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(From the original edition by J.D. Fletcher (1714))

Suite I in D minor
1. I. Prelude 1’16
2. II-III. Allemande (+) Double 3’27
3. IV-V. Courante (+) Double 1’40
4. VI. Sarabande 4’29
5. VII. Gique 2’18

Suite II in A 
6. I. Tocatine 1’46
7. II. Allemande 2’18
8. III. Courante 1’28
9. IV. Gique 1’42
10. V. Air 2’04

Suite III in D
11. I. Allemande [Toccata] 3’57
12. II. Courante 2’07
13. III-IV. Sarabande (+) Double 1’53
14. V. Gique 3’16

Suite VII in B flat
35. I. Prelude 1’12
36. II. Allemande 2’40
37. III. Courante 1’31
38. IV. Gique 2’43
39. V. Menuet 1’47

Suite VIII in D minor
40. I-II. Allemande (+) Double 2’57
41. III-IV. Courante (+) Double 1’59
42. V. Sarabande 1’17
43. VI. Gique 2’48

Suite IX in G minor
44. I. Boutade 1’41
45. II. Allemande 2’38
46. III. Courante I 1’15
47. IV. Courante II 2’23
48. V. Air 2’15
49. VI. Loure 1’23
50. VII. Gique 0’47

Suite X in E minor
51. I. Symphonie (Vitement) 3’34
52. II. Allemande 2’26
53. III. Courante 1’16
54. IV. Sarabande 3’02
55. V. Gique 3’49

Suite XI in C
56. I. Fugue 2’24
57. II. Ouverture (Viste) 3’08
58. III. Allemande 2’11
59. IV. Courante 1’07
60. V. Sarabande 2’03
61. VI. Menuet 1’32

Suite XII in F minor
62. I. Ouverture 4’02
63. II. Allemande 1’59
64. III. Courante 1’27
65.  IV-V-VI-VII. Sarabande (+)  

Double I (+) Double II (+)  
Double III 2’27

66. VIII. Gique 1’08
67. IX. Menuet I 1’02
68. X. Menuet II 1’26

Suite IV in G minor
15. I. Allemande 4’25
16. II. Courante 2’56
17. III. Courante à la Francoise 2’17
18. IV. Sarabande 2’55
19. V. Gique 1’56
20. VI. Menuet 1’38

Suite V in C minor
21. I. Fantasie 1’00
22. II. Allemande 1’27
23. III. Double 1’47
24. IV. Courante 1’35
25. V. Air 2’46
26. VI. Double 1’46
27. VII. Second Double 1’19
28. VIII. Menuet 1’58

Suite VI in E flat
29. I. Fantasie 2’45
30. II. Allemande 4’14
31. III. Courante 2’30
32. IV. Air (+) Double 2’21
33. V. Gique 1’01
34. VI. Menuet 1’30
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The name of Johann Mattheson (1681-1764) will most readily come to mind for 
his scholarly words, rather than for his music. It is common to find him described 
in reference books as “theorist, critic and composer”, though he was also a singer, 
lexicographer, journalist and, from 1706, a diplomat – secretary to the English 
ambassador Sir John Wyche, often officially representing him. Mattheson is 
remembered as the most brilliant and prolific writer on music, but this reputation 
has all but obscured his own creative output. Born in Hamburg, he was educated 
locally at the renowned high school, the Johanneum. This broad education included 
music tuition from Joachim Gerstenbüttel, but between the ages of six and ten 
Mattheson was privately instructed in keyboard instruments and composition by 
Johann Nikolaus Hanff, as well as singing, violin, gamba, flute, oboe and lute from 
a local teacher called Woldag. From around the age of nine he was recognised as 
a musical prodigy. He also learnt English, French and Italian, dancing, riding and 
fencing, the latter skill being called upon when he became embroiled in a now-famous 
row with Handel in 1704. Nevertheless, after this fiery exchange they remained 
close friends. While studying law, Mattheson soon realised that opera itself was “a 
musical university”, so he terminated his formal education at the age of twelve. He 
then became a page at the Hamburg court of Graf von Güldenlöw. Mattheson joined 
the Hamburg Opera Company, initially singing female roles until his voice broke, 
then, from 1697, taking many leading tenor roles. He remained with the Hamburg 
company for fifteen years, singing in more than sixty new operas, including some 
of his own. No doubt assisted by his Anglo-German skills, he married an English 
woman, Catherina Jennings, in 1709. In 1715 he became Director of Music at 
Hamburg Cathedral, for which he composed more than two dozen oratorios. Four 
years later he was appointed Kapellmeister to the court of the Duke of Holstein. 
Worsening deafness caused to relinquish these positions in 1728, but he continued to 
compose and maintained his journalism and translation activities. 

