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Abstract: The assessment of scribes in handwritten musical sources not only supports

editorial philology by aiding in the determination of manuscript provenance and dating

but also enables conclusions about the professional practices of copyists, which are rarely

documented in other sources. This study examines the collaborative work processes of music

copyist workshops in mid-eighteenth-century Vienna, drawing on a comprehensive survey

of opera score copies produced between 1760 and 1775. Shifting the traditional scholarly

focus from copyists associated with individual composers to a specific repertoire within a

defined geographical and institutional framework, it enables a systematic analysis of copyists

active in the Viennese court’s theatrical sphere during this period. After the Habsburg court

discontinued its official copyist position in 1755, commissions were assigned to independent

copyist workshops, fostering a growing open market for sheet music. Within the timeframe

under examination, three distinct copyist workshops can be identified, the most prominent

being that of (Anna) Theresia Ziss (1700–77), widow of a long-serving court copyist. This

case study introduces Ziss’s workshop as a framework for examining the division of labor

and the responsibilities of a workshop’s head, as reflected in the manuscripts. Although

copying tasks were distributed among multiple main and occasional copyists, the visual

consistency of the workshop’s output was maintained through minimization of the number of

scribes involved in each manuscript and transitions between copyists within volumes. As

head of the workshop, Ziss ensured uniform quality through standardized title pages, final

adjustments, and meticulous proofreading. In contrast, the workshops of Boniface Charles

Champée, active in the 1760s, and of an unidentified scribe, WK71F, who became the court’s

primary supplier in the early 1770s, exhibited slightly different organizational structures

and professional practices, resulting in more heterogeneous manuscripts and reflecting the

increasing complexity of the Viennese copyist landscape.
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Introduction: Approaches to Music Copyist Research

The study of music copyists has long been embedded in the German tradition

of philological research, frequently associated with the production of critical

editions for collected works series. Within this context, the identification

of scribes plays a key role in establishing the authenticity, provenance,

and chronology of handwritten musical sources.1 As a result, research

on copyists has predominantly focused on the scribes involved in the

manuscript traditions of individual composers, with particular emphasis on

those composers regarded as central to the musical canon. Beginning with

pioneering research on Johann Sebastian Bach, the field has since primarily

focused on composers such as Wolfgang Amadeus Mozart or Ludwig van

Beethoven.2 More recent examples include Anette Müller’s monograph on

Robert Schumann’s copyists,3 as well as a research project on “The Viennese

Copyists of Anton Bruckner’s Works.”4 Additionally, there is sporadic research

on copyists in (sometimes quite heterogeneous) individual collections.5

However, extensive studies addressing the profession of copyists as a whole

remain rare.6

In contrast to the emphasis on individual composers, the corpus of sources

analyzed in the research projects “Cultural Transfer of Music in Vienna,

1755–1780: Music Distribution, Transformation of Pieces, Involvement of

New Consumers” (CTMV) and “Paper and Copyists in Viennese Opera Scores,

1760–1770” (P&C, in the following both referred to as Paper & Copyists)

shifts the focus to a specific repertoire within a particular geographical and

institutional context. This approach offers a broader perspective on the

activities of copyists, as it encompasses a comprehensive overview of opera

score copies produced between 1760 and 1775. It provides a systematic survey

of the copyists who were active in the theatrical sphere for the Viennese
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court during this period, fulfilling a proposal by László Somfai, who identified

the need for a catalog of Viennese copyists as a research desideratum in

1989.7 The assessment of scribes not only establishes a robust foundation

for determining the provenance and dating of additional manuscripts but

also provides valuable insights into the professional landscape of copyists in

mid-eighteenth-century Vienna.

As Somfai posited, “the collaboration of various hands in a copyist workshop

[is] clearly documentable” through such data records.8 Nevertheless, little is

known about the commercial craft businesses involved in the production of

handwritten sheet music.9 In his study on Mozart’s Viennese copyists, Dexter

Edge notes that even the “working arrangements”—that is, the organizational

structure—and, by extension, the appropriate terminology (copying firm,

copy shop, copyist workshop, scriptorium, etc.) remain unclear.10 The term

“workshop” (Werkstatt) appears most fitting, as it encapsulates both the

attributes of a craft enterprise and those of an “artist’s studio.” With regard to

Early Modern contexts, the notion of a studio or workshop also encompasses

“the entire cohort of people working in conjunction with an artist,”11 many

of whom remained anonymous. In this regard, the term “copyist workshop”

does not necessarily refer to a physical workspace where tools were stored

and the copying was conducted, but rather to an organizational model for

the collaborative production of handwritten musical manuscripts under the

supervision of a lead copyist. According to Nicole Schwindt, who has outlined

the characteristics of workshops in the context of collaborative composition, a

workshop is characterized by a head “who, with [their] name, is responsible

for the collectively produced output at various stages of work and represents

the shared profile of the workshop.”12 Furthermore, she emphasizes—besides

shared training—communal practice as the basis for collaboration under a

single “label,” and the “development of a workshop identity.”13

In the Paper & Copyists sample, three distinct copyist workshops can be

identified, the most prominent being that of Theresia Ziss, the widow of a

former court copyist. Following an introduction to Ziss’s workshop and her

assistant copyists, I will use this case as a framework to explore the division of

labor within a copyist workshop, a phenomenon rarely documented in other

sources. I will then examine how Ziss’s role as workshop leader is reflected in

the musical scores themselves.
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Alongside Ziss’s workshop, the other two active workshops will be presented

and their working methods compared to those of Ziss. This analysis reveals

the professional practices of copyist workshops and the developments that

shaped the Viennese music market between 1760 and 1775.

