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EDITORIAL PRINCIPLES 

 

The New Mozart Edition (NMA) provides for research 
purposes a music text based on impeccable scholarship 
applied to all available sources – principally Mozart’s 
autographs – while at the same time serving the needs 
of practising musicians. The NMA appears in 10 Series 
subdivided into 35 Work Groups: 
 
I:  Sacred Vocal Works (1–4) 
II:  Theatrical Works (5–7) 
III:  Songs, Part-Songs, Canons (8–10) 
IV:  Orchestral Works (11–13) 
V:  Concertos (14–15) 
VI:  Church Sonatas (16) 
VII:  Large Solo Instrument Ensembles (17–18) 
VIII:  Chamber Music (19–23) 
IX:  Keyboard Music (24–27) 
X:  Supplement (28–35) 
 
 For every volume of music a Critical 
Commentary (Kritischer Bericht) in German is 
available, in which the source situation, variant 
readings or Mozart’s corrections are presented and all 
other special problems discussed.  
  Within the volumes and Work Groups the 
completed works appear in their order of composition. 
Sketches, draughts and fragments are placed in an 
Appendix at the end of the relevant volume. Sketches 
etc. which cannot be assigned to a particular work, but 
only to a genre or group of works, generally appear in 
chronological order at the end of the final volume of 
the relevant Work Group. Where an identification 
regarding genre is not possible, the sketches etc. are 
published in Series X, Supplement (Work Group 30: 
Studies, Sketches, Draughts, Fragments, Various). Lost 
compositions are mentioned in the relevant Critical 
Commentary in German. Works of doubtful 
authenticity appear in Series X (Work Group 29). 
Works which are almost certainly spurious have not 
been included.  
  Of the various versions of a work or part of 
a work, that version has generally been chosen as the 
basis for editing which is regarded as final and 
definitive. Previous or alternative forms are reproduced 
in the Appendix.  
  The NMA uses the numbering of the 
Köchel Catalogue (KV); those numberings which differ 
in the third and expanded edition (KV3 or KV3a) are 
given in brackets; occasional differing numberings in 
the sixth edition (KV6) are indicated.  
  With the exception of work titles, entries in 
the score margin, dates of composition and the 

footnotes, all additions and completions in the music 
volumes are indicated, for which the following scheme 
applies: letters (words, dynamic markings, tr signs and 
numbers in italics; principal notes, accidentals before 
principal notes, dashes, dots, fermatas, ornaments and 
smaller rests (half notes, quarters, etc.) in small print; 
slurs and crescendo marks in broken lines; grace and 
ornamental notes in square brackets. An exception to 
the rule for numbers is the case of those grouping 
triplets, sextuplets, etc. together, which are always in 
italics, those added editorially in smaller print. Whole 
measure rests missing in the source have been 
completed tacitly.  
  The title of each work as well as the 
specification in italics of the instruments and voices at 
the beginning of each piece have been normalised, the 
disposition of the score follows today’s practice. The 
wording of the original titles and score disposition are 
provided in the Critical Commentary in German. The 
original notation for transposing instruments has been 
retained. C-clefs used in the sources have been replaced 
by modern clefs. Mozart always notated singly 
occurring sixteenth, thirty-second notes etc. crossed-
through, (i.e.   instead of ); the notation 
therefore does not distinguish between long or short 
realisations. The NMA generally renders these in the 

modern notation  etc.; if a grace note of this 
kind should be interpreted as ″short″ an additional 
indication ″ ″ is given over the relevant grace note. 
Missing slurs at grace notes or grace note groups as 
well as articulation signs on ornamental notes have 
generally been added without comment. Dynamic 
markings are rendered in the modern form, e.g. f and p 
instead of for: and pia:  
  The texts of vocal works have been 
adjusted following modern orthography. The realisation 
of the bass continuo, in small print, is as a rule only 
provided for secco recitatives. For any editorial 
departures from these guidelines refer to the relevant 
Foreword and to the Critical Commentary in German.  
  A comprehensive representation of the 
editorial guidelines for the NMA (3rd version, 1962) 
has been published in Editionsrichtlinien musikalischer 
Denkmäler und Gesamtausgaben [Editorial Guidelines 
for Musical Heritage and Complete Editions]. 
Commissioned by the Gesellschaft für Forschung and 
edited by Georg von Dadelsen, Kassel etc., 1963, pp. 
99-129. Offprints of this as well as the Bericht über die 
Mitarbeitertagung und Kassel, 29. – 30. 1981, 
published privately in 1984, can be obtained from the 
Editorial Board of the NMA.           The Editorial Board 
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Foreword1 
 
 Apollo and Hyacinth2 is Mozart’s earliest 
operatic work. Composition and performance took 
place in the year 1767 during the boy’s stay of not even 
one year in Salzburg, between the child-wonder’s 
"world tour" (1763−1766) and the second journey to 
Vienna (1767−1769). On 29 November 17663 Leopold 
Mozart returned with his family to their chosen home 
Salzburg after an absence of four and a half years. 
When, despite the unparalled renown achieved 
particularly by Wolfgang during this musical tour, he 
wrote from Munich on 15 November to his friend and 
landlord Lorenz Hagenauer, "You yourself also know 
how much my children, especially the little Wolfgang, 
have to learn"4, it is then not surprising that the 
following months of peaceful life at home were largely 
used to fill out the inevitable gaps in Wolfgang’s 
musical training5. But at the same time a high priority 
was to let the boy continue along the creative path into 
the public eye that had opened up during the great tour; 
in particular, their home town should see for itself that 
neither the accounts of his child’s triumphs sent back 
by Leopold nor the other reports on the subject which 
had reached Salzburg from various sources were 
exaggerated6. So if Wolfgang, immediately after his 
homecoming, took a prominent place in the musical life 
of the city on the Salzach, one can equally detect in this 
the good will of his employer, perhaps even his pride in 
having a talent like Wolfgang on his court payroll, as 
well as the carefully guiding hand of the deputy 
director of music at the Archbishop’s court, preparing 
his son’s artistic path with plans and an unerring aim, 
quick to exploit every opportunity offered to further 
him in the opinion of the public.  
 Only one week after arriving in Salzburg, on the 
Feast of the Immaculate Conception of Mary (8 
December) and in the Cathedral, Wolfgang had "a 
Symphonia performed, on such a high feastday, which 
earned not only applause from all the court musicians 

                                                           
1 For the index of sources and literature consulted see p. XXII. 
2 Regarding the title cf. p. IX. 
3 This date was first incontrovertibly established in 1957, when H. 
Klein published excerpts from the diary of P. Beda Hübner, a 
religious in St. Peter’s monastery in Salzburg and nephew of the 
abbot at that time, P. Beda Seeauer (Kl 175ff.). Assertions in 
previous literature are without exception erroneous or imprecise.  
4 Schdm. IV, 261. 
5 Cf. the notebook with exercises in counterpoint preserved in the 
Salzburger Mozartarchiv. A/I, 99f. 
6 Beda Hübner writes in his diary for 29 November 1766 that "in 
the past two or three years nothing has been more often written 
about in the newspapers than the wonderful art of the Mozart 
children." (Kl 175). 

but also great astonishment."7 Hardly 14 days later, on 
21 December, Wolfgang had the chance to speak, as is 
well-known, at a performance in the Archbishop’s 
court theatre8 on the anniversary of the consecration of 
Archbishop Sigismund, considered one of the major 
Salzburg festivals.9 After the Comoedia Itala "Il 
cavaliere di spirito", an Italian theatre group presented 
the opera buffa "Li tre gobbi rivali"; the "Licenza", the 
customary closing musical homage, was composed by 
Mozart, comprising Recitative and Tenor Aria Orchè il 
dover KV 36 (33i). Similarly, when the Salzburg 
Court’s own forces presented G. Sarti’s Vologeso for 
Archbishop Sigismund’s birthday on 1 March 176710, it 
is said that Mozart provided as Licenza the Recitative 
and Soprano Aria "Sol nascente" KV 70 (61c).11  
 In the meantime however, Wolfgang was 
clearly occupied with a new commission. With Ash 
Wednesday (4 March 1767)12, Lent had started and 
with it ended the virtually daily13 theatre activity at the 
Archbishop’s court since 26 February. On 12 March 
there was then "after the bells for evening prayer at 
court in the so-called Rittersaal (Chivalric Hall) an 
oratorio with music by five persons, namely three 
female14 and two male voices, Herr Meisner and Herr 

                                                           
7 Beda Hübner in his diary for 8 December 1766 (Kl 178). H. 
Klein supposes (Kl 178 Footnote 15) that this refers to one of the 
three church sonatas KV 67−69 (41h−k). If this is right, the dating 
of at least one of these would have to be placed earlier. But M. 
Dounias in the Critical Report to Vol. VI/16 of the NMA, p. i/4, 
based on H. Dennerlein’s remarks (Zur Problematik von Mozarts 
Kirchensonaten, Mozart-Jb. 1953, 95ff.), stands firm on the dating 
1772 and quotes E. F. Schmid’s opinion that during High Mass on 
8 December 1766 in Salzburg Cathedral "probably a complete 
symphony by the then ten-year-old" was performed. It is not within 
the scope of this foreword to decide the question definitively.  
8 Cf. A/I, 100, particularly footnote 2 with the description from the 
court diary according to Pirckmayer. For Beda Hübner’s note see 
Kl 180. See there also note 25, Abbot P. Beda Seeauer’s remark in 
the abbey diary; he also attended the performance.  
9 Beda Hübner in his diary on 21 December 1766 (Kl 180): "dies 
honoris unus ex primariis." 
10 Beda Hübner describes the work under 1 March 1767 (Kl 182). 
"a magnificent masterwork of music and singers, who were indeed 
entirely our own people, and court musicians of the Archbishop".  
11 According to H. Klein (Kl 182, footnote 34), relying on O. E. 
Deutsch.  If he is right, then this Mozart composition, "which 
Einstein had hypothesised as dating from 28 February 1769" must 
also be back-dated by two years.  
12 The indication "2nd March" (Kl 181, footnote 29), is – as 
Director Dr. Klein informs us – a printing error.  
13 Beda Hübner for 16 February 1767 (Kl 181): "From this 
Monday on until Ash Wednesday, comedies will be played daily at 
court, alternating between German and Italian; for there are two 
groups of players here." 
14 Known to have been the Court Singers Maria Anna Fesemayr, 
Maria Magdalena Lipp, later wife of Michael Haydn, and Marie 
Anna Braunhofer. 



