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In 1984 Anna and Zygmunt M. Szweykowski published in the quarterly Muzyka
an article about the patronage of the Sobieski family, inspired by a musical
manuscript held at the Biblioteka Akademii Sztuk Pigcknych in Krakow (ref. H
D 1528/1-83), written in 1733 in Zotkiew!. This incomplete collection of part-
books, written by an anonymous copyist and containing vocal-instrumental
religious compositions from the first half of the eighteenth century (partially
identified by the authors of the article), drew my attention because of the
parchment covers used to bind particular parts. Both sides have embossed
on them the coat of arms of the Polish Vasas, framed by a double chain of
the Golden Fleece. The Szweykowski paper established beyond doubt that
the covers came from the collection of the royal court of the Vasas. Perhaps
some decades earlier they were used to bind compositions performed by the
famous Vasa cappella. Perhaps these were works composed by famous Vasa
musicians. Perhaps...

According to our current state of knowledge, there are no surviving musical
memorabilia of the cappellas, apart from possibly these covers. We do not
have the actual copies of prints which had belonged to the royal library,
nor any musical manuscripts which we know to have been used by the court
players. All the music from the collection of the royal ensemble have been lost
— printed and handwritten, secular and religious, vocal, vocal-instrumental
and instrumental, those composed abroad, or in the Commonwealth of Poland
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and Lithuania, or at the court itself by the members of the cappella. We
do not know of any copies of musical prints dedicated to Sigismund III or
to Wtadystaw IV2, which we could claim to have been their property. We
have no surviving autograph records of works composed by the royal cappella
players, nor their copies which would have been used by the Vasa musicians.

As we know, religious compositions constituted the great majority of works
known to us today which were written by composers working at the Polish
royal court, and thus probably forming a part of the repertory of the cappella
of the Vasas. These are partly accessible through printed versions (authorial
collections of Vincenzo Bertolusi, Asprilio Pacelli, Giulio Osculati, Tarquinio
Merula and Marco Scacchi, and the incomplete anthology of Vincenzo Lilius?.
However, vocal-instrumental religious music composed towards the end of
the reign of Sigismund IIT and during the reigns of his sons, Wtadystaw IV
and Jan Kazimierz, has survived almost exclusively in handwritten copies
produced for the needs of particular cappellas — in Gdansk or abroad, where
they were more numerous: in the vassal Ducal Prussia, in Silesia, Moravia,
in the duchies of Schleswig and Holstein, and in Sweden. It is significant
that, apart from the cappella of Bishop Carl Liechtenstein-Castelcorno in
Kromieryz (Moravia), for whom were produced copies of two compositions
by Marcin Mielczewski, all the other manuscripts were destined for the use
of Protestant, or, more exactly, Lutheran, communities.

One could thus claim that we owe almost all of the repertory of religious
vocal-instrumental music composed at the Catholic, or even ultra-Catholic
(particularly during the reign of Sigismund III) court of the Polish Vasas —
defenders of Roman Catholic faith, destined in Papal plans to play a great part
in bringing Sweden back to Catholicism and spreading Roman Catholicism
to Russia, regarded as the bulwark of Christianity against the Turks — to
the Lutherans.

The words “we owe” is appropriate, because, in the absence of any other
sources, we owe our gratitude to those who preserved part of the legacy of the
musicians of Polish kings. However, we also need to realize that the repertory
which is available to us now had been selected by the Lutherans to satisfy
their needs, as well as being changed in order to adapt it to their doctrine and
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liturgy. Because of this, when we evaluate vocal-instrumental religious music
at the courts of the Vasas, we need to remember that this environment must
also once have produced such compositions which, in view of their immanent
connection with the doctrine and liturgy of the Roman Catholic church, were
never copied by Lutheran copyists, or were copied in a significantly changed
form. (We know for certain that it was usual to copy only the first two parts
of the five-part Mass cycle, but changes were also introduced within particular
parts of the cycle?; we also know that, in a number of compositions with texts
devoted to the Virgin Mary and the saints of the Roman Catholic church,
contrafactum texts with different content were introduced, sometimes even in
a different language — here, above all, German words were used to replace
Latin®).

