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Introduction 
„Giving each instrument / what it will bear 
makes the player happy / and you free of care.“1 

In addition to upholding his many obligations, Georg 
Philipp Telemann invested exceptional energy into run-
ning a music publishing firm between 1715 and 1740. 
Most of the 47 or more works Telemann published dur-
ing that period, generally comprising several individual 
pieces, were his own. They represent an impressive 
spectrum ranging from chamber works for various 
groupings to secular and sacred vocal compositions. Te-
lemann’s publishing catalogue clearly shows his interest 
in the composition and publication of entire collections. 
Examples are the impressive series of solo fantasias for 
transverse flute TWV 40:2–13 (1732/33), violin TWV 
40:14–25 (1735) and viola da gamba TWV 40:26–37 
(1735), each consisting of 12 pieces, as well as the 
3. Douzaines des Fantaisies pour le Clavecin TWV 
33:1–36 (1732/33). The gamba fantasias were long 
thought lost, but the recent rediscovery of the 
FANTAISIES pour la BASSE de VIOLLE, faites et 
dediées à Mr. Pierre Chaunell, par Telemann. now gives 
access to all 72 individual compositions in this unique 
series of four collections for four different solo instru-
ments - a stroke of good fortune for Telemann scholar-
ship and musical practice. 

Telemann commissioned agents to sell his editions all 
over Europe. His catalogues and advertisements in the 
daily newspapers informed the public of new publica-
tions. A 1733 catalogue announced the planned release 
of fantasias for violin and gamba. Then, two years later, 
a catalogue dated August 1735 contained the following 
announcement: 

“Telemann Publishing will be releasing 12 fantasias 
for the viola di gamba or [correctly: without] bass and 
6 German moral cantatas without instruments as fol-
lows: 2 fantasias alternating with one cantata every 
Thursday [...] This will commence on August 4.”2 

That announcement implies that two fantasias came onto 
the market fortnightly in the period between August 4 
and October 13, 1735. Each piece occupies and fills its 
own page in the edition. It seems that everything pro-

                                                                                                                                                                                                            
1 Johann Mattheson, Grosse General-Baß-Schule. Oder: Der 

exemplarischen Organisten-Probe. Zweite / verbesserte und ver-
mehrte Auflage (Hamburg: Johann Christoph Kißner, 1731), p. 
172: „Georg Philipp Telemann“, [Autobiography 1718]. 

2 Georg Philipp Telemann, Thematisch-Systematisches Verzeichnis 
seiner Werke. Telemann-Werkverzeichnis (TWV), Instrumental-
werke, Bd. 1, ed. Martin Ruhnke (Kassel etc., 1984), p. 115. 

3 Hamburger Relations-Courier, Nr. 7 (1736), January 12, 1736 
(Thursday). The message is repeated on Januar 21, 1736 in the 
Hamburgischer unpartheyischer Correspondent. 

ceeded as planned, for on January 12, 1736, the Ham-
burger Relations-Courier announced that the collections 
of violin and gamba fantasias were both complete:  

“Telemann Music has published the following new 
works in a fairly short space of time, and they are 
available from the firm: [...] (4) Twelve fantasias for 
the violin, without bass, 1 fl. 4; (5) The same for the 
viola da gamba.”3 

In the collection of gamba fantasias, the layout and ap-
pearance of the title page and the scored pages show fea-
tures typical of Telemann’s publications. In comparison 
with the solo fantasias for the transverse flute and for the 
violin, those for the gamba more clearly bear the charac-
teristics of a set. Unlike the three other collections, that 
for the viola da gamba has a dedicatee. Telemann dedi-
cated it to the respected Hamburg businessman and 
banker Pierre Chaunel (1703–1789). He is known to 
have purchased several of Telemann’s works. He was 
among the subscribers to the Musique de table in 1733 
and he later acquired an advance subscription to the 
Nouveaux Quatuors en Six Suites published in 1738. 

