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Introduction

The Theater auf der Wieden and Iis
Repertory

During the 1780s several new theaters opened in Vienna,
attracting audiences for German stage productions, par-
ticularly musical theater. By the time the imperial
Kérntnertortheater closed in February of 1788, theaters in
the Wieden and Leopoldstadt districts were mounting
increasingly popular productions. Soon theaters in the
Josephstadt (1788) and Landstrasse (1790) districts would
experience similar success. These were more or less inde-
pendent theaters, with impresarios that specialized in
particular trademark productions, often featuring a par-
ticular star performer in a characteristic comic role.

The Wieden today is located just across the “Ring”
from Vienna’s Staatsoper. In 1790 it was more of a village
than a suburb, housing tradesmen, workers, actors, and
servants who lived in its cheap housing and endured its
unsanitary conditions. The largest structure in the
Wieden was an irregularly shaped complex of residences
and businesses called the Starhembergische Freihaus,
named for its owners (the Starhemberg family) and its
tax-free status. The Theater auf der Wieden, a rectangular
brick building of three stories located in the rear of the
main courtyard of the Freihaus, was built in 1787 (the
stage today would be located at Operngasse 23). With its
divided parterre and two galleries, the Wiednertheater
probably seated well over 500 spectators in 1790, and its
audiences included the nobility as well as the more pros-
perous members of the working classes. Emanuel
Schikaneder’s librettos for the theater specify a mechani-
cal stage with three trap doors, movable flats and back-
drops, and devices to accommodate flying machines,
storms, sea battles, and similar effects. Contemporaries
noted a high standard for musical performance.!

By the time Schikaneder became the director of the
theater in 1789, the repertory already included substan-
tial German operas by Karl Ditters von Dittersdorf and
Wolfgang Amadé Mozart. Mozart’s sister-in-law Josepha
Hofer [née Weber] was already the prima donna under
the direction of the theater’s previous director, Johann
Friedel. Schikaneder initiated a new direction for the
company, producing a series of light comic operas and
fairy-tale singspiels based on the writing of Christoph
Martin Wieland. To accommodate the pressing schedule
of new singspiels, he employed a team approach to the
composition of the music. He brought several virtuoso
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singers with him from Regensburg, specifically Benedikt
Schack and Franz Xaver Gerl, the original Tamino and
Sarastro. To improve the quality of the performances,
the theater hired some of best musicians from the
Kérntnertortheater,? along with a young and gifted
kapellmeister, Johann Baptist Henneberg.

The “house writers” included Schikaneder, his wife
Eleonore,? and Karl Ludwig Giesecke. The house com-
posers were Henneberg, Schack, and Gerl. From the first
Giesecke translated librettos from German, French, and
Italian. Schikaneder recycled his earlier works and wrote
sequels both to his operas and to those of others. He had
the music of Pietro Guglielmi, Nicolas Daraylac, and
Peter Winter refashioned for these translations, and he
commissioned new music by composers like Franz
Teyber, Johann Schenk, Johann Baptist Lasser, and
Dittersdorf. His most successful singspiels until Die
Zauberflote were the series Die zween Anton oder Der
dumme Girtner aus dem Gebirge, modeled on French comic
opera. The first of these became one of the most widely
performed singspiels of the 1790s. A copper engraving
from 1790 shows the cast (figure 1),* the future principals
in both Der Stein der Weisen and Die Zauberflote. Although
Schikaneder staged many different kinds of plays and
operas, his greatest success would be in the realm of
fairy-tale singspiel. These pieces were also modeled on
French comic opera, with its characteristic alternation
of choruses, arias, ensembles, and instrumental pieces
with spoken dialogue. And like his comic operas,
Schikaneder’s fairy-tale singspiels were written in a
series that recycled both textual and musical materials.
Wiednertheater singspiels were staged in virtually all of
Europe’s German theaters; the most successful were even
translated into Italian, Czech, Hungarian, and other lan-
guages. It can be argued that these singspiels played an
essential role in developing the genre into an interna-
tional idiom, one that became translated rather than one
that was the result of translation.

Collaborative Opera and Der Stein der Weisen

Collaborative opera is as old as opera itself. The first
Italian court operas were collaborations, and this
approach continued during the eighteenth century in the
theaters of Paris, London, and Vienna. The Wiedner-
theater under the direction of Emanuel Schikaneder



Figure 1. Allmanach fiir Theaterfreunde auf das Jahr 1791,
no. 2: “O Anton du bist mein” from Die zween Anton
(act 2, scene 21). Barbara Gerl (Liesel), unknown actor and
character in profile, Josefa Hofer (Gréfin Josepha), Johann
Nouseul (Graf von Dorn), Benedikt Schack (Anton
Redlich), Franz Gerl (Redlich), Emanuel Schikaneder
(Anton, in profile), Jacob Haibel (Graf Fritz von Dorn).
Courtesy of the Wiener Stadt- und Landesbibliothek.

