Pasticcio Practice in 18t"-Century
German Theater

BERNHARD JAHN

Talking about pasticcio practice in 18™-century music theater automatically leads to
asking about the existence of similar artistic procedures in 18"-century spoken theater,
especially since in the 18" century, music and spoken theater were not institutionally
split between two different establishments in most European cities, but were combined
in one theater, often even in one evening. The typical programme from the second half
of the 18" century onward scheduled an evening comprised of both spoken and music
theater (Figures 1 and 2).

As can be seen on the playbill from 3 May 1792, the Hamburg Stadttheater first
presented “a play in three acts”, followed by a German translation of an opera buffa
by Niccolo Piccinni. The Weimar Hoftheater, according to the playbill from 22 March
1792, first staged a comedy translated from French, followed by a one-act musical num-
ber called “Operette” which means a Singspiel.

But even in those cities which could boast an opera house as well as a theater, as
was the case in the German-speaking world, for example in Vienna or Berlin, the sep-
aration did not run along the lines one might expect: Carl Maria von Weber’s famous
Freischiitz, for example, premiered at the Konigliches Schauspielhaus (Royal Theater)
Berlin, not at the Hofoper (Court Opera).!

Despite this institutional interconnectedness of spoken and music theater, which
suggests that the pasticcio practice of the music theater must have a pendant in spoken
theater, and even though the so-called spoken theater exhibited a large amount of music
— namely stage music — 2 I will begin with some reflections which focus on the specific
differences that separate the spoken from the music theater, regardless of it being part of
the same theatrical institution and regardless of the stage music.

1 For a reprint of the playbill see SCHREITER, 2007, p. 168.

2 For an overview of stage music cf. KRAMER, 2014; SCHROTER, 2006.
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Figure 1: Playbill of the Hamburg Stadttheater, 3 May
1792 (https://www.stadttheater.uni-hamburg.de).
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Figure 2: Playbill of the Weimar Hoftheater, 22 March
1792 (D-WRz, Nr. ZC 120).

Concerning spoken theater, the different theater reforms of the 18" century were, among
other things, aiming to enforce an unbroken chain of causality in a play’s plot, in accor-
dance with rationalist doctrine.® Every single sequence of action had to stand in a causal

3 One of the main proponents was Johann Christoph Gottsched. See ALT, 1994, pp. 66-84;
JAHN, 2005, pp. 170-198.
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relationship with the previous and subsequent actions. Subplots, if they were to be tol-
erated at all, had to refer back to the main plot. In an ideal case, demands of this kind,
which were made in the name of probability and authenticity, meant that Enlightenment
tragedies and comedies were less easy to split into single interchangeable segments.
This was different with the theater of the Commedia dell’arte or with theater that worked
with comical characters (like Hans Wurst or Kilian Brustfleck): single lazzi, jokes, and
little embedded subplots could be effortlessly extracted from a play and integrated into
other plays.* In these forms of theater, which the enlightened theorists first rejected,
there was a clear parallel to music theater, be it opera seria, opéra comique or Singspiel.
This was due to the architecture of the plays, because all these forms of theater worked
with clearly separated elements that appeared like building blocks.

Although neither the enlightened comedy nor the tragedy suggested a pasticcio prac-
tice based on their structure, the reality was different: there was a kind of pasticcio
practice for spoken theater as well, but it was modified to suit the specifications of en-
lightened spoken theater. Hereafter, I will introduce this pasticcio technique through the
example of a play by Friedrich Ludwig Schrdder (II).

But first, some observations on the special circumstances of authorship and work in
connection with 18™"-century theater practice — this is relevant since the term pasticcio
originates in the particular 18"-century meaning of these two terms (I).

I. Author, work, and theater in the 18" century

When Roland Barthes’ and Michel Foucault’s theory on the death of the author® was
discussed in German studies in the 1980s,® the historical dimension of “authorship”
was put into focus. It became apparent that in the German-speaking world, the concept
of emphatic authorship first developed with the classical authors Schiller and Goethe
and the complete editions of their works. Goethe’s numerous complete editions, for
example, dominated his ceuvre during his lifetime and up to the last authorized edition;
in the great Sophienausgabe (Weimar edition) this concept was philologically secured
and approved.” But even at the center of an emphatic concept of authorship, as it devel-
oped for the classics in the 19" century, there were areas in which this concept stayed
vague and could not fully develop its authority. The most important of these areas is
theater practice. Friedrich Schiller, for example, wrote stage adaptations of most of his
plays. There are stage adaptations of Don Carlos,® Maria Stuart’ and Die Jungfrau von

4 See MULLER-KAMPEL, 2003.

5 Michel Foucault, Qu'est-ce qu'un auteur? (1969) in: Foucaurt, 1988, pp. 7-31; Roland
Barthes, La mort de 'auteur (1968) in: BARTHES, 1977, pp. 142-148.