New Mozart Edition                                                                               II/5/1                                                              Apollo and Hyacinth 

International Mozart Foundation, Online Publications  VIII 

 

Spitzeder [...]15 The music was composed by Wolfgang 
Mozart, a boy aged 10.16  It is known to have been a 
performance of the setting commissioned from Mozart 
of the  first part of the Schuldigkeit des ersten und 
fürnehmsten Gebots [Duty of the First and Highest 
Commandment]. A repeat of this performance took 
place on 2 April.17 Wolfgang probably appeared as a 
virtuoso on 29 March in the Court Concert marking the 
visit of the then Austrian Imperial Ambassador to 
Spain, Prince Franz de Paula Gundaccar I Colloredo, a 
brother of  Sigismund’s later successor, Hieronymus 
Colloredo, who was, as we know, the last employer 
Mozart had in Salzburg. On this occasion, "all 
virtuosos from around here, not few in number and not 
bad ones at all, were all called on to perform."18  
 Once again, before three weeks had passed, 
Wolfgang came before the Salzburg public with a new 
work. It was probably for a church performance on 
Good Friday that the Grabmusik (Burial Music) KV 42 
                                                           
15 The Court Singers Joseph Meißner and Anton Franz Spitzeder. 
16 Cf. Kl 182 for 12 March 1767 and footnote 38. The 
Gymnasialprotokoll (Grammar School Record), a manuscript in 
the Salzburg Studienbibliothek written by the then Prefect 
(director) of the University Grammar School, P. Placidus Scharl – 
on whom cf. above all P. Magnus Sattler, Ein Mönchsleben aus 
der zweiten Hälfte des 18, Jahrhunderts (Regensburg 1868) – 
recorded, as is well-known, this performance, (see Hammerle p. 6 
and afterwards A/I, 102, footnote 2). To what extent, if at all, the 
librettist of the oratorio, Ignaz Anton Weiser – cf. on the latter Kl 
171ff. – who had had personal connections with the Mozart family 
for decades (see Kl 174, esp. footnote 30), was perhaps also 
involved in commissioning Mozart with the composition of the 
first part is not known. The possibility cannot be dismissed.  
17 A/I, 102, footnote 2 after Hammerle1 7. The performance of the 
2nd part with music by Michael Haydn took place, according to 
Beda Hübner’s diary (Kl 182) on 19 March, also in the Rittersaal.  
If Beda Hübner does not record the performance of the 3rd part 
(with music by K. Adlgasser), as Klein (Kl, footnote 39), the 
possibility should be mentioned that it may have taken place a 
week later on 26 March; he records a repeat performance of the 1st 
part on the following Thursday, 2 April; correspondingly, the 
oratorio performances would have been on Thursdays, and it 
would have been strange to repeat the 1st part before a complete 
perfomance of the whole work had been put on the programme. 
Whether these performances of the oratorio were staged or not will 
not be investigated here. Without wishing to anticipate the Critical 
Report of the new edition of the oratorio, it suffices here to 
mention that one of the best scholars of Salzburg cultural history, 
Landesarchivdirektor Dr. Herbert Klein, agrees that the 
presentation was purely a concert. Alone on technical grounds, the 
Theatersaal (Theatre hall) above the Rittersaal would without 
doubt have been more suitable; in addition, theatrical presentation 
in Lent would not have been consistent with the strictly religious 
character of Archbishop Sigismund. The scene directions in the 
word book often served in the case of oratorios only as orientation 
for the audience, who in the absence of a narrator needed an aid of 
this kind. Cf. A. Schering, Geschichte des Oratoriums, 128. 
18 Diary of Beda Hübner (Kl 183). H. Klein (op.cit., footnote 42) 
also considers the appearance of the Mozart children in this 
occasion as certain. See there other performers probably involved.  

(35a), whose performance in the Cathedral (?) before 
the specially erected "Holy Sepulchre" should probably 
be placed on 17 April 1767.19  
 While the boy Mozart’s public appearances had 
up till now been in the service of the Archbishop’s 
Court, Salzburg University now approached the young 
artist with a commission of great honour. The personal 
contact probably arose via father Leopold, whose 
pupils attended the University Grammar School in the 
Kapellhaus, the objective circumstance was the great 
role played by theatre and music in the educational 
institutions and academic activities of the Benedictines. 
Even as a child, Wolfgang himself had already come 
into personal contact with the University Theatre, 
taking part at the age of five in the performances of the 
end-of-term comedy Sigismundus, rex Hungariae (Text 
by Jakob Anton Wimmer, music by J. Ernst Eberlin) as 
one of the "Salii". These large-scale performances by 
the whole school (Musae Benedictinae) took place 
every year at the close of the school year at the end of 
August or the beginning of September. In addition, 
there were theatre performances by pupils during the 
school year, put on by individual classes.20 From the 
"Rudimentistae" up to the "Rhetores", one finds all 
years represented.21  
 This time the performance was by the 
Syntaxists, the third year of the grammar school,22 
performed "ex voto",23 possibily in fulfillment of an 
unknown promise. P. Rufinus Widl,24 who was in that 

                                                           
19 Cf. on this also F. Giegling in the Critical Report to NMA Vol. 
I/4/4, d/4. 
20 For the designations of these, see my studies on the Gerl family 
in: Mozart-Jahrbuch 1955 and 1957, as well as Acta Mozartiana II 
(1955), Heft 3/4. 
21 Cf. on this the compendium of Eberlin’s school plays in Haas p. 
12ff. 
22 A/I, 110 defines the Syntaxists as "second highest class of 
studies in humanities". But after the Syntaxists there still followed 
the "Poetae" and the "Rhetores". 
23 Gymnasialprotokoll (Grammar School Record), Hammerle 7, 
A/I, 110, footnote 3. 
24 Rufinus Widl – the name "Wildl", Sch. 192 und 826, should be 
corrected – was, according to the Grammar School Record and 
Collectaneen-Blätter zur Geschichte der ehemaligen Benediktiner-
Universität Salzburg (Kempten 1890) 478, – a Benedictine of the 
Abbey Seeon and was born on 26 September 1731 in Frauenwörth 
in Chiemsee. He taught philosophical subjects for some years in 
Freising and was called to Salzburg as Grammar School Professor 
in 1763. In Autumn of the same year he took over the 
Rudimentisten class and accompanied his pupils until the Syntax 
which he then kept until 1767. From 1768 till 1770, he was 
Professor of Philosophy in Salzburg. After finishing his 
philosophical career he became Prior in Seeon. He died as as 
parish priest in Obing by Seeon on 12 March 1798. Widl was also 
the author of scientific publications and wrote: Prima (Secunda . . 
, Tertia . . ) mentis humanae actio theoretice et practice expensa, 
Salzburg, 1769, as well as Epitome psychologiae empirice et 
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year in charge of the Syntaxist class, had written for 
this event a tragedy in Latin, Clementia Croesi. In 
keeping with the performance practice of school 
theatre, he drew up a second dramatic action, to be set 
to music, as an intermezzo for this principal and spoken 
work. This intermezzo was a reworking of the story of 
myth of Apollo and Hyacinth.  
 The commission for the music for this pupils’ 
performance, i.e. the setting of the secondary drama, 
was awarded to Mozart. Leopold Mozart entered the 
work in his personally written index of the early works 
of his son25 under the title "Music to a Latin comedy for 
the University at Salzburg. For 5 singing persons." 
Whether the success of the boy up till now in the 
musical life of Salzburg was the only reason for 
entrusting him with this work, or whether his father’s 
personal efforts led to it, we do not know. In any case, 
it was a significant further step along Wolfgang’s path 
in the public eye and for the young artist a special 
honour. If the preceding oratorio had united two 
outstanding Salzburg artists in one joint work, the point 
had now come for him to enter, with a completely 
independent work, the ranks of the leading composers 
of the town on the Salzach, whose names appear in 
connection with the school performances in the 
University.26  
 On the Clementia Croesi and the associated 
secondary drama as well as on the manner of their 
presentation there is, as usual, substantial information 
in the libretto,27 published by the Salzburger 
Universitätsbuchdruckerei und -Buchhandlung Joseph 
Mairs Erben. The title page reads:  
CLEMENTIA/CROESI / Tragoedia in sce- / nam data / 
a / Syntaxi / in Universitate Salis- / burgensi / III Idus 
Maii /  / [vignette] / Salisburgi / Typis 
Ioannis Iosephi Mair, Aulicoaca- / demici 
Typogr[aphi] et Bibliop[olae] p[ost] m[ortem] 
Haeredis28.  
 Neither the title page nor the contents of the 
book yield a title for the secondary drama, which is 
consequently through this fact alone relegated to a 
supplementary – though essential – role beside the 
Clementia Croesi. The title of the secondary drama, 
Apollo und Hyacinth, appears for the first time as a 
                                                                                                            
practice expensa, Salzburg, 1770. (Information kindly provided by 
Landesarchivdirektor Dr. Herbert Kleins.) 
25 Verzeichniß alles desjenigen, was dieser 12jährige Knab seit 
seinen 7ten Jahre componiert, und in originali kann aufgezeiget 
werden. Together with Mozart’s own catalogue of his works, 
edited by E. H. Müller von Asow. L. Doblinger, Wien, 1956. 
26 Cf. information on this in Haas und Schn 1. 
27 In the Salzburg Studienbibliothek, 5607 I, 8°, 23 pp. Another 
copy is in the libretto collection in the Stift Kremsmünster (No. 
40). 
28 Cf. the facsimile on p. XXVI. 