often utilized a team approach to composition, and this
continued even when Schikaneder moved his company
to the newly constructed Theater an der Wien. This situ-
ation was first discussed in 1794, in an anonymous
Viennese article:

With the six parts of The Two Antons, or The Dumb Gardener,
each of which has its own title, with the The Fool’s Cap, or The
Dervish, and with The Philosopher’s Stone, several individuals
composed the music at the same time. One works on these
operettas like one builds a house, and it cannot be denied
that this is the very best manner when an opera must be cre-
ated quickly.>

Schikaneder began crediting his composer teams in 1791.
He continued to use collaborative composition: for
example, in 1797 he announced his new opera, Babilons
Piremiden, with music by Johann Mederitsch and Peter
Winter, noting that two composers wrote the music
because of a lack of time.

Schikaneder’s heroic-comic opera Der Stein der Weisen
oder Die Zauberinsel (The Philosopher’s Stone, or The
Enchanted Island; premiere: 11 September 1790) was his
first full-scale fairy-tale singspiel written and produced
after his success with Karl Giesecke’s adaptation of
Sophie Seyler’s Oberon, Kinig der Elfen (7 November
1789), with music by Paul Wranitzky. Oberon was based
on Wieland’s fairy-tale epic. In the interim Schikaneder
produced a magic comedy with music called Die schine
Islinderin oder Der Mufti von Samarkanda (22 April 1790).6
Der Stein der Weisen followed several months later, and
the premiere of his “Lust- und Zauberspiel,” Der
wohltitige Derwisch oder Die Schellenkappe, came less than
half a year after that. The following summer, Ludwig
Herzog von Steiermark oder Sarmiits Feuerbir was staged
(3 August 1791).7 One month later Schikaneder pre-
miered the fourth singspiel in the series based on
Wieland's fairy tales, Die Zauberflite.

Just one year after Der Stein der Weisen, the same play-
wright, singers, and actors created nearly parallel roles in
Die Zauberflote. Schack (Astromonte) sang Tamino, Gerl
(Eutifronte) Sarastro, Urban Schikaneder (Sadik) the first
priest, Johann Michael Kistler (Nadir) the second priest,
Anna Gottlieb (Nadine) Pamina, Emanuel Schikaneder
(Lubano) Papageno, and Barbara Gerl (Lubanara)
Papagena. The same kapellmeister, Henneberg, led the
orchestra from the piano. The surprising number of tex-
tual and musical parallels between these two operas (and
with the next fairy-tale opera in the series, Der wohltitige
Derwisch) establishes an intimate link in this series of
fairy-tale operas. The parallels also provide an important
insight into Mozart’s use of pre-existing musical materi-
als and his interest in fairy-tale opera well over a year
before Die Zauberflite.

Dexter Edge has demonstrated that the Hamburg
manuscript score of Der Stein der Weisen was created in
Vienna in the mid-1790s by a circle of copyists associated
with the Wiednertheater.8 One of the copyists, the actor
and singer Kaspar WeiB, attributes specific pieces to
Henneberg, as well as to Schack and Gerl. Schikaneder is
also named as a composer, along with Wolfgang
Amadeus Mozart. The collaborative nature of the opera
is suggested by the variety in score order, instrument
names, and expressive markings. An anomaly regarding
Sadik’s role may also have resulted from the team
approach: in the introduction of act 1 (attributed to
Henneberg) Sadik is a tenor, yet in his only other appear-
ance, the act 1 finale (melodies attributed to Schikaneder,
orchestration attributed to Henneberg), Sadik is a bass.

The Composers of Der Stein der Weisen

While Kaspar Weif’s attributions in the Hamburg manu-
script of Der Stein der Weisen have no corroborating
sources, they are written in the hand of a central figure in
the theater who acted as Schikaneder’s agent, producing
and selling scores of Wiednertheater operas. The attribu-
tions (listed in table 1) are strengthened by the fact
that Weifs indicated five composers who were active in
the Wiednertheater during this brief period of time



TABLE 1
Attributions in the Hamburg Copy
of Der Stein der Weisen (D-Hs)

Act1

Ouverture Henneberg
No. 1. Introduction Henneberg
No. 2. Aria Henneberg
No. 3. Aria Henneberg
No. 4. Chorus Schack
No. 5. Duetto Gerl

No. 6. Recitativ und Aria Gerl

No. 7. Chorus Henneberg
No. 8. Aria Henneberg
No. 9. Recitativ und Aria Schack

No. 10. Finale, mm. 1-315 melodies by Schikaneder,

orchestration by Henneberg*

mm. 316-478  unattributed [Henneberg]"
mm. 479-end Henneberg
ACT 2
Ouverture unattributed
No. 1. Chorus Henneberg
No. 2. Aria Henneberg
No. 3. Marsch unattributed
No. 4. Duetto Mozart
No. b. Aria unattributed
No. 6. Aria Gerl
No. 7. Chorus Schack
[No. 8. Aria] not in D-Hs; unattributed in
the Frankfurt score*
No. 9. Aria Schikaneder
No. 10. Finale, mm. 1-77 Mozart
mm. 78-261 unattributed
mm. 262-324 Mozart
mm. 325-632 unattributed
mm. 633-end Schack

*“Henneberg instrumentirt [sic] das Gesang von
Schikaneder.”