Chaunel, the son of Huguenot immigrants from Mont-
pellier, was born in Altona (now part of Hamburg) in 
1703.4 His parents had left Catholic France after the rev-
ocation of the Edict of Nantes (1685) meant that Calvin-
ist Protestants lived in fear of persecution and death. The 
refugees were very welcome in various regions of Ger-
many, Prussia among them, where it was hoped that their 
technical and commercial experience would benefit the 
economy. Altona, then administered by the Danish, had 
since 1686 supported a strong French Reformed congre-
gation, in the fight for whose rights in Hamburg Chaunel 
occupied a leading position in the 1740s. The respect in 
which Chaunel was held extended beyond Huguenot cir-
cles. It should also be mentioned that he was on familiar 
terms with the family of the influential businessman 
Boué, which ran shipyards and sawmills, and with Pierre 
His (1692–1760), who was in 1736 regarded as Ham-
burg’s largest importer. Towards the end of his life, His 
was considered to be Germany’s richest businessman.5 

The title page of the collection dedicates the gamba 
fantasias to Pierre Chaunel and also stresses Telemann’s 
compositional achievement: the dedication underlines 
the Hamburg director of music’s good connections with 
Altona and casts a new light on his contact with the 
French congregation there. This comes as no surprise, 

4 Georg Schuees, Familiengeschichte Schuees, Hamburg (Aschers-
leben 1934f.), Appendix: „Die Familien Texier – Chaunel – 
Boué“, p. 37–39. 

5 Percy Ernst Schramm, Art. His, Pierre, in: Neue Deutsche Biogra-
phie 9 (1972), p. 248. [Online version URL: http://www.deutsche-
biographie.de/pnd138716277.html] 
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given the fact that in a letter to Johann Mattheson in 
1717, the francophile Telemann called himself  ”a great 
lover of French music”.6 Underlying motives for a dedi-
cation of these works to Chaunel can only be guessed. It 
is conceivable that it gives expression not only to Tele-
mann’s connection with the dedicatee but also the hope 
that Chaunel would remain so favourably disposed. At 
all events, these compositions for an instrument highly 
fashionable in France recall Chaunel’s French roots and 
are thus a significant gesture of friendship and goodwill. 
It is not known whether Chaunel played the viola da 
gamba himself. 

Carsten Lange 
Magdeburg, December 2015 

 

                                                                                                                                                                                                            
6 Georg Philipp Telemann. Briefwechsel, Sämtliche erreichbare 

Briefe von und an Telemann, eds. Hans Große und Hans Rudolf 
Jung (Leipzig 1972), p. 251f: Georg Philipp Telemann to Johann 
Mattheson, letter dated November 18, 1717. 

Publishing music for unaccompanied viola da gamba – 
and a set of a dozen pieces at that – was unprecedented 
in 1735, and had Telemann not been both composer and 
publisher, he might be suspected of clinging on to an out-
moded musical taste. After the sumptuous supply of solo 
music for viols in the seventeenth century both in printed 
and in hand-copied form that included the great compo-
sitions of Sainte-Colombe, Sieur de Machy, Marin Ma-
rais, Johann Schenck, Conrad Höffler and August 
Kühnel, to name but a few, German publishers lost all 
interest in the instrument after the early eighteenth cen-
tury. Hand-written copies had likewise fallen almost 
completely out of use due to lack of demand, so that new 
gamba works mostly remained with the composers (who 
were often gambists themselves) or with their purchas-
ers. Such compositions were not seldom inalienably in 
the hands of the numerous gamba-playing members of 
the higher-ranking nobility and senior clergy. The man-
uscript of an unnamed author’s viola da gamba tutor, the 
only viola da gamba treatise in the German language, 
was written in Leipzig in around 1730 – at almost the 
same time as Telemann’s Gamba Fantasias. The final 
section of the tutor makes reference to the distinctive-
ness of the circles playing the viola da gamba:  

“When a scholar has understood this instruction & put 
it into practice, he needs no further information and 
can help himself.”7  

The cause of the fundamental changes in the cultural 
sphere of the viola da gamba and the concomitant shift 
in the importance of gamba playing in the second and 
third quarters of the eighteenth century were enumerated 
already 1777 with remarkable clarity by Carl Ludwig 
Junker (1748–1797): 

“It is true that we have invented new instruments, we 
have sometimes improved the old ones and we have 
extended their limits by using them freely. But why 
do we neglect, for example, the lute, the viola da 
gamba and the viola d’amore – instruments that are so 
well suited to the heart? Our taste truly deserves little 
honour. 

True, those instruments are difficult to learn; but 
seeing difficulty as the reason for the dereliction 
would mean accepting that our abilities have shrunk; 
I feel the reason lies perhaps in education. They are 
not really instruments one plays for company, not in-
struments which will earn self-determined youths 
honour and applause in the world; they are instru-
ments with which one forgets the troubles of the day 
in quiet twilight; the whispering lute is an example. 