later addition in the previously mentioned manuscript 
catalogue kept by Leopold Mozart. This addition29 was 
an entry in the hand of Wolfgang’s sister Nannerl as 
she prepared the catalogue on 4 August 1799 for 
sending to the publisher Breitkopf & Härtel. The title 
Apollo und Hyacinth therefore seems postumous, 
particularly since it is not named in any known sources 
or accounts from the time of the performance. It is in 
fact then simply the musical supplement to the 
performance of the Clementia Croesi30  
 In Salzburg, the addition of music to spoken 
dramas in school stage productions can be traced back 
to the time of the foundation of the Grammar School in 
1617 by Archbishop Marcus Sitticus and of the 
University under Paris Lodron in 1622. C. Schneider 
quotes31 a contemporary account according to which as 
early as 25 October 1618 in the academic Grammar 
School a celebration took place with "a newly 
composed drama or comedy in Latin, Triumphus 
laboris by name, presented by the scholars in a finely 
decked theatre. For this event, a choir of the musicians 
with lively voices was formed, along with the trumpets 
and other musical instruments, which at the opening... 
afterwards between the acts and at the. close... played 
sweetly and triumphantly." In this, there is evidence on 
the one hand of the connection to the tradition of the 
humanist drama with its "Chorus" at the close of each 
act and on the other hand the use of music as an 
introduction, between the acts and as the conclusion of 
the performance.  
 Between this early school event, at the end of 
which "the Praemia Principis liberalitate were allotted 
by Mercury to the most diligent Studiosis in each 
Classibus according to their merits, accompanied by a 
large choir", and the staging of the Clementia Croesi 
lies the long path of an uninterrupted development of 
one-and-a-half centuries with the transformation of the 
isolated closing choruses via individual independent 
scenes to the acts of a drama complete in itself, as we 
have in Apollo und Hyacinth, i.e. the amalgamation of 
spoken drama and opera within the framework of one 
performance. This tradition explains not only the 
various designations of individual acts of the primary 
and secondary dramas still to be found in the word 
books of Clementia Croesi and Apollo und Hyacinth 
but also the alternation of acts from both plays in 

                                                           
29 According to the editor of the catalogue, E. H. Müller v. Asow, 
p. 1 of the introduction.  
30 The separate publication of this intermezzo justifies fully the 
retention of this title, even if it only goes back to Nannerl, but 
nevertheless back to the Mozart family; otherwise it is completely 
suitable. A further justification is the retention of the title Zaide for 
KV 344 in the NMA, which originated from André.  
31 Schn 2, p. 198. 



New Mozart Edition                                                                               II/5/1                                                              Apollo and Hyacinth 

International Mozart Foundation, Online Publications  X 

 

performance. While the acts of the spoken piece are 
described as "Actus" (I to V), the three acts of the 
operatic piece are termed "Prologus", "Chorus I" and 
"Chorus II".  
 The word book for the pupils’ performance on 
13 May 1767 contains, in keeping with its character as 
an aid guiding the listener through the performance, the 
two dramas not as complete works one after the other 
but instead in the order of their alternating presentation, 
i.e. Prologus (Intrada and 1st act of the opera), Acts I 
and II (of the spoken drama), Chorus I (2nd act of the 
opera), Acts III and IV (of the spoken drama), Chorus 
II (3rd act of the opera), Act V (of the spoken drama). 
According to this, the performance opened with the 
beginning of the opera and closed with end of the 
spoken drama. A musical conclusion (Epilogus), as is 
familiar from other pupils’ performances, was not 
provided this time. While the development of the 
Clementia Croesi is presented in the word book only by 
a summary of the contents of the each act  - the 
intelligibility of the text during the recitation of the 
spoken drama was guaranteed anyway, for Apollo und 
Hyacinth, beside a similar summary of contents, the 
entire texts of the recitatives and arias was included, 
obviously to make sure that the sung words could be 
understood.  
 That the spoken drama and the opera belong 
together is in the case of Clementia Croesi and Apollo 
und Hyacinth not only externally expressed by the 
alternation between the pieces but - although hardly 
anyone up till now has drawn attention to it - also 
internally present,32 as a comparison of both plots 
shows.  
 For the Clementia Croesi, the word book offers 
in the usual "Argumentum" primarily a recounting of 
the material according to the sources. This is taken 
from the 1st book of Herodot’s Historiae:  
 
"That mercy is a special ornament of kings is 
confirmed by the example of Croesus, the king of Lydia. 
When Adrast, the son of the Phrygian king Midas, was 
expelled from his native land because of the 
unintentional killing of his brother, Croesus received 
the destitute refugee hospitably and included him 
amongst his favourites. It came to pass that the people 
of Mysia desired that Croesus’ son Atys come and free 
them from a wild boar which was ravaging their land. 
For a long time, Croesus resisted this request, having 
been warned in a dream that Atys would be killed by a 

                                                           
32 In A/I, 110 there is a remark about the general custom of 
combining the spoken drama with a "shorter Latin opera with 
related content"; but there is no investigation of the relationship 
betweeen Clementia Croesi und Apollo und Hyacinth.  

lance. Finally he yielded to the pressing plea and 
granted the help of his son, sending however Adrast as 
his companion with the charge to bring him back in 
good health and uninjured. But, with an unluckily 
thrown spear, the latter transfixed not the beast but 
Atys. Although feeling the deepest grief, Croesus 
graciously received the returning Adrast, who 
remained standing over the corpse of Atys and 
demanded to be punished for his error."33 
 
 That a dramatisation of the dry account given in 
the Argumentum demanded a dramaturgical effort 
verging on the poetic is obvious. A purely external 
expression of this is found in the index of "Personae in 
actione",34 which includes the following roles:  
Croesus, King of Lydia, 
Atys, his son,  
Adrast, son of Midas, at Croesus’ court, 
Olynthus, son of Adrast, 
Mandana, sister of Adrast and betrothed to Atys, 
Megabasus, Hystaspes, Pharnaspes, nobles,  
Datis, Clitander, army commanders,  
Philinto, servant to the priests,  
Dimnus, page to Croesus. 
 
Widl decided that the drama should take place in 
Sardis, capital of Lydia.35 
  
 The course of the action on stage is given in the 
table of contents for the acts as follows: 
1st act: Croesus is busy with preparations for the 
imminent marriage of the returning Atys, but is 
successively terrified by an unfavourable omen and 
then by the tragic news of the killing of his son by 

                                                           
33  "Regum esse proprium Clementiae insigne, suo Croesus Lydiae 
Rex comprobavit exemplo. Is Adrastum (filius hic erat Mydae 
Phrygum Regis) ob coedem Fratri imprudenter illatam patria 
eiectum, rebusque exutum omnibus hospitio exceperat, atque inter 
carissimos semper habuerat. Factum interea, ut feroce Apro 
Mysiam depopulante incolae a Croeso Atyn Filium, qui pessimam 
prosterneret feram, ardenter rogarent. Croesus (in somno utpote 
praemonitus, Atyn cuspide periturum) diu illorum precibus restitit; 
urgentium autem votis tandem annuens Filium concessit, adiuncto 
tamen Adrasto comite, qui salvum et incolumem denno reduceret. 
Verum is emisso infeliciter iaculo non feram, sed Atyn traiecerat. 
Croesus summo exinde adfectus dolore reducem Adrastum super 
Atys cadaver imprudentis erroris subplicium urgentem iterum in 
gratiam recepit. Ita Herodotus Lib. I. Hist." 
34 See the included facsimile, p. XXVI. The names of the actors in 
Clementia Croesi, apparently all Syntaxists, can be ignored here as 
irrelevant. It should be noted, however, that the woman’s role of 
Mandana was entrusted as a matter of course to one of the 
Grammar School pupils.  
35 "Scena figitur in urbe Sardi." 
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Adrast; as the body of his son is brought back, the sight 
of the wound fills him with the deepest grief36.    
2nd act: While the King, moved by grief for his son and 
spurred on by the nobles, tended on the one side to 
punishment, on the other, because of his love for 
Adrast and the pleas of Mandana and Olynthus, to 
mercy, the strongest demands for Adrast’s punishment 
came from Pharnaspes.37  
3rd act: Seeking Adrast’s downfall through treachery 
while Mandana, with Olynthus, tries to rescue her 
brother, Pharnaspes pushes Croesus towards revenge 
by imputing to the son and sister of Adrast vicious 
motives and guilt in the crime committed. In the 
meantime, however, Clitander promises the despairing 
accused his help.38   
4th act: While Pharnaspes rejoices over the success of 
his scheme, the efforts of Mandana with Clitander to 
save her brother from imminent death bring her to the 
verge of exhaustion. But her attempts remain without 
success.39  
5th act: The King is moved by Hystaspes, at least 
partially, to gentler feelings, but is incited to new, 
burning rage by Pharnaspes and Datisa and decides on 
death for sister, son and finally for Adrast. But 
Megabasus informs him in detail of Pharnaspes’ deceit, 
so that he once again offers reconciliation to Adrast, his 
sister and son.40 
 
 Even this sketch of the action given in the word 
book suffices to identify Wildl’s work as one of the 
numerous "Clementia" pieces very popular in school 
drama because of their educational value.41  The freely 

                                                           
36 "Croesus ad instantes redituro Filio nuptias omnia parans 
sinistro inprimis omine, dein infausto Atys ab Adrasto peremti 
nuntio territus, ex reducti Nati vulnere in summum coniicitur 
dolorem." 
37 "Rege partim dolore peremti filii, et Procerum stimulis ad 
vindictam, partim amore erga Adrastum et Mandanae ac Olynti 
precibus ad clementiam propendente, Pharnaspes omnium 
maxime Adrasti subplicium urget." 
38 "Pharnaspes dolo Adrastum perditurus, dum Mandana cum 
Olynto fratrem servare conatur, Croesum, sceleris patrati causa et 
culpa in sororem quoque et filium Adrasti subdole coniecta, ad 
vindictam exagitat: suam interea operam miseris addicente 
Clitandro." 
39 "Pharnaspe de successu doli laeto, Mandana cum Clitandro 
agens Fratrem neci subtrahere fatagit, sed conatu irrito ." 
40 "Rex ab Hystaspe mitior factus, novis autem per Pharnaspem et 
Datim facibus ad iram concitatus Sorori, Filio et ipsi 
deniqueAdrasto mortem decernit; a Megabaso tamen Pharnaspis 
dolume doctus, Adrastum cum Sorore et Nato in gratiam denuo 
recipit." 
41 Cf. e.g. Haas 12ff.: 1749, Cyri, Persarum regis de Astyage 
clemens ultio; 1761, Clementia Cyri; Hammerle 1, 58: Clementia 
Vespasianorum (1764), Schn 1, 40: Clementia Theodosii (1768). 
Cf. also Metastasio’s La clemenza di Tito, on which Mozart’s last 
opera seria was based. 

