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Six Solos for two violoncellos or a 
german flute and a bass Op.2
Sonata No.1 in D
1. Adagio 2’33
2. Allegro 4’02
3. Minuet 1’36

Sonata No.2 in A
4. Andante 2’59
5. Allegro 2’32
6. Minuet 3’26

Sonata No.3 in C
7. Adagio 3’00
8. Allegro 2’43
9. Allegro 2’25

Sonata No.4 in G
10. Allegro 3’31
11. Largo 1’46
12. Minuet 3’44

Sonata No.5 in A minor
13. Largo 3’38
14. Andante 6’36
15. Minuet 3’36

Sonata No.6 in G
16. (Allegro) 3’21
17. Adagio 2’28
18. Minuet 2’42

12 Sonatas for cello solo and b.c. Op.1
Sonata No.5 in A minor
19. Adagio Cantabile 3’49
20. Allegro 6’35
21. Menuet Andante 3’35

Six Sonatas for cello and b.c. Op.5
Sonata No.1 in A minor
43. Adagio 2’40
44. Allegro 4’49
45. Allegretto 3’37

Sonata No.2 in B flat
46. Allegro assai 2’59
47. Andante 2’32
48. Allegro 3’47

Sonata No3 in D
49. Adagio Cantabile 2’15
50. Allegro 3’31
51. Grazioso 6’32

Sonata No.4 in G
52. Andantino amoroso 2’47
53. Allegro 3’52
54. Minuetto 5’12

Sonata No.5 in C
55. Andante Cantabile 3’33
56. Allegro 4’54
57. Rondo Andante 5’02

Sonata No.6 in A
58. Andante 4’05
59. Allegro 4’34
60. Minuet Allegretto 2’49

Sonata No.6 in B flat 
22. Allegro 5’31
23. Largo 2’52
24. Gavotta Allegro ma non presto 7’45

Sonata No.7 in G
25. Andante-Allegro 5’01
26. Largo 2’22
27. Rondeau Andante 2’41

Sonata No.8 in G
28. Allegretto 5’14
29. Adagio 3’09
30. Allegro 4’57

12 Sonatas for cello solo and b.c. Op.1
Sonata No.9 in A minor
31. Adagio 3’17
32. Allegro 3’16
33. Andante 3’21

Sonata No.10 in F minor
34. Allegro 4’09
35. Adagio-Allegretto 3’27
36. Presto 4’57

Sonata No.11 in F
37. Allegro 5’40
38. Adagio 3’31
39. Rondeau Andante 4’00

Sonata No.12 in D
40. Allegro 9’06
41. Andante Cantabile 5’34
42. Menuet 3’15

Six Solos after an Easy & Elegant Taste 
for the violoncello with a thorough bass 
for the harpsichord
Sonata No.1 in G
61. Allegro 3’52
62. Siciliana Amoroso 2’21
63. Rondeau Allegro 3’31

Sonata No.2 in A minor
64. Allegretto 2’43
65. Adagio 2’41
66. Rondeau Allegro 3’11

Sonata No.3 in F
67. Allegretto 3’27
68. Ciacona Allegro 3’04
69. Rondeou Allegretto 3’16

Sonata No.4 in C
70. Andante 3’13
71. Caccia Allegro 3’06
72. Fanfare 2’22

Sonata No.5 in D
73. Largo 4’57
74. Pastorale Allegrino 3’28
75. Rondeau Allegro 3’03

Sonata No.6 in E minor
76. Allegretto 4’49
77. Andante 2’12
78. Minuetto 2’33
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Lanzetti Printed Sonatas
Most current histories of the cello situate the origins of the instrument in the early 
1670s in Bologna, Modena, and their surrounding area known as Emilia. Although 
both the term “violoncello” and some of the earliest repertoires for the instrument 
indeed first appeared in that region, the music culture of the Spanish Vice Kingdom 
of Naples is probably a more viable candidate for being the cradle of the cello. From 
the 1670s until the 1720s around Bologna, bass instruments of the violin family came 
in two general types as far as size is concerned: the larger size (bigger than today’s 
cello) was called “violone,” while the other, smaller instrument (even than today’s 
cellos) was logically termed violoncello. Both were tuned in similar ways, though not 
necessarily. However, that smaller type also came in various sizes, with either four 
or five strings and they were either played standing with a strap around the player’s 
shoulder, or resting on the right shoulder (particularly in churches), or seated and 
held between the calves of the player or on the floor, as cellists do nowadays. When 
the instrument was not held horizontally, the bow grip was rigorously underhand, as 
viola da gamba or German double bass players hold it. In Naples, on the other hand 
we encounter four-string violoncellos only, and starting in the 1690s, the instrument 
was played vertically and with overhand bow-grip. When Michel Corrette published 
the first method book for the cello in Paris in 1741, he advocated for this type of 
instrument—with its overhand bow-grip and the use of thumb position for the highest 
registers—and it promptly became the cello we know today, as it was eventually 
standardized particularly through the approach to teaching its technique in the Paris 
Conservatory in the early 19th century. We will see that this phenomenon has much 
to do with the presence of Neapolitan cellists in Paris as well.