7 Anonym, Instruction oder eine anweisung auff der Violadigamba, 
ed. Bettina Hoffmann (Heidelberg: Güntersberg, 2014), G240, p. 
30 

Telemann, 12 Fantasien für Violine, Abschrift von unbekannter 
Hand, Staatsbibliothek zu Berlin – Preußischer Kulturbesitz, 
Musikabteilung mit Mendelssohn-Archiv, 
Signatur D-B Mus. ms. 21788: Titelblatt. 
Der Originaldruck von 1735 ist bis auf das Titelblatt in Brüssel (s. 
S. IV) verschollen. 

Telemann, 12 Fantasias for violin, manuscript of an unknown 
hand: title page. 
The original print of 1735 is lost except for the title page in 
Brussels (s. p. IV) 
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And perhaps the last of those who inherited know-
ledge of these instruments and who should be our tea-
chers have passed away.”8 

The printed edition of Telemann's Gamba Fantasias in 
the private library of the noble poetess Eleonore von 
Münster (née von Grothaus, 1734–1794) at Ledenburg 
Palace, near Hannover, fits into that context; in all prob-
ability it was the poetess herself who was passionately 
devoted to playing the viols. My thanks go to the French 
musicologist François-Pierre Goy for giving me the de-
cisive reference to the music in this library. 

In 1735, it seems to have taken the entrepreneurial 
courage and clever sales strategy of a personality who 
was admired in all Europe, and who had been held up as 
an example, to successfully market a dozen fantasias for 
solo viola da gamba, a product that had be-
come almost unsaleable. The man with the 
necessary qualities was Telemann who, un-
perturbed by fashionable trends, presented 
the viola da gamba a wealth of many-fac-
eted compositions, who was a master of 
melodically catchy counterpoint and the 
style galant and whose inventiveness was 
combined with open-mindedness regarding 
the new. 

Telemann does the unexpected even in 
the choice of keys for the 12 Gamba Fanta-
sias. From twelve possible semitone inter-
vals (with enharmonic inversion), he bases 
individual movements, sections or whole 
fantasias on each degree (except the ninth 
G#/Ab) as the keynote of a major and/or 
minor key. This variety surpasses even that 
encountered in his similar works for flute 
and violin, and attests to a methodical ap-
proach. In his 1735 advertisement for the 
set of 12 Violin Fantasias, Telemann had 
stated that “6 have fugues, but 6 others are 
galanteries”9 – small instrumental pieces in 
the style galant – and though counterpoint 
and the galant style are not explicitly con-
trasted in the advertisement for the Gamba 
Fantasias, they nonetheless reflect the sig-
nificant early eighteenth-century aesthetic 
dispute when listened to. Five of the fanta-
sias contain fugal (nos. 5, 7, 9 & 11) or ca-
nonically imitative (no. 3) movements, 
while another (no. 1) contains a contrapun-
tal movement elaborately interwoven with 
chromaticism. The fact that a strictly devel-
oped fugue on a viola da gamba (or on any 

                                                                                                                                                                                                            
8 Carl Ludwig Junker, Tonkunst, (Bern 1777), Vorbericht b 3 – b 4. 
9 Telemann-Werkverzeichnis (s. footnote 2), p. 236f. 

bowed instrument) is technically not feasible, is not a de-
ficiency, since such a fugue would anyway be foreign to 
fantasia style. Johann Mattheson comments on this:  

“§. 94. In this style of writing, one follows only the 
rules of harmony, nothing else [...] so that those com-
posers who develop formal fugues in their fantasias or 
toccatas, are not cultivating the true idea of the style, 
in which nothing is so sorely contrary as order and 
compulsion.”10 

Likewise in 1739, Johann Wilhelm Hertel reports on a 
visit paid by his father Johann Christian Hertel to Prin-
cess Anna of Orange: “Her Highness had the grace to 
give him several themes, from which he had to form 
fugues and execute them impromptu on the viola da 

10 Johann Mattheson, Der vollkommene Capellmeister (Hamburg, 
1739), p. 88. 

Telemann, 12 Fantasien für Violine, Abschrift von unbekannter Hand,
 Staatsbibliothek zu Berlin – Preußischer Kulturbesitz, Musikabteilung

 mit Mendelssohn-Archiv, Signatur D-B Mus. ms. 21788: Fantasia 1. 

Telemann, 12 Fantasias for violin, manuscript of unknown hand: Fantasia 1. 
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gamba.”11 Not until many years after Telemann’s fugues 
in the Gamba Fantasias do we find the last fugue notated 
for viola da gamba without bass, written by Carl Frie-
drich Abel. 