invented intrigues, plan and counterplan, the ever-
increasing tension, the hindrances set against a solution 
which is as a result deferred until the very end – all 
these serve more to illuminate the contradictory 
feelings of the King before his final decision for rather 
than to illustrate the real events. The piece is essentially 
an illustration of the opening sentence of the 
Argumentum: "Regum esse proprium clementiae 
insigne". 
 Faced with the task of placing a suitable 
secondary drama alongside the Clementia Croesi, 
Wildl selected as material the myth of Apollo and 
Hyacinth. The parallel situation of the accidental 
killing of a friend made it an obvious choice. Thus 
analogous material took its place alongside the 
Clementia Croesi; furthermore, in keeping with the 
predominant practice of the day, two different subject 
areas for school dramas were chosen as sources, in this 
case ancient history and mythology.42 
 The absence in the word book of an 
"argumentum" for the secondary drama has led to the 
erroneous assumption that Wildl’s source for his re-
working of the ancient Spring myth43 was the well-
known version44 in Ovid.45 A critical investigation of 
the available sources46 compared with Wildl’s libretto 
shows however that this is false. This does not mean to 
say that Wildl did not know Ovid’s version of the 
legend, but that important deviations from Ovid in the 
Wildl version with details taken over from other 
traditions enable the latter to be recognised as 
sources.47 The tragic core of the myth, the unintentional 
killing of Hyacinth through an unlucky discus throw by 
Apollo is limited in Ovid to the two persons 
immediately involved. The calamity occurs during a 
competition between Apollo and his favourite, who 
rushes to retrieve the discus as it plunges back to earth 
from the clouds to which Apollo in his playful 
enthusiasm had hurled it. But the discus bounces from 
the ground and strikes Hyacinth fatally in the face.48 
                                                           
42 Abert names (A/1, 109f) the Bible, ancient or modern history, 
more seldom heathen mythology.  
43 See Hunger, article Hyakinthos, but principally article 
Hyakinthos in Pauly-Wissowa. 
44 Metamorphoses, Book 10, 162ff. 
45 Assumed also in Sch 192 ("Bearbeitung von Ovids 
Metamorphose"). 
46 Cf. above all Pauly-Wissowa, art. Hyakinthos. 
47 During my efforts to identify Wildl’s sources, I was privileged 
to enjoy the highly effective support of Prof. Otto Weinreich 
(Tübingen) and Prof. Dr. Herbert Hunger (Wien). I wish to record 
here my debt of thanks to both gentlemen. 
48 Ovid, Metamorph., 10:178 ff. 
"Quem (sc. discum) prius aerias libratum Phoebus in auras 
Misit, et oppositas disjecit pondere nubes. 
Decidet in solidam longo post tempore terram 
Pondus: et exhibuit junctam cum viribus artem. 
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There then follows Apollo’s lament and the famous 
metamorphosis.  
 
 Apollo’s fatal discus throw is already 
encountered in the oldest literary mention of the myth, 
in Euripides’ Helena49. But by the 5th century vase 
painters and the Alexandrine poets preferred to include 
as a new motif the jealousy of the West Wind 
(Zephyrus) in representations of the legend. Zephyrus 
appears as a rival of Apollo in his love for Hyacinth 
and it is he50 who fatally changes the direction of the 
plunging discus because of Hyacinth’s preference for 
Apollo.  
 If Zephyrus appears in Wildl’s libretto as 
nothing less than Apollo’s antagonist, it is then quite 
clear on the one hand that Ovid is not sufficient as 
source, on the other hand that Wildl uses an extended 
version of the legend whose additions, considering the 
depictions of the role of Zephyrus in other known 
ancient sources, cannot be regarded as purely a product 
of his own fantasy. But the only such extensive ancient 
versions of this legend are those of Palaiphatos and of 
Lucian.  
 Palaiphatos, a pupil of Aristotle, wrote around 
the year 300 B.C. a work Περι απιστων, in the 46th 
chapter51 of which he recounts the story of Hyacinth 
thus:  
Hyacinth was a beautiful boy from Amyclae. Both 
Apollon and Zephyrus had an eye on him. Both were 
captivated by his beauty and each competed for him in 
his own way52. Apollo shot with his bow and Zephyrus 
blew. The first had songs and joy at his disposal, the 
second terror and confusion. The youth tended towards 
the god; Zephyrus in his jealousy made ready for 
battle. It then happened that the revenge of Zephyrus 
struck the youth as he was at his gymnastic exercises. It 
was a discus that brought destruction on the latter (the 
boy), slung by the first and turned from its path by the 

                                                                                                            
Protinus imprudens actusque cupidine lusus,  
Tollere Taenarides orbem properabat: at illum  
Dura repercusso subjecit in aera tellus  
In vultus Hyacinthe tuos." 
In Nicander, ther. 906, the discus rebounds from the rock onto 
Hyacinth’s head. 
49 1471ff. In Apollodorus’ Bibliotheca there is also, according to 
Prof. Weinreich, a brief note of Hyacinth’s death without any 
mention of Zephyrusus.  
50 In Pausanias III, 19,5 Boreas (the North Wind) takes the place 
of Zephyrusus. 
51 Edited by Festa in Mythographi Graeci vol. III, fasc. 2, p. 67f. 
The chapters 46 to 52 are – which is irrelevant to Wildl’s use of 
the passage – Byzantine additions, not included in all Palaiphatos 
mss. 
52 Literally: with what they had; i.e. with the means at their 
disposal. 

second. And the youth died. But the earth did not leave 
the incident to oblivion. In place of the youth, the 
flowers sprung up which received his name. And it is 
said that the beginning of his name can be seen written 
on the leaves53.  
 
 In contrast, Lucian in the 14th of his 
Conversations of the Gods, 2nd century B.C., recounts 
a conversation between Hermes and Apollo:  
 
Hermes: Why so gloomy, Apollo? 
Apollo: Oh Hermes, I am so unhappy in love. 
Hermes: That is indeed a burden. But how did you 
become unhappy anew? Or is it still the old story with 
Daphne?  
Apollo: Oh no, I am lamenting my laconic darling, the 
son of Oebalus.  
Hermes: What? Hyacinth? Is he dead then? 
Apollo: Alas.  
Hermes: Is that possible, Apollo? Who could have so 
little regard for beauty as to kill the lovable youth?  
Apollo: Ah, it is my own doing. 
Hermes: Are you mad, Apollo? 
Apollo: Not so; it was a blow of fortune.  
Hermes: In what way? Tell me what happened! 
Apollo: He was learning the discus and I threw with 
him. Zephyrus, the most accursed of all winds, had 
long been equally in love with the boy. Hyacinth did 
not listen to him and he found this contempt 
intolerable. As I threw the discus into the sky as usual, 
Zephyrus came down from Taygetos and cast the discus 
against the boy’s head with such force that blood 
immediately flowed from the wound like a stream and 
at once the spirit left Hyacinth. I rushed after Zephyrus 
as far the mountains and paid him back with my 
arrows. At Amyclae, I erected a burial mound for the 
boy at the spot where the discus struck him down; and 
from his blood I caused the sweetest and most lovely of 
all flowers to spring up, writing on them the letters of 
the lament for the deceased.54 Is this not reason enough 
for my sadness?  
Hermes: It is not, I find. You knew that you had chosen 
a mortal as your darling. How can you resent the fact 
that he is dead?55  
 
 If it is now clear that Ovid alone could not have 
been Wildl’s source, it is at the same time hardly 
possible to decide whether he used Palaiphatos or 
                                                           
53 I am indebted for the translation of this passage to the generosity 
of Prof. Dr. H. Gerstinger (Graz). 
54 i.e. the lamenting sounds AI AI, as given by other sources, e.g. 
Ovid, Met. X, 215.  
55 German translation by Prof. Dr. O. Weinreich (Tübingen). 
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Lucian. For although Zephyrus’s jealousy is clearly 
taken up in the libretto, the account of the death of 
Hyacinth, deliberately distorted by Zephyrus, departs 
from both sources; furthermore, the representation of 
Apollo’s revenge on Zephyrus, changed for dramatic 
purposes, differs once again from Lucian’s version.56  
 In conclusion, we must point to the Hederich’s 
Lexikon Mythologicum,57 published in Leipzig in1741, 
as a possible auxiliary source for Wildl. Here the 
rivalry between Zephyrus and Apollo for the love of 
Hyacinth is also described. "But because he [Hyacinth] 
regarded the latter [Apollo] more highly than the 
former [Zephyrus], Zephyrus was vexed and, while the 
other two exercised with discus and Apollo threw his 
into the sky, Zephyrus blow so fiercely onto Hyacinth’s 
head that he remained from that moment on stretched 
out on the ground. Apollo then pursued Zephyrus with 
his arrows, but Hyacinth was transformed into a flower 
bearing his name."58  
 If the possible sources for Wildl’s opera text are 
now somewhat clearer, we can also gain useful 
information by studying the dramaturgical construction 
of the libretto of Apollo and Hyacinth. With the 
previous views that "the old legend is treated here, with 
a certain freedom, in the style of an Italian opera",59 
"fitted with text following the constructional principles 
of Italian opera",60 only the external form is referred 
to. But the essential point here is the connection 
between the spoken piece and the opera belonging to it, 
already partially determined alone by the choice of 
subject matter.  
 While in the Clementia Croesi all the 
conflicting parties were introduced during the course of 
the dramatisation, in the Hyacinth legend Apollo’s 
antagonist was already present in the person of 
Zephyrus. Wildl added Oebalus, the father of 
Hyacinth61 as a counterpart, so to speak, to Croesus. 
Furthermore, probably as a pure invention, Wildl 