In retrospect, it may seem that Mattheson was unfortunate in being a contemporary 

of Bach, Handel and Telemann, but at least his operas were actually performed in his 
own day. His reputation as a composer suffered most in the nineteenth and twentieth 
centuries, especially after the great Bach revival. As appreciation of Bach, Handel and 
Telemann steadily increased, the status of Mattheson (and many other composers) 
declined, although the discoveries of the last years of the 20th century have brought 
a little re-assessment. It was always assumed that Mattheson’s several operas and two 
dozen oratorios had been lost when the Hamburg Stadtbibliothek was destroyed in 
World War II, but in 1998 many manuscripts were returned from Armenia. His opera 
Boris Godunov was premiered in 2005, nearly 300 years after its composition. Vocal 
music formed the bulk of Mattheson’s output, while his relatively scarce instrumental 
works including a few sonatas and some keyboard music.

Mattheson’s Twelve Suites for harpsichord (Pièces de clavecin) were published in two 
volumes in London in 1714. When Handel heard of this publication, he sent for a 
copy and “without hesitation, played it through”. Mattheson achieves considerable 
variety in the differing sequence and number (between four and six) of movements. 
Generally his style is genial and fluent – tending towards the more audience-pleasing 
character of Handel’s suites rather than the more  rigorous keyboard music of Bach. 
Mattheson’s suites also have light-hearted or humorous elements, qualities which 
characterise many of Telemann’s instrumental works. In common with the North 
German School in general, both Italian and French influences are evident, though all 
the movements have French titles. Mattheson adheres to his own stated belief that 
music should engage the emotions, while his years as a singer inevitably influenced the 
attractive and generally uncomplicated vocal quality of his melodic lines. Though he 
was a famous (and, arguably, sometimes pedantic) theorist, his music is refreshingly 
free from academic dryness.

Occasionally the opening movement of a suite is a prélude of showy, toccata-
like character. One example is the very brief first movement of Suite No.1, which is 



followed by a lyrical Allemande and Double, then a vigorous Courante and Double, a 
touching Sarabande and a final Gigue. The Gigue is fugal, its chromatic theme being 
inverted at the opening of the latter half.

The Toccatine of the Second Suite is a much more virtuosic type of prélude, with 
rapid triplet arpeggios. Both Allemande and Courante begin with a rising 3-note 
figure, a fragment occurring often enough in Mattheson’s music to be recognised as 
a fingerprint. The Courante, including some scalic flourishes, is followed by a Gigue 
of persistent dotted rhythm and including some nice syncopation, then an attractive 
Air. Suite No.3, like No.8, has four movements - a moderate-tempo Allemande, a 
Courante making expressive use of suspensions, a Sarabande with Double, and a 
Gigue in 4/4. The first bar of Suite No.4 is identical to one used (borrowed?) by 
Handel for his C minor Concerto Grosso. It also includes two Courantes – the second 
one “à la Françoise” - and ends with a Menuet with odd chromatic notes in its second 
half. The 5th Suite opens with a short, imitative Fantasie. This is followed by an 
Allemande which includes some deceptive cadences and continues with wide-ranging 
variations. The affecting Air - also with two variations – was transcribed for orchestra 
by Leopold Stokowski. Mattheson ends this suite with a Minuet of unpredictable 
harmonic character.

Suite No.6 opens with a flowing Prelude. After a melodically related Courante and 
Allemande, the Air has a Double in chorale prelude style. The Gigue is followed by a 
relaxed Menuet. Suite No.7 opens with a Prélude in moto perpetuo style, followed by 
an Allemande in which a 4-note ascending figure from bar 2 is thoroughly exploited. 
Melodically the Courante is loosely related to the Allemande. A Gigue - fugal and 
again using inversion in its second half – and Menuet, based on 8-bar phrases, 
complete the work. 