Theresia Ziss’s Copyist Workshop

The majority of opera copies produced for the court during the period under

review can be attributed to the workshop of (Anna) Theresia Ziss (1700–77;

Paper & Copyists code: WK71P),14 who had been married to the long-serving

official court copyist Johann Andreas Ziss. After his death in 1755, the court left

the position vacant, distributing copying tasks among various scribes instead.15

This decision resulted in a burgeoning openmarket for sheetmusic, positioning

the court as one of several clients for copyists. Theresia Ziss was commissioned

to copy opera scores and parts16 for the court, primarily—but not exclusively—

in the Italian repertoire,17 thus assuming some of Johann Andreas’s former

responsibilities. In the Early Modern period, it was not uncommon for widows

to take over their late husbands’ workshops, as guild practices often allowed

women to continue their husband’s business, a custom later referred to as

“widow’s right” (Witwenrecht).18 The fact that she was able to take over the trade

suggests that she had previously worked in her husband’s workshop. Although

direct evidence of female copyists in the eighteenth century is scarce, it is

reasonable to assume that other women, particularly the wives of composers—

as documented in the case of Anna Magdalena Bach19—and professional

copyists were similarly involved in copying activities. Evidence that Ziss’s late

husband had already employed several copyists in his workshop can be found

in two application letters, in which they applied for Johann Andreas’s vacant

position at court after his death.20 However, due to the changing nature of

orders, it can be assumed that assistants were typically hired as subcontractors

rather than as salaried employees.21

A total of ninety out of 159 score copies (as of September 1, 2024)22 can be

attributed to Ziss’s workshop, which reached its peak productivity in the mid-

1760s (see Table 1). These scores comprise (1) copies Ziss herself worked

on,23 along with (2) manuscripts written by her assistants without her direct

involvement (see figure 1). The first group includes scores in which Ziss was

personally involved in the musical and/or verbal text, including manuscripts

for which she only wrote the title page(s).24 Further scores are attributed to
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Ziss’s workshop if they feature at least one of her main copyists and match the

paper used in her workshop. Furthermore, paper and handwriting analysis

suggests that some of the unassigned scores may also have originated from

her workshop.

Figure 1: Attribution of opera score copies to different

workshops

In the payment records of the imperial court, Ziss is listed as a single

contractor.25 However, the copying tasks were distributed among various

scribes within her workshop. Over the fifteen-year period between 1759 and

1773, she collaborated with a total of twenty-five assistants. Among them,

four principal copyists stand out, each of whom contributed to over thirty

score copies. Two of these, WK60G and WK72D, had been working for Ziss as

early as 1759/1760, but their involvement declined in the 1760s, with both

resigning after 1767. The other two main copyists, WK71K and WK73F, joined

the workshop in 1763/1764 and remained active until the early 1770s. Other

copyists served as main copyists only temporarily, working intensively for

shorter periods of time, such as WK63B in 1764–65 and WK67A and WK67B

in 1767–68. A large group, however, consisted of occasional copyists who

sometimes contributed to as few as a single copy. It is likely that only a

small number of these scribes were full-time copyists; most were probably

musicians, which makes the consistently high quality of their writing all the

more remarkable. Only a few frequent scribes can be presumed to have

worked exclusively as copyists.26
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Table 1: Opera score copies produced by Ziss’s (WK71P) workshop

The format of the date reflects the basis for dating the score (applies to

tables 1, 4, and 5): Dates that include both month and day correspond to known

performance dates of the opera in Vienna (“xx” indicates that the exact date

is unknown). When only the year is provided, the dating is determined on the

basis of an analysis of copyists and paper.

The given data only reflect the original manuscript layer; subsequent changes

made by other copyists on different paper are not included.

Date Opera Shelfmark Copyists (WK) Paper

Ziss 60G 71K 72D 73F Other

1759-02-21 Galuppi, Il filosofo di

campagna

A-Wn,

Mus.Hs.18068

x x P61 P80

P93

1760-10-07 Hasse, Alcide al bivio A-Wn,

Mus.Hs.18709

x x x P64

1761-01-03 Traetta, Armida A-Wn,

Mus.Hs.17861

x x x 60S 61C P71

1762-02-12 Hasse, Alcide al bivio A-Wn,

Mus.Hs.18663

x x 60K P59 P71

1762-04-27 Hasse, Il trionfo di Clelia A-Wn,

Mus.Hs.17297

x x x 60S P66 P71

P76

1762-10-05 Gluck, Orfeo ed Euridice A-Wn,

Mus.Hs.17783

x x P66

1762-10-05 Gluck, Orfeo ed Euridice A-Wn,

Mus.Hs.9949

x x P59 P66

1762-10-05 Gluck, Orfeo ed Euridice F-Po,

CS-3971

x x x P65 P66

P71

1763-01-04 Scarlatti, Artaserse A-Wn,

Mus.Hs.17851

x x x P65 P66

P71

1763-01-15 Gaviniès, Le prétendu A-Wn,

Mus.Hs.17889

x x x P65

1763-05-12 Bonno, L’isola disabitata A-Wn,

Mus.Hs.18291

x x P59

1763-06-15 Scolari, La conversazione A-Wn,

Mus.Hs.18042

x x x P22 P65

1763-06-18 Philidor, Le maréchal

ferrant

A-Wn,

Mus.Hs.17896

x x x P22

1763-09-12 Galuppi, Il filosofo di

campagna

A-Wn,

Mus.Hs.18067

x x P22

1763-10-04 Traetta, Ifigenia in Tauride A-Wn,

Mus.Hs.17853

x x x x P22

1763-10-04 Traetta, Ifigenia in Tauride A-Wn,

Mus.Hs.10008

x x x x P22 P65

1763 Gassmann, Filosofia ed

amore

A-Wn,

Mus.Hs.18081

x x P22

1763 Blaise, Annette et Lubin A-Wn,

Mus.Hs.18766

x x P22

1763 Philidor, Sancho Panca A-Wn,

Mus.Hs.17897

x x P22

1764-04-24 Hasse, Egeria A-Wn,

Mus.Hs.18280

x P69

1764-05-19 Piccinni, La buona figliuola A-Wn,

Mus.Hs.17821

x x x x x P69

1764-06-02 Majo, Alcide negli orti

Esperidi

A-Wn,

Mus.Hs.17187

x x 60M P69
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Date Opera Shelfmark Copyists (WK) Paper