TThe material in measures 316-478 should be attributed
to Henneberg as well, since it is mostly a repetition of act 1,
no. 7.

*See the critical report for more information on the
source for this aria.

(1790-91), and Weifs correctly indicated the one attribu-
tion (at least as a collaborator) that can be verified, that of
Mozart’s duet K. 625/592a. '

Weif§ indicates that Henneberg had the most substan-
tial role in composing the opera. Ignaz von Seyfried’s
description of performances in the 1790s suggests that
Henneberg was a key figure in the orchestra and one
of the reasons for the high quality of its music.?
Johann Baptist Henneberg (born Henneberger in Vienna,
5 December 1768) began his musical career at an early
age, succeeding his father as organist at the Schottenstift.
By 1790 the twenty-one-year-old Henneberg was the
kapellmeister at the Wiednertheater, supervising the
rehearsals of Die Zauberflote when Mozart was in Prague,
then conducting the opera from the third performance.
He continued as kapellmeister (along with Ignaz von
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Seyfried) at the new Theater an der Wien in 1801. He
composed a number of successful operas for Schikaneder,
such as Die Waldminner (1793) and Konrad Langbart von
Friedburg oder Der Burggeist (1799), and he arranged piano
scores of several successful singspiels by other com-
posers. Henneberg left Vienna in 1804 to join the
Esterhdzy court at Eisenstadt. He returned to Vienna in
1814 to work at the Kirche am Hof and he died in the
imperial city on 26 November 1822. Besides opera, he
composed sacred and secular vocal music, chamber
music, dances, and other instrumental music.

Franz Xaver Gerl, baptised in Andorf on 30 November
1764, was a leading German bass singer, as well as a
skilled actor and composer. He wrote music for the
Wiednertheater productions, collaborating with Schack
and Henneberg. In Schikaneder’s Regensburg company
he had been the first bass in singspiels, and he played ser-
vants and secondary roles in comedies and tragedies.
Gerl had also distinguished himself as Osmin in Mozart's
Die Entfiihrung aus dem Serail.’® Friedrich Ludwig
Schroder praised his singing when he heard him in a per-
formance of Oberon in 1790.11 Mozart wrote the aria “Per
questo bella mano” (K. 612) for Gerl and Friedrich
Pischelberger, the double bassist at the Wiednertheater.
He also created the role of Sarastro in Die Zauberflote for
Gerl. According to a report attributed to Benedikt
Schack,'2 Gerl and Schack sang parts of Mozart's Requiem
with the composer sometime shortly before his death.
The emperor Leopold II sought to employ Gerl at the
Burgtheater to sing the role of the High Priest and the
ghost in La vendetta di Nino (December 1793-February
1794).13

Gerl and his wife Barbara (the first Lubanara and
Papagena) left Vienna in 1793 for Brno, then settled in
Mannheim in 1802 to sing at the Hoftheater. One of Gerl’s
later operas was staged at the Wiednertheater, Die
Maskerade oder Liebe macht alle Stinde gleich (1797). He
died in Mannheim on 9 March 1827. Little of his music
has survived.

The gifted Bohemian tenor Benedikt Schack was bap-
tised in Mirotitz on 7 February 1758. Leopold Mozart
(1786) and Friedrich Ludwig Schréder (1790) praised his
singing, as did surviving contemporary reports.'4 His
acting ability was said to have been less effective than his
singing, and Schroder wrote of his suburban style of
declamation and heavy Austrian accent. In Regensburg
he was the first tenor in singspiels, and he played ser-
vants and secondary roles in comedies and tragedies.15

Like Gerl, Schack was a skilled composer, writing
most of his operas for traveling troupes and for the
Wiednertheater. Many of his Viennese works were col-
laborations with Gerl and Henneberg. His most ambi-
tious opera was Der Fall ist noch weit seltener oder Die
geplagten Eheminner (1790), a sequel to Martin y Soler’s
Una cosa rara. He wrote at least one comic opera for the
Wiednertheater after he left the company, Die beiden
Nannerln oder Das Chinesische-Feuerwerk zu Ehren der
Nannerln (26 July 1794). He seems to have been Mozart’s
close friend and student, and there are reports of his col-
laboration with Mozart, including the statements of



Mozart’s widow, Constanze. The Hamburg score of Der
Stein der Weisen (1790) gives evidence of that collabora-
tion. Mozart created the role of Tamino for Schack.