Cf. FOHRMANN/MULLER 1988, pp. 223-257; JANNIDIS, 1999.

For the different editions of Goethe’s works and their edition principles see NAHLER, 1998.

SCHILLER, 1974.

O 0 9

SCHILLER, 2010.
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Orleans' that Schiller wrote specifically for the Hamburg Stadttheater. These adapta-
tions are marked especially by massive cuts, the rearrangement of scenes, but also slight
changes in emphasis. Do these adaptations belong to Schiller’s work? The editors of
the Schiller Nationalausgabe were divided on this. In the case of the play Die Rdiuber,
the edition includes the ‘Schauspiel-Fassung’ (drama version) of 1781 as well as the so-
called ‘Trauerspiel-Fassung’ (tragedy version), which Schiller wrote for the Mannheim
premiere and which was printed in 1782. However, the version of Die Jungfrau von
Orleans that Schiller wrote for the Hamburg performance did not get included in the
Nationalausgabe. The stage adaptation of Maria Stuart was included only in the new
edition of the Nationalausgabe."

Although it was indisputable that these stage adaptations were written by Schiller,
meaning that his authorship of them was indisputable as well, the concepts of work
and authorship do not seem to be easily compatible with the realm of theater. While
authorship and work are tied to book printing in the 18" century — the subject of plagia-
rism, which was already virulent in the 18" century, was mostly discussed through the
example of illegal prints — and the complete edition is above all a publishing concept
to present an author on the market, the realm of theater still relied more on handwritten
texts.!> Even though the productions in spoken theater are based on printed drama texts
in most cases, as shown by the example of the Hamburg Stadttheater,'® the actual stage
versions that are played onstage are most often hybrid versions comprising handwritten
as well as printed parts, or even purely handwritten manuscripts (Figure 3).

Schiller’s stage versions did not make it onto the Mannheim or Hamburg stage in
their original state, however. As shown in the example of Die Rduber, what was played
was not Schiller’s stage version, but an adaptation by the theater director Freiherr von
Dalberg that was based on the stage version and has been preserved in the form of a
prompt book.' The same was the case in Hamburg. Here, we even have the manuscript
of an anonymously written adaptation of Die Rduber, entitled Die Grafen von Moor
(1785), which was edited in 2013 by Nina and Gerhard Kay Birkner.'s This version,
which relocates the plot to Russia, changes the ending to a happy one and overall makes
such drastic changes that older research called it a “rewriting”.'® It is one of many ex-
amples of the theater disempowering the author and weakening the concept of the work.

19%- and early 20™-century philology, which placed its focus on the printed book,
could only describe this usually multistage editing process of a play as a contamination,
or as the increasing removal of the work from the original intention of the playwright,
which could only be explained with external constraints such as censorship or limited

10 The manuscript is edited in HELLMICH, 2014.

11 ScHILLER, 2010, pp. 372-379.

12 Cf. Kaminski, 2013; REULECKE, 2016, pp. 86-112; ANDERSCH, 2018.
13 Cf. JAHN/ZENCK, 2016.

14 Kluge in SCHILLER, 1988, pp. 883f. and 8§98-902; PLACHTA, 2012.
15 BIRKNER/BIRKNER, 2013.

16  WoHLWILL, 1905, p. 636.
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stage conditions. The unsoiled, pure work could only exist in the complete, last autho-
rized edition, but never on the stage.

Figure 3: Prompt book: Konig Lear, p. 78 (D-Hs,
Theater-Bibliothek 2029).