Owing to the Protestant copies we now have, in total, handwritten manuscripts
from that period of over 100 religious vocal-instrumental works, composed by
the musicians of the Polish Vasas (this includes over 80 church concertos, 7
Biblical dialogues, a few arie spirituali, and 8 Masses, with fragments of a
few further ones). This extant repertory might have been partially created
at the time when the composers had already left the Vasas’ cappella; this
applies particularly to the compositions of Franciszek Lilius. There are good
grounds to suppose that these works, preserved in the manuscripts of copy-
ists from Silesia and Ducal Prussia, were written at the time when Lilius was
already maestro di cappella at Wawel (he was appointed in 1630). This also
applies to the works of Kaspar Forster Jr., known from the copies made in
Sweden, Schleswig-Holstein and Saxony and composed, as it seems, mainly
during his employment as maestro di cappella at the court of the king of
Denmark Frederick III (i.e. during the 1650s and 1660s). Among the pre-
served compositions I have also included 36 works signed with the monogram
M.M., preserved in copies of Silesian provenance, whose authorship I ascribe
to Marcin Mielczewski.

Apart from manuscripts written in Gdansk, which transmit 9 works from
this repertory known to us today (among them 6 Masses)%, all the other ex-
tant compositions were copied by foreign copyists for the needs of cappellas
working in foreign communities. These were both court and church cappel-
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las. Among the court ones there was the Swedish royal ensemble, for which
representatives of consecutive generations of the Diiben family” created their
collection (this collection contains over 30 religious works of Kaspar Forster,
and a few compositons each by Marco Scacchi and Barttomiej Pekiel); there
was also the Duke’s ensemble from the Gottorf castle in Schleswig, for which
the repertory was collected by Georg Osterreich® (items in this collection
which have survived to this day include copies of two church concertos by
Marcin Mielczewski, Barttomiej Pekiel’s dialogue Audite mortales, one Mass
by Marco Scacchi, and a few compositions by Kaspar Forster). Silesian copies
from the Emil Bohn? collection (the repertory of vocal-instrumental religious
music preserved there includes, apart from the 36 compositions by M.M.,
church concertos by Franciszek Lilius and concertos and fragments of one
Mass by Marco Scacchi) were made for the needs of church cappellas — the
churches of St Elzbieta and first of all St Maria Magdalena in Wroctaw!?.

An analysis of the contents of particular collections of Lutheran musical
memorabilia which hold surviving compositions of the Vasas’ musicians shows
significant differences regarding the presence or absence of works conflicting
with the Lutheran doctrine. In the case of the Diiben and Bokemeyer col-
lections, the copies were probably based on originals from Lutheran commu-
nities; thus only those compositions had been copied which could function
in Protestant churches and there was no need to adapt them any further.
The earlier “filtration” and possible adaptation of the compositions to the
Lutheran doctrine might have been done in Gdarsk and in Copenhagen. The
former town had constant and close contacts with the Polish royal court. The
services of the cantor from the church of St Katarzyna there, Crato Biitner,
were probably particularly valuable. In the latter Kaspar Forster was em-
ployed as royal maestro di cappella. He may not only have made his own
compositions available for copying, but he may also have promoted the works
of other composers from the repertory of the cappella of Wtadystawa IV
and Jana Kazimierz, familiar to him from the days when he was one of its
members. Matters were different in Silesia, where the copied compositions
were probably obtained directly from the Catholic community (which would
have been aided by contacts with the entourage of the Bishop of Wroctaw,
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a position occupied at that time by Karol Ferdynand Vasa, the son of Sigis-
mund IIT and stepbrother of Wtadystaw IV, patron of Marcin Mielczewski).
A part of the repertory obtained in this way did not conform to the needs of
Lutheran cappellas and thus had to be adapted, mainly by the introduction
of contrafacta in place of doctrinally unsuitable texts (Marian texts and texts
about saints). The process of adaptation is visible in extant sources which
contain original versions into which changes were introduced, or where the
original Latin titles were preserved in the case of some compositions which
today are only known in versions with German texts!!.