The fact that Naples promoted an instrument and a playing technique that became 
the European norm half a century later may also have to do with the fact that, first, 
in the four Neapolitan conservatories the violin, viola, and cello were all taught 
together by the same teacher and his assistants (mastricelli), and second, that most 
talented string-playing students were trained in, and acquired sometimes advanced 

proficiency on, all the instruments of the violin family. Only recently have both cellists 
and musicologists again turned their attention to Neapolitan cello music, which 
had previously been difficult to consult because most of it was preserved in unique 
manuscripts. Also, the longstanding deprecation of music in the mid-18th-century 
galant style (of such composers as Vinci, Pergolesi, Leo, Fiorenza, Porpora, Durante, 
Feo, etc.) for its perceived “simplicity,” combined with the technical difficulties of 
that repertoire, has considerably delayed our knowledge of, and appreciation for, 
this music. Neapolitan cellists such as Rocco Greco, Francesco Supriani, Francesco 
Alborea (known as “il Francischiello”), and in the following generation also 
Salvatore Lanzetti, and the “exportation” of their approach into France and England 
was indeed quite new and revolutionary, and established the basis for the further 
development of the instrument as an equivalent to the violin in terms of expressivity 
and acrobatic virtuosity.

One of the first significant “exports” of this new and highly virtuosic Neapolitan 
violoncello tradition was Salvatore Lanzetti (or Lancetti), born in Naples c.1710, and 
a truly European musician. Indeed, after his education at the Conservatorio di Santa 
Maria di Loreto, we find him playing with Veracini in Lucca, and shortly after (in 
1727-28) as a cellist for the Savoy court of Vittorio Amedeo II in Turin—where he 
earned a salary of 1200 lire per annum (as much as the first violinist and the maestro 
di cappella)—and again after 1760 until his death c.1780. He began his wandering 
years of traveling and performing in various European cities in the early 1730 and 
did so for three decades: he played in Sicily, he met Vivaldi in Ferrara in 1736, and 
he played at the Concert Spirituel in Paris in May of that same year. He married a 
sister of the Besozzi oboists (from Turin) in 1737—though she obtained a divorce 
from him in 1748 on grounds of sevizie, i.e., abuse—and we find him in London 
from 1739 to 1754 (and again in 1756), where he worked for the passionate (and 
highly proficient) amateur cellist, Frederick, Prince of Wales. He published his first set 
(Op.1) of 12 cello sonatas in Amsterdam in 1736, where his pedagogical Principes ou 
l’application de Violoncelle par tous les tons also appeared, though much later, and he 



instrument, but also an extremely wide variety of sometimes complex articulations 
and innovative bowing techniques such as slurred staccato, balzato, picchettato and 
martellato, double and triple stops, and arpeggios and bariolage in all registers of 
the instrument. Through Lanzetti this Neapolitan-inspired approach to virtuoso 
cello playing also flourished in London, but particularly in Paris, and the general 
success of the Neapolitan “galant style” also determined both the curriculum of 
the Paris Conservatoire a few decades later, and the way the violoncello was taught 
there through its first teacher Jean-Louis Duport (1749-1819). This is how it was 
not primarily the Emilian tradition, but the Neapolitan cello school that was the true 
foundation of the “classical” cello school as it would develop throughout the 19th 
and 20th centuries. 
© Marc Vanscheeuwijck

also performed in Frankfurt in 1751. It seems that all his sonatas for cello and basso 
continuo were published during his years abroad: the 1736 sonatas Op.1 received a 
second edition in London in 1740, and some of them were even transcribed for flute 
and continuo as his Opus II in various editions (in 1745 and 1760)—one of these 
flute-or-cello sonatas is different from any of the Opus I sonatas and is also included 
in this recording. Finally, the six sonatas of Opus V, and the six of Opus VI were all 
published in Paris without a date, offering a total of 25 original cello sonatas.