There is a second aspect that shines light on the instability of the concepts of authorship
and work on the 18"-century stage: the practice of translation.'” Although there had been
a recurring demand for German Originaldramen (original plays) since Gottsched and
Lessing, the reality of the stage until the end of the 18™ century was that programs were
dominated by plays by French, English, and Italian authors. 80% of plays at the Ham-
burg Stadttheater were probably of foreign origin, meaning they were translated from
other languages or adapted in the broadest sense from foreign language plays.'s Here,
though, a grey area begins to appear, since translations and adaptations are often not
labelled as such. In 1739 Johann Mattheson writes in the Vollkommener Capellmeister
during a plea for “musical history science™: “Where historical insight is lacking, they of-
ten ascribe to Caio what Titius created. We even transform the mere translator of a work
into its true creator, which recently happened when the opera Sancio was mentioned,

17  Cf. FriTz/ScHULTZE, 1997, DETKEN et al., 1998.
18  Cf. JaHN, Datenbank.
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and which is not proper.”’® Mattheson is referring to the opera Sancio, oder Die Sieg-
ende Grofimuth, which was staged in 1727 at the Génsemarkt-Oper with Telemann’s
music.? In the libretto print, the poetry of the “very famous author' Johann Ulrich von
Konig was explicitly highlighted. Mattheson is right: Sancio is an almost word-for-word
translation of Francesco Silvani’s Il miglior d’ogni amore per il peggior d’ogni odio
(Venice 1703).22 The opera being attributed to von Konig in the Hamburg libretto print
most likely does not originate with von Konig himself, who was at Dresden at the time,
but with an anonymous individual involved in creating the Hamburg print. In the Bruns-
wick libretto print, which came out before the Hamburg staging, the libretto is presented
without naming an author.” Be that as it may: in 1753 von Konig’s translation found its
way to the printing press in Vienna under the title Sancio und Sinilde, Die Stdrcke der
miitterlichen Liebe.** The opera libretto turned into a play in Alexandrine verse, with the
editor sticking closely to von Konig’s text. The editor is not named in any of the three
Vienna prints, nor do they mention von Konig or even Silvani in any way. The author of
this Alexandrine version is Heinrich Gottfried Koch, the famous theater director, who
should be known in musicology first and foremost in connection with the establishment
of the Singspiel in Leipzig.?

Until well into the 19" century, Mattheson’s desire for authors to be separated from
translators and to be named at all did not correspond to the actual practice. Editors often
stay anonymous, but do not disclose the author of the original either, except if the original
is so famous with the audience that it cannot be kept secret (for example plays by Shake-
speare or Moli¢re). Even the epithet “Original-Drama” (original play), which begins to
emerge in the 1770s, is of no help here. The combined terms “Original-Lustspiel” (ori-
ginal comedy), “Original-Schauspiel” (original play) or “Original-Trauerspiel” (original
tragedy) appear on playbills as well as on the front covers of drama prints (Figure 4).

19 ,,Wo es an historischer Einsicht fehlet, da schreibt man oft dem Cajo zu, was ein Titius ver-
fertiget hat. Wir machen wol gar den blossen Ubersetzer eines Wercks zu dessen wirckli-
chem Verfasser, wie unléngst bey der Erwehnung der Oper, Sancio, geschehen, und doch
nicht recht ist.“ MATTHESON, 1739, p. 26.

20  MARX/SCHRODER, 1995, pp. 333-335.

21  KONIG, 1727, last page of the preface (“Wann nun der wegen seiner ausbiindigen Poesie
sehr berithmte Author, der Konigl. Pohlnische Geheyme Cabinets-Secretaire, Herr Konig,
eine besondere Probe seiner Geschicklichkeit und Wissenschafft, zéirtliche Gemiiths-Be-
wegungen in ihr grostes Lustre zu setzen, in dieser Opera an den Tag gegeben”).

22 MARX/SCHRODER, 1995, p. 333.

23 IBiD., p. 334.

24 KocH, 1753.

25 URCHUEGUIA, 2015, pp. 81f.
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Figure 4: Playbill of the Hamburg Stadttheater, 16
March 1784 (https://www.stadttheater.uni-ham-
burg.de).
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The label “original” is problematic in several ways, and playbills of the time are un-
systematic in their use of the term. Many plays are billed as original, though they can
clearly be classified as adaptations, as with, for example, Friedrich Ludwig Schrdder’s
Die viterliche Rache oder Liebe fiir Liebe,* an adaptation of William Congreve’s Love
for Love. On the other hand, plays like Der Fédhnrich or Der Vetter in Lissabon, both by
Friedrich Ludwig Schrdder, which could reasonably pass as original plays by today’s
standards, are sometimes simply classified as “by Schroder”. For the play Gliick verbes-
sert Torheit, we sometimes find the note “after the English by Miss Lee, by Schroder”,?