Ziss 60G 71K 72D 73F Other

1764-06-06 Fischietti, Il signor dottore A-Wn,

Mus.Hs.18063

x x x x x 60M P69

1764-11-05 Galuppi, Le nozze A-Wn,

Mus.Hs.18071

x x x 64C 71L P69

1764-xx-xx Piccinni, La buona figliuola

maritata

A-Wn,

Mus.Hs.17823

x x x x 60M P69

1764 Scarlatti, L’Issipile A-Wn,

Mus.Hs.10004

x x x P69

1764-xx-xx Fischietti, Il mercato di

Malmantile

A-Wn,

Mus.Hs.18064

x x x x 63B P69 P87

P88

1764-10-18 Gassmann, L’olimpiade A-Wn,

Mus.Hs.18074

x x x P69 P87

1764-10-18 Gassmann, L’olimpiade A-Wn,

Mus.Hs.9947

x x x x P87

1764-xx-xx Boroni, L’amore in musica A-Wn,

Mus.Hs.18261

x x x x P87

1765-01-24 Gluck, Il parnaso confuso D-Dl,

3030-F32

x P68

1765-01-24 Gluck, Il parnaso confuso I-MOe,

F.0511

x x 63B P87 P88

1765-01-24 Gluck, Il parnaso confuso I-Nc, 27.4.12 x x x P88

1765-01-24 Gluck, Il parnaso confuso F-Pn, D-4703 x x x P69 P87

P88

1765-01-25 Gassmann, Il trionfo

d’Amore

A-Wn,

Mus.Hs.18079

x x P69 P88

1765-01-30 Gluck, Il Telemaco ossia

L'isola di Circe

F-Pn,

VM4-51

x x x 60M P72

1765-01-30 Gluck, Il Telemaco ossia

L'isola di Circe

A-Wn,

Mus.Hs.17780

x x x x x P69 P72

P88

1765-02-11 Scarlatti, Gli stravaganti A-Wn,

Mus.Hs.17850

x x x x x P69 P88

1765 Maria, Talestri, regina

delle amazzoni

A-Wn,

Mus.Hs.17201

x P88

1765 Hasse, Il trionfo di Clelia I-MOe,

F.0545

x 63B P87 P88

1765 Traetta, Ifigenia in Tauride I-MOe,

F.1188

x 63B 60R P87 P88

1765-xx-xx Galuppi, Li tre amanti

ridicoli

A-Wn,

Mus.Hs.18056

x x x 63B P84 P87

P88

1765-04-20 Piccinni, La schiava I-Nc,

30.3.28–29

x x x 68H P22 P65

P87

1765-04-20 Piccinni, La schiava A-Wn,

Mus.Hs.17827

x x x x x 63B P87

1765-xx-xx Pergolesi, La serva

padrona

A-Wn,

Mus.Hs.18034

x x P22 P87

1765-xx-xx Piccinni, Le donne

vendicate

A-Wn,

Mus.Hs.17812

x P22 P87

1765-08-06 Hasse, Romolo ed Ersilia A-Wn,

Mus.Hs.17288

x x x x 63B P22 P65

P87 P89

1765-10-04 Gluck, La corona A-Wn,

Mus.Hs.10123

x x x P89

1765-10-04 Gluck, La corona A-Wn,

Mus.Hs.17782

x x x P22 P89
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Date Opera Shelfmark Copyists (WK) Paper

Ziss 60G 71K 72D 73F Other

1765 Scarlatti, La serva scaltra A-Wn,

Mus.Hs.17849

x x x x P22 P65

P68

1766-10-25 Gassmann, Il viaggiatore

ridicolo

A-Wn,

Mus.Hs.18083

x x x P89

1766-xx-xx Piccinni, Il cavaliere per

amore

A-Wn,

Mus.Hs.17822

x x P88

1767-02-25 Pasqua, L’albagia

smascherata o sia Il

cittadino rinnobilito

A-Wn,

Mus.Hs.17817

x x x P79

1767-04-26 Gassmann, L’amore

artigiano

A-Wn,

Mus.Hs.18085

x x x P79

1767-09-09 Hasse, Partenope I-Nc,

27.2.23–24

x P79

1767-09-09 Hasse, Partenope A-Wn,

Mus.Hs.17298

67A 67B P79

1767-09-09 Galuppi, Il marchese

villano

I-Nc,

27.6.20–21

67A 67B P79

1767-10-05 Gassmann, Amore e

Psiche

A-Wn,

Mus.Hs.9946

x 60X 67B

67E 67F 72J

P10 P56

P79 P91

1767-xx-xx Piccinni, Le contadine

bizzarre

A-Wn,

Mus.Hs.10062

x 67A 67B P79

1767-xx-xx Piccinni, Le contadine

bizzarre

I-Nc,

30.3.2–3

x x x P79

1767-xx-xx Piccinni, Le contadine

bizzarre

A-Wn,

Mus.Hs.17826

x x x x 67C P79

1767-xx-xx Sacchini, La contadina in

corte

I-Nc,

31.4.20–21

x 60M 67A

71L

P79

1767-xx-xx Sacchini, La contadina in

corte

A-Wn,

Mus.Hs.17815

x x 67A 67B

71L 71M

P72 P79

1767 Bonno, L’isola disabitata I-Nc, 25.6.1 67A 67B P79

1767 Boroni, L’amore in musica I-Nc,

25.6.8–10

67A P79

1767 Gassmann, L’olimpiade I-Nc,

27.6.36–38

x P79

1767 Gluck, Orfeo ed Euridice I-Nc,

27.4.2–3

x P79

1767 Hasse, Alcide al bivio I-Nc,

27.2.6–7

x P79

1767 Traetta, Armida I-Nc,

32.6.9–11

x P79

1767 Traetta, Ifigenia in Tauride I-Nc,

32.6.12–14

x P79

1767 Fischietti, Il mercato di

Malmantile

I-Nc,

26.2.30–32

x P72 P79

1767 Fischietti, Il signor dottore I-Nc,

26.2.27–29

71L 71M P72 P79

1767-04-26 Gassmann, L’amore

artigiano

I-Nc,

27.6.28–30

x x 67A P72 P79

1767 Gluck, Il Telemaco ossia

L’isola di Circe

I-Nc,

27.4.14–15

68B P72 P79

1767 Gassmann, Il viaggiatore

ridicolo

I-Nc,

27.5.1–3

67B P79 P89

1768-01-05 Gassmann, La notte critica A-Wn,

Mus.Hs.18086

x x x 67B 68A

68E

P79
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Date Opera Shelfmark Copyists (WK) Paper

