Tassilo Erhardt

‘senza che il Maestro di Capella ne sappia cosa

alcuna’—some new light on imperial court repertory

in the collection of Karl von Liechtenstein-

Castelcorno at Kromériz

oR scholars of 17th-century music in the

Habsburg lands, Kroméfiz Castle and its music
collection hold a variety of connotations; for those
who in the past have unsuccessfully attempted to
obtain mail-order photocopies of material in the
collection, mainly frustration; for those who went
there in person, mainly delight, a walk through
the spectacular castle gardens or a glimpse of the
outstanding art collection providing sufficient
entertainment to pass the time between the music
collection’s opening hours, and where, until a few
years ago, Moravian hospitality made it possible to
enjoy the latest Czech Schlager music on the radio
and a cup of coffee whilst studying Heinrich Biber’s
autographs.! The importance of the collection of
prince-bishop Karl von Liechtenstein-Castelcorno
can hardly be over-emphasized. With approximately
1,300 items it counts amongst the world’s most exten-
sive integral music collections that survive from the
17th century.> What makes it unique is not only the
fact that most of its items are manuscripts rather
than prints, but that the majority of manuscripts
consist of sets of performing parts rather than scores
(in some cases both), granting us a more immediate
and rare insight into matters of performance prac-
tice. Moreover, its large number of unica makes the
collection a most essential source for music of the
17th century. Without it, our knowledge of compos-
ers such as Heinrich Biber, Heinrich Schmelzer or
Alessandro Poglietti would be significantly reduced.

It provides a crucial glimpse at one of Europe’s rich-
est musical environments, that of the imperial court
in Vienna. Under the reign of the music-loving
emperors Ferdinand II, Ferdinand III and Leopold I,
this court built up an extraordinary court chapel as
well as a large music collection. However, the bulk of
this material is now lost, making the numerous cop-
ies of Viennese repertory preserved at Kromértiz all
the more significant witnesses to the musical life at
the imperial court. This article investigates aspects
of the transmission of works from the Viennese
Hofkapelle to the prince-bishop’s collection, using
the sacred music of imperial chapelmaster Antonio
Bertali (c.1605-69) as a case study.? A comparison of
surviving sources and an examination of the avail-
able historical information concerning the circum-
stances of copying suggest that, despite the fact that
the music was obtained directly from the imperial
court, certain aspects of it (especially the instrumen-
tal parts) may not stem from the composer.

When Karl Liechtenstein-Castelcorno  was
appointed to the bishopric of Olomouc, he found
the region in a deplorable condition. His immediate
predecessors, Archduke Leopold Wilhelm (r.1637-
62) and his younger brother, Archduke Karl Joseph
(r1663-4), had shown next to no interest in the area.
As a result, the ravages of the Thirty Years War—
Olomouc and Krométiz were sacked by the Swedish
army in 1642-3—had remained largely unremedied.
Liechtenstein-Castelcorno, however, devoted himself
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entirely, and successfully, to the spiritual and economic
regeneration of his lands.* His own beautiful summer
residence at Kroméfiz remains lasting evidence of his
efforts.

Yet, the restoration of a flourishing musical life
proved to be a difficult task. Talented musicians
sought their fortune in the cosmopolitan centres
of the time rather than in provincial Moravia. Most
famously, Heinrich Biber deserted Liechtenstein’s
service inelegantly in 1670 in favour of the court of
the Archbishop of Salzburg.> Correspondence with
Heinrich Schmelzer from the same year illustrates
the problematic recruitment process: among the
handful of musicians that the latter found prepared
to leave Austria for Moravia were a theology student
who, with some more instruction, could have served
as a violinist, and a lutenist who had no knowledge
of music other than playing in the French style.®

Musical personnel was not the bishop’s only
problem; a collection of both sacred and secular
music had to be built up in order to bring his court
up to the standards of contemporary taste. One way
of obtaining recent sheet music was through Bishop
Karl’s contact in Vienna, Johann Kunibert von
Wentzelsberg, who maintained correspondence
with members of the imperial chapel. The bishop
himself was also in direct contact with composers
such as Schmelzer, Biber and Alessandro Poglietti,
who sent him their works. The single most impor-
tant figure in the process of building up a music
collection was Pavel Vejvanovsky (c.1639-93),
who had grown up in the bishop’s lands and later
entered his service, where he remained until his
death.” Vejvanovsky first served as trumpeter then
as leader of the bishop’s chapel. He was not only
active as a composer—approximately 100 complete
compositions by him have survived at Kroméftiz,
making him the most represented composer in the
collection—but he also copied and collected music
avidly: the majority of the scores and about one-
third of the sets of parts in the collection are in his
handwriting. It remains an unanswered question as
to how far Vejvanovsky’s sheet music was distinct
from the bishop’s. That Vejvanovsky owned a music
collection is evinced by the title-page of its revised
catalogue, which has survived as the wrapper of
his copy of an anonymous Missa Sancti Stephani.®
Its contents might be lost, but could equally have
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been absorbed into the bishops possessions after
Vejvanovsky’s death and therefore still form part of
the present collection.?