26 According to the playbill from 17 May 1784 an “Original-Lustspiel in vier Aufziigen, von
Schréder und Meyer”. Cf. JAHN, Datenbank.
27  Cf. the playbill of the Hamburg Stadttheater for 2 February 1789. IBID.
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but those notes are not used consistently. It must be assumed that labelling a play as
original was a way of advertising and cannot be understood as saying anything about
copyright or authorship as we understand them today. The term was mainly used to ad-
vertise new plays. Schroder’s Fdahnrich, for example, is consistently called “Original”
during the 1780s; from 1800 on, it is only referred to as “Schauspiel” (play).?

From the perspective of the newer intertextuality research, the term “original” is
problematic a priori, since no play and no text in general is completely original in the
sense that it does not refer to previously written texts in some way. Rather, there is a
continuum of possible dependencies which has been sufficiently examined in intertextu-
ality research and which makes it hard to determine when a play can no longer be called
an adaptation but is to be labelled as an independent version instead. In searching for
answers, it is also vital to consider the criteria established by the plays’ contemporaries,
which are the result of the editing practice described above.

Il. Forms of pasticcio in spoken theater, examined
through the example of Friedrich Ludwig Schroéder’s
comedy Das Geméhlde (Portrait)”® der Mutter oder
Die Privatcomédie

In the following, I will provide an insight into the pasticcio practice of spoken theater
through the example of a comedy by Friedrich Ludwig Schrdder. Schroder was one of
the most famous actors of the 18" century and maybe the most famous theater impre-
sario of his time.** He managed the Hamburg Stadttheater, with some breaks, between
1771 and 1812, and for some years (1781-1785) the Nationaltheater (Burgtheater) in
Vienna. He was also successful in the entire German-speaking world as the author of
about 160 plays.’! Schroder’s dramatic eeuvre is particularly significant concerning the
question of pasticcio practice, since all of his plays — even those advertised to his con-
temporaries as Originaldramen — can be classified as more or less severely edited adap-
tations.>> Schréder’s first biographer, Friedrich Ludwig Wilhelm Meyer, consequently
prefaces the catalogue of Schroder’s works with the following careful and tentative
header: “Catalogue of the works which Schroder more or less edited, changed, translat-
ed, and wrote himself.”

Finally, I will now introduce a small typology of pasticcio-like practices in spoken
theater through the example of one of Schroder’s most successful comedies, the “Ori-

28  Cf. the playbill of the Hamburg Stadttheater, 2 September 1800. IBID.

29  The title fluctuates between “Gemahlde” and “Portrait”.

30 See JaAHN/KOSENINA, 2017.

31  See MEYER,1823, vol. 11,2, pp. 171-178.

32 For Schrdder’s adaptations of English plays see PFENNIGER, 1919.

33 MEYER, 1823, vol. 11,2, p. 171. (“Verzeichni3 der von Schréodern mehr oder weniger be-

arbeiteten, umgeanderten, iibersetzten und selbst verfaliten Schauspiele.”)
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ginal-Lustspiel” Das Gemdhlde der Mutter oder Die Privatcomddie, which premiered in
Hamburg in 1786 and was then played on almost all German stages.>

The borrowing technique which is closest to opera is to transplant a scene or a
sequence of action from one play to the other while mostly keeping the dialogue. In
Schroder’s comedy, this affects scenes 8 to 13 of the first act. The protagonist Rekau,
who has been disowned by his father due to an intrigue, is deeply in debt. He is being
pursued by bailiffs Falk and Krihe, whose task is to throw him into debtor’s prison on
behalf of his creditors. Rekau can convince the bailiffs that he is owed money by an
acquaintance, resulting in them accompanying him to his acquaintance’s flat. As Rekau
goes inside, they wait in front of the house, until the acquaintance emerges and pretends
that Rekau has disappeared through the back door. Schrdder takes this entire sequence
of action, partially including the — albeit severely cut — dialogue, from the comedy The
Puritan, or, The Widow of Watling-Street, the work of an unknown Elizabethan author,
which was attributed to Shakespeare in the 18" century.*

Schroder can easily transplant this entire sequence of action, which contains many
puns by the bailiffs, into his comedy. This is because — contrary to what theoreticians
demanded — the causal chain of scenes in his work is constructed rather like pearls on a
string, at least up until the beginning of the counter-intrigue.