                                                           
56 In his account to Oebalus, Zephyrusus tells him that Hyacinth, 
seeing Zephyrusus’s discus nearing the target, cried out: "Behold, 
my discus is ahead of yours and has already touched the target." 
At this, Apollo threw his discus, which struck the boy on the head 
so that he fell with his face to the ground. If the use of Lucian 
appears more probable due to the wide dissemination of his 
"Conversations of the Gods", it should be noted that Palaiphatos, 
as v. Blumenthal mentions in the Realenzyklopädie Pauly-
Wissowa-Kroll (art. Palaiphatos), was also much read and used 
until well into the 18th century because of his rationalising 
interpretation of myths.  
57 I thank H. Prof. Hunger for pointing this lexicon out to me. 
58 Loc. cit. article Hyacinthus. Hederich names as sources for his 
account Lucian, Ovid and Palaiphatos. 
59 A/I, 111. 
60 Sch 192. 
61 Thus in Hygin, Lucian, Ovid. 

introduced Melia,62 Hyacinth’s sister as well as two 
priests as minor figures. Melia, analogous to Mandana 
in the Clementia Croesi, represents in the same way the 
customary feminine element in the drama. As sister of 
Hyacinth, she becomes the object of Apollo’s 
attentions and makes a substantial contribution to the 
happy end of the opera by her marriage to the god. At 
the same time, as Abert63 has already emphasised, her 
inclusion doubtless does something to conceal the 
difficult subject for young pupils of the love of Apollo 
and Zephyrus for a boy and the resulting jealousy, 
when these two later become rivals for her. This does 
however do much to make the motivation for 
Zephyrus’s killing of Hyacinth less convincing.  
 Connections with Clementia Croesi can be 
recognised even in the external form of the dramatic 
plan in Apollo and Hyacinth. In the word book, the 
contents of the three acts of the opera are described as 
follows64: 
 
Prologus (1st Act): King Oebalus is seized with terror 
when a flash of lightning destroys an altar on which a 
sacrifice is to be offered to Apollo; his people 
encourage him however and he receives the exiled 
Apollo with hospitality.  
Chorus I. (2nd Act): Apollo is expelled from Oebalus’ 
kingdom for killing Hyacinth.  
Chorus II. (3rd Act): Oebalus discovers Apollo’s 
innocence, receives him graciously again and gives him 
his daughter in marriage.  
 
 These indications could hardly be more laconic, 
even more so than those for the Clementia Croesi65. 
Yet one perceives in these the act-by-act progress of 
the action in exposition, development of the conflict 
and final resolution, analogous to the parts of the 
spoken piece which in performance followed each act 
of the opera. But within each act there are other 
obvious parallels. In both pieces, the initial external 
situation is the preparation for  a religious ceremony 
(marriage preparations for Mandana and Atys, sacrifice 

                                                           
62 On the altar at Amyclae, the oldest representation of the legend 
(VI. cent. B.C.), Hyacinth and his sister Polybia are introduced 
into Olympus. (P.–W., art. Hyakinthos). 
63 A/I, 111. – Hederich writes, following Apollodorus lib. 1, cap. 
3, § 3, that Hyacinth was such a beautiful boy "that Thamyros was 
the first who thought up a kind of love with him which is so 
contrary to nature itself." (art. Hyakinthos). 
64 "Oebalus Rex fulmine, aram Apollini sacrificantis destruente, 
territus, a suis erigitur et Apollinem exsulem hospitio excipit. – 
Apollo propter necem Hyacintho illatam Oebali Regia discedere 
iubetur. – Oebalus, cognita Apollinis innocentia, hunc benigne 
recipit, eique filiam coniugem tradit." 
65 See above, notes 35 to 39 
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for Apollo). In Apollo and Hyacinth, the first scene 
(Hyacinth and Zephyrus) already demonstrates the 
initial situation on an inner level. Zephyrusus 
reproaches his friend for what is in his opinion an 
exaggerated veneration towards Apollo in Sparta, at the 
same time revealing his love for Zephyrus66 and his 
jealousy of Apollo with the words "How happily would 
I offer you my loins and my heart if you would be my 
Apollo".67 The second scene (Oebalus and Melia join 
the first two) marks with act of sacrifice the start of the 
external action proper, although Melia draws attention 
to the approaching storm. The Chorus (No. 1) 
accompanies the ceremony, with an invocation of the 
god by Oebalus, but a flash of lightning scatters the 
sacrificial fire and destroys the altar. Here one should 
recall the "evil omen" in the contents summary of Act I 
of the Clementia Croesi. As Croesus was there, 
Oebalus is here seized by terror (he fears Apollo’s 
disfavour), but then he is calmed by the following aria, 
in which Hyacinth sings that "the gods do not always 
mean it so seriously".68 In the third scene, Apollo 
appears in the guise of a shepherd; Jupiter has expelled 
him and he requests refuge.  
 There is no known source for the expulsion of 
Apollo, but this does create another parallel to the 
Clementia Croesi, in which Adrast is banished by his 
father. The matter-of-course welcome of Apollo by 
Oebalus has its counterpart in Adrast. One cannot fail 
to notice that Apollo turns Melia’s joy over the arrival 
of the god into a personal and human matter and speaks 
of her offering her heart as the most beautiful gift in the 
world. The mutual love of the two is thus announced 
naturally within the action, and Apollo’s offer to 
Hyacinth to be always a loyal friend, if the latter can 
find it in his heart to love him, consequently loses to a 
large extent its significance as love for a boy. An aria 
by Apollo (No. 3) closes the not only the scene but also 
Act I of the opera.  
 Act II (Chorus I) lets the counterplot develop 
fully. Apollo has in the meantime asked Oebalus for 
Melia’s hand in marriage, of which Oebalus informs 
his daughter in the first scene (Oebalus and Melia). 
Apollo, Hyacinth and Zephyrus are now on the banks 
of the Eurota for a discus competition. Melia is happy 
about Apollo’s proposal and expresses her joy in an 
aria (No. 4). In scene two (Zephyrus joins the others), 
Zephyrus brings the news that Hyacinth has been 
struck to the ground after a blow on the head from a 
discus thrown by Apollo and is without doubt dead.   

                                                           
66 Not to Melia, as Abert A/I, 111 thinks. 
67 "O care! quam libenter offerrem ilia pectusque, si tu Apollo 
mihi meus fores!" 
68 A/I, 111. 

 Melia immediately refuses to be married to the 
murderer of her brother; hearing this, Zephyrus 
recognises Apollo’s marriage intentions and 
consequently fears for his own plans regarding Melia.69 
When Oebalus decides to order the murderer of his son 
to leave the country, Zephyrus sees in that the success 
of the deceit he had admitted to in an aside.70 He now 
hopes that his beloved Melia will become his bride.71 
This is also a parallel to the Clementia Croesi, in which 
Pharnaspes exults at the beginning of Act IV over the 
success of his intrigue. Oebalus departs to see if 
Hyacinth is still alive and in any case to meet Apollo 
and tell him of his banishment. Scene three (Zephyrus 
and Melia) shows the attempt of Zephyrus to 
exacerbate her revulsion towards Apollo, the supposed 
murderer of her brother. In an aria (No. 5), he contrasts 
himself as the faithful lover with Apollo, who will 
destroy her as well. Seeing Apollo now approaching 
(scene III, Apollo joins the others), he tries to hide, but 
Melia orders him to stay. Apollo now settles accounts 
with Zephyrus. He summons the winds and orders 
Aeolus to imprison Zephyrus,72 now transformed into a 
wind, in a cave. Zephyrus is dragged away by the 
winds. (How this punishment was presented on stage, 
particularly the winds summoned by Apollo, we do not 
know - they had no spoken roles and were not included 
amongst the characters in the libretto. Did they actually 
appear or was the transformation and leading away of 
Zephyrus performed with the help of one of the 
numerous machines of the Baroque theatre?)  Melia 
still believes in the guilt of Apollo, who, after 
Hyacinth, has now eliminated Zephyrus; in a duett (No. 
6), he rebuffs him, while Apollo attempts in vain to 
assure her of his innocence and love. After her exit, 
Apollo announces in an aria his resolve to stay and to 
hide for a time until Melia is calm again.  
 At this point, Mozart comes into conflict with 
the libretto: he sets, in keeping with operatic practice of 
the time, the duet Melia-Apollo together with following 
aria of Apollo, which according to the libretto should 
come after Melia’s exit to close the Act, in da capo 
form with Apollo’s aria as the middle section. 
According to the music, the duet should be repeated 
                                                           