Ziss 60G 71K 72D 73F Other

1768-xx-xx Anfossi, Lo sposo di tre e

marito di nessuna

A-Wn,

Mus.Hs.18048

x 67B 68E

71Q

P10 P54

P73 P79

1768-xx-xx Gassmann, Gli uccellatori A-Wn,

Mus.Hs.18080

x x 67B 68F P5 P10 P73

1768-xx-xx Scolari, La cascina A-Wn,

Mus.Hs.1065

x 67B 68D

68F 68H

P10 P73

P89

1769-xx-xx Guglielmi, La sposa fedele A-Wn,

Mus.Hs.10031

x x 69C P73

1770-09-xx Gassmann, La contessina A-Wn,

Mus.Hs.17773

x x 71B 71H P5 P38

1770-10-21 Gluck, Alceste A-Wn,

Mus.Hs.9948

x x 71H P1 P3 P7

P38 P95

1771-04-14 Sacchini, Il finto pazzo per

amore

A-Wn,

Mus.Hs.1057

x 71B P1 P3 P12

P38

1771-04-14 Sacchini, Il finto pazzo per

amore

A-Wn,

Mus.Hs.10070

x x 71H P3 P9

1771-xx-xx Piccinni, L’incognita

perseguitata

H-Bn, OE-28 x x P1 P3 P38

1771-xx-xx Piccinni, L’incognita

perseguitata

A-Wn,

Mus.Hs.17813

x x 71H P3 P9

1772-01-21 Gassmann, Il filosofo

inamorato

A-Wn,

Mus.Hs.18082

x x 71B 71H P5 P38

1772-09-23 Grétry, Lucile A-Wn,

Mus.Hs.10173

x P3 P26

1772-09-xx Grétry, Le tableau parlant A-Wn,

Mus.Hs.10174

x P3 P26

1773-05-11 Felici, L’amore soldato A-Wn,

Mus.Hs.18059

x x 71H P1 P3 P37

P38 P39

Labor Division within a Workshop

The practice of distributing the labor of copying among several scribes in

Ziss’s workshop, rather than having one scribe copy an entire score alone,

was likely motivated by labor-economic considerations. The allocation was

probably influenced by the time constraints of the commission, as well as

the availability, qualifications, and workload of the copyists Ziss had at her

disposal. While it cannot be entirely ruled out that the division of labor was

also intended as a safeguard against unauthorized copying—a concern

occasionally raised by contemporaries27—this seems unlikely, given that

individual copyists were sometimes entrusted with copying different segments

when multiple copies of a work were produced.28 Furthermore, the analysis

disproves Somfai’s hypothesis that a basic copy was initially made by the lead

copyist and subsequently reproduced by several other scribes in additional

manuscripts.29

The remarkable visual uniformity of the workshop’s products was achieved
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not only through standardized handwriting, as Christiane Maria Hornbachner

elaborates, but also through aminimization of the number of copyists involved

with each manuscript and the frequency of changes within a volume. Nearly

one-fifth of the scores were written by a single scribe, while the majority were

copied by two to four copyists collaboratively (see figure 2). It was especially

common for an opera with three acts to be assigned to three different copyists,

each responsible for copying one act in a separate volume. As a result, more

than half of the volumeswere copied by a single scribe (see figure 3), suggesting

that sufficient time was allocated to the copying process. In contrast, instances

in which more than three changes of copyist occurred within a single volume

were rare.

Figure 2: Prevalence of the number of copyists per score in

opera copies produced by Ziss’s workshop

Figure 3: Prevalence of copyist changes per volume in

opera copies produced by Ziss’s workshop

When the copyist changed within a volume, the division was typically organized

in blocks. These transitions most often coincided with musical or material

cesuras, or even both simultaneously. In many instances, a new copyist would

begin at the start of a new scene, aria, or chorus, which frequently aligned

with the beginning of a new gathering, sometimes on a different paper. A

simultaneous shift in copyist, musical section, and gathering allowed multiple

copyists to work concurrently on the same score, leading to significant time

savings in themanufacturing process. In contrast, changes without anymusical

or material cesura were less common. One example can be found in a copy

of Hasse’s Il trionfo di Clelia (A-Wn, Mus.Hs.17297), where Ziss began writing

an aria and even set up a new system with the appropriate clefs on a new

folio within a gathering. The subsequent musical text, however, was written by

WK60G, one of her main copyists, indicating that in this case the copyists had

to work consecutively (see figure 4).30
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Figure 4: Change of copyist within a musical piece: page

setup (clefs, key signatures) by Ziss and musical notation

by WK60G. Johann Adolf Hasse, Il trionfo di Clelia (1762),

A-Wn, Mus.Hs.17297, vol. 1, fol. 70v; by courtesy of the

Österreichische Nationalbibliothek, Musiksammlung

Volumes with more than three alternations are relatively rare exceptions.

Generally, a larger number of scribes and frequent changes suggest a

production process under time constraints, where all available labor was

utilized to complete the work, possibly to ensure the scores were ready

in time for the Viennese premiere. However, multiple alternations do not

necessarily indicate the involvement of numerous copyists; they can also

result from the alternating work of a small number of scribes. For instance,

the beginning of a copy of Gluck’s La corona (A-Wn, Mus.Hs.17782) presents a

rare case of division based on the type of music (see table 2). Scribe WK73F

was responsible only for copying recitatives and scene openings, while WK60G

handled the more complex arias and the sinfonia at the beginning. Notably,

in this case, the shifts between copyists consistently correspond to changes

in paper. WK73F only used P22, whereas WK60G exclusively wrote on P89.

This suggests that the copyists drew from separate stacks of paper and may

have even worked in different locations.31 The staff ruling, which varies with

the paper in this instance, was not applied by the copyists themselves but

most likely before the paper arrived in Vienna, as revealed by Martin Eybl and

Konstantin Hirschmann in their article in this special issue.
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Table 2: Division of labor between two copyists based on the type of music.

