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In the spring of 1786, Mozart received a visitamfr Salzburg who had traveled to Vienna in
order to undertake musical studies with Hithwas May 16, to be exact, shortly after the
premiere olLe Nozze di Figaroduring the period when Mozart found himself & geak of
his success in Vienna. The previous two and ayealfs had been stellar years for the
composer, brought about by an outpouring of contjpms and a series of concerts. At the
time of the student’s arrival, Mozart lived in thgaro-Haus, his most expensive living
quarters during his ten years in Vienna. Thoughfteag was not among his preferred
activities, Mozart nevertheless took in and welcdrtiee new pupil from Salzburg. The
student was Franz Jacob Freystadtler (1761-184ilelg young man who was Mozart’'s
junior by only five years, and who was reputedécah excellent pianist“ein sehr fahiger
Mensch zum Klavier-schlagen” (a very capable plagehe keyboard). He had come to
Vienna for further instruction in composition arnory, studies which lasted for
approximately a year. His name in the Mozart bipgreal literature is most often associated
— incorrectly — with helping to complete a portioithe unfinished Requiem, but it is his
composition studies with Mozart that are of intétesus here.

Freystadtler and Mozart probably knew each othé@equell. Both had been born and raised
in Salzburg and were sons of musicians/composansanly identical ages. Possibly the two
had been acquaintances or friends in their youttdotescent years, although no
documentation exists to confirm this. From 176741Um79, Freystadtler lived with his father
and mother in the Goldgasse, situated on the smla@fkthe Salzach River as the
Tanzmeisterhaus, where the Mozart family lived frbfi73 onwards. A close association
between the two families may have further come tabimee Franz Jacob’s father, Johann
Jacob Freystadtler (1723-1787), served as a compds®armaster and “Totensanger”
(funeral singer) of St. Sebastian Church, the parfairch of the Mozart family. Even if
Leopold Mozart never mentioned the Freystadtlemespondence available to us, it is fair
to assume that they were known to the Mozart fantiig possible that Wolfgang may even
have been thinking of Freystadtler’s father whemdierred to the Salzburg Totensangers and
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(Vienna) for his generosity in sharing his knowledd Freystadtler’s life and career.
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their questionable singing talents in a letter metevhis father from Mannheim on November
4,1777. The letter contains a series of critisigraaped upon the Mannheim singers in
typical Mozartian fashion with comments such ase‘$inging here is unimaginably poor,”
followed by “the soprano would much rather sin@ altte can’t reach the high notes
anymore,” and “the few boys they have are terrildad finally ending his sharp criticism
with “the tenor and bass are like the funeral siage Salzburg® There can be little doubt

that Mozart thought poorly of Salzburg’s “Totensérig

From all accounts, Freystadtler's musical trairiiagl begun with his father and then
continued as a choirboy in the Archbishop’s Kapaihwhere Leopold Mozart taught violin
to the choirboys and, during part of his tenurg/ploard. He moved from there to studies on
the organ with Franz Ignaz Lipp, one of the organi$ the court musical establishment often
mentioned in the Mozarts’ letters, whose daughis married to Michael Haydn. Then in
1777, at the age of sixteen, Freystadtler entéredKapelle of St. Peter’s, a musical
institution in Salzburg second only in importancdhe court’s own musical establishment.
There he served as organist until September, 182w becomes clear that Mozart and
Freystadtler were similarly employed as organistSalzburg, though Mozart held the higher
and more important position of court and cathedrghnist. As with so many other musicians
of his time, Freystadtler was also proficient i#ner instrument, the cello, and furthermore,
possessed a powerful bass voice. Coupled withrpesing appearance, which according to
the obituary report, was given as a very handsdstat{lichen”) man with large, blue eyes,
he must have made a striking impressidtis superiors at St. Peter's gymnasium in
Salzburg, however, minced no words about his cherdbona quidem mente praeditus, sed
eo deterior in moribus, in religione, in amored@bitis in otio”,i.e. gifted with an excellent

mind, but all the worse in morals, in religionlave affairs, getting into debts and lazin@ss.