69 "Quid audio? an coniugia meditatur Deus? An Meliam et 
rapuisse mihi amatam cupit?" 
70 "nam caedis ego sum factae reus!" 
71 "Succedit ad mea vota, succedit dolus, Meliaque me dilecta 
nunc coniux manet." 
72 The transformation of Zephyrusus into a wind is represented 
here as a punishment. Previously he was as a man simply the 
friend of Hyacinth. But the result is that the nature of 
Zephyrusus’s guilt regarding the death of Hyacinth remains 
unclear; in the legend, this was unambiguous with his diverting the 
discus thrown by Apollo. As a man, Zephyrusus would not have 
been capable of this.  
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after Apollo’s aria, during which Melia would have to 
remain on stage. Thus the effective close of the Act 
with Apollo left alone on stage was lost. We do not 
know how this discrepancy was actually resolved in the 
staging. From the dramatic point of view, the da capo 
would have to be left out, but this would weaken the 
musical form.  
 Act III (Chorus II) resolves the plot. In scene 
one (Oebalus and Hyacinth), the wounded Hyacinth is 
carried in and with his last breath tells his father that 
not Apollo but Zephyrus is his murderer. Oebalus is 
seized with rage against the latter and expresses this in 
a revenge aria (No. 7). Thereupon, Melia enters (scene 
two, Oebalus and Melia by the corpse of Hyacinth) and 
tells her father of the latest crime by Apollo and that 
she has sent him away. Oebalus then informs her of the 
real facts and of Apollo’s innocence. In a duet (No. 8), 
both lament their actions and wish for the return of the 
god, who then appears, moved by love for Melia, and 
performs the miraculous transformation mentioned. 
Oebalus and Melia then beg forgiveness of the god, 
which they then receive. Apollo accepts the hand of 
Melia, offered him anew, and a final trio (No. 9) 
expresses the general rejoicing over the happy 
conclusion. 
 The external and internal connection between 
the Clementia Croesi and Apollo and Hyacinth is 
visible not only in the choice of subject matter but also 
in its treatment; the unity of the school production is 
obvious. Wildl shows himself to be in this respect not 
unskillful; he was at any rate quite successful in re-
clothing the morally rather difficult theme of the opera 
with its story of love for a boy.  
 A number of sources report on the performance 
on 13 May 1767 in the great Hall73 (Aula) of the 
university. Most importantly, the original score 
displays the date of performance.74  
 That the Syntaxists had been occupied with 
rehearsals in the preceding period and were perhaps 
thus somewhat distracted from their studies can be seen 
in the Grammar School Record entry for 29 April, 
where we read that because of the performance 
examination in Religious Knowledge was to be on the 
morning of that day, i.e. brought forward75. The nearer 
the day of performance came, the more intensive, 
understandably, was the preoccupation of the students 
with the rehearsals for the pieces. On 1 May the theatre 
was already set up in the Hall, and on this day the 
                                                           
73 On this cf. Kutscher und Hammerle 2.  
74 See Description of the Manuscript in the Critical Report. The 
date given in Sch 192 (12 May 1767) is probably a confusion with 
the performance of The Duty of the First Commandment.  
75 "Mane Examen Syntaxeos Studiosorum ex doctrina Christiana 
anticipatum ob futuram illorum {comoediam.''} (Hammerle 1, 7.) 

celebration of the Mass for the students was 
exceptionally transferred from the customary Hall to 
the University Church.76 The University Theatre was 
equipped far beyond the needs of a stage for amateurs 
and possessed a range of decorations, much admired 
and in some cases based on the work of famous Vienna 
theatre designers such as L. O. Burnacini or J. Galli-
Bibiena.77 Just before the performance of Mozart’s first 
opera, the properties had been loaned out to an Italian 
group active in Salzburg. Only after threats and the use 
of force were they returned, but in an undescribable 
state, causing P. Placidus Scharl to forbid loaning them 
out in future.78  
 For 10 May, the Grammar School Record 
mentions a "proba musica"79 after the St. Florian 
Litany. One can therefore assume that on this day a 
musical rehearsal took place on the stage. On the 
Sunday, the students’ Mass took place in the University 
Church, without a homily.80 On the next day, there was 
very probably another stage rehearsal timetabled for 
Apollo and Hyacinth, since the Grammar School 
Record speaks of a "tertia proba musica",81 apparently 
the dress rehearsal and in addition of "Vacatio. 
Phlebotomia PP. Professorum" - it was also a holiday 
because of blood-letting for the teachers.82 The sources 
record the performance on 13 May as follows: 

                                                           
76 Grammar School Record: "Missa studiosorum in ecclesia hora 8 
(jam enim erectum in aula theatrum fuit)." (Hammerle 1, 7.) 
77 See Hammerle 1, 74, Kutscher, Haas 11. As available scenery 
was mentioned: handsome garden prospect, L. O.  Burnacini; 
scene 11 – temple, Burnacini; Scena fixa Atrium in Collegio, the 
red room, the white room, cellar, painted garden scene L. O. 
Burnacini or Pedazzi, forest, prison, Fra. Beduzzi. 
78 Grammar School Record: "Theatrum aulicum Italis Comoedis 
commodatum non aliter redditum nobis fuit, quam post minas et 
vim adhibitam: quantum vero destructum fuerit, explicandum non 
est: quare commodari nulli amplius debet." (Hammerle 1, 7.) 
79 Hammerle 1, 7. 
80 "Officium absque concione in ecclesia ob theatrum ". 
81Hammerle 1, 7. 
82 As Archive Director Dr. H. Klein generously informed me, 
blood-letting in spring was at that time usual, not only for the sick 
but also for the healthy. The diary of a Benedictine in St. Peter's 
also records in ounces how much blood was taken from him. At 
the University, this blood-letting regularly took place on a 
Tuesday in the middle of May; on this day, the students had a 
holiday, on the next day, a rest-day for the Professors, there was 
only brief school activity. The Thursday was (as every week) a 
holiday; the Professors spent it as day of recovery after the blood-
letting with a celebratory dinner in their castle on the Mönchsberg. 
The weather however crossed their plans on this day. Thus the 
Grammar School Record 1766 for 13 May: "Recreatio ob 
phlebotomiam communem PP. Professorum ", for Wednesday the 
14th May: "Scholae, sed propter phlebotomiam breves", for 
Thursday 15th: "Missa cantata in aula, ceterum recreatio. 
Prandium ob turbidam tempestatem in collegio." In 1768 we read 
for 17th May (Tuesday): "Vacatio. Erat quidem PP. Professores 
[!] phlebotomia", for the 18th: "Scholae ob phlebotomiam 
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 Grammar School Record: "13th May. Mercur.83 
Mane scholae ob phlebotomiam breves. Post prandium 
Comoedia Syntaxistarum optime ab Ex[imio] 
D[omino] P[atre] Professore composita et ex voto ab 
illius discipulis producta, quod quidem summo mihi 
solacio fuit. Gratulor Ex[imio] D[omino] P[atri] 
Prof[essori] applausum plurimum. Musica quoque a 
D[omino] Wolfgango Mozart undecenni Adulescentulo 
composita omnibus placuit, qui quidem ad noctem artis 
suae musicae in clavicembalo insignia specimina 
dedit84." 
 Protocollum S[anctae] Facultatis Theologiae85 
in Alma Universitate Salisburgensi: "Eodem die 
exhibitus est ludus comicus Admodum R[everendo] 
D[omino] P[atri] Ruffino Syntaxeos Professore in Aula 
majore actoribus illius personas suas praeclare 
agentibus." 
 Diary of P. Beda Hübner86 (for 13 May 1767): 
"Hodierna die etiam post prandium fuerat in alma 
Universitate comoedia, a R[everendo] P[atre] Ruffino 
Seeonensi Syntaxeos Professore producta: musicam ad 
hanc comoediam composuit famosissimus ille Juvenis 
undecennis Wolfgangus Mozart: filius D[omini] 
Leopoldi Mozart Magistri capellae hic Salisburgi." 
 
 According to this, the performance was in the 
afternoon, i.e. after the midday meal,87 since an 

                                                                                                            
breviores ad quam nempe et 3tiam usque", for the 19th  
(Thursday): "Vacatio; ob tempestatem pluviam non potoimus 
prandium in arce nostra Montis Monachorum ut alias moris 
sumere, sed in refectorio nostro mansimus." In the year 1767 the 
worshipful Professors did not let themselves be deterred by the 
bad weather on the 14th from their day of recuperation on the 
Mönchsberg. The Grammar School Record reports: "Vacatio. 
Mensam et coenam serenissima tempestate in arce nostra Montis 
Monachorum ob phlebotomiam sumpsimus."  
83 Wednesday. 
84 Hammerle 1, 7; Abert A/I, 110f., footnote 3: "13th May, 
Wednesday. In the morning short lessons because of the blood-
letting. After the midday meal, the Syntaxists presented their 
theatre piece, written by the excellent Herr Professor, fulfilling the 
promise and offering their best, giving me great joy. I congratulate 
the excellent Herr Professor on the great applause. The music of 
Herr Wolfgang Mozart, an 11 year-old boy, pleased all. At night, 
he gave us excellent examples of his musical artistry on the 
piano." 
85 Record of the Faculty of Holy Theology of Salzburg University. 
Ms. in the Landesarchiv, Salzburg. "On this day a theatrical piece 
by Herr R. P. Ruffinus, Professor of the Syntax class, was staged 
in the Great Hall. The performers presented their roles with 
distinction." 
86 See Kl., 183. "Today a performance of a play by R. P. Ruffinus 
from Seeon, Professor of the Syntax class, also took place in the 
university after the meal. The music for this piece was written by 
that renowned 11-year-old youth Wolfgang Mozart, son of the 
Master of the Chapel in Salzburg, Leopold Mozart." 
87 "Prandium", the light meal taken at midday (as opposed to the 
"Coena" towards evening). 

evening performance would probably have lasted until 
an unsuitably late hour for the boys.88 As performers in 
the opera (Personae in musica) are listed in the word 
book:89 
 
Oebalus, King of Lacedaemonia. The distinguished and 
most learned Herr Matthias Stadler, student of Moral 
Theology and Law.  
Melia, daughter of Oebalus. Boy of the chapel, pupil in 
the Grammar Class.  
Hyacinth, son of Oebalus. Christian Enzinger, boy of 
the chapel, pupil in the Rudiments class.  
Apollo, received with friendly hospitality by Oebalus. 
Johann Ernst, boy of the chapel. 
Zephyrusus, intimate friend of Hyacinth. Joseph 
Vonderthon, pupil in the Syntax class. 
1st Sacrificial Priest of Apollo. Joseph Bründl, pupil in 
the Poesy class. 
2nd Sacrificial Priest of Apollo. Jakob Moser, pupil in 
the Syntax class. 
Composer ("Auctor operis musici"). The noble Herr 
Wolfgang Mozart, eleven-year-old son of the nobly 
born and worthy Master of the Chapel, Leopold 
Mozart90.  
 While for the role of Oebalus (tenor) a 23-year-
old theology student91 was brought in, Melia, Hyacinth 