Beginning of Christoph Willibald Gluck, La corona (1765), A-Wn, Mus.Hs.17782,

vol. 1

Gathering Folios Paper Staff Ruling Copyist Musical Disposition

1 1–8 P89 10/191 WK60G Sinfonia

2 9–16

3 17–22

4 23–25 P22 10/184 WK73F Scena 1

5 26–27

6 28–35 P89 10/191 WK60G Aria

7 36–41

8 42–44 P22 10/184 WK73F Scena 2

9 45–52 P89 10/191 WK60G Aria

10 53–56

11 57–59 P22 10/184 WK73F Scena 3

12 60–61 Scena 4

13 62–69 P89 10/191 WK60G Aria

14 70 P22 10/184 WK73F Recitative

The beginning of this copy of La corona may also shed light on another

aspect of potential division of labor: the training process.32 Handwritten

copying required not only a deep understanding of musical notation and

the music itself but also specific skills related to the appropriate spacing of

bars and notes on the folio to ensure a practical and aesthetically pleasing

result, facilitating easy reading and comfortable page turning. It would be

expected that inexperienced scribes, or those new to the workshop, would be

assigned to copy less demanding sections, such as recitatives, or to create

secondary versions from a model allowing them to develop a sense of page

layout. However, this was not the case; both WK73F and WK60G were already

experienced scribes at the time of collaboration on this manuscript. There is

also no division of labor between beginners and mentors when it came to

music and lettering, as Ortrun Landmann has observed with copyists at the

Dresden court;33 typically, both the music and the word text were written by

the same scribe. There is no evidence of apprenticeship; training in copying

techniques, whether in general or specific to any potential workshop style, did

not take place on opera scores that were required to meet the high-quality

standards expected by patrons.

77



Tasks of a Workshop’s Head

In contrast to the intricacies of task allocation among scribes, the

responsibilities of a workshop’s head may appear more straightforward. The

owner, on the one hand, acted as the workshop’s external representative,

handling client relations. As the principal contractor, Ziss was responsible for

accepting commissions and invoicing royal and aristocratic patrons for the

sheet music produced under her supervision. This facet of her role is the only

one explicitly documented in written sources, such as the Hofzahlamtsbücher

(court treasury books).34 In addition to serving the court, Ziss also provided

copies to other aristocratic clients, including the princes Joseph I Adam

Schwarzenberg (1722–82)35 and Nikolaus I Esterházy (1714–90).36 However,

she did not seem to employ newspaper advertisements for client acquisition,

a practice that only began to emerge among Viennese copyists in the early

1760s.37 On the other hand, managing the workshop required overseeing its

internal labor structure. Depending on the volume of commissions, Ziss was

responsible for hiring a sufficient number of assistant copyists, coordinating

the distribution of tasks among her assistants, and ensuring payments for

those working under her direction. Notably, Ziss also undertook a significant

portion of the copying tasks herself.

Beyond her evident external and internal responsibilities, a detailed

examination of the musical manuscripts produced under her direction offers

deeper insights into Ziss’s leadership, particularly her role in upholding

consistent quality standards across the workshop’s output. Ziss’s pivotal

position in the production process is most clearly demonstrated by the title

pages of the volumes, many of which were personally decorated by her.

Even in cases where she did not contribute to the content of a volume, her

handwriting frequently appears on the title page. For instance, in a copy of

Johann Adolf Hasse’s Romolo ed Ersilia (A-Wn, Mus.Hs.17288), performed

during the wedding celebrations of Archduke Leopold and Maria Ludovica of

Spain on August 6, 1765, in Innsbruck, Ziss only wrote the overture in the first

volume, delegating the remainder of the work to other copyists. Nevertheless,

she personally designed the title pages of all three volumes, thereby ensuring

visual coherence despite the involvement of multiple scribes and reinforcing

the overall unity of the score (see figure 5).
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Figure 5.1–3: Title pages written by Ziss. Johann Adolf

Hasse, Romolo ed Ersilia (1765), A-Wn, Mus.Hs.17288,

vol. 1–3, fol. 1r each; by courtesy of the Österreichische

Nationalbibliothek, Musiksammlung

This practice is particularly evident in a group of sixteen scores, which were

likely produced as part of a large-scale order in 1767 (see table 3), resulting

in a peak of productivity of Ziss’s workshop. These manuscripts from the

collection of Archduchess Maria Carolina (1752–1814), currently housed in

the Biblioteca del Conservatorio S. Pietro a Majella in Naples, were probably

prepared in anticipation of her wedding to Ferdinand I of the Two Sicilies and

her subsequent relocation to Naples in May 1768. Five of the scores contain

operas staged in Vienna in 1767, while the remaining manuscripts feature
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combinations of copyists and paper that are characteristic of scores from

that year alone, supporting the hypothesis that all were produced within a

limited period of time.38 Although Ziss personally contributed to only two of

the scores, the remaining copies can also be attributed to her workshop, as

she was responsible for writing nearly all the title pages. In just two of the

manuscripts, she delegated this task to one of hermost skilled scribes (WK72D),

who had copied the entire respective work independently.

Table 3: Opera score copies produced in 1767 for Archduchess Maria Carolina

by Ziss’s workshop

Bold print indicates that the opera was actually performed in Vienna in 1767.

Opera
I-Nc

Shelfmark
Copyists (WK)

Scribe of the Title Page(s)

Vol. 1 Vol. 2 Vol. 3

Bonno, L’isola disabitata 25.6.1 67A 67B Ziss – –

Boroni, L’amore in musica 25.6.8–10 67A Ziss Ziss Ziss

Fischietti, Il mercato di Malmantile 26.2.30–32 72D WK72D no title

page

no title

page

Fischietti, Il signor dottore 26.2.27–29 71L 71M Ziss no title

page

no title

page

Galuppi, Il marchese villano 27.6.20–21 67A 67B Ziss Ziss –

Gassmann, L’amore artigiano 27.6.28–30 67A 71K 73F Ziss Ziss Ziss

Gassmann, L’olimpiade 27.6.36–38 71K Ziss Ziss Ziss

Gassmann, Il viaggiatore ridicolo 27.5.1–3 67B Ziss Ziss Ziss

Gluck, Orfeo ed Euridice 27.4.2–3 71K Ziss Ziss –

Gluck, Il Telemaco ossia L’isola di

Circe

27.4.14–15 68B Ziss Ziss –

Hasse, Alcide al bivio 27.2.6–7 71P (Ziss) Ziss Ziss –

Hasse, Partenope 27.2.23–24 71K Ziss Ziss –

Piccinni, Le contadine bizzarre 30.3.2–3 71K 71P (Ziss)

73F

Ziss Ziss –

Sacchini, La contadina in corte 31.4.20–21 60M 67A 71L

73F

Ziss Ziss –

Traetta, Armida 32.6.9–11 72D WK72D no title

page

no title

page

Traetta, Ifigenia in Tauride 32.6.12–14 73F Ziss Ziss Ziss

A similar practice is observed in scores produced by Boniface Champée’s

workshop. Bruce Alan Brown suggests that Champée may have designed

the title pages himself, possibly to indicate his oversight and approval of the

work.39 Concurrently, the Venetian copyist Giuseppe Baldan employed a similar

technique, sometimes even inserting his own name on the title page of the

scores. Kordula Knaus notes that these title pages can be attributed to Baldan,

whose distinctive design, characterized by richly ornamented letters, had a

“high degree of recognition value.”40 In contrast, the practice of marking the

title page with the workshop owner’s name did not emerge in Vienna until the

1780s, under Wenzel Sukowaty and Lorenz Lausch.41 The use of a uniform
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title page design thus provided Ziss with the opportunity to emphasize that

the score was produced under her direct supervision.