Significant elements of Vejvanovsky’s collecting
activity were his visits to Vienna during the 1660s
and 7os. The first of these journeys is recorded in
the year 1661, when Nikolaus Reiter von Hornberg
wrote from Vienna to the bishop’s representative
Elias Franz Castelle that ‘Pavel, trumpeter of your
Highness, has learned so much that he is invited
to perform in all of the churches here’® This sug-
gests that Vejvanovsky was sent to Vienna to study
trumpet, presumably with one of the trumpeters at
the imperial court. Possibly his next visit to Vienna
took place from 1 April to 10 May 1665 as part of
the entourage of Bishop Karl. Clearly, from this time
onwards, a main focus of these journeys became
the copying of recent Viennese repertory. During
this visit, Vejvanovsky managed to copy eight size-
able works by Viennese composers, some of them in
quick succession, as shown by their dates:

4 May: Wendelin Hueber, Missa pleno, 38+2 ff.

7 May: Wendelin Hueber, Litaniae Lauretanae, 10+2 ff.
8 May: Antonio Bertali, Missa Pacis, 30+2 ft.

10 May: Vinzenz Fux, Mottetum de B.M.V., 17+2 ft.»

Copying music not only served the bishop’s chapel
by increasing its music collection, it also helped
Vejvanovsky in developing his own compositional
skills. Scoring up the pieces of great masters was
a common way of studying composition, and the
works of the imperial chapelmaster Antonio Bertali,
for which Vejvanovsky appears to have had a certain
predilection, were considered particularly fine
objects of study.* In his Tractatus compositionis
augmentatus, Christoph Bernhard advises the
novice composer to imitate Bertali's works as
examples of the ‘stylus luxurians communis’ Johann
Mattheson, in his Grundlage einer Ehrenpforte,
quotes a letter about the Nuremberg organist Georg
Caspar Wecker, who purportedly chose Bertali as
his shining example, collected his works, scored
them up, and in doing so became a highly regarded
composer.* And Samuel Capricornus, in his defence
against Philip Boddecker, admits to admiring
Bertali and to imitating his works.” It is therefore
hardly surprising that Vejvanovsky copied Bertali’s
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works with great regularity, in particular the large-
scale Mass settings which appear to have been his
‘signature genre’:'® during the search for Giovanni
Valentini’s successor as chapelmaster, the ability
to write large-scale liturgical music was a specific
requirement of Emperor Ferdinand IIL.V In 1719,
Johannes Beer praised Bertali for the gravitas of his
large settings.**

The didactic purpose of Vejvanovsky’s copying is
further highlighted by the fact that he also received
instruction in composition during at least one of
his visits to Vienna. In two places in his manu-
script score of Bertali’s Missa Redemptoris, copied
in 1677, Vejvanovsky uses empty staves for counter-
point exercises.® One of these contains markings

in an unidentified hand, pointing out contrapuntal
errors—curiously, Vejvanovsky’s teacher marks con-
secutive sths and octaves even if the parts progress
in contrary motion (see illus.1).

There is, however, a noteworthy mismatch
between Vejvanovsky’s copying and Bishop Karls
correspondence with court musicians: Vejvanovsky
copied and collected numerous works by Bertali—
with 65 manuscripts of his works, only Vejvanovsky
and Schmelzer are represented by a greater number
of pieces in the Krométiz collection, which is also
by far the world’s richest resource of Bertali. Yet,
Bishop Karl, who was regularly in contact with a
number of imperial court musicians, never seems to
have been in touch with chapelmaster Bertali. Is it

