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The name of Johann Christian Schickhardt is known today almost solely to recorder 

players, and even to them is not well known. The circumstances of his life point to a 

journeyman composer and performer, not fortunate enough to gain a position at an im- 

portant court or in an important city. He constantly moved from one minor court or city 
to another dedicating numerous compositions to one prince or duke after another in 
the hope of being employed, and eventually he settled in the Netherlands, which was 

important for music publishing but not in the vanguard of musical composition or 

performance at that time. 
Yet Schickhardt was able to publish at least thirty sets of six or twelve compositions 

with the celebrated Amsterdam publisher Estienne Roger and his successor Le Cane (six 
of the sets being thought worthy ofpirated publication by Walsh & Hare in London) in 
an era in which composers ofthe stature ofCorelli published only six sets, Vivaldi thirteen 

andJ. S. Bach eight.2 This remarkable achievement alone makes him worthy ofinvestiga- 
tion. Who, then, was Schickhardt? What were the circumstances of his life? W\Xhat com- 

positions did he write and what were they like? How was he able to publish so many com- 

positions? These are the questions I shall try to answer in this article. 
When I started to research Schickhardt's life, I discovered that the reference books con- 

tained only three major statements about him: that he was born in Braunschweig; that he 

lived in Hamburg; and that he later had connections with Leiden, in which town he died 

in 1762. Because ofmaterial furnished by Schickhardt himself(on the title pages and in the 

letters ofdedication of his compositions) I have been able to confirm these statements and 

to establish much more about the general outline of his life. Unfortunately, I have been 

unable to visit firsthand any archives or libraries in places where he worked or may have 

worked. For this reason, the biographical portion ofmy article must be considered only a 

first draft. I hope it will be found interesting and informative in itselfand that it can lead to 

further studies. On the other hand, because of the kind cooperation of the RWpertoire inter- 

national des sources nmusicales I have been able to collect microfilms of all of Schickhardt's 

printed and manuscript works known by them to be extant. My catalogue of Schick- 

hardt's compositions is therefore in a relatively finished state. I would welcome com- 

ments, corrections and additions about anything in this article. 

A Contribution to his Biography 
Johann Christian Schickhardt3 was born ca. I682 in or near Braunschweig [English: 
Brunswick 1 His year of birth may be deduced from a document from the University of 
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Leiden dated November i8, 1745, in which his age at that time is given as 63.4 The same 
document calls him <<Brunsvicensiso, i.e. from Braunschweig. Further connections of 
Schickhardt with Braunschweig are the dedication of his Opus 5 to Sophia Amalia, the 
second wife of August Wilhelm, the heir to the Dukedom of Braunschweig-Wolfen- 
bittel, and the dedication of his Opus 14 to August Wilhelm himself and his third wife, 
Elisabeth Sophie Marie.5 In the letter ofdedication to the Opus 14, Schickhardt says that he 

acquired what he knows of music through their kindnesses and in their ( illustrious pa- 
lace)>. 

The court of Braunschweig-Wolfenbtittel, which had always been active musically, 
had become an important musical center with the opening of the opera house in 
Braunschweig in 1690 at the instigation of August Wilhelm's father, Anton Ulrich.6 
From its inception, the orchestra of the opera house included oboists,7 and it is possible 
that Schickhardt received his training on the oboe from one of these players. 

The first documents I have found concerning Schickhardt's employment place him in 
the Netherlands. The link from Braunschweig to the Netherlands could have been Frie- 
drich of Hesse-Cassel (later Frederick I of Sweden).8 That Friedrich was known at the 
Braunschweig court is attested to by the dedication to him oftwo operas performed there 
in the I69gos.9 Friedrich took a large part in the War of the Spanish Succession 

(1702-I713). 
From 1702 onwards, he was the commander of the Hessian auxiliaries partly in Nether- 
lands and partly in English service, and in 1706 he became General of the Netherlands ca- 
valry.10 In the letter of dedication to a manuscript orchestral suite dating from after Frie- 
drich had become the King of Sweden (1720), Schickhardt describes himself as (an old 
servant)> of his."1 Since, as we shall see below, Schickhardt had connections with other 
Netherlands military figures, it is likely that he was in Friedrich's service when the latter 
was commanding the Netherlands forces. In this case, Friedrich may have come to 
know Schickhardt in Braunschweig and taken him with him on his military duties in the 
Netherlands. There seems to be no published information on Friedrich's musical interests. 
His father, LandgrafCarl of Hesse-Cassel, however, played the viola da gamba and had a 
capelle ofsome note.12 

Schickardt's Opus I(1709) is dedicated to ( Madame La Princese 
Douairibre, 

(The Prin- 
cess- 1)owager). This lady was Henriette Amalia,13 born a princess ofAnhalt- Dessau, and 
the widow of Prince Hendrik Casimir II of Nassau-Diez, the Stadholder14 of the 
Netherlands provinces of Friesland, Groningen and IDrenthe. Since she is called 

, 
Regente 

de Nassau) by Schickhardt, the letter ofdedication may have been written before August 
14, 1707, when her son,Johan Willem Friso became of age [at 20 ] and assumed the title of 
Prince ofNassau - I)iez. In the letter ofdedication Schickhardt 

says:, 
For a long time I have 

desired the honor of producing new pieces of music to serve for the diversion of Your 
Serene Highness in her recreation hours.,,> He praises the ((delicacy) of her <(ear), and 
thanks her for the singular kindnesses she had favored him with. It is clear that he had 
been working for her for some time, no doubt in Leeuwarden, the capital of the province 
of Friesland, the seat of the Nassau-Diez family in the Netherlands.'s 

Schickhardt was also in the service of Henriette Amalia's son,Johan Willem Friso. As 
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well as being the Prince of Nassau-Dliez, Friso held the more important title of Prince 
of Orange (which had been willed to him byWillem III of Orange-later William III 
of England -who died without issue in 1702),16 and also was the Stadholder of the prov- 
inces of Friesland and Groningen. Schickhardt's Opus 2 (1709) is dedicated to Friso. And 
in the letter of dedication to Frederick I of Sweden which we have mentioned earlier, 
Schickhardt describes himself as ((an old servant ... especially of His [Majesty's] Bless- 
ed Holy brother-in-law, the Prince ofthe Most Venerable House ofOrange>. (Frederick 
was the brother of Maria Louise of Hesse-Cassel, who married Friso on April 26, 1709.) 

Although Friso nominally lived in Leeuwarden, he spent most of his short life fighting 
in the War of the Spanish Succession, beginning in 1703 as a volunteer in Marlborough's 
army, then from 1707 as commander of the Netherlands infantry, fighting with distinc- 
tion in such battles as Oudenarde (1708) and Malplaquet (1709). Schickhardt may have 
worked for Friso in Leeuwarden - as we have seen, he did work there for Friso's mother, 

Henriette Amalia - but two pieces of evidence point to him having also accompanied 
Friso on his military campaigns. Firstly, Schickhardt's Opus 3 (17o9)is dedicated to ( Swier 
deTaminga ,> [probably Tamines in what was then Spanish Netherlands (now Belgium )], 
Lieutenant Colonel of the # Regiment d'Ockinga>, probably one of the regiments in the 

Anglo-Netherlands service. Secondly, Schickhardt's Opus 7 (1710) is dedicated to o<Seig- 
neur Tibere Pepin d'Iminga, de Wiarda a Goutum, 

&c., 
and his wife, Christine Gertruyd. 

((Iminga)> and ((Wiarda), are probably Emines and Wierde near Namur (and also near 

Tamines). In the letter of dedication, Schickhardt speaks of the credit they have been ac- 

customed to do to ((our little community, which feels itself very considerably obligated 
by the good receptions) they have often given it in their castle, by the favourable atten- 
tion they have paid to it in its concerts, and by the obliging help they give it ((with the last 

degree of perfection in its pieces 
[syimphioniesJ.,, 

He refers to the <<singular estime)) with 
which they honor his (feeble works of music,,, alludes to the knowledge that Tibere, 
and especially his wife, have of music, and hopes that the pieces being dedicated to them 
can procure them some pleasure in their recreation hours. From this information we may 
infer that Schickhardt and a group of musicians in the employment of Friso and the 
Netherlands armies stayed intermittently with Tibere during their campaigns. It is 
difficult to understand what else Schickhardt could mean by #(our little community 
[notre petite societd]., Soon, circumstances apparently made it impossible for Schickhardt to remain in the 
Netherlands. In 1709, Henriette Amalia moved from Leeuwarden to Oranienstein near 

l)iez,17 and in 1711, her son, Johan Willem Friso, was drowned in a ferry boat on the 

Moerdyk, on his way to The Hague to meet with Friedrich I of Prussia about the disputed 
succession to the Orange title."' 

Schickhardt's Opus 8(1710) is dedicated to Frederik IV ofDenmark and Norway. Since 
there is no letter of dedication, it is impossible to say whether Schickhardt was in Frede- 
rik's service or was merely soliciting employment. In either case, Schickhardt might have 
received a recommendation to Frederik from the latter's cousin, Friedrich of Hesse- 
Cassel.19 
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At some time between 171o and 1712, Schickhardt auditioned for Ernst Ludwig, Land- 

graf of Hesse- Darmstadt.20 Schickhardt's Opus 13 (ca. 1710-12) is dedicated to him. In the 
letter of dedication, Schickhardt refers to a recommendation he had had from a Baron 
von Freudenberg. After praising the great knowledge that Ernst Ludwig has ((of the Art 
that I 

profess,>, 
Schickhardt thanks him for the kindnesses that he has shown him., Instead 

of rejecting the music that I had the pleasure of playing to Your Serene Highness, your 
judgment allowed itself to merit by your kindness, and you loaded me with favors 

beyond that which I could wish for.)> Schickhardt concludes with an apparent request for 

employment. <(But I pray very humbly, Your Serene Highness, that you continue to 

grant me marks of your kindness ... .o Schickhardt is not listed in the published material 

concerning musicians who worked at Darmstadt.21 Ernst Ludwig did, however, need an 
extra oboist on at least one other occasion,22 so perhaps Schickhardt had a short irregular 
engagement at the Darmstadt court. 