Schack and his wife Elizabeth left Vienna in 1793 and
moved to Graz, eventually settling in Munich in 1796 as
a respected singer and prolific composer of church music.
He died in Munich on 10 December 1826. A lengthy bio-
graphical essay on Schack appears in Felix Joseph
Lipowsky’s Baierisches Musik-Lexikon of 1811.16 His obitu-
ary in the Allgemeine musikalische Zeitung also provides
important information, including the fact that he lived in
the same building as Mozart for a time.1”

Emanuel Schikaneder was born in Straubing on
1 September 1751. The actor, singer, impresario, play-
wright, librettist, and composer wrote the text and music
for his first singspiel, Die Lyranten oder Das lustige Elend,
in Innsbruck (1775). He first directed a theater com-
pany in Augsburg in 1778, and he met the Mozarts in
Salzburg in 1780. He performed frequently in Vienna
during the 1780s and was a member of the emperor’s
Nationaltheater for almost a year (1785-86). In February
1787 he took over the direction of the court theater at
Regensburg, and when Johann Friedel died in March
1789, Schikaneder and his wife took over the direction of
the Wiednertheater. He enjoyed unparalleled success at
the theater, creating a repertory of singspiels and plays
that would endure through the first half of the nineteenth
century. This success led to the construction of a new the-
ater of imposing size, the Theater an der Wien (13 June
1801). The early nineteenth century was a period of
decline for Schikaneder, and he left Vienna in 1806 to
direct Brno’s Nationaltheater. He returned to Vienna in
1809, but failed to achieve any of his former success. His
failing mental health prevented him from assuming an
appointment as theater director in Budapest, and he died
in Vienna on 21 September 1812.

Besides Die Lyranten, Schikaneder composed the music
for Das Urianische Schloss (Salzburg, 1786, and Theater
in der Leopoldstadt, November 1787). According to
accounts from the nineteenth century, he was regularly
involved in the music of his theatrical productions. In
1829 reports began to surface that Schikaneder had first
sung the melodies for his own arias and the duet “Bei
Mannern, welche Liebe fithlen” to Mozart.18 In 1834
Schikaneder’s nephew, Johann Karl, wrote that his uncle
indeed sang Papageno’s melodies to Mozart “in part,”
suggesting that this was more of a collaborative process
where Schikaneder offered general melodic ideas that
Mozart would develop and complete later.?9 Weify’s attri-
bution for the beginning of the first finale in Der Stein der
Weisen suggests this practice: “Henneberg instrumentirt
[sic] das Gesang von Schikaneder.”

Weill's attributions indicate that Mozart composed at
least the act 2 duet and two segments of the second finale.
The evidence for Mozart’s involvement is compelling: a
score of the cat duet from the original performing score,
mostly in Mozart’s handwriting, survives in Paris.20
Mozart’s name appears in the Berlin manuscript copy of
the score (the Frankfurt copy indicates no composers), as
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well as in a contemporary print of the vocal texts (see list
of sources in the critical report). Besides the cat duet,
Weifs attributes two additional segments to Mozart, brief
but skillful duets in the second act finale. The very mod-
esty of the other Mozart attributions argues for their
authenticity: had this been an attempt simply to capital-
ize on Mozart's fame, his name would most likely not
have been confined to such brief episodes so late in the
second act. While we cannot ascertain the precise amount
of Mozart’s share in Der Stein der Weisen, there can be lit-
tle doubt that he contributed to the singspiel, which in
turn influenced Mozart’s fairy-tale masterpiece, Die
Zauberflote.

Synopsis

Act 1 begins in an Arcadian land where the priest Sadik
leads a ceremony to the guardian spirit, Astromonte. The
lovers Nadir (Sadik’s foster son) and Nadine (Sadik’s
daughter) soon appear with their rustic friends, Lubano
and Lubanara, a newlywed couple whose presence dese-
crates a ceremony reserved for virgins. The simple
woodsman Lubano was persuaded by his audacious
bride, who dreams of riding in Astromonte’s flying
machine. Lubano warns her of the dangers of displeas-
ing Astromonte and the terrible subterranean spirit
Eutifronte. But Lubanara has no fear of spirits. Sadik
metes out a mild punishment to them and warns of
terrible consequences if there are future incidents.
Astromonte’s genie then arrives in the flying machine
and presents a cage that contains a magic bird. The bird
will identify the most virtuous and innocent maiden by
its song, and Astromonte then will take her with him.
Sadik and Nadir fear that this will be Nadine.

During a series of comic scenes, Lubano locks his wife
in their hut; she invokes Eutifronte, and the demon
comes and frees her; when the woodsman protests,
Eutifronte takes Lubanara into the abyss. Lubano puts his
head into the abyss and receives a set of antlers, the sign
of cuckoldry. Eutifronte’s hunters are then set upon
Lubano.