% Mozart: Briefe und Aufzeichnungezd. Wilhelm A. Bauer, Otto Erich Deutsch, andeptsHeinz Eibl, 7 vols
(Kassel: Barenreiter, 1962-1975), vol. 2:101. Héezaeferred to aMBA, followed by the appropriate volume
and page numbers.

* Michael Lorenz, ‘Freystadtler, Franz Jacdkie New Grove Dictionary of Music and Musiciaed. by
Stanley Sadie, second edition (London: Macmill&@i)D), vol. 9:257. Much of the biographical informoatin
the present article is based on this entryhie New Grove Dictionary
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® Catalogus Musicorum San Petrensium. In quorum iaatitveniri potuit, et quorum Nomina in antiquissimo
libro Chori inscripta fuere inventaSign. 311/A/2, fol. 198f, Stiftsarchiv St. Pe{&alzburg).



About four years prior to Freystadtler's arrivaNiienna, or sometime in 1782, Freystadtler
left Salzburg to become a piano teacher in Munidiere he hoped for success as a teacher
and keyboard player. There he earned a good liminguickly encountered serious problems
when he failed to make good on his debts. The @ihand legal difficulties resulted in his
civil arrest and even imprisonment in Munich, destaf affairs that did not sit well with his
parents or the Salzburg authorities. At the timErefystadtler’s visit with Mozart in 1786, his
financial difficulties continued, while hopes oksmving them hinged upon receipt of an
inheritance from his father. However, this inheriea of nearly 422 gulden was not received
until 1789, two years after his father’s death, anty after much haggling back and forth
with the stubborn Salzburg authorities who demartdatihe submit statements from
musicians demonstrating his ability to sustairvalihood. Freystadtler’s father, fully aware
of his son’s negligent handling of money, had aahgfktipulated that any monies to be
handed over to his son must be delayed until heabhtved a stable means of support and

demonstrated greater financial restrdint.

It is against this backdrop that we can now begiagdpreciate more fully the relationship
between Freystadtler and Mozart. From all the atbél written evidence, Mozart befriended
his new student quickly and most likely played k& iia helping Freystadtler to receive his
inheritance by submitting a supportive statemerth&oSalzburg authoriti€sMozart may
have felt sympathy for Freystadtler, a fellow migicwho had taken flight from the
oppressive city of Salzburg (and perhaps from arlmaring father), in circumstances that
were not unlike his own. At any rate, the closeeasgion between the two men is evident
from four different documents: (1) Freystadtleamong those mentioned in Mozart’s high-
spirited, oft quoted letter from Prague dated Jani, 1787, written to his friend, Gottfried
Jacquin, in which he announced the nicknames givéimself, his traveling companions
and friends back in Vienra(2) a four part canon entitleieber Freistadtler, lieber
Gaulimauli K. 232/509a, was written for Freystadtler, pravgda clear indication that
Mozart found joy and some level of amusement irphigil; (3) Mozart also wrote the
unfinished burlesque pied@er Salzburger Lump in WieK,. 509b, in which the ‘hero’ is a
thinly veiled portrait of Freystadtler; and (4) Mk came to the rescue of Freystadtler by

" Michael Lorenz, ‘Mozarts Haftungserklarung fiir ysgidtler. Eine ChronologieMozart-Jahrbuchl 998
(Kassel: Barenreiter, 2000), pp. 1-19. Also avddain line <http://members.aon.at/michaelorenz/mébza

® Michael Lorenz, ‘Mozarts Haftungserklarung fir sgidtler’, pp. 18-19.

® Mozart explains, Ith. Punkitititi. —Meine frau SchablaPumfa. [..der freystadtler Gaulimauli. haben sie die
glte letzern seinen Namen zu comunicirehdrq Punkitititi. -My wifeis SchablaPumfa. [...] Freystadtler is
Gaulimauli Please kindly inform the latter of his name).teebf January 15, 178 BA 4:11).



providing the bond and written surety for him dgrimlawsuit in 1786/7 in which he was
accused of having stolen a piano. Two further &/ point to a friendship between Mozart
and his pupil: participation in the popular gameskittles which, according to Freystadtler,
took place during his counterpoint lessons with &82 and Freystadtler serving for a time

as a copyist for Mozart.