By 1712, Schickhardt was in Hamburg. The <(famous composer n is listed among the 

agents for his own publisher, Estienne Roger of Amsterdam, in that 
year. 

<< Hambourg 
chezJean Chrestien Schickhardt, fameux componiste.>>23 (He does not appear in the list 
for 1710o,and no lists from after 1712 are known to be extant.) Schickhardt's association with 

Hamburg is also attested to by two eighteenth-century writers.Johann Gottfried Wal- 
ther, writing in 1732, describes him as 

,<ein 
annoch lebender Musicus in Harnburg.,24 At least 

two later writers have interpreted this rather clumsy phrase to mean that Schickhardt was 
still living in Hamburg at the time Walther was writing.25 A strict translation would, 
however, read <(a hitherto living musician in Hamburg,)> and the sense is probably that of 
< a musician who is known to have lived in Ham burg.)> As we shall see below, Schickhardt 
could not have been in Hamburg after about 1717, unless he moved back there in the 

period from 1723 to 1735 when there is no evidence of his whereabouts. SirJohn Hawkins, 
writing in 1776, refers to him on two occasions as ((Schickhardt of Hamburg,, and 
< Schickard of 

Hamburgh, 
. 26 Hawkins may have obtained this information from Wal- 

ther's dictionary. 
Further evidence for Schickhardt's association with Hamburg is the presence in the 

music holdings formerly belonging to the Mecklenburg-Schwerin court of a manu- 

script of six trio sonatas by him, copied in the hand of PeterJ.Fick.27 Fick, who originally 
came to Schwerin from Altona near Hamburg, worked as Schlossorganist at the Schwe- 
rin court,28 and took there with him his own copies of works by composers associated 
with Hamburg (Telemann) and Altona (Prowo).29 

Andrew D.McCredie has speculated that Schickhardt, like his colleague Freymuth,30 
was very probably a member ofthe orchestra (recorder and oboe player) ofthe Hamburg 
Opera.3' Unfortunately, this cannot be investigated because the pertinent records were 
destroyed during World War II. 

Schickhardt's Opus 19 (ca. 1713 - 15) is dedicated to (Monsieur de Brandt, Chambelan & 
D)irecteur General de Musique de sa Majest6 le Roy de Prusse,. Schickhardt writes to 
Brandt: < Monsieur Lottorff, who favors me with his patronage, has had the kindness to 
inform me of the high regard you have for the pieces I have composed.... I would have 
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the honor of presenting these concertos to you, which I would wish would be able to 

please you. If they have this happy fate, I will profit by the praises you give me.,, Richard 
Valentin Knab has pointed out that <Christoph Wilhelm von Brandt, General Director 
of Music and Kainerlerherr to the mother of Frederick the Great, Sophie Dorothea, was 

appointed Oberhofinteister to the Queen on the accession of her husband, Friedrich 
Wilhelm I [of Prussia ], early in 

1713.•>32 
Knab speculates that o(the dedication must have 

been made in the first month ofi713, perhaps with the underlying intention ofpaving the 

composer's way into the court capelle of Friedrich Wilhelm I.,, This is quite probable, ex- 

cept that the capelle would have been that of Sophie Dorothea herself, since #<the antimu- 
sical King Friedrich Wilhelm I ... dissolved his own band [i.e.the one he inherited ] 
in 1713.)>33 

Several of Schickhardt's opera between 17Io and about 1715 are dedicated to com- 

moners-apparently either pupils or patrons of his. The first two people, 
,<Monsieur Jacques Boorboom o (Opus 6, 1710) and <(Monsieur Jean Michel 

Selpert, 
(Opus 12, Ca. 

1710-12), have names that sound Dutch and probably Schickhardt was acquainted with 
them while he was still working in the Netherlands. <#Messieurs J.K.& D.F.Dreyero 
(Opus 16, ca. I7IO-I2) have a German name, but Dreyers were found commonly also in 

Scandinavia and elsewhere at this time (see the section on Abraham Dreyer below). A pair 
with again a Dutch sounding name, <(Franqois & Jacob 

Gerbers,> 
(Opus 17, ca. 1712-15), 

merit a letter ofdedication: ((Your kindnesses to me have appeared at all kinds of meetings, 
and not content with befriending me yourselves, you have upheld my reputation-you, 
Mr. Franqois, by entrusting to me the instruction of your son in my Art.)>,, 

A married couple, (Monsieur Louis), Doctor of laws, and his wife, Anne Elisabeth 

Louis, 
,<nde 

de Sontum [or de Suntum ]) (Opus 20/. ca. 1715), also merit a letter of ded- 
ication. Schickhardt tells them how much he is sensible of all their kindnesses: <(You 
are both patrons of my Art, and the de Suntum family has thus far been the mainstay 
of those who profess it.> Their patronage of Schickhardt had gone so far as to grant 
him permission to play the sonatas being dedicated to them on their wedding day. 
This is the only unequivocal evidence we have of the instrument(s) that Schickhardt 

played. The Opus 20/I sonatas are for flute or oboe, although the range makes them more 
suited to the oboe. Of course, the fact that all of his compositions are for recorder 
or flute or oboe and that he published methods for recorder and oboe strongly suggests 
that he played all three of these instruments. 

A tenuous piece of evidence connects Schickhardt with England around 1715. The 

Compleat Tutor to the Hautboy, published in London by Walsh & Hare, ca.1715, includes 
a ((Sebell by Mr. 

Schickhard,. 
The cibell (sebell, cybell, sebel, sybell, cibel, cebel) was 

can English dance-form of the period 1690 to 17IO ... [orginally modelled] on the 
structure and rhythm of a chorus ... in praise of the goddess Cybele, from Lully's opera 
Atys.... True cibells are in duple metre; they begin at the half-bar, and they are char- 
acterised by short interjected solo roulades of crotchets and quavers in the bass.,,34 The 

striking fact about the cibell is that, except for one isolated instance, scibells are con- 
fined to London composers of the period I690 to I7IO or so,, and are especially cornm- 
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mon in Walsh's books of music for the amateur musician published between about 
1700 and 17I0.34 This evidence suggests that Schickhardt could have been in London 
at some time during this period. However, there are a number of questions about 
the appearance ofthis cibell -which is a true cibell-in the Walsh & Hare oboe method. Is 
the attribution to Schickhardt correct? It may well be, since the four other pieces attribut- 
ed to him in the method look like his work on stylistic grounds. What, then, was Walsh & 
Hare's source? The opera of Schickhardt's published by Walsh & Hare (Opus 2, Ca. 1717 
Opus 5, ca. 1715; Opus Io, ca. 1719; Opus 17, before 1721; Opus I9, ca. 1719; and Opus 20/I, 
ca. 1718) were all pirated from the Amsterdam publications of Estienne Roger. This 
cibell is not, however, to be found in any of Schickhardt's extant works published by 
Roger. The attribution of the piece to Schickhardt can therefore be questioned. Even if 
it were correct, Schickhardt need not have been in London to write a cibell. He could 
have known the form through the many cibells for the recorder published by Walsh & 
Hare in the Division Flute and New Flute-Masters, or, more likely, the Airs anglois arranged 
for the recorder by George Bingham and published by Roger.36 Schickhardt's possible 
association with London at this time must be considered unproven. 

By about 1717, Schickhardt was in the service of Johann Friedrich, Count of Cas- 
tel-Rudenhausen (Castel is in the province of Hesse, near Darmstadt). Schickhardt's 
Opus 22 (ca. 1717-18) is dedicated to Johann Friedrich and his wife, Catherine Hedwig. 
In his letter of dedication, Schickhardt wishes them to know how much he is respon- 
sive to their ((so helpful and so courteous manners,,. He thanks them for the honor 
of their good graces and assures them that he is ((striving to maintain)) these good 
graces. Again, he refers to the kindness of which they have given him ((so many 
proofs,,. Finally, he begs them to accord him the continuation of their good valor 
and to honor him always with their patronage. 

Schickhardt's Opus 23 (ca. 1719-20) is dedicated to ((Leopold, Prince Regent d'An- 
halt, Duc de Saxe, Engrie & Westphalie, Comte d'Ascanie, Seigneur de Berenbourg 
& Zerbst, &c.&c.)> In view of the fact that Schickhardt had worked for Henriette 
Amalia, to whom he ascribes, the titles of <(Princess d'Anhalt; Duchesse de Saxe, Engern 
& Westphalen; Comtesse d'Ascanie ... Baronne de Zerbst [and i Bernbourgo, one might 
conclude that the Leopold here referred to is Henriette Amalia's brother, Leopold ofAn- 
halt - Dessau. However, the more likely candidate is Leopold ofAnhalt - COthen, famous 
for being the employer ofJohann Sebastian Bach from 1717-23. Firstly, Leopold of An- 
halt - Dessau is not known to have been interested in much besides warfare, whereas Leo- 
pold ofAnhalt-C6then had aconsiderable interest in music. Secondly, Leopold ofAnhalt- 
Cdthen has the above-mentioned titles ascribed to him on the title page of one of Bach's 

cantatas.378 Thirdly, in his letter ofdedication, Schickhardt refers to a recommendation he 
has had to Leopold from Ernst August, Duke of Sachsen-Weimar, the brother-in-law 
of Leopold of Anhalt-Cithen, and known to be in musical contact with him at least 
(Bach worked in Weimar prior to C&then).38 

Schickhardt writes to Leopold: ,I 
find myself emboldened to testify on all occasions 

my devotion to the service of Your Highness, and I avail myself of this occasion, flat- 
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tering myself that your great kindness will speak to you for me [and also] the help 
that the recommendation of Ernst August, Prince of Sachsen-Weimar and that of Her 
Highness his sister-in-law39 gives me in the service of Your Highness.)> It seems clear 
that Schickhardt was working for Leopold in some capacity. The Cothen court em- 

ployed an orchestra that included an oboist (Johann Ludwig Rose) and a bassoonist 

(Johann Christoph Torl6e) on a permanent basis.40 Bach's works of his C6then period 
also call for two flute/recorder players, and it is thought that two other musicians 

(probably Johann Heinrich Freytag and Johann Gottlieb Wilrdig, who had the title 
of Stadtmusicus) played these parts.41 A further oboist was, however, required for some 

pieces (Bach's C major Orchestral Suite has three oboe parts),42 and the records of the 
court show that in 1724, for example, outside oboists were employed three times.43 The 
most obvious conclusion is that Schickhardt was one of these outside players who were 
called in to augment the C6then orchestra on certain occasions. Where Schickhardt's 

permanent employment was at this time is unknown. Since he seems to have been in 
the locality of Weimar and C6then, he had probably left the service of Count Johann 
Friedrich in Castel. In view of the recommendation, perhaps he was or had been in 
the service of Ernst August of Sachsen-Weimar. 