Back at the temple, the ceremony starts and each
maiden holds the bird; it remains silent until Nadine
takes it. Astromonte descends in his flying machine and
accepts the offerings of the people. As he is about to leave
he hears the bird singing and sees Nadine. He takes them
both in his wagon and departs. All implore Astromonte
to return Nadine, and Lubano asks for his Lubanara as
well. In the final chorus they decide to sail to the
enchanted island to find Nadine.

Act 2 begins as Eutifronte causes a storm to wreck the
ships. Nadir and Lubano swim ashore; each believes
himself to be the lone survivor. Eutifronte overhears
Nadir dreaming and resolves to use the young man's
anger at Astromonte for his own evil purposes. When
Nadir awakens, Eutifronte introduces himself and nar-
rates his story: Astromonte and he are brothers, the sons
of a great sorcerer who imparted his magic to them. Their
father discovered the greatest of all secrets, the



Philosopher’s Stone. He offered his sons an equal share
of his wealth, but Astromonte, as the first-born, was to
receive the stone. Eutifronte could not accept this, and
their father decided that neither son should have the
stone; he declared it would be given to the most worthy
of their sons. At that time the two brothers loved the
same beautiful princess. She chose Astromonte, and they
had a son. Realizing that this son may someday receive
the Philosopher’s Stone, Eutifronte ordered that the boy
be suffocated. Soon after learning of her child’s disap-
pearance the princess died of grief. To assuage his unhap-

iness, the magician gave Astromonte a magic bird that
would identify the most virtuous maiden. Eutifronte then
tells Nadir that he must murder Astromonte in order to
rescue this maiden, Nadine.

In the next scene, Lubano receives a book from the
genje that tells him to be steadfast, patient, to follow
divine wisdom, and not be led to murder by the devil's
companions, whereupon appear Eutifronte’s dwarfs,
who offer him food if he will follow them. Before he can
do so, Lubanara arrives and swears to her fidelity; she
says that Eutifronte has deceived Nadir, and she intends
to tell Nadir of Eutifronte’s evil plans. Eutifronte over-
hears this, and to prevent her from talking further, he
bewitches her so that she can only meow like a cat.

Lubano and Lubanara then meet up with Nadir, and
all three are led by Eutifronte’s spirits to a subterranean
vault where a magic sword is being forged that can kill
Astromonte. Declaring that this ceremony is only for
men, Eutifronte has his dwarfs take Lubanara to be
killed; the genie arrives and rescues her. After the unholy
ceremony Nadir is given the sword and a magic bow
with lethal arrows; he then sets out to Astromonte’s
palace. When he hears the bird within, Nadir accidentally
kills Nadine with a magic arrow. Armored men appear
bearing the body of Nadine, and the genie comes to take
Nadir away before he is overcome by despair. Eutifronte
imprisons Lubano in a large birdcage; Nadir finds
Lubano and believing this an illusion, he draws his
sword to kill his friend. Suddenly Astromonte appears
disguised as an old man holding the bird. He asks for
Eutifronte’s sword, promising that the bird will return
Nadine to him, along with Sadik and all his companions
he believed were dead. He reveals Nadir’s true identity
as Astromonte’s son, who was saved after Eutifronte’s
companions threw him into the sea. Eutifronte appears
and tries to persuade Nadir that Astromonte is the
enemy, but Nadir presents the sword to the old man. He
is awarded the Philosopher’s Stone, and Nadine enters as
Astromonte removes his disguise. Eutifronte curses them
and sinks with his spirits down into the abyss. The scene
is then transformed into a splendid temple, and all are
reunited as they sing of the marriage of Nadir and
Nadine.

Der Stein der Weisen and Die Zauberflote

While the title of Schikaneder’s libretto was taken
directly from Wieland's fairy tale, the plot and characters
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are based on several Dschinnistan stories (as was the case
with Die Zauberflite).2! Schikaneder drew the plot and
characters from “Nadir und Nadine,” the first story in the
collection, based on Claude Paujon’s “L'enchanteur ou la
bague de puissance.”22 The magician Astromonte
("Astramond” in Dschinnistan), the leader Sadik
(Nadine’s father and Nadir’s foster father), the cloud
chariot, magic ring, magic sword, magic bird, and
the pastoral setting were all derived from this tale. In
the original story the villain is Astramond’s evil
brother, Neraor. In the singspiel this name is changed
to Eutifronte, a variant of Euthyfron, which was taken
from another Dschinnistan story, “Timander und
Melissa.”

Schikaneder reduced the narration of the fairy tale
and added the comic low-born characters Lubano and
Lubanara. Schikaneder also alloyed elements from a stan-
dard commedia dell’arte plot involving a shipwreck on a
magic island. Der Stein der Weisen has a surprising num-
ber of similarities in structure and language to Die
Zauberflote, suggesting that the earlier singspiel was the
model for Mozart’s opera. Both text and musical materi-
als were recycled in Die Zauberflote, where one finds a
contrasting pair of lovers, a seemingly evil magician who
kidnaps the young princess but turns out to be good in
the end, comic ensembles for a character that cannot
speak, a scene where an ensemble of women fight over
who is the most innocent, a rescue from suicide, and long
flute solos.