Salvatore Lanzetti’s highly virtuoso style of cello playing was obviously immensely 
influential in 1730s Europe, and much more so than has been acknowledged so far: 
it is probably no coincidence that in exactly the period during which he played at the 
Concert Spirituel in Paris in May 1736, French composer-cellists such as Jean-Baptiste 
Barrière (1707-1747) of Bordeaux began to publish virtuoso cello sonatas in a style 
and at a technical level comparable to Lanzetti’s. In fact, the last three compositions 
in Lanzetti’s first set of twelve cello sonatas Op.1 and some of the sonatas of Op.5 
are not playable without extensive use of the so-called thumb technique, which 
allows for more stability and flexibility of the left hand in the highest positions. This 
technique of the use of the thumb as a “capotasto” in high positions was indeed 
first described five years later by Michel Corrette in his 1741 cello tutor, along with 
detailed illustrations of the (for him obligatory) overhand bow grip. Even in France, 
the “normal” bow grip had been underhand on the basse de violon, except in Lully’s 
Vingt-Quatre Violons du Roy in Versailles, so Corrette’s assertion of this exclusive 
use of overhand bow hold was quite revolutionary. It is unique that any of these 
innovations were not influenced by the presence and influence of not just Neapolitan 
cellists such as Lanzetti, but also by the popularity of Neapolitan music in France 
(and in London) in general. We should not forget that in the 1740s, France was in 
the middle of the Querelle des Bouffons, which opposed traditionally French musical 
aesthetic principles to the Italian (i.e., Neapolitan) ideas, that eventually prevailed.

One of the first cellists to have “promoted” cello playing to the levels of virtuoso 
violin playing, Lanzetti not only used the hitherto rarely explored treble register of the 



Notes on performance practice
I thought it might be helpful to provide those interested in listening closely to these 
sonatas with a few simple considerations regarding the criteria that guided my 
performance.

The scores are in themselves extremely demanding, but also utterly fascinating, 
and much of all this derives from the fact that the composer adopted a wide range of 
different styles and musical idioms, even within the same sonata.

It is as though Lanzetti had great fun leading me from a musical discourse that 
was, to put it simply, “Vivaldian”, to the virtuoso universe of Boccherini, obliging 
me to discover the intrinsic coherence of style within his brilliant and highly original 
aesthetic universe.

For the basso continuo part I have used the harpsichord and cello throughout the 
works, characterizing each collection with a specific instrument.

In Op.1 (and thus also Op.2), the organ provides the thread leading towards 
a gradual increase in technical difficulty culminating in a level that was probably 
unequalled during the whole period.

In Op.5 the violone allows us to keep our feet firmly on the ground despite the 
aerial swooping and flutelike flight of the cello.

In Op.6 the gently plucked lute submerges the listener in the welcome comfort and 
quietude of familiarity.

In keeping with this evolution and the surrounding musical context I have 
borrowed from contemporary sources the substance of the cadenzas included in the 
various sonatas: inspiration for the cadenzas in Op.1 and Op.2 came from those 
written out in full for the sonatas for cello and basso continuo Op.1 and Op.5 by 
Carlo Ferrari, another of the great cello masters, active in Paris shortly after Lanzetti’s 
time there; and for the sonatas Op.5 and Op.6 I found what I needed in Lanzetti’s 
own “Principes ou l’application de Violoncelle par tous les tons”.
© Francesco Galligioni
Translation by Kate Singleton

Explanaition of the Sonatas Opp.1 and 2:
Sonata No.1 Op.2 = Sonata No.3 Op.1
Sonata No.2 Op.2 = Sonata No.2 Op.1
Sonata No.3 Op.2 = Sonata No.4 Op.1
Sonata No.4 Op.2 = not in Op.1
Sonata No.5 Op.2 = Sonata No.5 Op.1 with many variations, (both recorded)
Sonata No.6 Op.2 = Sonata No.1 Op.1



including in Trio with G. Carmignola and L. Kirtzof and in sonatas with A. Bylsma.
His concerts as a soloist have been broadcast by WDR, ORF, SWR2 and MDR 

(concerto for violin and cello by A. Vivaldi with G. Carmignola), as well as by ABC, 
NPR, BBC3, RDP and Japanese television while touring in Japan in September 2005.