As we have mentioned previously, Schickhardt dedicated a composition to Frie- 
drich of Hesse-Cassel (later Frederick I of Sweden), and in the letter of dedication he 

says that he has been employed by Frederick previously, probably while Frederick was 

commanding the Netherlands cavalry in the War of the Spanish Succession (see p. 29). 
This letter begins: ((Most powerful, most gracious King: at His Majesty's feet, an old 
servant of His and especially of His Most Blessed Holy brother-in-law, the Prince of 
the Most Venerable House of Orange, hereby dares to place in deepest submissiveness 
a composition albeit small, but one nevertheless dedicated to His Royal Majesty from 
a most devoted heart.,, A companion manuscript composition44 is dedicated to ((Most 

powerful, most gracious Queen,,, presumably Frederick's wife, Ulrika Eleonora, the 
sister of the late king, Charles XII.45 Since Schickhardt is especially obsequious in these 
letters of dedication, he was probably seeking employment from Frederick and Ulrika, 

perhaps in the year 1720, having heard that his former employer had become King of 
Sweden. 

Whether or not Schickhardt succeeded in becoming employed by Frederick or his 
wife, it is in Scandinavia that we find him next. Schickhardt's Opus 20/2 (ca. 1723?) is 
dedicated to Abraham Dreyer, who is described as ((Counsellor of Justice, Provincial 

Judge ofDruntheim [Trondheim in Norway], Premier Director and President ofJus- 
tice of the copper mines in Norway of His Majesty the King of Denmartk and Nor- 

way,>. 
Perhaps Abraham was related to the ((Messieurs J. K. & D.F. Dreyer> of Schick- 

hardt's Opus 16.46 If Schickhardt was in the service of Abraham Dreyer, it need not 

necessarily have been in Trondheim, an isolated town about 550 miles from Copen- 
hagen as the crow flies (and very much further in practice). Dreyer could well have 
also maintained a residence in Copenhagen. 

Schickhardt's Amsterdam publications continue under Roger's successor, Le Cane, 
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through the Opus 26 of 1727, the last opus listed in the Le Cane catalogue of 1737. 
Around 1735, an Opus 30- a set of twenty-four sonatas in all the keys-was published 
in London, apparently under Schickhardt's own auspieces, with a signed title page in 
French, and with an appended list of 93 subscribers. The subscribers are almost all un- 
known and have names that sound Dutch. But we also find the well known composers 
Handel, Locatelli, Pepusch, and Willem de Fesch, as well as Schickhardt's erstwhile pu- 
blisher Le Cane. This raises several questions. Why did Schickhardt publish at his own 
expense in London when his Amsterdam publisher was prepared to subscribe to the 
publication? How had Handel and Pepusch, who lived in London, come to know 
Schickhardt's work? If Schickhardt were himself in London why were almost all the 
subscribers Dutch? The most plausible explanation is that Schickhardt had moved back 
to the Netherlands (as we shall see below, he was in Leiden in 1745). His publisher Le 
Cene had perhaps believed that the publication of such an unusual project as twen- 
ty-four sonatas in all the keys would be a risky business venture, so Schickhardt found 
some subscribers and then issued the work in London-a city noted for its many ama- 
teur flute and recorder players and therefore the best place to try to sell the work. 
Handel and Pepusch may have known the Walsh & Hare pirated editions, or Schick- 
hardt's work may have been introduced to them by De Fesch, who had moved to Lon- 
don in 1732 after working in Amsterdam (I7IO-25) and Antwerp (1725-30).47 

In 1745, Schickhardt is listed in the Album studiosorum of the University of Leiden. 
The entry reads: <<1745 nov. 18, Johan Christiaan Schickhart, Brunsvicensis, Musicus. 
63 >.48 Thus, at the mature age of 63, Schickhardt was enrolled at the university as a 
student (though almost certainly not in music). 

According to C.C.Vlam, Schickhardt is not to be found in the records of musicians 
associated with the University of Leiden, and there is no music of his in Leiden.49 Ne- 
vertheless, Schickhardt must have maintained some connections with the university, 
since after his death in 1762, a document shows that the university Senate was prepared 
to grant some money towards his burial. Schickhardt is described as <<a master of mus- 
ical arts and a member of the Academy (artis musicae magistrum, huiusque Academiae mem- 
brum)>>. It is not clear whether the music academy of the university or another academy 
is referred to. The fulll document reads as follows: 

Acts of the Rector Magnificus, Leader of the Senate Gaubius. March 26, 1762. 
<#The Rector Magnificus announced to the Senate that Johann Christian Schick- 

hardt, a master of musical arts and a member of the Academy, had just passed away, 
and that Schickhardt's daughter had begged him-the deceased having left no funds 
for the necessities of burial-to have the Senate undertake to provide a grave. Such 
had recently been the case with the musician Glemius. The Senate had at that time 
agreed. But the young woman had been told that the Senate had found it impossible 
to assume such a burden. In the case of Glemius, there had been no surviving kin 
to attend to the matter. But Schickhardt had been survived by relatives in addition 
to his daughter, to whom the responsibility appertained, Nevertheless, the Rector 
Magnificus proposed that certain funds be made available out of pocket to the 
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young woman for pious use, should she and her kin, having proved unable to raise 

enough money for a fitting ceremony, request relief from the Senate due to penury. 
To this the Senate agreed.,50 

The Purported Schickhardt Portrait 

In an article published in 1957, Carl Dolmetsch wrote: e About 171o, Corelli's violin solos 

and trios were transcribed by the recorder virtuoso,J.C.Schickhardt. His portrait, which 

is in my possession, shows him holding a fine treble recorder, apparently the identical twin 

of the instrument on which Arnold Dolmetsch taught himself to play [a Bressan i. On a 

table by Schickhardt's side can be seen a volume bound in red leather, on which is printed 
in gilt lettering: Corelli's Solos for the 

Flute.•>' This portrait was reproduced on the cover of Recorder and Music Magazine for July 
1966 along with the following note:< The original ofour cover picture hangs in Carl Dol- 

metsch's home in Haslemere, where the portrait is known as o Mr. Schickhard) because, 
ohe occasionally regards us with a somewhat superior air>,. Though it is not yet proven 
that this isa portrait ofthe i8th century editor and recorder player there is strong evidence 

in favour of this view. The player, who was certainly distinguished enough to warrant a 

portrait, holds one of Bressan's finest ivory -mounted trebles. The volume at his elbow, 
bound in scarlet vellum, bears the legend in gilt lettering, Corelli's Solosfor the Flute. Carl 

Dolmetsch has sent us further information: <<It appears to be a de-luxe copy, and its 

inclusion could have been a compliment to its editor and arranger.),>52 
Carl Dolmetsch has informed me that the portrait was auctioned at Sotheby's in Lon- 

don in 1954, and that the identity ofthe recorder player depicted was supplied by the firm 

at that time. Dolmetsch's own ideas about the identity have, however, changed: <<Our 

own more recent research has led us to believe that the portrait in question may well be of 

J.B.Loeillet, probably painted by Robert Woodcock, the marine painter. However, it 

would be unwise to say more about this until we have definite proof.,>3 
Evidence against the possibility that the recorder player in tht! portrait could have been 

Schickhardt was convincingly marshalled by Walter Bergmann in the next issue ofRecor- 

der and Music Magazine: o I personally doubt that the gentleman on your cover picture... 
was Schickhardt. Would not a composer ofthirty published [ sets of] works (J.S. Bach had 

only eight) hold one of his own compositions in his hand rather than an arrangement (as 
in the pictures of Pepys, Bach, Handel and others)? And is there any proof that it was 

Schickhardt who arranged Corelli's sonatas for the recorder? The arrangements are anon- 

ymous, rather poor and quite unlike Schickhardt's own brilliant writing for the recorder. 

Was Schickhardt ever in England? And why should he, a German, play on a Bressan recor- 

der? Schickhardt's compositions show that he used recorders with a better higher register 
than Bressan could 

make.>•>4 
The Corelli <<Solos ) that Dolmetsch and Bergmann refer to are anonymous arrange- 

ments for alto recorder and basso continuo ofthe second six ofArcangelo Corelli's twelve 

sonatas for violin and basso continuo, Opus 5, that were published by Walsh & Hare in 
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London in 1702.55 The date of1702 is too early for the arrangement to have been done by 
Schickhardt: his own compositions did not begin to appear until 1709 and then followed 
in a steady stream. Moreover, all of the Schickhardt compositions that were published in 
London by Walsh & Hare were pirated from publications originally published in Am- 
sterdam by Estienne Roger and his successors. No trace ofsuch a Corelli arrangement can 
be found in Roger's catalogues or advertisements.56 

Since the fact that the recorder player in the picture is holding a copy of the Corelli ar- 

rangement is the main piece of evidence about his identity, we may safely discount the 

theory that the player is Schickhardt. 