Der Stein der Weisen also provided a direct model for
the music of Die Zauberflote. Table 2 shows how both
operas have a similar two-act structure with an introduc-
tion, large-scale episodic finales, and similar arias and
ensembles. Both present a “romantic” mixture of solemn,
comic, magic, and love scenes. Both have musical
segments for the working of the mechanical stage and
for magic episodes. Both operas have an aria for
Schikaneder’s comic character after the introduction and
shortly before the act 2 finale. Both operas have male cho-
ruses late in act 2, as well as an aria for Anna Gottlieb’s
despairing characters (Nadine and Pamina). But Die
Zauberflote is a more polished text, with more refined
poetic conventions (e.g., the sonnet for Tamino’s aria,
“Dies Bildnis ist bezaubernd schén”).

As for the musical similarities between Der Stein der
Weisen and Die Zauberflite, one finds traditional super-
natural devices in both operas, for example, enchanted
march music, magical wind ensembles, and the use of
descending octave leaps for magic invocations. The most
striking similarity occurs with the appearance of
Astromonte in the act 1 finale (mm. 506570, attributed to
Henneberg), almost certainly the model for the scene
with the Queen of the Night in act 1. Both scenes begin
with a prelude in syncopated “alla zoppa” rhythms,
music to facilitate the mechanical devices in these scenes;
this leads to an accompanied recitative, followed by a
bipartite aria ending in a B-flat allegro coloratura section.
The complex choral scene in act 1 (no. 4, attributed to
Schack) has a segment where four maidens argue over



TABLE 2
Comparison of the Structures of Der Stein der Weisen and Die Zauberflote

Der Stein der Weisen Die Zauberflote
Act 1
Overture Overture
Introduction Introduction
Aria (Lubano) Aria (Papageno)

Aria (Lubanara)

Comic Duet (Lubanara/Lubano)
Chorus with soloist (Genie), quartet
Recitative and Aria (Eutifronte)
Hunting chorus with solo (Lubano)
Aria (Nadine)

Recitative and Aria (Nadir, Astromonte)
Finale

/

Aria (Tamino)

Recitative and Aria (K6nigin)

Quintet

Trio (Monostatos /Pamina/Papageno)
Duet (Papageno/Pamina)

Finale

Act 2

Overture (Storm music)
Chorus with solo (Eutifronte)
Aria (Lubano)

March

Comic Duet (Lubano/Lubanara)
Aria (Eutifronte)

Aria (Nadir)

Chorus (Men’s)

Aria (Lubano)

Aria (Nadine)

Finale

/

Priest’s March

Aria with Chorus (Sarastro)
Duet (Two priests)

Quintet

Aria (Monostatos)

Aria (Konigin)

Aria (Sarastro)

Trio (drei Knaben)

Aria (Pamina)

Chorus (Men’s)

Trio (Pamina/Sarastro/Tamino)
Aria (Papageno)

Finale

the bird, much like the three ladies in the introduction to
Die Zauberflote. Both scenes have imitation, stretto,
sequences, and dramatic climaxes, although Schack’s
music is more modest than that of Mozart. Of particular
interest are the direct musical citations in Die Zauberflite
from Stein der Weisen.23 For example, the music for
Lubano’s exclamations at the end of the first finale cer-
tainly inspired Papageno’s “O wir’ ich eine Maus, wie
wollt ich mich verstecken” in the first finale of Die
Zauberflite, with its similar sonority, orchestration, and
pitch contour. Also we find a phrase from Gerl’s act 1
duet in Der Stein der Weisen appearing in the act 1 quintet
of Die Zauberflote. At the end of this quintet (mm. 230-37)
Mozart also quotes one of Henneberg’s children’s
songs.24

There are differences as well. Unlike Die Zauberflite,
Der Stein der Weisen has scene complexes recalling those
in Gluck’s serious operas, along with comic arias in the
Italian style. Der Stein der Weisen includes coloratura arias
for the two tenor roles, but there are no coloratura
soprano arias because Josepha Hofer, later the Queen of

the Night, was on maternity leave. The score also has
more references to traditional supernatural operatic con-
ventions than Die Zauberflite. When the genie descends
from the sky (act 1, no. 4), a pair of flutes doubles the ele-
gant, conjunct melody in parallel thirds, a convention
dating back at least to Lully. Astromonte’s appearance
from the clouds is also announced with the flutes in
thirds, but this time they are set to the same syncopated
thythm that Mozart would employ for the supernatural
entrance of the Queen of the Night. Die Zauberflite has
fewer choral pieces than Der Stein der Weisen, and
Mozart’s arias for Papageno are simpler and more
straightforward than the arias for Lubano in Der Stein der
Weisen 25

Premiere, Revivals, and Reception

Der Stein der Weisen enjoyed a relatively long period of
popularity, at least twenty-four years. A poster announc-

-ing the premiere on 11 September 1790 survives in the
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archive of the Gesellschaft der Musikfreunde in Vienna



Figure 2. Theater poster, Der Stein der Weisen. Courtesy of
the Gesellschaft der Musikfreunde, Vienna.