Ziss’s leadership role is evident not only in the initial presentation of the

majority of the scores but also throughout their internal production, as will

be demonstrated by two examples. To ensure that the final product met the

professional quality standards of a neat copy, Ziss made final adjustments

herself when necessary to enhance visual uniformity and maintain a clean,

orderly manuscript. Although she was not originally involved in the production

of a copy of Florian Leopold Gassmann’s Gli uccellatori (A-Wn, Mus.Hs.18080),

which was prepared by copyists WK76B, WK68F, and WK71K, the score shows

signs of her intervention. When alterations—likely introduced during the

significant revision for the 1768 Viennese performance—were added to a

recitative written by WK68F, they created a cluttered and confusing page (see

figure 6). In response, Ziss meticulously rewrote the relevant section of the

recitative, pasting it over the unsightly passage to restore the score’s clarity

and visual consistency (see figure 7).

Figure 6: Original page written by WK68F, with

alterations. Florian Leopold Gassmann, Gli uccellatori

(1768), A-Wn, Mus.Hs.18080, vol. 2, fol. 93v; by courtesy

of Österreichische Nationalbibliothek, Musiksammlung

Figure 7: New page written by Ziss implementing the

alterations. Florian Leopold Gassmann, Gli uccellatori

(1768), A-Wn, Mus.Hs.18080, vol. 2, fol. 94v; by courtesy of

the Österreichische Nationalbibliothek, Musiksammlung

Another example is found in a copy of Niccolò Piccinni’s La schiava (A-Wn,

Mus.Hs.17827). Ziss appears to have reviewed the completed score to inspect

and approve the manuscript. In one of the arias (Act 1, Scena V), WK63B began

the writing, consistently marking the bass clefs and key signatures for both

the vocal and bass parts on the verso folio (see figure 8). However, when

WK63B neglected to include the clefs and accidentals on the last folio before

passing the writing on to WK60G, Ziss later corrected the omission by adding

the necessary notational signs (see figure 9). Although such observations are
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relatively few, they suggest that the scores leaving Ziss’s workshop underwent

close scrutiny by her.

Figure 8: Bass clefs, key signature, and musical text

by WK63B. Niccolò Piccinni, La schiava, A-Wn,

Mus.Hs.17827, vol. 1, fol. 82v

Figure 9: Musical text by WK63B with added bass clefs and

key signature by Ziss. Niccolò Piccinni, La schiava, A-Wn,

Mus.Hs.17827, vol. 1, fol. 83v

Additional Viennese Copyist Workshops: Boniface Champée

and WK71F

In addition to Ziss’s workshop, which served as the primary supplier of score

copies for the court during the Paper & Copyists investigation period from 1759

to 1775, habitual collaborations among scribes suggest the existence of two

additional workshops, each led by a principal copyist. The sustained production

of scores over several years under these copyists allows for foundational

comparisons to be made regarding their activities relative to those of Ziss’s

workshop.

As has been noted repeatedly, the court commissioned another scribe,

Boniface Charles Champée (Paper & Copyists code: WK60B), in addition to

Ziss, to copy opera scores in the 1750s and 60s.42 Champée’s life dates remain

unknown, and his career as a musician and copyist can only be traced in

part.43 He is first documented as a court violinist at the Kärntnertortheater

during the 1755/56 theatrical season.44 In 1762, Philipp Gumpenhuber listed

him as a violist in the orchestra register of the Burgtheater.45 The first invoice

documenting his work as a copyist dates from 1757, although his handwriting

appears in earlier manuscripts.46 Thus, his copying activities seem to have

been, at least initially, a secondary occupation alongside his career as a

musician. While Ziss supplied the court with mostly Italian operas, Champée

primarily focused on copying opéras comiques, including numerous works

by Gluck, which has made him a point of interest in Gluck scholarship.47

In addition to his work for the court, Champée, like Ziss, also worked for

other aristocrats. The collection of Joseph I Adam of Schwarzenberg contains
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numerous ballets originating from Champée’s workshop.48 For Prince

Nikolaus I Esterházy, he copied operas, ballets, and symphonies between

at least 1761 and 1768, as evidenced by invoices.49 In 1756 and 1759, he

had already compiled two catalogs of Prince Paul Anton Esterházy’s musical

collection.50

The Paper & Copyists sample includes a subset of ten opera score copies

produced by Champée and his assistants (see table 4), which largely aligns with

the current understanding of his activities. Champée’s handwriting appears

frequently between 1759 and 1764, with one final copy dating to 1769. The

majority of the works—all but two—are by Christoph Willibald Gluck. With few

exceptions, the manuscripts predominantly feature French opéras comiques.