A Brief Consideration of his Ubrks 

Johann Christian Schickhardt is one of the many minor musicians of the late Baroque. 
The circumstances of his life point to a journeyman composer and performer, but his 

compositions were surprisingly well known and popular. The key to the popularity ofhis 

compositions is certainly in their instrumentation. Schickhardt himself seems to have 

played the recorder, flute and oboe, and he composed almost exclusively for his own in- 
struments- solo sonatas, trio sonatas, concertos, and chamber pieces; collections 

of, 
airs >, 

teaching pieces, and methods for recorder and oboe. At the beginning of the eighteenth 
century, the recorder, and a decade or two later, the flute (and to a lesser extent, the oboe), 
were the most popular instruments for the gentleman amateur musician-a large and in- 

creasingly avaricious audience, especially in England. The fortunes of Schickhardt's pu- 
blishers, Roger in Amsterdam and Walsh in London, were founded on this amateur au- 
dience. 

When we examine what woodwind music was being published by Roger and Walsh 
we find that few compositions by the great masters of the late Baroque are represented, 
certainly during Schickhardt's most productive publishing period, 1709-1724. Most of 
the woodwind music that forms the standard repertoire of today -J.S.Bach, Handel, 
Telemann, Vivaldi, etc. -was either published later, or has been edited only recently from 

manuscripts reserved at that time for the composer's employer or patron. The large ama- 
teur woodwind audience, then, was largely presented with the music of lesser masters. 
But if this audience demanded a great deal of music, they were not without discrimina- 
tion. Schickhardt was indeed one of these lesser masters, but his music set a consistently 
high standard among the published woodwind music of that time. 

The Braunschweig court, where Schickhardt received his early musical training, was 
known for its sponsorship ofmusic in both the French and Italian styles.'7 Not surprising- 
ly, then, his music is,influenced by both styles, although it leans much more to the Italian, 
especially to the work of Corelli.58 William S. Newman has included Schickhardt in the 

group ofNorth German composers ofthe first halfofthe eighteenth century (Telemann, 
Mattheson, Handel, the Graun brothers, and Frederick the Great), noting that <<all except 
Schickhardl[t are of more than passing 

significancc.,5, 
He characterizes Schickhardt's 

movements as < short, graceful, and very light in 
content,.60 

To so dismiss Schickhardt 
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THE HOUSE 

Johann VI, Count of Nassau -Dillenburg 
(b.1535, d.16o6) 

Ernst C(asimir, Count of Nassau -1)iez Willem Lodewijk, Count of Nassau-I)illenburg 
(b.1573, d.1632) (b.156o, d.x62o) 

Hcndrik Casimir I Willem Frederik Albertina Agncs 
Count of Nassau -I )iez Count, later Prince of Princess of Orange 

(b.1612, d.1640) Nassau- I iez (b.1634, d.1696) 

(b.1613, d.1664) m. 

Charlotte Amalie Carl Hendrik Casimir I I HEN RIETTE AN 

Landgravine of Hesse-Cassel Landgrave of Hesse-Cassel Prince of Nassau - I )icz Princess of Anhalt - 

(b.165o, d.I7i4) (b.1654, r.1670-1730) (b.1657, d.1696) m. (b.1666) 

m. Christian V of Denmark 

(b.1646, r.167o-1699) 

FREI)ERIK IV FRIEI)RICH Maria Louise JOHAN WILLEM FRISO 

King ofl enmark of Hesse-Cassel Landgravine of m. Prince of Orange & Nassau-l)iez 
(b.1671, r.1699-1730) later Frederick I, Hesse-Cassel (b.1687, r.1702-1711) 

King of Sweden 
(<,Maryken-Meu>> 

(b.1676, r.1720-I75I) [Mother Mary]) 

m.Ulrika Eleonora (b.I688, d.1765) 

Queen regnant of 

Sweden, 1718-1720 
Sis of Charles XII of Sweden 

(b.1688, r.1741) 

The above inforimation is taken mainly from articles in Allemeine deutsche Biographic and Nicuw Nederlandschi 
BioNrafisch W'oordenboek, Vol. I. 
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OF ORANGE 

Willem I (o William the Silent,,) 
Count of Nassau & Prince of Orange 

(b.1533, r.i568-I584) 

Maurits, Count of Nassau & Prince of Orange Frederik Hendrik 

(b.I567, r. 1585- 1625) Count of Nassau & Prince of Orange 
(b.1584, r. 1625- 1647) 

I- 
Henriette Catharine Louise Henriitte Willem II 
Princess of Orange Princess of Orange Anspruch Count of Nassau & Prince of Orange 

(b.1637, d.1708) (b.1627, d.1667) (b.1626, r.1647-I65o) 
m. Johann Georg II i. Friedrich Wilhelm m. Mary, Princess Royal 

Prince of Anhalt-Dessau Elector of Brandenburg dau. of Charles I of England 
(b.1627, d.1693) (<The Great 

Elector,) 
sis. of James II & Charles II 

(b.1620, d.I1688) 

IALIA Leopold Friedrich III Willem III 
I)essau Prince of Anhalt -I )essau Elector of Brandenburg, Count of Nassau & Prince of Orange, 

(<Old 
I)cssauer,) 

later Friedrich I, King in Prussia later Willem III, 
(b.1676, r.1693-1747) (b.1657, r.1688-1713) King of England 

(b.i65o, r.1689-1702) 

Friedrich Wilhelm I 

King in Prussia 

(b.I688, r.1713-1740) 
m. SOPHIE I X)ROTHER, dau. of George 1, King of England 

(1687, d.1757) 

Key: b. born 
d. died 
r. reigned 
dau. daughter 
sis. sister 
in. miarried 
Persons having connections with Schickhardt are shown in capitals. 
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is to do him an injustice. Surely his music is not of less significance than the woodwind 
music ofMattheson or Frederick the Great. Schickhardt's woodwind pieces do not have, 

say, the profundity ofJ.S. Bach's or the ebullience of Vivaldi's. But Schickhardt created 

many a movement of original instrumentation, orchestration or structure; many an 
unusual varation of a well-worn melodic formula; and, above all, many a striking 
harmonic touch. In sum, Schickhardt wrote well for his instruments, and his music 

was justly popular among the amateurs of his day. 

I. This article is dedicated to Dr.Walter Bergmann in gratitude for his many kindnesses to me 
over the years. I should like to thank him and the following people for their help and encou- 

ragement during the preparation of the article: Dr. Robert Paul Block, Iowa City; The Chap- 
ter Librarian, Cathedral Library, Durham; Dr. Rolf Dempe, Wissenschaftliche Allgemeinbi- 
bliothek des Bezirkes Schwerin; Dr. Carl Dolmetsch, Haslemere;Jan- OlofFristrom, Univer- 
sitetsbiblioteket, Lund; Dr. Clemens von Gleich, Music Department, Gemeentemuseum, The 

Hague; Dr. Hans Haase, Herzog August Bibliothek, Wolfenbattel; Professor Donald Martin 

Jenni, University of Iowa; Dr. Alexander Hyatt King, British Museum, London; Professor 
Gerhard Krapf, University of Iowa; Dr. William Lichtenwanger, Library ofCongress, Wash- 

ington D.C.; Professor Andrew D. McCredie, University of Adelaide; Dr. Karlheinz Schlager, 
Repertoire international des sources musicales, Cassel; Dr. Schmelzer, Universititsbibliothek, 
Rostock; Professor Dr. Albert van der Linden, Bibliotheque du conservatoire royal de mu- 

sique, Brussels; Dr. C. C. Vlam, Rijksscholengemeenschap, Oosterwolde. My Schickhardt 
research was first commissioned by Zen-On Music Company of Tokyo, to whom special 
thanks are due. 

2. This was first pointed out by Walter Bergmann in Schickhardt in Dispute, in Recorder and 
Music Magazine II/3 (Nov. 1966), p. 85. 

3. Schickhardt signed his name 
<,Johann 

Christian Schickhardt o-at least in letters written in Ger- 
man to the King and Queen of Sweden (see the signature at the end ofthe letter to Queen Ul- 
rika Eleonora of Sweden reproduced below). His publishers, Estienne Roger and his succes- 

sors, their title pages being written in French, generally translate his name into a French form 
such as 

,Jean Chrestien,, 
or < Chretieno 

, 
Schickhard o or 

,Schickhardt., 
Some of the opera pu- 

blished while he has living in the Netherlands for the first time (3, 5, 9, and io) have the seni- 
Dutch form 

,Johan 
Christian Schickhard 

,. 
A later document from the Netherlands calls him 

,Johan 
Christiaan 

Schickhart, 
(see footnote 4). In two of Roger's advertisements we find the 

Italianized forms 
v<Schickhardi,, 

and 
,,Schickardi,,. 

Since 
oSchickhardt,, 

is an easy name to mis- 

spell-and the eighteenth century was not fussy about the spelling or nationallity of its musi- 

cians' names - we also find in various place the forms 
,Schikardto, 

oSchichart,,, Schickhard , 

,,Schikhart,, 
and 

,Schichard,,. 
For simplicity and consistency, I have used the form <(Johann 

Christian Schickhardt,, throughout this article. 

4. The entry in the Album studiosonain of the University of Leiden reads: <<1745 nov. I8, Johan 
Christiaan Schickhart, Brunsvicensis, Musicus. 63,,. See Heije, JToonkunstenaars voorkomende in 

het Album studiosonru der Leidsch/e /hoogeschiool, in: Bouwstccncn. 1)crde Jaarboeck der Ver- 

eeniging voor Noord-Nederlands Muzickgeschicdenis (1874-1881), p. 1-13,7. 

5. August Wilhelm (b. 1662, d. 1731) took over the 1)ukedom from his father Anton Ulrich (b. 

1633, r. 1685-1714) in 1714. His second wife Sophia Amalia (b. 1670), daughter ofl )uke Christian 
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Albrecht of Holstein-Gottorp, died on February 27,1710o. He married his third wife, Elisabeth 

Sophie Marie(b. 1683, d. 1767), daughter ofDuke RudolfFriedrich ofHolstein - Nordberg and 
widow of Prince Adolf August of Holstein-P16n, on September 12, 171o. See Allgemeine deut- 

sclle Biographiie I, 664-65. 
6. See [Friedrich Chrysander j, Geschlichte der Braunsc/hwe(qg- 1oblfenbittelschen Capelle und Oper 

omri 16. bis zumn 18.Jahirhundert, in: Jahrbicher for muskalische Wissenschaft I (1863), 147 -286, 
especially pp. 183-263. 