The second pasticcio-like technique which is often used in spoken theater is copying
specific plot points. This is not about general motifs like the motif of the lost son or
Faust, but about more detailed elaboration. For his comedy, Schroder copies such specif-
ic plot points from Sheridan’s comedy The School for Scandal (London 1777) and from
Shakespeare’s Hamlet.*® From Sheridan, Schroder takes the motif of the unsold portrait
and the connected sequence of action: Charles Surface, a bon vivant like Schroder’s
Rekau, does not sell his uncle’s portrait despite his severe financial hardships, resulting
in the uncle forgiving him and paying off all his debt. Schréder changes the portrait of
the uncle into the portrait of Rekau’s late mother. His father shuns Rekau because he
assumes that his son callously sold the portrait and last memento of his mother to make
money. It is only when Rekau can prove to him that the portrait was stolen that his father
accepts him back into the family. In addition to copying the motif, Schroder creates a
variation on it that increases the emotional effect.

To convince his father, the son uses the play inside the play. His father is an enthu-
siastic amateur actor and has a small indoor theater at his house (the “Privatcomddie™).
Like Hamlet does in Shakespeare’s play with his mother, Rekau has a play performed in
front of his father which uncovers the machinations of the enemy that Rekau fell victim
to.

34  Cf. ZiNk, 2017. The text will be cited after the edition by Biilow: SCHRODER, 1831, vol. 4,
pp. 63-130.

35 The front page of the 1734 edition names Shakespeare as author: “A Comedy by
Shakespear.”

36 HOFFMANN, 1939, pp. 182f.
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There is a third central sequence of action that Schroder takes from a model: It is
the father’s widowed sister-in-law, Madame Waker, who turns out to be Rekau’s main
opponent. Together with her evil servant Franz, who himself shares characteristics and
motivations with his namesake from Schiller’s Die Rdiuber, she enforces Rekau’s disin-
heritance — among other things by stealing the portrait of the mother. Mrs Waker’s aim
is to have her own daughter appointed heiress instead of Rekau. This sequence of action
originates from Friedrich Wilhelm Gotter’s biirgerliches Trauerspiel Mariane (Gotha
1776), which itself can be traced back to a French model (de la Harpe: Mélanie).’’

In contrast to the first mentioned borrowing technique, when plot points are taken
from another play, the dialogue is usually not copied but rather newly created. The edi-
tor’s own share of original writing is relatively high in this case. Looking at the copying
of sequences of action in general, we can say that Schroder takes five sequences of
action for his comedy from other plays and combines them to create a new sequence
of actions. His success in connecting them in the sense of an unbroken chain of causal
motivation is mixed. The sequence of scenes in which Rekau fools the bailiffs could be
deleted without consequences, which is not possible for the other sequences. Copying
sequences of action cannot be understood as secret theft, or not exclusively, but should
instead be seen at least partially as an intertextual offering to the audience: the father in
Schréder’s comedy, for example, explicitly references Sheridan’s School for Scandal
and calls it his “favorite play”.*

The third pasticcio-like borrowing technique we need to mention in this list is the
copying of small motifs. It is not about entire sequences of action or dialogues, but about
smaller motifs, which can be located in the plot, the linguistic presentation or the stage
equipment. In Schroder’s Das Gemdhlde (Portrait) der Mutter, for example, this is the
case with the small indoor theater and its stage equipment. We can find parallels with the
craftsmen’s play in Shakespeare’s A Midsummer Night's Dream, for example in the area
of stage props (the moon for Shakespeare, the sun for Schréder).* Smaller plot points,
for example the servant Franz, who intercepts Rekau’s letters to his father (see Schiller’s
Die Rduber), must be mentioned here as well.*

The pasticcio-like practices of spoken theater might have become clearer through
the example of Schroder’s comedy. Of course, these practices also apply to the creation
of librettos. The main difference between spoken and music theater is that the former
lacks clearly separated components, such as for example arias in music theater. This
means that when we look at pasticcio-like practices such as the copying and recombi-
nation of sequences of action, we are dealing with less clearly distinguishable compo-

37 IBID.

38  ScCHRODER, 1831, p. 108: “Ich bin ein grofler Liebhaber von Lustspielen: und mein Favor-
itstiick ist die Lasterschule.” Schroder had adapted Sheridan’s play in 1782. MEYER, 1823,
IL,2, p. 172; CZENNIA, 1993.

39  Compare Shakespeare’s A Midsummer Night’s Dream, 111,1, to Schrdder, 111,1; SCHRODER,
1831, p. 96.

40  Imip., p. 91 (=1L,11).
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nents. Moreover, the practice involves changes to the copied parts and rewriting of the
dialogues in most cases. A question that must be left unanswered is how strongly plays
like Schréder’s count on the audience recognizing the copied parts, which would mean
that we can surmise a consciously created intertextual aesthetic. A generalizing answer
is most likely inadmissible, and instead we will have to decide on a case by case basis.
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