1 Detail of a contrapuntal exercise in Vejvanovsky’s copy of Bertali’s Missa Redemptoris, with corrections in a second,
unidentified hand, CZ-Kra A162, f.22r
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not surprising that a dignitary such as the Prince-
Bishop of Olomouc corresponded with servants of
lower ranks in order to procure sheet music from
the imperial chapel? And could he not have taken a
more official route, or at least ordered copies from
the administrator responsible for the court’s music
collection, that is, the chapelmaster or his deputy?
The answer is probably ‘no, as it was amongst the
chapelmaster’s duties to protect the music collec-
tion against illicit copying. Bertali, for all we know
a loyal servant of the emperor, could and would
hardly have obliged. Presumably for the same rea-
son, Liechtenstein later never corresponded with
other leading figures of the court chapel, such as
chapelmasters Giovanni Felice Sances and Antonio
Draghi. Heinrich Schmelzer is the exception that
proves the rule: he was in direct and indirect con-
tact with Liechtenstein and sent him his composi-
tions on a regular basis. However, his contact with
the bishop had been established before he was
appointed deputy chapelmaster and ceased when he
became chapelmaster.

This theory is supported by a letter by Domenico
Marchetti—most likely the singer in the imperial
chapel rather than the renowned physician of the
same name then also resident in Vienna—to Bishop
Karl. In this letter, dated 14 January 1665 and thus
only a few months before Vejvanovsky began his
copying in Vienna, Marchetti informs the bishop
that he hopes at the earliest opportunity to send him
a beautiful toccata for harpsichords, without the
chapelmaster (meaning Bertali) noticing anything
(this is the quotation in the title of this article).>

For Vejvanovsky, this state of affairs must have
meant that he did not have an immediate right to
use the music collection of the imperial chapel.
Most likely, one of Liechtenstein’s contacts, such
as Poglietti, Schmelzer or Marchetti, would have
facilitated access to its holdings. Modern scholars,
often under pressure to make the most of the
limited time with rare source material and therefore
not infrequently equipped with a little spy camera,
can certainly sympathize with Vejvanovsky’s likely
situation in Vienna, copying as many pieces as
possible whilst trying not to get caught or having
to return manuscripts as quickly as possible to a
library. Traces of such a clandestine way of working
may be found in some of his copies: in some cases
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at least, Vejvanovsky seems to have copied the
material into reduced scores, capturing only the
most essential musical information whilst omitting
doubling vocal and instrumental parts and, in a
few cases, even the text. These elements could be
easily reconstructed or adjusted for performance
conditions in Moravia once a new set of parts
was extracted from the score. It is not clear how
frequently Vejvanovsky worked in this way—the
reduced scores would probably not have served
as performance material, would therefore have
been rendered superfluous by a new set of parts,
and might then have been discarded. However,
in the few instances where a score has survived
alongside a set of parts, it is clear that the process
of reducing and expanding has left some traces,
particularly where not Vejvanovsky himself, but a
musically less-educated scribe, produced the parts.
See for example illus.2a, a detail of Vejvanovsky’s
reduced score of Bertali’s Missa Nec Non, where a
continuo figure is positioned in front of a note, due
to a lack of space between the note head and the
staff above it. Illus.2b shows how an unsuspecting
Kromériz scribe mistook the continuo figure for an
accidental, producing not only cacophony, but also
impossible voice leading.

Minor scribal errors were possibly not the only
consequence of this way of copying. Vejvanovsky’s

2 Detail of Bertali's Missa Nec non, CZ-Kra A135
[CLCC 41], (a) two bars at the end of the Gloria, taken
from the score; (b) the corresponding passage in the
Organo part
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Ex.1 Antonio Bertali (a) Missa Minima, ‘descendit de celis’; (b) Missa Reditus, Amen’ of the Credo

(a)
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copies reveal another interesting fact that can
be traced back either to their dissemination or,
even further, to the composition process itself:
the quality of the instrumental parts is consist-
ently lower than that of the vocal parts in terms of
both counterpoint and part-writing. From a con-
trapuntal perspective, the vocal setting is almost
always flawless, even in six- and eight-part writ-
ing. Consecutive sths and octaves are exceedingly
rare, mostly occurring in inner parts and carefully
obscured (ex.1). Regarding the instrumental parts,
a distinction must be made between sections in
which the instruments are doubling the voices (and

are therefore of the same quality) and passages
with independent instrumental parts that abound
with contrapuntal weaknesses. Occasionally, these
are minor issues in lavishly scored passages, resem-
bling intermittent doubling rather than true con-
secutives (ex.2). However, even in thinly scored
sections, for example, when accompanying solos,
contrapuntal errors can be found in the instrumen-
tal parts with some frequency (ex.3).