7. The list ofexpenses for musicians for the opening ofthe opera house includes < Hautbois o, and 
the bill for two operas put on at the opera house in 1692 includes DI)enen Hautbois zu Braun- 

schweig,,. See Chrysander, op. cit., pp. 189 and 194. 
8. B. 1676, r. 1720-51. 
9. The Singelspiel Procris und Cephalus of 1694 by Bressand was <aFriedrich, Landgrafen von Hes- 

sen 
gewidmet,,, 

and theSitlnspiel Orphieus of 1698 by Bressand was 
,dem 

Landgrafen Friedrich 
von Hessen dedicirt,,. Ibid., pp. 235 and 246. 

10. See the articles on him in Allgemeine deutsche Biographie VI I, 522-24, and Nieuw Nederlandsch 

BiografJisch H ordenboek I, 894. 
11. Universitetsbiblioteket, Uppsala, i hs. 58:6. Suite in F major for violin, 2 alto recorders, 2 oboes, 

strings and basso continuo. 
12. See, e.g., Wilfried Brennecke & Christiane Engelbrecht, article Kassel, in: Die Musik in Ge- 

schichte und Gegenwart VI I (1958), cols. 716-31, especially cols. 723-24. 
13. B. 1666. 
14. The Stadholder was the paid executive and hired servant of the estates in each of the Nether- 

lands provinces. For further details see John B. Wolf, T71 Emergence of the Great Powers, 
1685-1715 (New York, 1951), p. 121, and Hendrik Willem van Loon, T'Ihe Fall of the Dutch Re- 
public (Boston & New York, 1924), pp. 24-25. 

• 
Each province, theoretically, had its own; in se- 

veral ofthem the office was hereditary in the house ofOrange while in the rest ofthe provinces 
the prince of Orange was usually elected to the 

office.,> 
(Wolf, loc. cit.)The province of Fries- 

land, and sometimes also the provinces ofGroningen and Drenthe, usually remained indepen- 
dent from the other provinces in their choice ofa stadholder, the office going to the reigning 
member of the Nassau-Diez line, who were colateral descendents of the Orange line (see fa- 
mily tree of the House of Orange). 

15. See Nicolaas Japikse, De Geschiiedenis ivan het Huis van Oratje- Nassau (The Hague, 1948), p. 21. 
16. To understand Friso's claim to the title of Prince ofOrange, see the family tree ofthe House of 

Orange. Friso was the grandson of two ofWillem I I I's aunts, and also the great-great -grand- 
son of the brother of Willem I I I's great-grandfather. Friso's claim to the title was disputed by, 
am ong others, Leopold ofAnhalt - I)essau, who was Friso's uncle and the son ofone ofWillem 
I I I's aunts, and by Friedrich I, King in Prussia, who was the son of another of Willem I I I's 
aunts. 

17. See Robert Meister, Das :iirstenturn Oranien (Berlin, 1930), p. 70, and Japikse op. cit., p. 22. 
For a description of the town of Lccuwarden which suggests why she may have wanted to 
leave it as soon as her son was married, see Van Loon, op. cit., pp. 

122-23. 18. See the article on Friso in Allemeine deutsche Biographie XIV, 275-76, and Meister, loc. cit. 
19. Frederik IV of 1)enmark and Norway (b. 1671, r. 1699-1730) was the son of Friedrich of 

Hesse-Cassel's aunt, Charlotte Amalie of Hesse-Cassel (b. 1650, d. 1714). See family tree 
of the House of Orange for full details. 
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20. B. 1667, r. 1688-1739. 

21. See especially Wilibald Nagel, Zur Geschidlcte der A lusik am Hojf' 'on Danrstadt, in: Monats- 
hefte for Musikgeschichte XXXII (1900), pp. 1-97 passim. 

22. On February 23, 1719, Ernst Ludwig requested permission from D)uke August Wilhelm of 

Braunschweig-Wolfenbittel that the oboist Fleischer be allowed to come to I)armstadt 
for some time. See Nagel, op. cit., pp. 53-54- 

23. See Franqois Lesure, Bibliographiie des dditions inusicales publides par Estienne Roger et Aicihel- 
Charles Le C'One (Amsterdam, 1696-1743), Publications de la Soci6t6 Frangaise de Musicologie, 
Deuxieme S6rie, Tome XII (Paris, 1969), p. 21. 

24. Johann Gottfried Walther, Musikalisches Lexicon (Leipzig, 1732). Facsimile ed. Richard 

Schaal (Kassel, 1953), p. 55. 
25. See Ernst Ludwig Gerber, Neues Historisch- Bibliographiisclies Lexicon der 'Ibnkainstler (Leipzig, 

1813-14), IV, p. 66; and F. J. F6tis, Biographie universelle des nmusiciens et bibliographlie gndrale de 

la nmusique (Paris, 1870), VII, pp. 458-59. 
26. Sir John Hawkins, A General History of the Science and Practice cf Music, ed. Charles Cud- 

worth, 2 vols. (New York, 1963), II, pp. 738 and footnote on 826. 

27. Mecklenburgische Landesbibliothek, Schwerin, Mus. 4878. Six trio sonatas for 2 alto recor- 

ders and basso continuo. Information concerning the identity of the copyist supplied by 
Dr. Rolf Dempe, letter to David Lasocki, August 17, 1971. 

28. See Clemens Meyer, Geschlichite der MIecklenburg-Sclhweriner HoJkapelle (Schwerin, 1913), p. 
246. 

29. I)empe, loc. cit. 

30. Freymuth is listed as an oboist in the Braunschweig-Wolfenboittel capelle in 1731 and 1735. 
See Gustav Friedrich Schmidt, 

GeorT, 
Caspar Schiinnann (Regensburg, 1933), I, pp. 129 and 

131. 

31. Andrew D. McCredie, article Schickhardt, in: I)ie Musik in Geschichte und Gegenwart XI 

(1963), col. 1699. 

32. Preface to his edition of the six concertos for 4 alto recorders and basso continuo, Opus 

19 (Kassel, 1938). 

33. Karl Geiringer, The Bach Family (New York, 1954), P. 155 

34. Thurston Dart, The Cibell, in: Revue belge de musicologie VI (1952), p. 27. 

35. Ibid. 
36. Vol. I (1702) has a cibell by Henry Morgan and Vol. III (1704) has one by Godfrey Finger. 

See Dart op. cit., p. 29 and Lesure, op. cit., p. 60o. 
37. Bach's cantata B.W.V. Anh. 8 is dedicaterd to <(Herr Leopold, Forst zu Anhalt, Herzog zu 

Sachsen, Engern und Westphalen, Graff zu Ascanien, Herr zu Bernburg und Zerbst 
..... 

See 

Werner Neumann & Hans-Joachim Schulze, eds., F:remdsclrifiliclhe mndgednickte DokuWmente 
zur Lebensgeschichte.Johann Sebastian Bachs, 1685-175o, Bach-I)okumente II (Kassel, Leipzig, 

1969), pp. 88-89. 
38. Ernst August, D)uke of Sachsen-Weimar & Eisenach (b. 1688, r. 1709-1748) married Ele- 

onore Wilhelmine, the older of the two sisters of Leopold of Anhalt-C Qthen on January 

24, 1716. See Allgemeine deutsche Biographie VI, 317-18. 

39. This reference may be to Leopold's other sister, but is more likely to be an inaccurate re- 
ference to Ernst August's wife. 

40. See Friedrich Smend, Bach in Kiithen (Berlin, 119511), p. 22. 
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41. Ibid., p. 23. 

42. Ibid., p. 26. 

43. Ibid., p. 
154- 44. Universitetsbiblioteket, Uppsala, i hs. 58: 5. Concerto in G minor for alto recorder, with 

2 oboes, strings and basso continuo. 

45. Charles XII died without issue in 1718. The succession was disputed by his sister Ulrika Ele- 
onora (b. 1688, d. 1741) and Charles Frederick of Holstein-Gottorp, the son of Ulrika Ele- 
onora's older sister, Hedvig Sophia. Ulrika Eleonora was Queen regnant from 1718 until 
1720, when she was persuaded to abdicate in favor of her husband, Friedrich of Hesse-Cas- 
sel, who seems to have married her in 1716, after courting her for many years, with this 
end in mind. See Allgemeine deutsche Biographie VI I, 522-23, and R. M. Hatton, Charles XII 

of Sweden (London, 1968), passim. 
46. A person named I)reyer is also the composer of some recorder sonatas published in Am- 

sterdam by Schickhardt's later publisher Le Cene, ca. 1735. See p. 28 of the Le Cene catalogue 
of 1737 reproduced in Lesure, op. cit. 

47. See F. van den Bremt, article [IUillem de Fesch, in: Die Musik in Geschichte und Gegenwart 
IV (1955), cols. 85-88. 

48. See footnote 4. 
49. Letter to David Lasocki, September 30, 1971. Schickhardt is not mentioned in C. C. Vlam, 

AlMusici en Instanmentenmiakers van de Leidse Universiteit, in: Het Vaderland (The Hague, 1962), 
or in E. Pelinck & C. C. Vlam, De Ordinaris Musikanten van de Leidse Univtersiteit, in: Jaar- 
boekje voor geschiedenis en oudheidkunde van Leiden en omstreken (Leiden, 1963), pp. 
50-60. 

50. P. C. Molhuysen, ed., Bronnen tot de geschiedenis der Leidsche Universiteit (The Hague, 1921), 
V, 462-63. 

51. Carl I)olmetsch, The Recorder and the Flute, in: The Consort XIV (1957), p. 21. 

52. Recorder and AMusic Magazine 11/2 (July 1966), p. 33. 
53. Letter from Carl I)olmetsch to I)avid Lasocki, August 12, 1971. 
54. Schickhardt in Dispute, in: Recorder and Music Magazine 11/3 (Nov. 1966), p. 85. 
55. Six Solos for a Flute and a Bass By Arcangelo Corelli Being The second part of his Fft/i Opera ... 