However, two copies of Tetide from 1760 and the 1769 copy encompass Italian

repertoire, indicating that Champée’s commissions extended beyond French

music. Champée contributed to all the scores, serving as the sole scribe for six

of them. For the remaining four, he collaborated with up to seven assistants

(see figure 10), including three scribes also associated with manuscripts of

different provenance.51 In contrast to Ziss, Champée does not appear to have

employed a permanent team of copyists. The sharp increase in the number

of contributing scribes in manuscripts from 1764 and 1769 possibly reflects a

growing volume of orders from the mid-1760s, necessitating the involvement

of additional assistants. In two key aspects, the manuscripts from Champée’s

workshop are significantly more heterogeneous than those produced by Ziss’s

workshop. First, scores copied by multiple scribes often exhibit frequent

changes in handwriting within a single volume, with shifts occurring between,

or even within, gatherings, often without regard for the musical structure.52

Second, a wide variety of papers were used in the workshop, often mixed

seemingly at random within a single volume. However, drawing more precise

conclusions about the organization of work in Champée’s workshop would

require a more extensive and, crucially, chronologically denser set of sources.
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Table 4: Opera score copies produced by Champée’s (WK60B) workshop

Date Opera Shelfmark
Copyists (WK)

Paper
Champée Other

1759-xx-xx Gluck, Cythère

assiégée

A-Wn,

Mus.Hs.17875

x P67 P75

1760-10-10 Gluck, Tetide D-Dl,

3030-F9

x P60 P63

1760-10-10 Gluck, Tetide A-Wn,

Mus.Hs.17778

x 60A 62A P59 P60 P63 P67

P75

1760-xx-xx Gluck, L’ivrogne

corrigé

A-Wn,

Mus.Hs.17878

x P25 P80 P81

1761-12-09 Gluck, Le cadi dupé A-Wn,

Mus.Hs.10242

x P59

1761-12-09 Gluck, Le cadi dupé A-Wn,

Mus.Hs.17877

x P59

1763-05-08 Monsigny, Le maître

en droit

A-Wn,

Mus.Hs.17893

x 62A P22 P59 P84 P85

1764-01-07 Gluck, La rencontre

imprévue

A-Wn,

Mus.Hs.17898

x P61 P81 P84

1764-01-07 Gluck, La rencontre

imprévue

D-Dl,

3030-F28

x 60S, three other

copyists

P59 P61 P71 P81

1769-01-23 Piccinni, La

pescatrice

A-Wn,

Mus.Hs.1056

x 68C 69E 69F

69H 69J 69K,

one external

copyist

P5 P11 P54 P73

P90 P96 P97

Figure 10: Prevalence of the number of copyists per score in opera copies produced by different workshops

It was not until nearly fifteen years after the workshops of Ziss and Champée

began supplying the court with copies in the mid-1750s that a third workshop

emerged. Unlike the first two, the identification of this workshop’s “owner” is

not based on a named copyist in the invoice documents but is instead inferred

from codicological analysis of the scores. The head of this workshop has been

identified as copyist WK71F, whose handwriting appears in the majority of
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the scores in this group. However, unlike Ziss and Champée, WK71F was not

primarily responsible for writing the title pages.53 Efforts to link the lead copyist

to a known name have thus far been unsuccessful.54 As a result, nothing is

known about their personal circumstances or involvement in other musical

activities.

The workshop associated with WK71F first appears in 1769, the only year in

which all three workshops were simultaneously actively serving the court

(see figure 11). On the one hand, WK71F seems to have assumed some

responsibility from Champée’s workshop, which produced its final score in

1769, after a hiatus of several years. On the other hand, WK71F appears to

have benefited even more from Ziss’s reduced activity beginning in 1769.

Ziss’s decision to draft a will in 177055 may suggest declining health, possibly

due to age or illness, which could have led to a reduced workload. In any case,

WK71F capitalized on this gap in supply, becoming the court’s primary supplier

in the early 1770s.

Figure 11: Opera score copies by copyist workshop and year

A total of twenty-eight scores can be attributed to the group of copyists

associated with WK71F (see table 5),56 all of which comprise Italian repertoire.

WK71F himself contributed to twenty-three of these scores, while the remaining

five were produced by his principal copyist, WK71D, among others. Over the

span of six years, more than thirty additional scribes can be linked to this

workshop, representing a larger group of assistants than Ziss ever employed.

This increased workforce is also reflected in the scores themselves: in some

cases, a significant number of copyists (up to nine) were involved in the

production of a single score, indicating the beginning of a development that

resulted in up to fifteen copyists per score from the workshop of Wenzel
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Sukowaty in the following years.57 The majority of WK71F’s scores were written

by five copyists, compared to only three scribes in Ziss’s workshop productions

(see figure 10).

Table 5: Opera score copies produced by WK71F’s workshop

Date Opera Shelfmark
Copyists (WK)