Because in most cases the sources of Bertali’s
Mass settings at Krométiz are unica, it is diffi-
cult to determine whether such flaws are part
of the original composition or the result of the

Ex.2 Antonio Bertali (a) Missa Minima, ‘et conglorificatur’; (b) Missa Archiducalis, ‘et invisibilium’
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copying process described above, during which
simple string accompaniments might have been
omitted and later reconstructed. In the first case,
it still seems unlikely that vocal and instrumen-
tal parts were both part of the original design and
came from the same hand, the differences in their
musical quality being too great. Yet it is possible
that Bertali himself wrote only the core of the com-
position—the vocal parts, basso continuo and per-
haps instrumental sinfonias, leaving the completion
of the instrumental parts (colla parte sections and

simple chordal accompaniments) to students or
assistants. One must not forget that in order to
satisfy the huge demand for music at the imperial
court, the chapel had to be a large well-run organ-
ization with a tight schedule of composition, copy-
ing, rehearsal and performance.?* In this situation
it would seem plausible for the chapelmaster to
delegate minor tasks, especially because the works
were not intended for wider circulation or print.
And finally, collaboration between composers was
not unknown at the imperial court: Bertali wrote
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Ex.3 Antonio Bertali (a) Missa Reditus, ‘et apostolicam ecclesiam’; (b) Missa Post partum, ‘in remissionem peccatorum’

(c) Missa Vivorum, ‘et incarnatus est’

(a)
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the string accompaniment for a Regina coeli by
Leopold I, Leopold himself often wrote individ-
ual numbers for the operas by court composers,>
and Bertali and Sances together composed a cycle
of introits, where an attribution of the individual
works to one composer or the other on formal or
stylistic grounds is virtually impossible.> In such a
climate, where musical co-productions were part of
the daily routine, it would not have been out of the
ordinary if others had completed works that were
written by the chapelmaster in all their essential
parts. More research on a larger body of Viennese
court repertory would be needed in order to verify
this theory.

It is also possible that in some cases Vejvanovsky
only copied the vocal parts, the continuo and the
instrumental sinfonias, whether due to time pres-
sure or because only these parts were written by
Bertali. In this case, he or another musician of
Liechtenstein’s court would have needed to add the
missing instrumental parts later. Bertalis Missa
Vivorum is a particularly interesting example in

support of this theory, because the work has sur-
vived not only in Krométiz, but also in the Diiben
collection in Uppsala.? It is striking that the vocal
parts and the continuo are identical in both copies;
however, in some of the instrumental introductions
as well as sections with independent string accom-
paniment, the two sources differ significantly from
one another. It is also noteworthy that no version
can be seen as an improvement of the other, both
having their individual weaknesses. This scenario
suggests that whatever the original source may have
looked like, it must either have come with incom-
plete string parts or with some that were not worth
copying.

Pavel Vejvanovsky’s achievement in building up
the music collection at Kroméiiz and thereby pre-
serving important repertory from the Viennese
court, can hardly be over-emphasized. At first sight,
his copies appear to be trustworthy witnesses, as in
many cases he copied directly from the material of
the court chapel, often during the composer’s own
lifetime. However, this case study of Bertali’s Mass

Ex.3 Continued
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settings has demonstrated that even these early
sources ought to be treated with due caution. The
condition and the genesis of the source material as
well as Vejvanovsky’s situation and objectives at the
time of copying throw some doubt on just how much
Bertali is present in his Mass settings preserved at
Kroméfiz. Naturally, similar questions may be asked

about the works of composers other than Bertali
and repertory other than that of the imperial court.
A broader analytical survey of the source material
may shed some more light on the issue, however, due
to the uniqueness of the collection at Kroméfiz and
thus the lack of material for comparison, a definitive
answer to that probably lies out of reach.

Tassilo Erhardt, musicologist and Baroque violinist, received his doctorate from Utrecht University
for his thesis on the theological contexts of Handel’s Messiah in 2005. For eight years he taught at
the Early Music Department of the Royal Conservatoire in The Hague and at Utrecht University’s
Roosevelt Academy, where his research on the music of the imperial court in Vienna was initially
funded by the Dutch Research Council (NWO). He is now Professor of Music and Head of the Music
Department at Liverpool Hope University. erhardt@hope.ac.uk
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presented at the 14th Biennial
Conference on Baroque Music (Belfast,
2010) and at the Schola Cantorum
Basiliensis (Basel, 2011).
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