The whole exactly Transpos'd and made fit for A Flute and A Bass withi the approbation ofseverall 
Eminent Masters. London, Walsh & Hare. Advertised in Post Boy, May 28-30, 1702. See Wil- 
liam C. Smith, A Bibliography of the Musical ibrks Published by John U alsh during the Years 
1695-1720 (London, 1948), p. 27, no. 85. 

56. It is true that Schickhardt did arrange works by Corelli, however, and that is perhaps the 
source of some of the confusion. Jeanne Roger in Amsterdam published ca. 1718-19 an ar- 
rangement by Schickhardt of six concertos for two alto recorders and basso continuo made 
up of movements from Corelli's twelve concerti grossi, Opus 6, and this arrangement was 

pirated by Walsh & Hare in 1720 (see Catalogue of Works, Arrangements, No. 2). Schick- 
hardt's name has also been linked to another arrangement of all of the twelve Corelli con- 
certi grossi, Opus 6 (see Catalogue of Works, D)oubtful Attributions, No. i). 

57. Telcmann, for example, mentions in his autography that after he moved to Hildesheim in 
1698 he was able to hear music at nearby Braunschweig and Hannover, and that through 
his frequent visits to these cities he became well acquainted with the French and Italian sty- 
les. See Johann Mattheson, Gnundlage einer IEhrenpforte (Hamburg, 1740), p. 357. 
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58. Schickhardt's familiarity with Corelli is confirmed by the fact that he published arrange- 
ments for recorder of Corelli's concerti grossi. 

59. The Sonata in tile Baroque Era (Chapel Hill, 1959), p. 285. 
6o. Ibid., p. 297. 
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Catalogue of works 

Abbreviations 

Bouwstenen = Bouwstenen vooreen geschiedenis der toonkunst in de Nederlanden II (Amsterdam, 1971). 
Le Cane = Catalogue des lit'res de musique, imprin'ld 1 AAmsterdam, chez A clichel Charles Le COne. Am- 

sterdam: Le Cbne, 1737. Reproduced in facsimili in Lesure (after p. [ 92 1). 
Lesure = Frangois Lesure, Bibliographie des Mditions imusicales publies par Estienne Roger et A lichel- 

Charles Le C ne (Amsterdami, 1696- I743), Publications de la Socit6d Frangaise de Musicologie, DI)e- 
uxieme Serie, Tome XI I (Paris, 1969). 

Smith = William C. Smith, A Bibiography of the Musical H brks Published 
by)John H als/h during the 

Years 1695-I720 (London, 1948). 
Smith-Humphries = William C. Smith & Charles Humphries, A Bibliography of the Musical bWorks 

Ptiblislhed by the Finn ofjohn [I alsIh during the Years 1712-1766 (London, 1968). 
Warner = Thomas E. Warner, An Annotated Bibliography of H bodtwind Instruction Books, 1600-I830, 

Detroit Studies in Music Bibliography XI (Detroit, 1967). 

B-Bc = Biblioth que du Conservatoire royal de musique, Brussels. 
CH-Zz = Zentralbibliothek, Zurich. 

I)brd-Je = Marien -Gymnasium, Bibliothek,Jever. 
I)brd-Mbs = Bayerische Staatsbibliothek, Munich. 
Dbrd-WD =Graf von Sch6nborn-Wiesentheid, Musiksammlung, Wiesentheid. 

I)brd-W = Herzog August Bibliothek, Wolfenbottel. 
I)ddr-MEIr = Staatliche Museen & Reger-Archiv, Meiningen. 
I)ddr-ROu = Universititsbibliothek, Rostock. 

I)ddr-SW1 = Mecklenburgische Landesbibliothek, Schwerin. 
I)K-Kk = I)et Kongelige Bibliotek, Copenhagen. 
F-PBC = Bibliotheque du Conservatoire de musique, Paris. 
F-PBN = Bibliothbque nationale, Paris. 
GB-Cu = Cambridge University Library. 
GB-CCp = Central Public Library, Cardiff 

GB-I)Rc = Cathedral Library, D)urham. 
GB-Gm = Mitchell Library, Glasgow. 
GB-Lam = Royal Academy of Music Library, London. 
GB-Lbm = British Library (formerly Museum), London. 
N L-I)Hgm = Gemeentemuseum, The Hague. 
S-K = Gymnasie- och Stiftsbiblioteket, Kalmar. 
S-LB = Library of Baron Carl de Geer, Leufsta Bruk. 
S-L = Universitetsbiblioteket, Lund. 
S-Skma = Kungliga Musikaliska Akademiens Bibliotek, Stockholm. 
S-Uu = Universitetsbiblioteket, Uppsala. 
USA-BEu = University of California at Berkeley Music Library. 
USA-CHu = Alderman Library, University of Virginia, Charlottesville, Virginia. 
USA-Rs = Sibley Music Library, Eastman School of Music, Rochester, New York. 
USA-We = Library of Congress, Washington I). C. 
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USA-WGgo = Colonial Williamsburg, Research l)epartment, Williamsburg, Virginia. 

Upper case letters represent major keys (e.g. G = ; major). 
Lower case letters represent minor keys (e.g. g = G minor). 

* = incomplete copy. 

A. Printed Works 

OPus I 
Six (plus one) sonatas for alto recorder and basso continuo. CdebFg(g). 
(a) Amsterdam, Estienne Roger, 1709 (Plate No. [3251). 

Dating Advertised in Amsterdamsclhe Courant, February 23, 1709 (Bouwstenen 23) and in 
London by Roger's agent Isaac Vaillant in The Daily Courant, May 26, 1709 (Le- 
sure 47). 

Extant Copies: Ddr-JE; S-Skma. 

(b) Amsterdam, Estienne Roger, ca. I7o (Plate No. [3251 and with seventh sonata) 

Dating: Roger advertisement of 17Io (Lesure 18). 
Extant Copies: DK-Kk. 

(c) Amsterdam, Mortier, ca. 1709-10. 

I)ating: Lesure 16-i8. 
Extant Copies: I)brd-W. 
Comments: Lacks letter of dedication. 

Modern editions: Of original six sonatas only. ed. F.J. Giesbert. Mainz, Schott, 1957 (Edition Schott 

4092-93). 

Opus 2 

Six (plus one) sonatas for oboe or violin and basso continuo. F d Bb c g e (C). 

(a) Amsterdam, Estienne Roger, 1709 (Plate No. [5781] ). 

I)ating: Advertised in Amsterdamsche Courant, February 23, 1709 (Bouwstenen 23). 
Extant Copies: None. 

(b) Amsterdam, Estienne Roger, ca. 1710 (Plate No [571 and with seventh sonata). 

Dating: Roger advertisement of 1710 (Lesure 18). 
Extant Copies: None. 

(c) Amsterdam, Mortier, ca. 1709-1o. 

IDating: Lesure I6-I8. 
Extant Copies: Dbrd-W. 
Comments: Lacks letter of dedication. 

(d) London, Walsh & Hare, 1717. 

Dlating: Advertised in Post Alan, I)ecember 10-12, 1717 (Smith 532). 

Extant Copies: None. 
(e) Amsterdam, Estienne Roger & Le Clne, 1723 or later (Plate No. 57 and with seventh sonata). 

I)ating: Lesure 28. 
Extant Copies: F-PBN. 
Comments: See also Manuscript Works, Copies No. 8. 
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OPus 3 
Six (plus one) sonatas for alto recorder and basso continuo. C d F a e F (g). 
(a) Amsterdam, Esteinne Roger, 1709 (Plate No. [61). 

Dating: Lesure 47. 
Extant Copies: Dbrd-W; I)ddr-JE. 

(b) Amsterdam, Estienne Roger, ca. 1710 (Plate No. [61] and with seventh sonata). 
Dating: Based on Lesure I8. 
Extant Copies: B-Bb* (recorder part only). 

(c) Amsterdam, Mortier, ca. 1709-10. 
Dating: Lesure I6-i8. 
Extant Copies: Dbrd-W. 

Modern editions: No. 2. Nagel, 1932 (for flute and piano). No. 2. ed. G. Vellekoop. Utrecht, 1947. 
Comments: See also Manuscript Works, Copies No. 8. 

Opus 4 
[Six? ] sonatas for 2 alto recorders and basso continuo. 
(a) Amsterdam, Estienne Roger, 1710 (Plate No. [91]). 

Dating: Advertised in Amnsterdamsche Courant, May 22, I7IO (Lesure 47). See also Le Cene 30. 
Extant Copies: None. 

OPus 5 
Six sonatas for alto recorder, 2 oboes or violins, viola da gamba and basso continuo. C 1) F g c d. 
(a) Amsterdam, Estienne Roger, 170Io (Plate No. [ 421). 

Dating: Advertised in Ansterdamscihe Courant, May 22, I7IO (Lesure 47). 
Extant Copies Dbrd-WD; G B-Lbm; GB-Lam; USA-Wc*. 

(b) London, Walsh & Hare, 1715. 

Dating: Advertised in Post AMan, August 4-6, 1715 (Smith 467). 
Extant Copies: None. 

(c) London, Walsh & Hare, ca. 1722. 
Dating: Smith-Humphries 1336. 
Extant Copies: G B-Lbm. 

(d) London, Walsh, ca. 1730 (Plate No. 436). 
Dating: Smith-Humphries 1337- 
Extant Copies: USA-CHu. 

Modern editions: Nos. I, 3, & 6. ed. Hildemarie Peter. Berlin-Lichterfelde, Lienau, 1962 (A. 1423 K). 
No. 2. ed. Sheila Wiggs. London, Oxford University Press (in process of publication; Musica da 
Camera, No. 39). 

Opus 6 
Six sonatas for 2 alto recorders and basso continuo. d e C F F d. 
(a) Amsterdam, Estienne Roger, 1710 (Plate No. ,[371). 

Dating: Advertised in Amnsterdamschle Courant, May 22, I7IO (Lesure 48). 
Extant Copies: B-Bc. 