In the Eighth Suite Mattheson re-uses the Sarabande from Suite No.1, preceded by 
an Allemande (with Double) of considerable rhythmic variety and a simpler Courante 
(also with Double). The final Gigue has both fugal writing and syncopation. The 

opening movement of the Ninth Suite is a Boutade, a dance-movement of capricious 
or improvisatory character. The second of the courantes is a perpetuum mobile, 
preceding - less commonly in these suites, an Air (- of varying phrase-lengths), 
Loure and Gigue, the material of the last two being loosely related. Designated 
“Symphonie”, the first movement of the Tenth Suite is a miniature overture, an 
introductory passage featuring dotted rhythm giving way to an Italianate section 
(Vitement) in 3/8, before a return to dotted rhythm. The Allemande has some 
moments of downward chromatic movement, whereas the descending melodic line of 
the Courante is diatonic. A particularly dignified Sarabande is followed by a Gigue 
with quasi-fugal writing.

The initial movement of the Eleventh Suite is doubly quirky. Not only is it odd 
to start with a fugue, but also, after beginning in orthodox fugal style, much of this 
movement is neither fugal nor even contrapuntal. The Overture has the typical stately 
introduction, here giving way to a fast section in dotted rhythm. Contrast between 
wide intervals (first half) and stepwise motion (latter half) is a curious feature of the 
Sarabande, followed by a Menuet with a running bass in quavers.

Mattheson’s 12th Suite offers a typical example of the musical borrowing which 
was particularly common in the Baroque period. Here Mattheson inserts three 
pieces by Georg Boehm, tastefully adapted. Handel similarly adapted and enhanced 
ideas from his contemporaries’ works, often turning pebbles into diamonds. To the 
Sarabande Mattheson adds three doubles or variations, the last in 9/8. A 12/8 Gigue, 
in typical dotted rhythm, and a pair of Menuets conclude this final suite.
© Philip Borg-Wheeler



Alessandro Simonetto is a versatile musician and music producer.
His preference for keyboard instruments was clear from childhood, when he began 

to teach himself to play the piano.
Alessandro started composing at a very early age. When only 14 he wrote a cycle of 

Mazurkas inspired by Chopin. He also studied jazz composition and silent-film music 
in depth, becoming a close friend of Eric James, the associate composer of Charlie 
Chaplin, until his death. A few minutes before one performance in 2000, James 
placed a paper on the grand piano, and in front of the audience wrote: “Alessandro is 
a pianist of immense talent [...]”.

Alessandro is mostly a classical musician with degrees in Pianoforte, Harpsichord 
and Electronic Music / Modern Composition.

Absorbed by his work on over 250 recordings as a producer for various musicians 
and labels, Alessandro spent a long period without playing, and then began recording 
himself at both the piano and the harpsichord, attracting widespread acclaim from 
the critics. The Suittes voor Clavicembel of Pieter Bustijn (Suites Op.1) on Brilliant 
Classics was nominated Recording of the Month by Music-Web International 
(“Nearly eighty minutes of enormously appealing, high-octane invention superbly 
rendered by Alessandro Simonetto.”). Furthermore, released on ÆVEA, the world 
première of Leroy Shield: Laurel & Hardy’s Original Piano Music, performed at 
the piano, was awarded 5 stars both on classical and jazz/pop magazines worldwide 
(Mojo, Piano International, Teatro, The L&H Magazine, Intra-Tent Journal, Furore, 
Pözenkrant), as well as being featured on radios worldwide (CBC/ICI Musique, RAI 
Radio 3, NPO, BR Klassik, IPR, Ouverture). Alessandro’s performance of Erik Satie: 
Early & Esoteric Works (1887-1897), which included the world première of Chanson 
Hongroise, was widely reviewed, obtaining a “4 étoiles Classica” rating. He is the 
founder of the digital label OnClassical.



Special thanks to Florindo Gazzola for the valuable help in the 
preparation of the harpsichord, and to Elisabetta Guglielmin 
and Benedetta Salmini for the artistic and spiritual support.
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