                                                           
88 When the Duty of the First Commandment was performed, this 
precaution was not necessary because the performers were not 
youths. The next school performance, which according to the 
record was on 26 June and was presented by the Grammatistae 
class, took place "post prandium". The piece performed was De S. 
Felicitate cum 7 filiis, martyre, written by P. Florian Flierl, "rem 
egregie praestitere juvenes atque textus tragoediae optimo fuit 
iambo elaboratus". 
89 See the facsimile on p. XXVI. 
90 See the facsimile on p. XXVI. 
91 Mathias Stadler, born in 1744 in Schnaitsee in Bavaria, a village 
belonging to Seeon Abbey, appears in 1761/62 as pupil of 
Rhetoric and "Musicus in Collegio", probably earning his keep as 
a musician in the College (Salzburg Landesarchiv, University Ms. 
6). In the years 1764 to 1767 he studied Canonic Law (ebda. Ms. 
13). In  1768 he requested from the Archbishop a permanent post 
as tenor in the Court Music after having "been of useful 
service...whatever the requirements were" during more than a year 
with the Court and Cathedral Music. The Archbishop had 
apparently already had "the praiseworthy goodness to have 
received my tenor voice yesterday in his Highness' University 
with, as it seems, gracious contentment." In this same request there 
is a statement that the Archbishop also has "proof of my untiring 
diligence and zeal on the violin" and that at the University, where 
he plays in the church, "has no adequate income". On this 
occasion he received an additional 5 fl per month, in 1772 a 
further 4 fl (now from Archbishop Hieronymus). From 1776 on, 
he appears in the Salzburg Court Annual as tenor in the Court 
Chapel, from 1778 to 1805 also as violinist. In Leopold Mozart's 
letters to Wolfgang and Nannerl he is mentioned repeatedly (e.g. 
to Wolfgang 28 September 1777, Schdm. III/198, 19th January 
1778, Schdm. III, 329; that he, along with two other musicians, 
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and Apollo were played by Chapel Boys, some of 
whom attended the Grammar School. As youngest 
appeared the12-year-olds Enzinger92(Hyacinth, 
soprano) and Ernst93 (Apollo, alto); Fuchs94 (Melia, 
soprano) was 15, Vonderthon95 (Zephyrusus, alto) 17. 
Whether the two Sacrificial Priests Bründl96 (18) and 

                                                                                                            
was put in the "gaolhouse" for one day after appearing late for the 
Court Music, 23th November 1778, Schdm. IV, 122, to Nannerl 
19 November 1784 [D.-P. 32f.]; that Stadler at the Salzburg 
performance of the Abduction from the Seraglio on the 17th of that 
month played the violin "which is easy" for the torment aria of 
Constance, 22 December 1786 [D.-P. 422]; that Stadler also had to 
play for High Mass at the University, 29 December 1786 [D.-P. 
426]). He belonged to the narrower circle of acquaintances of the 
Mozart family. On the 26 June 1787, i.e. one month after Leopold 
Mozart's death, he succeded the latter as violin teacher to the boy 
choristers with the "customary" monthly remuneration of 3 fl. 
Stadler died on the 20 April 1827 in Salzburg as "Court and 
Cathedral Musician, then celebrated choir director of the Lyceum 
Church", 83 years of age, widowed (Landesarchiv Salzburg, 
Verlaßakt). The information on the actors in Apollo and Hyacinth 
are largely due to Landesarchiv Director Dr. Klein. 
92 Christian Enzinger from Vöcklabruck, in 1767 still in the first 
year at the Grammar School, appears in 1770/71 as fourth best in 
the Rhetoric class, transferred then to the University and studied 
Institutions, from 1777/78 also in the Law Faculty. 
93 Johannes Ernst did not yet belong to the Grammar Schol in 
1767, appearing for the first time in 1768 amongst the 
"Rudimentistae"; he originated from Piesendorf in Pinzgau, in 
1770/71 registered amongst the Rhetoric pupils. 
94 Felix Fuchs, born in Froschheim by Salzburg, was a Chapel Boy 
for seven-and-a-half years and in a later formal request mentions 
that during this time he "not only in the Cathedral Choir but also 
for open feasts at Court could be heard as the first descant in the 
Lent Oratorios always held there and on other occasions; since 
leaving His Highness' Chapel he has kept up the practice of music 
continuously." He further hopes that "he also gave satisfaction in 
the event in the exalted presence of His Excellence the Count von 
Dietrichstein". He then became choral vicar and appeared as such 
in the Court Annuals until 1778. 
95 Joseph Vonderthon from Schellenberg by Berchtesgaden, born 
on 13 August 1749 as son of the local sexton and choir master; 
during his years of study musician in St. Peter's; entered the 
Benedictine Order in St. Peter's in 1772 (P. Gregor); 1780 to 1795 
Grammar School Professor, later Superior of Maria Plain, where 
he died on 2 October 1797. Achieved recognition as a preacher. 
Also wrote an allegory, Das fröhliche Wiedersehen (Salzburg 
1791), to which Michael Haydn wrote the music. His biography is 
in Pirman Lindner, Profeßbuch der Benediktiner-Abtei St. Peter 
(Salzburg. Mitt. d. Ges. f. Salzb. Landeskunde (1906) p. 189. 
96 Joseph Bruendl (or Brindl) came from Mühldorf am Inn. He is 
an example of how pupils making bad academic progress could 
apparently nevertheless be put to service, if they had talents in 
other special areas, and could continue their studies. He was 
assessed in 1767 was as follows: "Ingenium : obscurum, in quo 
chaos sedem fixit; Diligentia: nemo domi; Profectus: ultimus; 
Mores: pii, honesti et reverentes!" One year later he is a pupil in 
the Rhetoric class: "Ingenium: Turris babylonicalis; Diligentia: 
Nihili; Profectus: ultimus; Mores: honesti et reverentes". The 
remark "sust[entatus] musica" shows that he had a particular 
musical talent. He seems to have been a lazy and chaotic pupil, 

Moser97 (16) also took part in the music – they could 
have been the basses in the Chorus (No. 1) – cannot be 
ascertained with certainty, but this does seem probable, 
since there is no mention of separate choral singers. It 
is remarkable that the 17-year-old Vonderthon could 
still perform an alto part. In view of the demanding 
arias, the musical capabilities of the boys must have 
considerable.  
 The performance was apparently a complete 
success. The Director (Praefect) of the Grammar 
School, P. Placidus Scharl felt the "highest joy" 
(summo solacio) and he commented on the great 
applause (applausum plurimum), on which he 
congratulated P. Widl. Mozart’s music also gave 
pleasure to all (omnibus placuit). 
 When Scharl’s record mentions that Wolfgang 
played the piano "ad noctem" and gave unparalleled 
proof of his pianistic artististry, this has been taken to 
mean that the child prodigy played "on into the night"98 
This interpretation goes too far. "Ad noctem" means, as 
e.g. the entry in the Grammar School Record for 6 
August 176999 indicates, nothing more than "at night", 
whereby one should note that the terminology of the 
time spoke of the time after the evening meal as 
already "night" The intimate private concert given by 
Mozart would then have taken place after the "Coena", 
to which he was no doubt invited. But this does not say 
anything about the duration of this event. Whether 
pupils, and from what age, were allowed to be part of 
the audience, and whether it was, so to speak, an 
improvised performance for the professors only, remain 
unknown.  
 After Apollo and Hyacinth, whose performance 
can no doubt be considered one of the highlights of that 
particular stay of Mozart’s in Salzburg, the continued 
reworking of compositions by Parisians into piano 
concertos, a process that started in June and July 1767, 
seems to suggest that the forthcoming journey to 
Vienna was casting  shadow before it. Apollo and 
Hyacinth remained an episode. 
 

* 
 
 For the editing of the score to Apollo and 
Hyacinth, the only manuscript source available was the 

                                                                                                            
never getting above the last place in the class. In 1770/71 he 
studied Canonic Law. 
97 Jakob Moser from Aischbach in Bavaria is known to have been 
in the Rhetoric class in 1768/69. 
98 Abert, A/I, 110, Sch 192. 

99 "Dom[inica] Menstrua[lis]. Ad noctem musica Ex[imii] 
D[omini] Prof[essoris] Logices ab adolescentulo lectissimo 
Wolfg[ango] Mozart composita." Hammerle 1, 8.  
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Mozart autograph, located in the Westdeutsche 
Bibliothek in Marburg/Lahn. The Critical Report will 
give a comprehensive report on it in the description of 
the manuscript. Here it need only be noted that the 
manuscript contains numerous entries in the hand of 
Leopold Mozart, which can however – as F. Giegling 
observed in his foreword to the edition of the Duty of 
the First Commandment, (NMA I/4/1, p. VIII) 
concerning the only two months older autograph of this 
work – "at times not be distinguished from those by 
Mozart."100 An attempt to ascertain Leopold Mozart’s 
share on the basis of handwriting is at the moment 
condemned to failure and can only be of a hypothetical 
character. In view of these circumstances as well as of 
the undisputed fact that at least advisory help was given 
by the father in the early compositions of his son, 
which would have had an effect on passages doubtless 
written by the boy himself, we will here consider and 
use the only extant source – as in Duty of the First 
Commandment –  "as an indivisible whole" for the 
determining the text of the score. 
 Of particular importance for the editing of 
Apollo and Hyacinth was the printed word book101, 
which appeared in time for the first performance in 
1767. Understandably, Mozart had only a weak grasp 
of Latin at this stage, leading to a vast number of 
spelling errors where text was underlaid in the score; to 
transfer these errors into the edited score would have 
resulted in unjustifiable reading difficulties and 
occasionally in incomprehensibility102. For the 
dramatic text and the scene directions, the printed word 
book was chosen as source, as it corresponds to the 
wishes of the librettist; exceptions were made in those 
few cases in which Mozart seems deliberately to have 
departed from or changed the original, as e.g. in the 
first recitative of the Prologus (score p. 18, m. 24), in 
which Mozart sets instead of "Pater" the word "caput", 
or in the 2nd recitative of the Prologus (score p. 18, m. 
10), in which he sets "dixisti" instead of "dixti". In 
these cases, a reference is given to the Critical Report. 
Mozart probably had a manuscript libretto for his work 
on the composition – it can hardly be supposed that the 
word book had been printed months before the day of 
the performance – in which stood these "deliberate 
departures" of the score; these were only corrected 
during the printing and not taken over by Mozart 
afterwards in his manuscript. In these cases, Mozart’s 
manuscript text was adopted.  