Commn nents: See also Manuscript Works, Copies No.5. The sixth piece in this collection is not a sona- 
ta but a set of variations on < La 

Follia., 
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OPus 7 
Twelve sonatas for 2 oboes or violins and basso continuo. d c F I) C G I) C F G g d. 

(a) Amsterdam, Estienne Roger, 1710 (Plate No. [ Io]). 

I)ating: Adversised in A.msterdamsche Courant, May 22, I7IO (Lesure 48). 
Extant Copies: USA-Wc. 

Opus 8 

Six sonatas for violin or oboe and basso continuo. C G Bb c g d. 

(a) Amsterdam, Estienne Roger, 1710 (Plate No. [871). 

I)ating: Advertised in Amsterdamschie Courant, Ala)' 22, I7IO (Lesure 48). 
Extant Copies: USA-Wc; C H-Zz* (basso continuo only). 

Opus 9 
Six sonatas for 2 alto recorders (basso continuo ad libitum). C d F a Bb G. 
(a) Amsterdam, Estienne Roger, ca. I7IO-I2 (Plate No. [541). 

Dating: Lesure 50, 79. 
Extant copies: B-Bc* (lacks recorder I). 

Opus IO 

Six sonatas for 2 oboes or violins or flutes (basso continuo ad libitumt). Bb c F G C g. 
(a) Amsterdam, Estienne Roger, ca. 17Io-I2 (Plate No. [55). 

Dating: Lesure 50, 79. 
Extant Copies: USA-Wc. 

(b) London, Walsh & Hare, I719. 

Dating: Advertised in Post Boy, November 3-5, I719 (Smith 571). 
Extant Copies: None. 

(c) London, Walsh. ca. 1730 (Plate No. 437). 

I)ating: Smith-Humphries 1338- 
Extant Copies: None. 

Comments: See also Manuscript Works, Copies No. 3. 

OPus II 
A collection of minucts for a melody instrument and basso continuo. 

(a) Amsterdam, Estienne Roger, ca. IT7O-I2 (Plate No. [51). 

Dating: Lesure 49, 79. 
Extant Copies: None. 

Comments: Found under the title Recueil de lenuets a uin dessus & Basse continue in the section on 

pieces for flute or oboe or violin and the section on pieces for recorder in Le C ne 16, 27. Also 

found under the title Recueil de A lenwts a tm Hautitois & basse continue in Le Cene 34 and perhaps 

principally intended for oboe. 

OpUs 12 
Recorder Method (Includes 42 Airs for 2 recorders). 

(a) Amsterdam, Estienne Roger, ca. 17IO-I2( 
Plate No. 1[41) 

Dating: Lesure 50, 80. 
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Extant Copies: S-L. 
(b) Amsterdam, Estienne Roger & Le Cine, 1723 or later (Plate No. 4). 

Dating: Lesure 28. 
Extant Copies: GB-Lbm* (lacks Recorder II). 

Comments: See David Lasocki, A Newly Rediscovered Tutor, in: American Recorder IX,/I(Winter 
1968), pp. 18-19. Warner 55. 

Opus 13 
Six concertos for 2 Violins, 2 oboes or violins and basso continuo. C F I) G a C. 
(a) Amsterdam, Estienne Roger, ca. 17IO-I2 (Plate No. [II]). 

Dating: Lesure So, 8o. 
Extant Copies: GB-Lam; F-PBN; CH-Zz; Dbrd-Mbs*. 

Opus 14 
Six sonates for alto recorder, oboe or violin, viola da gamba and basso continuo. g C G c d Bb. 
(a) Amsterdam, Estienne Roger, ca. 17I0-12 (Plate No. [84]). 

Dating: Lesure 5o, 80. 
Extant Copies: G B-Lbm; CH -Zz; GB-Lainm* (lacks basso continuo). 

Modern editions: No. 6. ed. Hildemarie Peter. Berlin -Lichterfelde, Lienau, 1962 ( A. 1422 K). 

OPus 15 
Oboe Method (includes Airs for 2 oboes). 
(a) Amsterdam, Estienne Roger ca. 171O-12 (Plate No. [911). 

Dating: Lesure 50o, 8o. 
Extant Copies: None. 

Comments: Listed in Roger catalogue of 1712 (Lesure So) and Le Cine catalogue of 1737 (Le Crne 
35). Warner 64- 

Opus 16 
Twelve sonatas for 2 alto recorders and basso continuo. d C F Bb g F c a G e Bb C. 
(a) Amsterdam, Estienne Roger, ca. 17IO-12 (Plate No. [i5 ). 

I)ating: Lesure 50o, 8o. 
Extant Copies: B-Bc; S-LB. 

Modern editions: No. 
lo. 

ed. Hugo Ruf Mainz, Schott, 1966 (Edition Schott 5594). 
Comments: See also Manuscript Works, Copies No. 2, No. 4 and No. 5. 

OPus 17 
Twelve sonatas for alto recorder and basso continuo. G d a C Bb C g F g F fa. 
(a) Amsterdam, Estienne Roger, ca. 1712-15 (Plate No. [ 189). 

Dating: Lesure 8o. 
Extant Copies: I)K-Kk. 

(b) London, Walsh & Hare, ca. 1721. 

I)ating: Smith 616. 
Extant Copies: GB-Lbm; GB-Cu. 

(c) London, Walsh, ca. 1730 (Plate No. Io4). 
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I)ating: Smith -Humphries 1339. 
Extant Copies: None. 

Modern editions: Nos. 2, 3, & 7. ed.Jorgen Glode. Celle, Moeck, 1966 (Edition Moeck 108I, 1082, & 
1083). No. ii. ed. David Lasocki. New York, American Recorder Society/ Galaxy (in process of 

publication). No. 12. ed. Hugo Ruf Mainz, Schott, 1967 (Edition Schott 5595). 
Comments: See also Manuscript Works, Copies No. 8. 

OPUS 18/I 
A collection of Airs for alto recorder. 

(a) Amsterdam, Estienne Roger, ca. 1712-15 (Plate No. [1921). 
Dating: Lesure 8o. 
Extant Copies: None. 
Comments: Title in Le Cene 28. 

OPus 18/2 
A collection of 146 Airs for alto recorder. 

(a) Amsterdam,Jeanne Roger, ca. 1716-21 [1718-19?] (Plate No. 468). 
I)ating: Lesure [911] 
Extant Copies: F-PBC. 

Opus 19 
Six concertos for 4 alto recorders and basso continuo. C d G F e c. 

(a) Amsterdam, Estienne Roger, ca. 1713-15 (Plate No. [3471). 
Dating: Lesure 80. 
Extant Copies: F-PBC (Recorder I has attached sticker of Le Clerc, Paris); NL-I)Hgm* 

(Recorder I only); I)ddr-ME Ir* (Recorder III only). 
(b) London, Walsh & Hare, 1719. 

Dating. Advertised in Post AMan, May 28-30, 1719 (Smith 567). 
Extant Copies: USA -Wc* (Recorder I I and basso continuo only). 

(c) Amsterdam, Estienne Roger & Le Cene, 1723 or later (Plate No. 347). 
Dating: Lesure 28. 
Extant Copies: F-PBN. 

(d) London, Walsh, ca. 1730 (Plate No. 93). 
Dating: Smith-Humphries 1334- 
Extant Copies: None. 

Modern editions: ed. Richard Valentin Knab. Kassel, Barenreiter, 1968-1971 (Hortus Musicus 192 & 

193 [formerly issued in 1938 and 1949 as BA 1285 & 1286]). 

Opus 20/I 
Six sonatas for flute or oboe or violin and basso continuo. e G I) a C G. 

(a) Amsterdam, Estienne Roger, 1715 (Plate No. [3591). 
Dating: Advertised in Post Mlan, October I, 1715 (Lesure 52). 
Extant Copies: B-Bc; G B-CICp. 

(b) London, Walsh & Hare, I718. 
D)ating: Adversied in Post Boy, August 7-9, I718 (Smith 542). 

50 



Extant Copies: GB-Lbnm; USA-WGco. 

(c) London, Walsh, ca. 1730 (Plate No. 438). 

I)ating: Smith-Humphries 1335- 
Extant Copies: G B-Lbm; USA-B Eu. 

Opus 20/2 
Six sonatas for flute or oboe or violin and baso continuo. e a F C I) G. 

(a) Amsterdam, Le C&ne, ca. 1723? (Plate No. 480!). 

I)ating: Lesure 1911 
Extant Copies: B-Bc; USA-Rs. 

Comments: The Le Cene plate number is probably erroneous, since his plate numbers begin with 
No. 496. 

OPUS 21 
Airs spirituels des Lutlhbiens for 2 alto recorders and basso continuo. 

(a) Amsterdam, Estienne Roger, 1715 (Plate No. [360 ]). 

Dating. Advertised in Post Alan, October I, 1715 (Lesure 52). 
Extant Copies: None. 

Comments: Title in Le Cene 32. 

OPUS 22 

Six sonatas for 2 alto recorders, oboe and basso continuo. F DI c G d a. 

(a) Amsterdam, Jeanne Roger, ca. 1716-21 [ 1717-18? ] (Plate No. 445). 

Dating: Lesure [911 
Extant copies: S-LB. 

Modern editions: ed. David Lasocki. London, Musica Rara, 1975 (MR 1835-40). 

OPUS 23 
Twelve sonatas for alto recorder and basso continuo. e C F d G g c g a D e A. 

(a) Amsterdam, Jeanne Roger, ca. 1716-21 [I719-20?] (Plate No. 478). 

D)ating. Lesure [911 
Extant Copies: F-PBC. 

Modern editions: No. 2. ed. Henri Bouillard. Mainz, Schott, n.d. (Edition Schott 16o09). 

OpUs 24 
Six sonatas for alto recorder and basso continuo. 

(a) Amsterdam, Le Cene, ca. 1723-24 (Plate No. Soo). 
I)ating: Lesure [ 911, Le CGne 28. 
Extant Copies: None. 

OpUs 25 
Six sonatas for violin and basso continuo. 