The repertory transmitted through Lutheran collections does not allow us
to imagine the sound of the musical ornamentation provided for the most
important church-state celebrations which took place during the times of the
Vasas at Wawel cathedral or the collegiate church of St John the Baptist
in Warsaw. I have in mind royal coronations, weddings and funerals. The
exception is Missa omnium tonorum by Marco Scacchi?, preserved in the
Bokemeyer collection. This is a composition for two choirs and a third n
ripieno and 2 violins, 2 viols, bassoon and basso continuo, which was copied
whole, probably because of Schacchi’s fame, strengthened by his debate with
Paul Siefert, and also because of its interesting compositional solution'®. This
Mass was probably performed on 17 January 1649 at Wawel cathedral during
the coronation of Jan Kazimierz'*. It may be hard to believe, but the Mass
did not draw any comment from a participant in this ceremony, a well-known
connoisseur of music, Albrycht Stanistaw Radziwill; in his memoirs, Pamiet-
nik o dziejach w Polsce |Diary of the History of Poland|, he dismissed the
coronation of the last Vasa on the Polish throne with the following words:

“What can one say about these ceremonies, which do not change in anything but
names; coronations of a Sigismund, or a Wladystaw, or a Kazimierz, follow each
other like an echo. It took place on that day [17 January], and then there was a
feast, without the presence of a single foreign delegate, with less splendour than at
other ceremonies, growing less as the world grows older and the Commonwealth of
Poland and Lithuania grows old”!®.

And what could one say about the works which were of no interest to
the Lutheran music directors, cantors and organists, and which were being
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composed in accordance with the Roman Catholic liturgy and in a new style
by the royal musicians and performed by the royal cappella? We can say with
certainty that they did exist at one time. Evidence for this is provided by
the inventories of musical collections of monastic cappellas, recorded in the
second half of the seventeenth century. I am thinking of the inventory of the
Franciscans from Przemys$l'®, the Carmelites from the Krakéw monastery at
Piasek!'” and the Piarist brothers from Podoliniec and Prievidza in Slovakia'®.
All these inventories introduce a classification of compositions according to
the type (content) and liturgical purpose of the words. Each of them has
a rich section of Masses (the surviving adaptations of Masses known from
the Lutheran copies — and they are comparatively few when one takes into
account the volume of Masses enumerated in monastic inventories — give
us, with some exceptions, only the first two parts, Kyrie and Gloria); also
extensive sections of litanies (of which none composed at the court of the
Vasas survive, since they were of no use to the Lutheran ensembles); then,
usually a small section containing “missae pro defunctis” and other funeral
works (mainly Marian antiphones, among them Salve Regina and Dies irae
sequence), and further, in some inventories (Piarist and Carmelite), sections
of motets, concertos and hymns “de Beata” and motets and concertos “de
Communi Sanctorum”. Sometimes there are sections of “vesperae”, but more
usually very extensive juxtapositions of arrangements of psalms and canticles,
among which there might also have been works identical to those we know
today from the Swedish, German or Silesian copies (I say “there might have
been” and not “there were” because the information given in the inventories
is obviously insufficient to identify the compositions).