(see figure 2). After the first run at the Theater auf der
Wieden, the work was revived there frequently.26 The
opera was repeatedly mounted in Brno (1794-97) and
Prague (1795-96, first in German and then Czech), where
it was clearly a success.?” Companies also staged the
opera in Frankfurt (1795-96), Graz (1796),28 Linz
(1797-98), Preflburg (today Bratislava, 1798), and
Hermannstadt (today Sibiu, Romania, 1798).2° The
Schantroch theater troupe performed the opera in Triest
in June of 1799,%0 and then in Laibach (today Lubjiana)
the following September.3! The Albrecht company staged
it as well at Altona’s Nationaltheater in August of 1800.32
There was a run of performances in 1802: a songbook
from that production is preserved in Regensburg. An
additional contemporary songbook that attributes the
music to Mozart survives in the Bavarian State Library in
Munich, but no date or location of the performance is
indicated. The Georg Wilhelm company staged the opera
in Oedenburg (today Sopron, Hungary) in 1804, the same
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Figure 3. Allmanach fiir Theaterfreunde auf das Jahr 1791,
frontispiece: Der Stein der Weisen, act 1, scene 14. Emanuel
Schikaneder (Lubano). Courtesy of the Wiener Stadt- und
Landesbibliothek.

year that Schikaneder revived Der Stein der Weisen when
he returned to Vienna as the director of the Theater an der
Wien. The last known performance of the opera took
place in Linz on 28 February 1814.33

While no reviews of Wiednertheater performances of
Der Stein der Weisen have survived, the evidence suggests
that the opera was highly successful. Shortly after the
premiere, Lorenz Lausch’s music shop advertised vocal
numbers in the local newspaper. Schikaneder printed
texts of six vocal numbers, along with three copper
engravings of staged scenes (see figures 3-5), in the
Allmanach fiir Theaterfreunde. Four independent commen-
tators discussing the revival of the opera at the Theater
an der Wien (1804) recalled that it had been a favorite
with the public in past years.34 A reviewer of the Altona
production (1800) praised the music as: “rich in ideas,
true-to-life in its characterization, and diverse in its
expression. The ear will often be gently flattered, the
songs are extremely pleasing, and both finales have an
abundance of ceremonial solemnity.”35



Figure 4. Allmanach fiir Theaterfreunde auf das Jahr 1791,
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no. 11: “He! schwarzer Kerl!” from Der Stein der Weisen
(act 1, scene 14). Emanuel Schikaneder (Lubano), Barbara
Gerl (Lubanara), Franz Gerl (Eutifronte). Courtesy of the
Wiener Stadt- und Landesbibliothek.

Figure 5. Allmanach fiir Theaterfreunde, no. 12: “Fort in die
Abgriinde der Holle” from Der Stein der Weisen (act 2,
scene 15). Anna Schikaneder (Genius), Barbara Gerl

(Lubanara). Courtesy of the Wiener Stadt- und
Landesbibliothek.

Notes

1. Ignaz von Seyfried, in “Skizze meines Lebens.
Theilnehmenden Freunden zum Andenken gereicht [1824-41].
Am 24 Aug. 1841 erhalten Tobias Haslinger” (Vienna,
Universitdt flir Musik und darstellende Kunst, Bibliothek,
I. N. 36561), p. 16, praises the uncommon skill with which the
operas were executed and describes performances in the early
1790s. For details, see David Buch, “Die Hauskomponisten am
Theater auf der Wieden in der Zeit Mozarts (1789-1791),” Acta
Mozartiana 48 (2001): 75-81.

2. These included the wviolinist and concertmaster
(Musikdirektor) Joseph Suche, the violinist Karl Menzel, the cel-
list Franz Deabis, the bassist Felix Stadler, and the flautist Anton
Dreissig. I wish to thank Theodore Albrecht for this informa-
tion, which he gleaned from printed and manuscript lists of
performers in both theaters.
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3. An anouncement appears on a playbill dated 2 August
1791 (today in Vienna, Gesellschaft der Musikfreunde, Archiv)
for the Schauspiel, Ernst Rudiger, Graf von Starhemberg:
“Tomorrow we have the honor to perform Ludwig Herzog von
Steyermarkt, oder Samits Feuerbir, an entirely new play in acts
after an old folktale arranged by Mad. Eleonore Schikaneder”
(Morgan haben wir die Ehre aufzuftthren: Ludwig Herzog von
Steyermarkt, oder Samits Feuerbir. Ein ganz neues Schauspiel in
Akten nach einem alten Volkmérchen bearbeitet von Mad.
Eleonore Schikaneder). No one seems to have noticed this
announcement or assessed its significance. Eleonore may have
helped her husband in adapting his fairy-tale singspiels.