We now come to the studies which Freystadtler igmkvith Mozart in 1786 and which lasted

until sometime in 1787. They contain another pigicevidence, which adds a special note of

71 humor to the friendship between Mozart and Freykad
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% Hermann AbertW.A. Mozart. Neubearbeitete und erweiterte AusgaipeOtto Jahns Mozar vols, 7th ed.
(Leipzig: Breitkopf & Hartel), vol. 1: 827This anecdote first appeared in Hackel's obityaee footnote 5).
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2\Wolfgang Plath, ‘Beitrage zur Mozart-Autographid®ie Handschrift Leopold Mozartstozart-Jahrbuch
1960/61 (Salzburg: Zentralinstitut fur Mozartforaoly der Internationalen Stiftung Mozarteum, 1941)83.
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Geneviéve Geffray, edd]ozart, Bilder und Klang€Salzburg: Salzburger Landesausstellungen, 1@@1352-
353.



the fact that for teaching purposes Mozart didusa the original (Latin) text but a German
translation from 1742 by Lorenz Christoph Mizlendérneath Mozart’s notation we can
distinguish some symbols, isolated letters, andt\duks like a string of nonsense words
(schee, kusche, ase etc.). As Wolfgang Plath’saareséhas shown, all these were penned by
Freystadtler, though this does not preclude Mogzamt’olvement one way or the other. To
work out the meaning of the marginal annotatiors have to realize they are a combination
of two different language systems, French and Gerfiae apparently nonsensical “scheée
kusche avec I” is a rough phonetic transcriptioGgrman of the French phrase “J'ai couché
avec elle” (I have slept with her). Since Freydgidalls back on the German sound system to
write down the pronunciation of each word, his s@iptions are only an approximation of

the actual sounds in French.

The illustration shows that Freystadtler originadlyote “gusche” but changed it to “kusche”,
which in German is closer in sound to the Frenchiwioouché”** Substituting a voiced
plosive (the sound g) for a voiceless plosive &bend k), especially at the beginning of
foreign words and proper names, is rather commaoine varieties of German (including
Pennsylvania Dutch). The correspondence of the Md&aaily members provides many
examples of such substitutions. Thus, in Leopoldaits letters, mayor Kahr appears as
Gahr, the composer Cambini as Gambini and pasti Ktitsch as GlitscH® In April 1776,
Nannerl, Mozart’s sister, mentioned the death oiegs Rath schwarz” in her diary, before
changing Schwarz’s professional title to the cdrfeon “kriegs Rath” (literally: councilor of
war). And in November 1780 she recorded how Dr $zami prescribed her “ein trangel” (a
medicinal drink), correcting it to “ein trankel"tafwards:® In this respect, Freystadtler’s
initial spelling “gusche” instead of “kusche” istmmut of the ordinary. Also note that
Freystadtler writes the word with a long or mediah the middle, which should not be
confused with the letter f. The same long s casd®n at the beginning of the word “schee”.
The complete, four-word sentence described sosfar key to the solution to the rebus-like

riddle written underneath:

4 A German word somewhat similar in sound and ssi#id in Austria today is “kusch”, meaning “shut Lphe
second syllable of Freystadtler's “kusche” is nethwa but has to be read with a long vowel. Itrag with
Amadé.

'3 The three examples can be found/iBA 1:100,MBA 2: 353 andVIBA 3:575 respectively.

'8 Walter Hummel, ed Nannerl Mozarts Tagebuchblatter. Mit Eintragungbres Bruders Wolfgang Amadeus
(Salzburg and Stuttgart: Das Bergland-Buch, 198823 and p. 79. The initial spellingriggs Rath” and the
form “trangel” are visible on the facsimiles repueed in Hummel’'s edition. The alternative spellihgse not
been recorded in tHeriefe und AufzeichnungéseeMBA 1:529 andVIBA 3:34).