By 1735, full-voiced gamba chords that set disturbing 
limits on the course of the melody and all too often hin-
der galant elements had long been marks of an anti-
quated style which was felt to be unnatural and which 
dashed the expectations attached to the currently pre-
dominant style of writing fantasias:  

“§. 93. For this style is the freest and most independ-
ent of all imaginable variants, since one comes across 
this idea and that, with everything bound neither to 
words nor to melody, only to harmony [...] bringing 
forth all kinds of unusual passages, hidden ornaments, 
ingenious turns and trimmings [...] now rapid, now 
hesitating; now monophonic, now polyphonic [...] not 
without intent seeking favour, rushing in and evoking 
wonder.”12 

Telemann does the apparently impossible in the Gamba 
Fantasias. He uses every variation of form, the old cham-
ber sonata (with the movement sequence of fast - slow - 
fast), the newer stretta form (slow - fast - fast), fugues 
and movements with elements of the rondo or the con-
certo, dance forms in both traditional and galant guise, 
echoes of Polish music and of the Moravian hanacca, 
unison playing juxtaposed with part-writing, as well as 
broken chords and passage-work, so that these fantasias, 
in Mattheson’s words, “can hardly be called anything but 
good ideas.”13 Yet Telemann does not simply pour out 
his cornucopia of musical ideas; he also demonstrates 
astonishing knowledge of the playing techniques of the 
gamba and of composing in an idiom suited to the instru-
ment, proving him once again to be a master of the most 
intimate chamber-musical form. Had Telemann perhaps 
gained greater mastery of the viola da gamba than the 
modest statements in his autobiographies have led us to 
assume? 

Telemann’s work represents the last gamba cycle that 
offers an exemplary combination of all playing tech-
niques and forms of expression – a compendium of un-
accompanied solo music for the gamba, fascinating yet 
self-sufficing. 

Thomas Fritzsch 
Freyburg (Unstrut), December 2015 

Translation: J. & M. Berridge 

                                                                                                                                                                                                            
11 Friedrich Wilhelm Marpurg, Historisch-kritische Beyträge zur 

Aufnahme der Musik (Berlin, 1754–1778), vol. III/1, 1757, p. 49: 
„Johann Wilhelm Hertel, Leben Johann Christian Hertels“. 

12 Mattheson, Capellmeister, S. 88. 
13 ibid., p. 232. 

Our Edition 

Our edition of Telemann’s twelve Fantasias for viola da 
gamba solo, TWV 40:26–37, is based on the original 
print held in the Lower Saxony State Archive, Osna-
brück, under the shelf number Dep 115b, Akz. 2000/002 
Nr. 528. The volume was transferred to the State Archive 
in 2000 as a part of the deposited holdings of Ledenburg 
Manor. The volume (21.8 x 28,0 cm) consists of thirteen 
leaves printed on one side, the first with a title page, the 
subsequent with a single fantasia each. The yellowish, 
somewhat rough paper is relatively transparent. The ink 
is faded or has peeled off in places. In general, however, 
the musical text is clearly legible. The facsimile included 
with our edition conveys an impression of the source. 
The title page of the original is reproduced on the front 
cover of our edition. 

Our edition follows the practically error-free original 
in all details. The few editorial alterations or additions 
derive from the musical context. We have retained all 
accidentals found in the source. Editorial accidentals are 
given in brackets. Added ties or legato slurs are given as 
dashed lines. All other modifications are listed in the 
Critical Report. 

Telemann’s unique Fantasias remained hidden from 
the general public for more than two hundred years. We 
are very happy to be able to make them accessible now 
to all viola da gamba players.14 We owe a debt of grati-
tude to Christiane and Hans Christoph Homann of 
Ledenburg Manor for permission to use their original 
print for this edition. We would like to thank François-
Pierre Goy, Peter Holman, and Andrew Ashbee for call-
ing our attention to this source in Osnabrück. We also 
thank Isabelle Guerreau of the Lower Saxony State Ar-
chive for her assistance in viewing the source and during 
our research on the background, and Carsten Lange of 
the Zentrum für Telemann-Pflege und -Forschung Mag-
deburg for his preface. 

Günter von Zadow 
Heidelberg, January 2016 

Translation: Howard Weiner 

14 The world premiere recording of the Twelve Fantasias for viola 
da gamba solo by Thomas Fritzsch, for which the present edition 
was used, was released in March 2016 on Coviello Classics (COV 
91601). 