4. A set of thirteen copper engravings by Ignaz Albrecht of
Wiednertheater performances are found in the Allmanach fiir
Theaterfreunde auf das Jahr 1791 (Vienna, Wiener Stadt- und



Landesbibliothek, Druckschriftensammlung, G83479). Three of
these engravings show scenes from the original production of
Der Stein der Weisen (see figures 3-5). These engravings and the
Allmanach are the subject of David Buch, “Newly-identified
Engravings of Scenes from Emanuel Schikaneder’s Theater auf
der Wieden 1789-1790 in the Allmanach fiir Theaterfreunde
(1791),” in Theater am Hof und fiir das Volk. Beitrige zur
vergleichenden Theater- und Kulturgeschichte. Festschrift fiir
Otto G. Schindler zum 60. Geburtstag, ed. Brigitte Marschall
(Vienna: Bohlau, 2002), 343-69.

5. “Bey den sechs Theilen der beyden Anton oder des dum-
men Gértners, die jeder fiir sich einen besondern Titel fiihren,
bey den der Schellenkappe oder dem Derwisch, und bey dem
Stein der Weisen componirten mehrere zugleich, man arbeitete
an diesen Operetten wie an einem Hause, und es ist nicht zu
laugnen, dass diese Manier die allerbeste ist, wenn eine Oper
bald zu Stande gebracht seyn soll.” “Ueber den Stand der
Musik in Wien,” Wiener Theater Almanach (1794), 188.

6. There is no known surviving text or music for this three-
act Zauberkomddie “mit Gesang.” Only a poster from
21 July 1791, with a listing of the cast, is preserved in Vienna,
Wiener Stadt- und Landesbibliothek, Druckschriftensammlung,
77250 C. The cast included most of the same singers in Der Stein
der Weisen, in parallel roles: Benedikt Schack was cast as the
Prince, Johann Joseph Nouseul as the Mufti, Franz Xaver Gerl
as a sorcerer, Anna Gottlieb as the sorcerer’s daughter Palanka,
Emanuel Schikaneder as the servant Sammo, and Josepha Hofer
as the first sultaness.

7. Sarmits Feuerbir was first published in Emmanuel
Schikaneder, S@mmtliche theatralische Werke, 2 vols. (Vienna and
Leipzig, 1792), 2:5-119, and it is claimed to be based on an “altes
Volksmirchen.” Egon Komorzynski, in Emanuel Schikaneder
(1901; rev., Vienna: L. Doblinger, 1951), 356, claims it was writ-
ten in 1781 but provides no evidence for that claim. The theater
poster from 2 August 1791 (Vienna, Gesellschaft der
Musikfreunde, Archiv) states that Eleonore Schikaneder
“arranged” the play from a folktale. Here a powerful wiseman
and magician named Sarmaét reads the future with a magic mir-
ror and employs magic fire, a magic wand, a magic hammer,
and a magic musical instrument (Schalmeye) to help a virtuous
prince return to his throne. With its “geharnischte Ménner,” the
play has a tone, an array of characters, and dialogues very close
to Schikaneder’s fairy-tale operas.

8. Dexter Edge first identified the Viennese origin of this
manuscript and Weif}'s role in a personal communication dated
2 July 1997, then in his “Der Stein der Weisen and the Copy
Shop of the Theater auf der Wieden” (paper, annual meeting
of the American Musicological Society, Boston, Mass.,
31 October 1998). He augments this material in “Mozart’s
Viennese Copyists” (Ph.D. diss., University of Southern
California, 2001), chap. 10. Further evidence for Weif’s role in
copying and attributing the pieces is provided in David Buch,
“Der Stein der Weisen, Mozart, and Collaborative Singspiels at
Emanuel Schikaneder’s Theater auf der Wieden,” in Mozart
Jahrbuch 2000 (Kassel: Barenreiter, 2002), 89-124.

9. The Wiednertheater singspiel Die schlaue Naneite, per-
formed on 21 February 1789, reportedly suffered from a poor
quality of ensemble, owing to the lack of a kapellmeister: “Von
seinem Gesange 148t sich noch nicht viel sagen; er kam selten
mit dem Orchester tiberein; wovon die Schuld zum Theil auch
an diesem liegen mochte; weil ihm noch ein Kapellmeister
mangelt.” Kritisches Theater-Journal von Wien, quar. 2, no. 5
(5 March 1789), 85-87; cited in Otto Erich Deutsch, Die
Freihausthedter auf der Wieden 1787-1801, 2nd ed. (Vienna and
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