The great majority of compositions in the inventories is given anonymously,
but some titles have against them surnames or abbreviations of surnames, first
names or monograms, which have allowed scholars looking at these sources to
identify the composers of a part of the listed repertory. Among the composers
of religious vocal-instrumental music (I specify this in view of the subject of
this paper, since the inventories also list vocal works without instruments
or purely instrumental ones) there are, among others, the royal musicians:
maestri di cappella Marco Scacchi, Barttomiej Pekiel and Jacek Rozycki, also
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maestro di cappella of Bishop Karol Ferdynand Vasa, Marcin Mielczewski,
and artists who were singers at the court of the Vasas but maestri di cappella
in foreign ensembles: Kaspar Forster and Vincenzo Scapitta da Valenza, or-
ganist Tarquinio Merula, violinist Aldebrando Subissati, whose works, as we
find from the Podoliniec inventory, were not limited to instrumental composi-
tions but included vocal-instrumental ones; and, lastly, Franciszek Lilius, who
until 1630 was a musician of Sigismund III, but whose work is represented
in the inventories by compositions which were probably written later, at the
time when he was maestro di cappella at Wawel cathedral, and Jan Krener,
connected to the court of Jan Kazimierz during the final stage of his reign'®.

The inventories tell us a number of things: they tell us that the contribu-
tion of the musicians of the Polish Vasas in the area of Mass arrangements “in
concerto” was much greater than is known today; that among the works of
Barttomiej Pekiel and Jacek Rozycki litanies represented a numerically sub-
stantial section, and that litanies were also being composed by Marco Scacchi
and Aldebrando Subissati, and that, apart from the compositions known from
the Bohn collection and adapted for the Lutheran doctrine through change
of texts, Marcin Mielczewski and Franciszek Lilius wrote other concertos “de
Beata” and “de Communi Sanctorum”. The lists which have been analysed do
not, however, allow us to decide whether the Requiem arrangements written
by the Vasa musicians (more exactly by Marcin Mielczewski, referred to as
M.M.) which they mention belonged to prima or seconda pratica?’. Since the
Lutherans did not copy any of the realisations of missa pro defunctis, as their
funeral services did not use Requiem, we do not know which and whose com-
positions were performed during the ceremonies accompanying the funerals
of members of the royal family.

We can be certain that a Requiem performed by the royal cappella accom-
panied the funeral ceremony of Sigismund IIT and his wife Konstancja on
4 February 1633. The ceremony ended with the king’s body being placed
in the famous silver sarcophagus ornamented with instruments in bas-relief.
Albrycht Stanistaw Radziwill wrote in his memoirs that at that point “the
archbishop began a sung Mass accompanied by sweetly-sounding music which

inclined one to tears”?!. We have no other details concerning this event. We
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know even less about the music performed during the funeral ceremony after
the death of Wiladystaw IV, on 15 January 1649 at Wawel. We do, however,
have witness accounts of the performance of a polychoral, vocal-instrumental
Requiem at Krakow on 22 September 1667, during the solemn funeral of Lu-
dovica Maria Gonzaga, wife first to Wiadystaw [V and then to Jan Kazimierz.

The queen’s funeral was attended by delegates from various states, who
expected to persuade Jan Kazimierz to take up one of the marriage proposals
presented to him. We know from numerous descriptions of the ceremony??
that the queen’s body was brought from Warsaw on 16 September and placed
on a bier at St Florian’s church. After a few days’ delay, pending the arrival
of the ambassador of Emperor Leopold, on 22 September, the funeral cortege
set out from the church, with a scarlet hearse drawn by eight white horses
preceded by a hundred carriages full of senators and followed by another hun-
dred. The queen’s remains were also accompanied by a hundred noblemen
on beautiful steeds, two hundred grooms in black, twelve trumpeters and two
guard regiments. An attack of gout prevented Jan Kazimierz from accompa-
nying his wife on her final journey, but he watched the procession from the
window of the house of Canon Jan Romiszowski in Kanoniczna Street, and
when the mourners reached Wawel he was carried to the cathedral in a litter.

The body of Ludovica Maria was carried into the church and placed on the
catafalque, to the accompaniment of funeral music. After the distinguished
participants in the ceremony took their places in the cathedral:

“Monsignor Primate [archbishop Mikolaj Prazmowski| put on his vestments to con-
duct the Requiem Mass, which was sung by two choirs, with an excellent concerto
of voices and instruments, by the best musicians selected out of the whole of Europe

— many of whom, having at one time served at this court, returned especially to

pay their last respects to the Great Queen”.2?