The ensembles with which he has played lead parts include Sonatori della Gioiosa 
Marca, Orchestra Barocca del Friuli Venezia Giulia “G.B.Tiepolo”, I Barocchisti, 
Oman Consort, Arte dell’Arco, Gambe di Legno Consort, i Virtuosi delle Muse, 
Opera Stravagante. In 2006 he was guest cello soloist with the Gran Canaria 
Philharmonic Orchestra.

In 2007 he taught at the Ludwigsburger Akademie summer courses, and played as 
soloist with the orchestra in the Salzburg Festspiele at the Musikverein Grosser Saal in 
Vienna, the Tonhalle in Zurich, the Victoria Hall in Geneva, the Barbican in London, 
the Théâtre des Champs-Elysées in Paris.

In November-December 2008, he took part in a chamber music tour with cellist 
Mario Brunello with concerts in Florence, Milan, Turin and Rome in Italy, and then 
in Japan. 

In recent years Galligioni has also focused on contemporary music on period 
instruments, playing works by composers such as Philip Glass, Giovanni Sollima, G. 
Bersanetti, J. Tavener. In 2011 he was the soloist in the Vivaldi Concerto RV531 with 
cellist Gautier Capuchon. 

His recording of the complete cello concertos by Vivaldi was recently released in a 
4 CD set by Brilliant Classics, who also released his recording of Vivaldi’s six printed 
sonatas. A 5 CD set of Salvatore Lanzetti’s printed sonatas.

Galligioni plays a cello made by Paolo Antonio Testore in 1740 and a viola da 
gamba dating back to the early 1700s.

He has taught cello at the Conservatoires of Lecce, Reggio Calabria, Genoa and 
Adria, and currently teaches the same instrument at the A. Steffani Conservatoire in 
Castelfranco Veneto (TV), and the viola da gamba at the J. Tomadini Conservatoire 
in Udine.

Francesco Galligioni obtained a Diploma in cello at the C. Pollini Conservatoire 
in Padua under G. Chiampan, and from 1986 continued his studies in Italy and 
abroad with M. Flaksman and T. Campagnaro. He then studied with Franco Maggio 
Ormezowski at both the Accademia Nazionale di S. Cecilia in Rome, where he was 
awarded a scholarship and obtained a further Diploma in just two years, and at the 
A. Toscanini Foundation in Parma in the courses for soloists and orchestra leaders.

He has taken part in courses specializing in baroque cello held by W. Vestidello and 
G. Nasillo, and worked with soloists and conductors of international renown (Anner 
Bylsma, Giuliano Carmignola, Cecilia Bartoli, Max Emmanuel Cencic, Magdalena 
Kozena, Sergio Azzolini, Sara Mingardo, Victoria Mullova, Angelika Kirschlagher, 
Andrea Marcon, Federico Guglielmo, Sir J. E. Gardiner, Diego Fasolis, Pedro Halffter, 
Bob Van Asperen, Michael Radulescu, Gustav Leonhardt, Christopher Hogwood), 
both in concert performances and recordings.

His passion for early music led him to study viola da gamba with Paolo Biordi at 
the Conservatoire in Florence, where he obtained the Diploma in 2004, followed in 
2007 by a first class degree with a thesis on the relationship between the arpeggione, 
viola da gamba and baroque cello, with a performance on this latter instrument of the 
famous sonata.

A founding member of the Accademia di S. Rocco and later of the Venice Baroque 
Orchestra, he has played first cello in the foremost concert venues, including the 
Royal Albert Hall and Barbican Hall (London), Lincoln Center and Carnegie 
Hall (New York), JFK Center for Performing Arts (Washington DC), Tonhalle 
(Zurich), Konzerthaus (Berlin), Het Concertgebouw (Amsterdam), Musikverein and 
Konzerthaus (Vienna), Kyoi hall (Tokyo), Opera Berlioz (Montpellier), Théâtre des 
Champs-Elysées (Paris), W. Disney City Hall (Los Angeles), Gran Teatro La Fenice 
(Venice).

He has recorded for ARCHIV (Deutsche Grammophon), Arts, ORF, Chandos, 
Brilliant, Naxos and Sony Classical. With this latter label he played first cello and soloist 
with the Venice Baroque Orchestra, as well as performing in various chamber ensembles, 