(a) Amsterdam, Le C&ne, ca. 1723-24 (Plate No. Soi). 
I)ating: Lesure [911, Le C&ne 28. 

Extant Copies: None. 
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OPUS 26 

Six sonatas for 2 alto recorders. 

(a) Amsterdam, Le Chne, 1727 (Plate No. 535). 
Dating: Lesure [ 9 ], Le Cene 37. 
Extant Copies: None. 

Comments: Title given in Le Clne 37 as: Six Sonate a deux flutes Traversidres apropnrides por la flute 
a bec sans Basse .. 

Opus 30 
Twenty - four sonatas for flute or violin or alto recorder and basso continuo. 
A a Bb bb B b Cc D)b c D d Eb eb/d # E eF fF # f # G g Ab g # (plus alternatives). 
(a) London, Schickhardt, ca. 1735. 

I)ating British Museum Catalogue. 
Extant Copies: G B-Lbm. 

Modern editions: ed. Frans Braggen and Walter Bergmann. Tokyo, Zen-On (in process of publi- 
cation). 

Miscellaneous 

I. The Compleat Tutor to the Hautboy (London: Walsh & Hare, ca. 1715) 
[Warner 46] contains: 

Ariet by Mr. Schickhard (p. 14) 
March by Mr. Schickhard (p. 14) 
Jigg by Mr. Schickhard (p. g9) 
Sebell by Mr. Schickhard (p. 23) 
Jigg by Mr. Schickhard (p. 28) 

Extant Copies: GB-Lbm. 

2. The (Complete Flute Alaster ... (London, Bennett, ca. 176o) [ Warner 98 contains: 
Jigg by Mr. Schickhard (p. 36). 

Extant Copies: USA-Wc. 

3. Airs for 2 alto recorders by Gasparo Visconti, 2nd edition (augmented by several pieces, by 
Schickhardt. 
(a) Amsterdam, Estienne Roger, 17Io (Plate No. 13371). 
Dating. Advertised in Anmsterdamsc/ie C(ourant, May 8, 1710 (Bouwstenen 26). 
Extant Copies: None. 

Comments: Title in Bouwstenen 26 and Lesure 50o. Ist edition: A collection ofairespuirposely made and 

contriv'd for two flutes, being intirely new compos'd b), Se4nr. Gasperini (London, Walsh & Hare, 

1703) (see Smith 127). 

Arrangements 

i. Twelve sonatas for 2 violins and basso continuo, Opus I, by Giovanni Battista Tibaldi, arranged 
by Schickhardt for 2 also recorders and basso continuo. 
(a) Amsterdam, Jeanne Roger, ca. 1716-2I [1719-20?] (Plate No. 483). 
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I)ating. Lesure [ 91], Le Ce'ne 30. 
Extant Copies: None. 

Coumments: Original version, Amsterdam, Estienne Roger, ca. 1703 -04 (Plate No. [ 741) (Lesure 82). 

2. Six concertos for 2 alto recorders and basso continuo, arranged by Schickhardt from the Con- 
certi Grossi, Opus 6, by Arcangelo Corelli. 
(a) Amsterdam,Jeanne Roger, ca. 1716-21 I718 -I9? ] (Plate No. 457). 

Dating. 
Lesure 19I ], Le Cnle 32. 

Extant Copies: None. 

(b) London, Walsh & Hare, 1720. 

Dating. 
Advertised in Post Boy, May 10-12, 1720 (Smith 58o). 

Extant Copies: G B-Lbm. 
(c) London, Walsh, ca. 1730 (Plate No. 480). 

Dating. Smith-Humphries 410. 
Extant Copies: None. 

Modern editions: No. 2. Celle, Moeck (Edition Moeck 1038). 
Comments: Each of the six concertos is made up ofan assortment of movements taken from ten of 

the twelve Corelli concertos (not Nos. VII or XI). 

B. Manuscript Works 

Autographs 

I. Concerto in g for alto recorder with 2 oboes, 2 violins, viola, violoncello, bass and basso conti- 
nuo. 

S-Uu (i hs. 58:5). 
Modern edition: ed.Johannes Brinckmann & Wilhelm Mohr. Heidelberg, Moller, 1963 (WM 1298 

SM). 
Comments: For alto recorder, although the editors ofthe modern edition say that it is certainly in- 

tended for transverse flute.,> 

2. Suite in F for violin, 2 oboes & 2 alto recorders with 2 violins, viola,violoncello, bass and basso 
continuo. 
S-Uu (i hs. 58:6). 

Comments: The suite, perhaps intended as Tafehnusik, is an unusual conglomeration ofmovements 
for the orchestra, in some of which the violin or oboes have obligato parts, and movements for I 
or 2 alto recorders and basso continuo. The third section (Allegro) ofthe seventh movement is the 
same as the fifth movement ofNo. 6 ofthe set of trio sonatas for 2 alto recorders and basso conti- 
nuo in I)ddr-SWI (see Copies No. 7). 

Copies 
i. One page only ofa violin part 

of, 
Schickhards concerto 

I•, 
in C major, containing the last mo- 

vemnent and the end of the next-to-last mnovement (in D major). 
GB-I)Rc (M. 157). 
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2. A collection in S-K containing. 
a. A <Sonata de Monr: Schicard> in d for a melody instrument (alto recorder?) and basso 

continuo. Not identifiable with opera i, 2, 3, 8, 17, 20/1-2, or 23. 
b. The first three movements of Opus 16 No. 5 for 2 alto recorders and basso continuo. 
c. The basso continuo part (lacking figures) ofOpus I No. 5 for alto recorder and basso conti- 

nuo. 

3 Opus Io No. 1 for 2 violins and basso continuo. 
GB-Lbm (Add. 34074 f I18-i9, Add. 34075 

f. 
I8-i9, Add. 34076 ff 15-16). 

Comments: Augustus Hughes-Hughes, Catalogue of Manuscript 
,A 

lusic in the British Museum 
(London, British Museum, I909), III, p. 169, also lists two sonatas for 2 violins and basso con- 
tinuo in Bb and F (Add. 34074, 34075, 

f. 
IIb, 12b), perhaps identifiable with Opus io 

No.7 and Opus Io No.9. 

4. All twelve sonatas of Opus 16 for 2 alto recorders and basso continuo. S-L (Saml. Engelhart 
692). 

5. Opus 16 Nos. I-n for 2 alto recorders and basso continuo and Opus 6 Nos. I-5 for 2 alto recor- 
ders and basso continuo. 
S-L (Saml. Engelhart 459 a-c, 7-22). 

6. A sonata for alto recorder and basso continuo and a sonata for violin and basso continuo. 
Dddr-ROu (Mus. saec. XVII 42 3, 4). 
Comments: Reported lost since 1965. Letter from D)r. Schmelzer to I)avid Lasocki,June 4,1971. 

7. Six trio sonatas for 2 alto recorders and basso continuo. F C g d G F. 

Dddr-SWl (Mus. 4878). 
Comments: Not identifiable with opera 6, 7, 9, Io, or 16. Perhaps Opus 4, which is not extant in 

printed form? 
Modern editions: ed. F.J.Giesbert. Nagel, 1935 (EN 508). 
No. I. ed. Erwin Schaller Vienna, I)oblinger, 1958. (Guitarre Kammermusik 15; I), 9754 d). 
No. 6. ed. Erich Katz. New York, Hargail Music Press, 1945 (H 32). 

8. The recorder part only of 6 sonatas for alto recorder and basso continuo. I)brd-W (Cod. Guelf 
298, 

f. 
1-3Ir). 

Nos. I-6 = Opus 3 Nos. I-6. 
No. 7 = unidentified 
No.8 = Opus 3 No.7 
No. 9 = Opus 17 No. 4 
No. Io= Opus 8 No. 2 (but in Bb) 
No. n =Opus 8 No.4 (but in d) 
No. 12= Opus 2 No. I (but in G) 
No. 13 = Opus 2 No. 2 (but in g) 
No. 14 = Opus 2 No. 3 (but in G) 
No.15 = Opus 2 No. 6 (but in g) 
No. 16 = Opus 17 No. 6. 
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C. Doubtful Attributions 

I. Corelli's XII Concertos Transpos'djor Flutes, 'iz. a Ftifit, a Sixth, a Consort and I iice Flute;1 'lie 
proper Flute being namt'd to each Concerto; and so adapted to the Parts that they pertrnm in Consort 

withi the I iolins and other Instnrients l'hrolughoutit; the U hole being the first of this Kind yet Publish'd. 
(a) London, Walsh & Hare, 1725. 

Dating: Advertised in Dail), Post, I)ecember 22, 1725 (Smith-Humphries 408). 
Extant Copies: GB-Lbm*; NL-I)Hgm*. 

(b) London, Walsh, ca. 1730 (Plate No. 89). 

I)ating: Smith -Humphries 409. 
Extant Copies: G B -Gm*. 

Comments: Attributed to Schickhardt by SirJohn Hawkins: 
< Robert Woodcock, a famous performer on the flute[ recorder i, composed twelve concer- 
tos, so contrived, as that flutes of various sizes, having the parts transpos'd, might play in con- 
cert with the other instruments... When the flute was an instrument in vogue this was a very 
common practice. Corelli's concertos had been in like manner fitted for flutes by Schickard 
of Hamburgh, a great performer on, and composer for, that 

instrument., 
(Hawkins, op. cit., 

p.826.) 
There is no other evidence that this arrangement was made by Schickhardt, and since the 
work was not published by Roger or his successors in Amsterdam, the attribution to Schick- 
hardt is doubtful. 

2. Six sonatas for alto recorder and basso continuo: ((Solo flute a bec I)el Sigr. Schickard.> 
D)ddr-ROu (Mus. saec. XVI 142 5). 
Modern edition: ed. F.J.Giesbert. Mainz, Schott, 1936 (Edition Schott 2432 a/b). 
Comments: Identical with the Opus I ofJohann Ernst Galliard (London, Cross, 1171; Amster- 
dam, Jeanne Roger, ca. 1717; etc.). Stylistically quite unlike Schickhardt's writing. 
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