The riddle is a play on various homophones andwmbkes the technique used widely today in

text messages, where for example “c u” is shortHantsee you”. The first symbol in the

rebus in the Freystadtler autograph is a lower-tgisel'he pronunciation of the letter “g” in

the French alphabet sounds exactly like “I'ai” @vie). In addition, the letter “g” is lying on

its side, which needs to be taken into accountimterpretation. The phrase “lying (on its

side)” can be translated in French as “couché”. firaepart of the riddle is solved:

rebus | literal reading in French| homophonic equivalent phonetic transcription in English translation
in French German ( by
Freystadtler)
o g coucheé jai couché schee kusche | have slep

The tilted “g” is followed by an “L”, which is shagl not unlike the modern pound symbol £.

The letter “I”, when read in isolation, sounds like French feminine pronoun “elle” (she,

her). The “I” appears together with (“avec”) théde g:

rebus | literal reading in French| homophonic equivalent phonetic transcription in English translation
in French German ( by F.)
[+] L avec | avec elle avec | with her

We can apply the same principle to the two otlatles in the margin of the autograph. The

second riddle is again a combination of two diffédetters in which the typography is

semantically significant. In other words, the meagnof the rebus is determined by the shape

and relative size of the letters:

G a

The first letter is a capital, in this instanceesrgbnstratively large “g”. This may be rendered

in French as a “g grand”, which from a phonetiopaif view, is identical to “I'ai grand”:

rebus

literal reading in French

homophonic equivalent
in French

phonetic transcription in
German (by F.)

English translation

g grand

Jjai grand

scheé gran

| have (a) big




The large “G” is followed by a very small “a”, ar French, an “a petit”’ This is similar in
sound, though not identical to, “appétit” (appétiRecause of the different vowel sounds in
the second syllables (“a fit2 and “appéit”) the two phrases are strictly speaking not
homophonous. The difference in pronunciation islkrhawever, and may be disregarded. As

Freystadtler’s transcription makes clear, the fittfain “a petit / appétit is silent:

rebus

literal reading

homophonic equivalent
in French

phonetic transcription in
German ( by F.)

English translation

a petit

appétit

apeti

appetite

The final riddle, separated by a curved divideguti be read as a sequence of isolated letters
in the French alphabet, each representing a otabsylsound: “gacobial’, or “Jai assez
obéi a elle” (modern French: Je lui ai assez obt)e, Freystadtler transcribed the first three
syllables only (g a c: “schee ase”), the clusteb‘ica I” is merely repeated above the riddle.

The table below gives the solution for each indidetter in the rebus. The second column

shows the sound value of each syllable using ttegriational Phonetic Alphabet (IPA):

rebus phonetic value (IPA homophonic equivalent phonetic transcription in English translation
notation) in French German ( by F.)
g [3€] jai schee | have
ac [a] [se] assez ase enough
obi [>] [be] [i] obéi obeyed
a [a] a to
I [l] elle her

A translation in idiomatic English would be “I hagbeyed her enough”. As the French
sentence is slightly more complex than the pregedddles, Freystadtler added the German
translation “Ich hab& genug gehorsamt”, originally omitting “ihr” (hel Interestingly, this
is the only German sentence on the manuscript eeystadtler wrote it in another hand than
that used for the French phrases and transcriptiansention just one obvious feature, the
shape of the letter “h” in the word “schee” is velifferent from the “h” in “habe”, which has
a descender, the long downward loop below the lm@sé&lhe latter is typical of the so-called

Kurrentschrift, the common standard for Germaretettriting in the eighteenth century. As a

" The more common word order in French would beHeradjectives “grand” and “petit” to precede tloeim:

un grand g, un petit a.