Unfortunately we do not know who the musicians were or where they came
from to Krakéw to make their last farewells to their queen. The most likely
supposition is that the majority of them were imperial musicians. Some of
the musicians who might have come from Vienna at that time included the
castrato Baldassare Ferri (employed by Emperor Leopold from 1655-1675),
adored at the courts of all of Poland’s three kings from the Vasa dynasty; he
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might have been accompanied by the virtuoso violinist Aldebrando Subissati,
since we know that he also served Leopold in Vienna, after leaving the Com-
monwealth of Poland and Lithuania in 1654 and a Roman period spent at
the court of Queen Christina*. It is possible that the delegates of the Grand
Prince of Tuscany were accompanied by those Italian musicians who went
back to Italy. It is also possible that the queen’s funeral was attended by
musicians working in France, German duchies or Denmark; Kaspar Forster,
at one time the alto in the cappella of Wiadystaw IV and Jan Kazimierz,
might have been one of them. He then became the maestro di cappella of the
king of Denmark, but in 16672 he left the court of Frederick III and, after
spending some time in Hamburg before returning to his native Gdansk, he
travelled south (he is supposed to have visited Dresden, and he might also
have come to Krakow)26. However, all these are suppositions.

Our current knowledge of the sources does not allow us to answer the
question: who conducted the royal cappella of Jan Kazimierz, strengthened
by the visiting European “stars”, and probably by local musicians from the
vocal-instrumental cathedral ensemble, during the funeral Mass? Two names
have to be considered, as this task is likely to have been entrusted either to
Jacek Rozycki, or — which seems more probable in view of the composition
of the ensemble — to Barttomiej Pekiel, formerly maestro di cappella to Jan
Kazimierz and at the time in question in charge of the cappella of Krakow
cathedral. He never lost contact with the king and, according to documents
relating to the Wawel ensemble, a few years earlier (in 1664) left Krakow for

an indefinite period in order to go to the court of Jan Kazimierz?".

And, lastly, one would like to know just what polychoral, two-choir, vocal-
instrumental Requiem was heard on 22 September 1667 in the royal necropo-
lis? This question is also unanswerable at the current stage of research. There
is no work of this kind among the surviving compositions from the repertory
of the seventeenth-century Commonwealth of Poland and Lithuania; while
among the lost compositions of the Vasa musicians, whose existence is indi-
cated by the inventories, there is only one funeral Mass which may correspond
to the Italian account, namely the Requiem by Marcin Mielczewski for 8
voices — copies of which existed in the 1680s in the collections of the Krakow
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Carmelites from the monastery at Piasek?® and the Franciscans at Przemys]?.
However, it is hardly likely that the output of musicians working in this area
and in this style in the Commonwealth of Poland and Lithuania at that time
would be limited to one composition. A polychoral vocal-instrumental fu-
neral Mass might easily have been composed by Barttomiej Pekiel or Jacek
Ro6zycki; it was also possible that the work performed had been composed by
a musician unconnected with the court of the Polish Vasas.

In these circumstances we can only regret that, because of their redun-
dancy in the Lutheran liturgy, adaptations of the texts which made up Missa
Requiem did not enter the repertory common to Christian churches. Our cur-
rent state of knowledge of the sources allows us to state that, almost without
exception, the only religious works in seconda pratica composed by musicians
of the Polish Vasas to survive to the present day through Lutheran transmis-
sions were those which corresponded to the doctrine and had their place in
the liturgy of both Catholic and Lutheran churches. The surviving invento-
ries of monastic music collection of Slovakian provenance, a few compositions
preserved in the Catholic Moravian collection, and the close cultural ties be-
tween the court of the Vasas and the imperial one (which included exchange
of musicians and repertories) allow one to hope that some day we will also
discover at least some of the compositions by the musicians of Polish kings
from the Vasa dynasty. They may not have been of interest to Protestants,
but at one time they were part of the repertory performed in Roman Catholic
churches throughout Central Europe.
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