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Basses, um auch ungeübten Continuospielern einen Zugang zu dieser Musik zu ermöglichen. Für das 
Adagio schlagen wir eine Kadenz vor, die auf einem extra Blatt beiliegt. 

Bei dieser Edition haben uns zahlreiche Personen unterstützt, bei denen wir uns an dieser Stelle gerne 
bedanken: Michael O’Loghlin (Einführung), Angela Koppenwallner (Continuo-Aussetzung), Wolfgang 
Mader (Kadenz), Christoph Henzel und Tobias Schwinger (Quellenrecherche und Zuschreibung), 
Christiane Everling (Praxistest). 

Heidelberg, November 2005 
Leonore von Zadow-Reichling 

Günter von Zadow 

 

 

 

 

 

 

 

 

 

 

 

 

 

Introduction 
Christoph Schaffrath was a significant member of what C. F. D. Schubart called in the 1780s “the 
world-famous Berlin School,” the group of composers who worked at the court of Frederick the Great 
in the middle decades of the eighteenth century. He was born in Hohenstein near Dresden, but little is 
known about his student years. In 1733, he was shortlisted for the position of organist at the church of St. 
Sophia in Dresden, but was beaten at the audition concert by Wilhelm Friedemann Bach. The next year, 
Crown Prince Frederick appointed him on the recommendation of Quantz as keyboardist in his fledgling 
Kapelle in Ruppin near Berlin, and with the other musicians he followed Frederick to Berlin on the king’s 
coronation in 1740. In 1744 the king’s younger sister, Princess Anna Amalia, offered Schaffrath a position 
as keyboardist and chamber musician, a post which would perhaps have allowed him more creative 
freedom than Frederick’s court. Schaffrath remained in Amalia’s employment until his death. His music 
collection, including many of his own works, was willed to Amalia, and was incorporated into her extensive 
library, the Amalien-Bibliothek. He was also well respected as a teacher of composition, his pupils 
including the flute player in the Berlin Court Orchestra, Friedrich Wilhelm Riedt (see “Our Edition” 
below). 

 
Manuskript: Anfang der 1. Flötenstimme
Manuscript: Beginning of 1st flute part 
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This work exemplifies a sonata schema often favoured by Berlin School composers, in which the slow 
movement, usually a substantial Adagio, is placed as the first of three movements. All three movements 
show the composer’s mastery of the late baroque free contrapuntal style, which ensures equal interest 
for both flute players. Although it is brilliantly written for flutes, it may also be played on two violins, or 
one flute and one violin. In this last case, the flute should take the first part, which has a higher 
tessitura. 

It is worth noting that the meaning of the tempo indication of the third movement, Vivace, has altered 
more than any other since the 18th century. The clear consensus among writers of that time, such as 
Quantz, Leopold Mozart and D. G. Türk, was that a Vivace movement was to be performed in a lively 
way, but not as fast as an Allegro. 

Michael O’Loghlin 
Brisbane, Australia, December 2005 

Our Edition 

The source of this Sonata, D-SWl Mus.ms 4840, was kindly made available to us by the State Library of 
Mecklenburg-Vorpommern in Schwerin. The title is: “TRJO. / Flauto Traverse 1mo

 / Flauto Traverse 
2do

 / col / Basso continuo. / Del: Singl: Schaffrath.” The source is a copy with three parts: “Basso,” 
“Flauto Traversier Primo,” “Flauto Traversier Secundo.” According to a catalogue entry, the copy may 
have been made around 1750. Schaffrath’s authorship is not certain: in the Breitkopf catalogue II 
(1762) the sonata is listed as "Sonata a due Violini et Basso” by Johann Gottlieb Graun. Since the 
sonata exists in only one source, we accept the opinion of the experts Christoph Henzel (Graun) und 
Tobias Schwinger (Schaffrath) that Schaffrath is more likely to be the composer than Graun. The copy 
may have been made by the Berlin court musician Friedrich Wilhelm Riedt. 

Our edition follows the very legible manuscript closely. We have retained the beaming and repetition of 
accidentals. We have identified any places where we have made corrections. Altered accidentals are placed 
in brackets, and added slurs are dotted. We have replaced the trill signs in the manuscript (a reversed “S”) 
by “tr”, the sign normally used today. Our score includes a realization of the unfigured bass, to assist 
players less familiar with continuo realization. We have also provided a cadenza for the Adagio on a 
separate sheet. 

We would like to thank several people who have assisted in the production of this edition: Michael 
O’Loghlin (introduction) Angela Koppenwallner (continuo realization) Wolfgang Mader (cadenza) 
Christoph Henzel and Tobias Schwinger (research into the source and authorship of the work) and 
Christiane Everling (practical test of the work). 

Heidelberg, November 2005 
Leonore von Zadow-Reichling 

Günter von Zadow 
Translation: Michael O’Loghlin 

 

 

 

 

 


