 Mars, 1715».
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The Baroque violinist and viola d’amore player Valerio Losito graduated with 
highest honors after studying with Yvonne Ekman in Rome (modern violin) and 
Enrico Onofri in Palermo (baroque violin). He has performed in concerts throughout 
Europe, America and Japan, both as a chamber musician and in international 
orchestras such as the European Union Baroque Orchestra. He has collaborated 
with major conductors and early music specialists such as Simone Toni, Rinaldo 
Alessandrini, Federico Maria Sardelli, Andrea De Carlo, Renée Clemencic and Chiara 
Banchini. Since 2006 he has been playing a Ferdinando Gagliano viola d’amore on 
loan from the Elsa Peretti Foundation. As a musicologist he has carried out several 
research projects in libraries all over Italy, ad in collaboration with Renato Criscuolo 
he rediscovered Vivaldi’s motet Vos invito barbarae faces, now identified as RV811. 
Valerio’s first recording for Brilliant Classics was in 2011, when he performed 
Domenico Scarlatti’s melobass sonatas on the viola d’amore with the harpsichordist 
Andrea Coen (94242). In 2012 he recorded the album Viola d’amore solo: a 
collection of solo music for this instrument (94367). In 2014 his first album of solo 
violin sonatas featuring music by Carlo Tessarini was released (94787), followed by a 
recording of Francesco Maria Veracini violin sonatas from unpublished manuscripts 
(94822). His most recent recording for Brilliant Classics explores a forgotten 
repertoire for viola d’amore and piano: the complete sonatas and lyrische stücke by 
the Austrian composer Robert Lach (95321). He has also recorded with Deutsche 
Grammophon, Naïve, Dynamic, Musicaimmagine Records, CPO, WDR-3.



The harpsichord and organ player Federico Del Sordo teaches at the Santa Cecilia 
Conservatoire and at the Pontificio Istituto di Musica Sacra, both of them in Rome. 
He has published numerous essays in sociology and musicology. Renowned as a 
continuo player, for over fifteen years he has focused on the Italian and French 
alternatim repertoire for organ, and has recently published a major work comprising 
his studies to date in this field (Padua, 2014). He is also the author of an extensive 
book about Italian canto fermo, in the period between the Council of Trent and the 
late nineteenth century (three volumes of over 1000 pages, published in Padua in 
2017). His engagements as a concert performer have taken him throughout Europe 
(Germany, Portugal, Spain, England, Poland, Croatia, Slovenia, Lithuania, Austria, 
Switzerland, Denmark) and in North and Central America (United States and 
Mexico). With the violinist Valerio Losito, for Brilliant Classics he has recorded an 
album of the works by Carlo Tessarini (94787), and another of those of Francesco 
Maria Veracini (94822), as well as the two Sonatas by J.S. Bach BWV 1021 and 1023 
for violin and basso continuo that are part of Brilliant Classics’ J.S. Bach Complete 
Edition (94940 disc 22). Recently released are the three Masses alternatim by Claudio 
Merulo (95145) and the three Masses alternatim by Giovanni Salvatore (95146).
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