'8 The form “gehorsamt” is no longer used in modeanr@an. The NMA erroneously gives the second word as
“hab” (NMA X/30/2:31).



rule, this script was not used for languages atiem German. Numerous examples of this
kind of language-related switch in handwriting eg/tan be observed in Mozart's
correspondence, for instance in his letter to fife flom June 6, 179%° The first seventeen
lines are in French and written in an ordinary m&rscript. When Mozart resorts to German
in the remainder of the letter, he also changebmslwriting and uses the much spikier
Kurrentschrift.

The first rebus on the Freystadtler manuscript eatggthe riddles should be interpreted in a
sexual context. In view of the preceding phrasai(tjouché avec elle”), the second riddle
“J'ai grand appétit” can well mean “I have a grappetite for sex”. Likewise, the third phrase
may have sexual overtones. Given Freystadtler’sransoexploits, which had prompted his
father to include certain conditions in his wilkietsentiments expressed in the riddles may not
have been entirely hypothetical. When compared eadvt’s more famous examples of word-
play, such as reshuffling words within sentencé&sh(gute eine wiinschte nacht”), spelling
words backwards (“Gnagflow Trazom”), and combinmgyds from several languages
(“hodie nous avons begegnet per strada Dominumagti®, the riddles discussed here are
special in that they include a clear visual compobrilne shape and direction of the letters),
adding an extra layer of semantic sophisticatfadowever, in one of the humorous letters to
his cousin, Maria Anna Thekla Mozart (“das Basl#ie composer also draws on a rebus-like

technique to express his feelings. In his lettdrdoof November 5, 1777, he ends with the

drawing of a little heart, followed by
the phrase “3 3 3 bis ins grab”, or “3 3

Gﬂngg—:ﬁ] 3 until the grave™ This goodbye only

makes sense if we know that in

Mozart’s Austrian dialect, the numeral@¢i in German) sounds like the German wtyed,
meaning “true” or “loyal”. In his letter Mozart effectively expressing his eternal loyalty to
his cousin: “true true true until the grav®&Mozart's use of the number “3” as shorthand for

19 MBA 5:134-135. A facsimile of the first page of MoZaetter with the different handwriting styles che
found in Gilles CantagreMozart. Letters and Manuscriptsl. by Gray Sutherland et al (New York: Harry N.
Abrams, 2005), p. 213.

% The three examples of Mozart’s wordplay and maoyenare discussed in Emanuel Winternitz, ‘Gnagflow
Trazom: An Essay on Mozart's Script, Pastimes, [dadsense LettersJournal of the American Musicological
Societyll, Nos 2/3 (Summer-Autumn 1958), pp. 200-216.rRore on Mozart’s linguistic acrobatics and
creative use of register see Wolfgang Mieder, ““No8it Like a Rabbit in the Pepper”: Proverbial gaage in
the Letters of Wolfgang Amadeus Mozadurnal of Folklore Research0, No.1 (2003), pp. 33-70.

> MBA 2:106.

22 A more elaborate version of this rebus appeasslétter written by Leopold Mozart on December 1872
(MBA 1:468). It was a popular image, one that can la¢stound on the reverse of an embroidered pictare c



“treu’ is the equivalent of writing “2” for “to” or “todin English text messages. It is on the
same principle of sound resemblance or homophaatythie Freystadtler riddles are based.

When Freystadtler found himself in financial ditfltes in 1789 and appealed to the Salzburg
authorities to grant him access to his father’'®ritance, he sent glowing references from
music connoisseurs and masters in compositionad pf his modesty and respectable
character. Among these was probably a letter afmagendation from Mozart written to
convince the authorities of his (former) pupil’smsstnes$® Mozart may have mentioned in
his testimony how under his tutelage in 1786-87%&wdtler had applied himself with
diligence to his music studies. Nevertheless, aathiograph shows, during the exercises in

strict counterpoint, student and teacher had glearjoyed some light-hearted fun.

once in Leopold’s possession. The upper part of#nd shows a blindfolded Cupid strewing red heants
green threes from a basket. For a facsimile otthd, see Walter Hummel, etlannerl Mozarts
Tagebuchblatterpp. 91-92.

% Michael Lorenz, ‘Mozarts Haftungserkléarung fir ys&idtler’, pp. 18-19.



