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                               Fürstlich zu Bentheim-Tecklenburgische Musikbibliothek Rheda, Beginn der Quelle R 
                               Fürstlich zu Bentheim-Tecklenburgische Musikbibliothek Rheda, beginning of the source R 

Introduction 
This work is one of only two Graun works for this combination, which was however frequently u-
sed in Germany and France by earlier composers.11 It is unique in that it is not a trio sonata, but a 
solo concerto for gamba in which the accompaniment has been reduced to a single violin and basso 
continuo (Source R12). We do not know if Graun conceived the work in this form, but it seems pos-
sible that it is an arrangement of a now lost concerto for gamba and strings. However, concertos 
originally composed with reduced instrumentation were not unknown: Telemann wrote several such 
works, J. S. Bach’s Sonata in G minor for obbligato cembalo and gamba is one in all but name, and 
Johann Adolph Scheibe even gave a name to the genre, the Sonate auf Concertenart (Sonata in 
Concerto Style).13 Unfortunately it is difficult to discern exactly what he meant by this, as he gave 
no examples. Therefore, it is certainly also possible that the instrumentation presented here is 
Graun’s original. 

Graun’s oeuvre also contains two similar works, the Trios Concertante for two gambas and basso, 
which are known to be arrangements of lost concertos from the archive of the Berlin Sing-
Akademie.14 This collection also contains another version of this work, for two violins and basso 
continuo (Source B).15 We are also aware of three almost identical mid-20th-century German manu-
scripts of uncertain authorship which present the work as a concerto for gamba and strings, interest-
ing evidence of widespread enthusiasm for the gamba during the early decades of the early music 
revival.16 One of these can be identified as the model for the other two, but whether it was adapted 
                                                           
11 The other is the Trio in A, Edition Güntersberg G210. For information on Graun, please see the preface to Johann Gottlieb Graun, 
Concerto for Violin, Viola da Gamba and Orchestra (Heidelberg: Güntersberg, 2005, G069), which is also on the Güntersberg web-
site: http://www.guentersberg.de/noten/en/g069.php . See also M. O’Loghlin, Frederick the Great and His Musicians: The Viola da 
Gamba Music of the Berlin School (Aldershot: Ashgate, 2008), Chapter 7. 
12 see Our Edition on page 5. 
13 Johann Adolph Scheibe, Critischer Musikus, Leipzig 1745, Reprint Hildesheim and New York 1970, p. 675–683. 
14 Edition Güntersberg G039 and G040. 
15 This version is unlikely to reflect Graun’s original composition, as the solo part is almost entirely given to the second violin.  
16 This trio was recorded and broadcast several times by the WDR (Westdeutscher Rundfunk) in the 1950s with these renowned 
players: Ulrich Grehling (violin), August Wenzinger (viola da gamba), Fritz Neumeyer (cembalo), Hannelore Müller (continuo viola 
da gamba) (information from Alfred Lessing 2012.) 
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from our original gamba source or from a now lost 18th-century source for gamba and strings, we 
cannot say. However, these modern copies all have severe cuts in the solo sections which are in-
compatible with Graun’s known concerto structures. The two sources used for this edition are the 
only extant ones which appear to contain Graun’s full original composition, even if the instrumenta-
tion may not be original. 

Graun wrote much of his gamba music for his colleague at the Berlin court orchestra, Ludwig 
Christian Hesse, and these works reflect his great virtuosity.17 However, this work is probably not 
in that group, as it is technically quite approachable, relying for its effect more on singing melody, 
effective harmonic progressions and galant charm than on difficult virtuoso techniques. It is set in 
the fast–slow–fast Italian concerto form which had become standard since Vivaldi and Tartini. In 
each movement the alternation of ritornello and solo sections which characterises that form can be 
clearly discerned, even with the reduced instrumentation.18 

In Berlin School sonatas and concertos, the place for an improvised cadenza is often indicated by a 
fermata. In concertos, it is most often found on the six-four penultimate chord of the final or sec-
ond-last solo section. This work is a little unusual in that there are two fermatas in the Adagio: one 
in the usual place at the end of the final solo section (bar 113), and another towards the end of the 
second solo (bar 81). The latter appears only in source R. Cadenzas could be added in either or both 
of these places, as well as in the first movement at bar 126. 

Appoggiaturas are an essential element of the Berlin galant style. The convention was that these 
were always slurred to the following main note, but in this work the copyists, being aware of this, 
did not mark these slurs in. 

We recommend this work as the most approachable of Graun’s nine solo gamba concertos, because 
of its modest instrumentation and its successful combination of soloistic flair with moderate techni-
cal demands. 

Michael O’Loghlin 
Brisbane, Australia, December 2012 

Our Edition 
The Trio GraunWV Av:XIII:36 has come down to us in two manuscripts: 
R D-RH19 Ms 322, Concerto | en Trio | di Graun, score for Viol’d Gamb., Violino, Basso. 
B D-B SA20 3682, Trio | Concertanto | Violino Primo | Violino Secondo | Cembalo et Basso | 
 Dall Sigre Graun Senior | Maestro di Concerto, three separate parts. 
Source R, with viola da gamba, from Rheda is our main source. However, as this manuscript lacks 
continuo figuring at most places we have used instead the complete figuring from source B, which 
is from the archive of the Berlin Sing-Akademie. This is possible because the bass parts of both 
sources are practically identical. Our edition reflects the respective elements of each source very 
accurately. All additions or corrections have been indicated as such. Our accidentals apply for the 
complete bar. Our suggested accidentals appear in brackets. The spelling of the dynamic markings 
was unified; added markings appear in brackets. In passages which are in unison or parallel we have 
added missing staccato strokes (in brackets) and slurs (dotted). In source R and in our score, the 
gamba part is notated in treble clef, whereas in our separate gamba part we use the alto clef, which 
is used more today. – We thank Heidi Gröger for her editorial report and Dankwart von Zadow for 
his critical review of the bass figures. 

Günter von Zadow 
Heidelberg, December 2012 

                                                           
17 See also Frederick the Great and his Musicians, Chapter 6. 
18 In addition, source R has the indication “Solo” at three places in the gamba part (I bars 25 and 71, III bar 47). 
19 Fürstlich zu Bentheim-Tecklenburgische Musikbibliothek Rheda, Depositum in der Universitäts- und Landesbibliothek Münster. 
20 Staatsbibliothek zu Berlin – Preußischer Kulturbesitz, Musikabteilung mit Mendelssohn-Archiv, Depositum Archiv der Sing-
Akademie zu Berlin. 