                                                           
100 C.f. on this point the Critical Report. 
101 On this see above p. IX f. 
102 Cf. on this the Critical Report. 

 As Mozart set the iambic trimeters103 of the 
dialogues (recitative texts) as prose (perhaps he was not 
aware of their metrical character), the capital letters at 
the beginning of each verse were replaced by small 
letters unless there was some other reason justifying the 
capital letter. The scene directions (in italics) are of 
course not insertions by the editor, but are taken from 
the libretto. The Critical Report will give information 
about any differences in Mozart’s score.  
 The basso continuo (small print) was realised in 
a thoroughly simple form, offering the basic harmonies 
without restricting the freedom allowed, then as now, 
to the player to ornament according to his taste and 
improvisatory skill104. Along with the harpsichord there 
must be a bass string instrument (violoncello), as 
obvious then as the fact that the musical direction 
always came from the harpsichord.  
 Regarding the appoggiaturas, whose importance 
and principles have been dealt at length by L.F. 
Tagliavini und F. Giegling in the forewords to the 
volumes they have presented (II/5/5, p. X/XII, I/4/1, p. 
VIIIf.), it should be noted that they have been indicated 
(in small print) often in the secco recitatives, only 
occasionally in the arias. This is because Mozart 
himself often wrote out the appoggiaturas in the arias, 
which imposes great restraint when it comes to making 
editorial additions. Mozart’s writing out of the 
appoggiaturas in the arias is no doubt an indication of 
how much these originally improvisatory vocal 
ornaments had made their way into melodic 
construction itself, so that they were already in the ear 
of the composer105. In interpreting the appoggiaturas in 
the recitatives, an attempt was made to emphasise the 
melodic pattern influenced by these accents, a pattern 
that should not be missing from spoken recitation.  
 
 It goes without saying that in the arias the 
singer’s ornamention at the fermatas usual for Mozart’s 
day has been indicated by improvised cadenzas. Ernst 
Hess (Zurich) has, at the invitation of the Editorial 
Board of the NMA, suggested the following 
realisations; in the da capo, according to the practice, 
there are extended versions. 
 

                                                           
103 As described by Prof. Dr. O. Weinreich. Abert has (A/1, 111) 
" jambische Senare". 
104 One needs only to remember the masterly improvisation of the 
basso continuo with details varying from performance to 
performance in the Vienna Hofoper Mozart productions under 
Gustav Mahler to recognise that a precise fixing of the style of 
play and of details of the ornaments is an intolerable straitjacket 
for the artistic performer. 
105 Cf. Giegling in the foreword to NMA I/4/1, p. IX. 
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No. 1 Chorus (Solo Oebalus) 
page 14, measure 75 

 
 
No. 2 Aria (Hyacinthus) 
page 24, measure 125 

 
 
in the da capo: 

 
 
page 25, measure 167 

 
 
No. 3 Aria (Apollo) 
page 32, measure 116 

 
 
No. 4 Aria (Melia) 
page 36, measure 29 

 
 
in the da capo: 

 
 
page 39, measure 111 

 
 
in the da capo: 

 
 
No. 5 Aria (Zephyrus) 
page 48, measure 82 

 
 
No. 6 Duetto (Melia, Apollo) 
page 58, measure 131 

 
 
page 58, measure 144 

 
 
page 60, measure 160 

 
 
page 66, measure 274 
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No. 7 Aria (Oebalus) 
page 76, measure 167 

 
 
in the da capo: 

 
 
page 78, measure 201 

 
 

page 78, measure 207 

 
 
page 78, measure 217 

 
 
No. 8 Duetto (Melia, Oebalus) 
page 90, measure 120 

 
 
 The staccato markings in the original show the 
usual notation of the young Mozart, indicating staccato 
with delicate vertical or only slightly slanting dashes; 
during the writing out of the score, they become 
shorter, finally becoming almost dots, without there 
being any reason to say that their meaning has changed. 
In transcribing these, there had to be of course a 
uniform rendering of these markings with the same 
meaning. They are rendered in the same direction as 
Mozart’s basic sign, the dash, to which however – as F. 
Giegling has already ascertained for the score of The 
Duty of the First Commandment (NMA I/4/1, p. XII), 
the work nearest in time to this –  no significance as an 
indication of emphasis should be attached. In those 
cases in which Mozart always uses dots, such as under 
a slur, the dot form is naturally retained. The same 
applies when they appear independently, as e.g. p. 5 m. 
55, p. 40 m. 130 or p. 46 in the violins. The problem of 
dash (wedge) and dot does not exist in Mozart at this 
time; it is here only a matter of variation in the manner 
of writing without further significance. 
 Mozart very often also wrote sharps or flats in 
his scores in situations where they are for our present-
day notational practice superfluous (cautionary 
accidentals). As these could easily create some 
confusion in the appearance of a modern score, they 
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have been omitted where they seem superfluous in this 
sense. On the other hand, missing whole measure rests 
have been inserted without comment. The occasional 
special dynamics required from one instrument while 
the others are unchanged (e.g. p. 3 m. 4, p. 4 m. 19, p. 
29 m. 2, 6 in the violas) is no doubt a sign that this 
instrument, otherwise employing in filling out the 
texture, is now responsible for melody or motif and 
should consequently stand out against the other 
instruments. But this is not maintained consistently in 
Mozart’s score. The original written form has been 
kept. Similarly, the short-hand notation for repeated 
eighth- or occasionally sixteenth-notes has been 
retained as far as possible. Departures from this are 
noted in the Critical Report. Finally, we point out here 
the appearance on p. 71 m. 28–30, p. 73 m. 93, p. 76/77 
m. 154–156, 168–170 of open fifths, arising as a result 
of the imitative entries of a 32nd-note passage in the 
two violins, which Mozart with justification ignores as 
completely irrelevant.  
 In some places, missing tempo indications had 
to be inserted. These are of course marked by italics. In 
three cases, these are suggestions by the present writer, 
arising out of the textual and musical character of the 
pieces in question; these are p. 25 m. 134 in the middle 
section of the aria No. 2, p. 67 m. 1 at the beginning of 
the recitativo accompagnato Hyacinthus-Oebalus, p. 70 
m. 1 at the beginning of aria No. 7. At the closing 
ritornello of the aria No. 3 (p. 32 m. 117), the tempo 
indication "Andantino" was taken from the beginning 
of the aria. In the recitativo accompagnato (flower 
miracle), score p. 91 m. 7, whose musical substance in 
its essence re-appears in 1776 in the deleted Andantino 
from No. 4 of the Music for King Thamos (NMA II/6/1, 
Critical Report p. a/15) and also in the Ballet music for 
Idomeneo KV 367, furthermore in the finale of the 
Piano Concerto KV 503 (there marked "Allegretto"), 
the tempo indication was chosen following the 
projected Thamos piece mentioned.  
 I still have the pleasant duty of thanking all 
those who have given valuable help and support in the 
editing of Apollo und Hyacinth. For the original 
commission and for continuous support of my work 
deepest thanks are due to the Internationale Stiftung 
Mozarteum in Salzburg. For work on the history of the 
material and performance, I was able to enjoy support 
from my colleagues the university professors Dr. Hans 
Gerstinger (Graz), Dr. Herbert Hunger (Wien), Dr. Otto 
Weinreich (Tübingen), in addition the untiring 
readiness of the Landesarchivdirektors Dr. Herbert 
Klein (Salzburg) to search and provide information, 
and finally the help of Prof. Dr. Karl Pfannhausers 
(Vienna). The Westdeutsche Bibliothek in 
Marburg/Lahn (Director Dr. Martin Cremer and 

musical curator Heinz Ramge) were very ready to offer 
me access to their rich collection and technical aids as 
well as their personal collaboration. The public 
Studienbibliothek in Salzburg provided valuable 
material. During the production of the present volume, 
the principal editor of the NMA, Dr. Ernst Fritz Schmid 
(Augsburg), responded obligingly to my numerous 
wishes; he also provided fruitful advice during the 
correction work. Finally, I must thank Dr. Wolfgang 
Rehm (Kassel), Dr. Werner Bittinger (Kassel) and Karl 
Heinz Füssl (Vienna). Musikdirektor Ernst Hess 
(Zürich) provided the fermata ornaments.  
 

Alfred Orel  
 

Vienna, in Spring, 1959  
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Addendum 1990 
The autograph original is today (as already noted in the 
Critical Report on p. a/4) in the State Library Berlin – 
Prussian Cultural Heritage, Music Department. 
Accordingly, the relevant passage in the Foreword (p. 
XVIII) and in the facsimile legend on pp. XXIII – 
XXV should be changed. 
 
  
Translation: William Buchanan 
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Facs. 1: Folio 1r of the autograph in the State Library Berlin – Prussian Cultural Heritage, Music Department. Beginning of the Intrada. The date is at the 
top right. (cf. p. 3, m. 1 -11) 
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Facs. 2: Folio32r of the autograph in the State Library Berlin – Prussian Cultural Heritage, Music Department. No. 4, Aria (Melia) m. 84ff. with a rejected 
version of the measures 90 -92. (cf. p. 38, m. 84 - p. 39, m. 89) 
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Facs. 3: Folio 71v of the autograph in the State Library Berlin – Prussian Cultural Heritage, Music Department. Recitative of Apollo with the 
metamorphosis of Hyacinth. (cf. p. 91, mm. 1 -13) 
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Facs. 4: Title page. Beginning of the Prologue and the last two pages with the dramatis personae from the text-book published in Salzburg in 1767  
(5607 I in the Studienbibliothek, Salzburg).  