Paper
71F 71D Other

1769-xx-xx Sacchini, L’isola d’amore A-Wn,

Mus.Hs.17830

x x 68F 69A 71E

71Q 71S

P5 P10 P41 P73

1770-01-10 Salieri, Le donne letterate A-Wn,

Mus.Hs.17833

x 69A 70A P2 P10 P41 P73 P79

1770-11-01 Gluck, Paride ed Elena A-Wn,

Mus.Hs.17781

x 70D P2 P3

1770-xx-xx Galuppi, Il villano geloso A-Wn,

Mus.Hs.18073

x x 69A 71H 71S P2 P10 P11 P73

1770-xx-xx Piccinni, Lo sposo burlato A-Wn,

Mus.Hs.17816

x x 71B 71E 71H

71S

P2 P11 P71

1771-01-05 Gassmann, Le pescatrici A-Wn,

Mus.Hs.18076

x x 71A 71B 71C

71E 71G 71H

P1 P2 P3 P5 P7 P9

P38 P71

1771-06-02 Salieri, Armida A-Wn,

Mus.Hs.17837

x 71E 71Q 71R

71S 71U 71V

P2 P3 P5 P44 P38

1771-12-31 Deller, Il maestro di

capella

A-Wn,

Mus.Hs.17857

x 71A 71G 71R

72B

P2 P38

1771 Gassmann, L’opera seria A-Wn,

Mus.Hs.17775

x x 71B 71E 71R

71S 71U 72E

P1 P2 P3 P5 P7 P9

P12 P20 P38 P71

1772-01-29 Salieri, La fiera di Venezia A-Wn,

Mus.Hs.17838

x x 71E 71H 71R P1 P2 P3 P20 P28

1772-04-20 Piccinni, Le finte gemelle A-Wn,

Mus.Hs.17828

x 71E 71R 72C

72R

P2 P3 P26 P40 P42

1772-05-12 Salieri, Il barone di Rocca

antica

A-Wn,

Mus.Hs.17834

x x 71R P2 P26 P38

1772-06-23 Gassmann, I rovinati A-Wn,

Mus.Hs.18075

x x 71G 71H P2 P3 P21 P26

1772-08-12 Piccinni, L’americano A-Wn,

Mus.Hs.17825

x x 71A 71H 71R P3 P26 P40

1772-09-22 Gazzaniga, La locanda A-Wn,

Mus.Hs.1058

x 71A 72C 72E P2 P3 P19 P20 P21

P26

1772-10-21 Salieri, La secchia rapita A-Wn,

Mus.Hs.17841

x 71A 71B 71C

72C

P3 P9 P26 P31 P35

1772-10-21 Salieri, La secchia rapita A-Wn,

Mus.Hs.10075

x 71B 72E 72R

72Z

P3 P12 P26 P31 P35

P38 P43

1773-02-03 Gassmann, La casa di

campagna

A-Wn,

Mus.Hs.17774

x x 71B 71C 71R

71V 73C

P2 P3 P26 P33

1773-06-08 Salieri, La locandiera A-Wn,

Mus.Hs.17840

x 71B 71H 73L

73M 73N 74C

P1 P3 P9 P12 P26

P39 P48

1773-08-31 Anfossi, L’incognita

perseguitata

A-Wn,

Mus.Hs.18047

x 71H 73L 73U

73W 74C

P3 P7 P26 P49

1773-08-31 Anfossi, L’incognita

perseguitata

A-Wgm,

Q1129

x x 72E 74C P12 P26

1774-04-04 Gazzaniga, L’isola d’Alcina A-Wn,

Mus.Hs.17777

x 73N 74C P12 P31 P39 P44

P49 P51 P54 P55

P56

1774-06-01 Piccinni, L’astratto ovvero

Il giocator fortunato

H-Bn, OE-27 x 72E P3 P40 P51
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Date Opera Shelfmark
Copyists (WK)

Paper
71F 71D Other

1774-06-01 Piccinni, L’astratto ovvero

Il giocator fortunato

A-Wn,

Mus.Hs.17824

x 74B 74C 74G P3 P31 P40 P51 P56

1774-12-06 Paisiello, Il tamburo A-Wn,

Mus.Hs.17801

x 73U 74A 74B P3 P31 P44 P51 P52

P53

1775-04-29 Paisiello, La Frascatana A-Wn,

Mus.Hs.17800

x x 71A 72Z 73U

74A 74G 75A

75D

P7 P26 P31 P40 P51

P53

1775-05-25 Anfossi, Il geloso in

cimento

A-Wn,

Mus.Hs.18046

x x 71Q 73U 74A P2 P40 P51

1775-09-09 Salieri, La finta scema A-Wn,

Mus.Hs.17842

x x 71M 74A 74G

75A

P3 P26 P40 P51 P52

In general, the early 1770s saw a growing complexity in the landscape of

Viennese copyists. Increasingly, copyists can no longer be clearly assigned

to a single workshop within this period. For instance, WK71B and WK71H,

along with various others, worked for both Ziss and WK71F during the same

year. This observation corroborates assumptions previously established in the

literature.58 Furthermore, individual volumes show significantly more changes

in the copyists involved. This period also witnessed a broader diversity of

paper used in the scores. For example, while Ziss’s workshop utilized only five

different papers in 1771, WK71F’s workshop employed eleven papers for the

same number of scores. Although the scores produced by WK71F’s workshop

remain high-quality professional copies, they exhibit less consistency in their

manufacturing compared to the more homogeneous products of the 1760s.

Prospects

The evaluation of the theatrical copyists in Vienna between 1759 and 1775

demonstrates the potential of geographically focused copyist research.

A dense chronological framework not only provides a solid foundation

for determining the provenance and dating of additional manuscripts—

particularly when combined with paper analysis59—but also allows for

conclusions to be drawn about the otherwise sparsely documented copyist

system. This approach offers insights into the structures of a professional

field that can only be uncovered through the examination of a larger dataset.

Edge’s assertion “that few if any large commercial copying enterprises were

in business in Vienna before the 1780s”60 must be partially reconsidered.

While the number of such enterprises was not large, the theatrical sector

was nonetheless dominated by three capable workshops: in addition to

the well-known workshops of Ziss and Champée, a third workshop has
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been identified as active from the late 1760s. Although the court ceased to

employ an official copyist after 1755, in the following years, commissions

were primarily awarded to these three workshops rather than to independent

freelance copyists.61 The professional standards required of their products,

which Ziss also had to uphold, were outlined in a protocol of the Vienna

Tonkünstler-Societät from 1779. It stipulated that copies should be completed

“always within the specified time, beautifully, clearly and legibly, also not overly

stretched, with the greatest possible accuracy, and without copying anything

for oneself or selling the work on.”62

The observations regarding the division of labor in Ziss’s workshop, her role

as workshop leader, and the comparison with the workshops of Champée and

WK71F raise several further research questions. First, it would be valuable

to connect the insights gained from this period of investigation with findings

from adjacent periods. One approach already pursued in the Paper & Copyists

project involves amalgamating the codes used in the project database with

those of copyists identified in prior literature. This process has facilitated the

identification of concordances with the Writers’ Catalogue of the “Dresden

CourtMusic.” However, it has also underscored the complexity of distinguishing

and merging individual copyists due to numerous overlaps and ambiguities.

Another approach entails extending the research period to bridge the temporal

gap with Haydn and Mozart studies, thereby enabling the identification of

potential connections to copyists documented in those contexts, such as those

active in Wenzel Sukowaty’s workshop. These efforts would not only expand

the dataset but also enhance our understanding of the copyist landscape in

eighteenth-century Vienna, effectively linking the period under study with the

preceding and subsequent decades.

Additionally, further identification of copyists by name could be achieved

through archival research, connecting inferences drawn from musical

manuscripts with biographical data for a deeper understanding of the

profession. A comparison with copies from other genres could reveal

similarities and differences in the business practices of various Viennese

copyist workshops. It is expected that the handwriting of occasional copyists

would also appear in other repertoires. Finally, additional avenues of inquiry

emerge from the analysis of the handwriting. Although other research projects

consider lettering “the main means of identifying copyists,”63 this aspect

requires further examination in Viennese manuscripts. Other questions could

include the potential evolution of scripts among individual copyists and, as
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Christiane Maria Hornbachner discusses, the development of “workshop

styles”64 alongside a specific Viennese style of writing in comparison to other

major centers of music copying.
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