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CONCERT LOCATIONS and PARKING INFORMATION

Mission San Luis Obispo de Tolosa
Thursday, May 15, 2008 ¥ 8pm
751 Palm Street, San Luis Obispo CA, 93401

¥ There is a parking garage 1 block from the mission on Palm Street between Morro &
Chorro.

¥ A Farmers' Market is held from 5:30pm to 9pm on Higuera Street in downtown San Luis
Obispo, between Osos and Nipomo Streets.

Mission San Carlos Borromeo de Carmelo (Carmel Mission)
Friday, May 16, 2008 ¥ 8pm
3080 Rio Road, Carmel-By-The-Sea, CA 93923

¥ There are parking lots in front of the Mission, as well as around the side on Oliver
Road

Mission Nuestra Se—ora de la Soledad
Saturday, May 17, 2008 ¥ 5pm
36641 Fort Romie Rd, Soledad, CA 93960 (2 miles west of US 101 near Soledad,)

¥ Ample parking on site.

Mission San Juan Bautista
Sunday, May 18, 2008 ¥ 5pm
406 2nd St, San Juan Bautista, CA 95045

¥ Street parking only. Please allow yourself extra time, as there are other events in San
Juan Bautista this day.

Mission San Francisco de Asis (Mission Dolores)
Monday, May 19, 2008 ¥ 8pm
Friday, May 30, 2008 ¥ 8pm



3321 16th St, San Francisco, CA 94114

¥ Limited street parking is available, as well as a small parking lot behind the Mission.
¥ The entrance to this lot is on Church Street, between 16th and 17th. The church is three
blocks from the 16th Street BART station and is served by the J Church MUNI

Mission Santa Cruz (Holy Cross Church)
Tuesday, May 27, 2008 ¥ 8pm
126 High St, Santa Cruz, CA 95060

¥ There is a parking lot at the church & ample street parking.

Mission Santa Clara de As’s (University of Santa Clara)
Wednesday, May 28, 2008 ¥ 8pm
500 El Camino Real, Santa Clara, CA 95050

¥ There is a free parking available at a lot on the corner of Lafayette and Homestead,
behind the Mission.

Mission San Jose
43300 Mission Blvd, Fremont, CA 94539
Thursday, May 29, 2008 ¥ 8pm

¥ There are two lots available for parking. St. Joseph parking lot next door and in the City
of Fremont lot across the street from St. Joseph Church.

SPECIAL NON-TICKETED EVENT:
Mission San Miguel Arcangel

775 Mission St

San Miguel, CA 93451

Friday, May 16, 2008 ¥ 1pm

¥ Ample parking in front of the Mission & on the street.
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CHANTICLEER

Dylan Hostetter, Michael Match, Michael McNeil — soprano
Cortez Mitchell, Alan Reinhardt, Adam Ward — alto
Brian Hinman, Matthew Oltman, Todd Wedge — tenor
Eric Alatorre, Gabriel Lewis-O’Connor, Jace Wittig — baritone and bass

Joseph H. Jennings — Music Director

Introit AO quZ!suave!

Processional: LaudaSion!Salvatorem

!
Kyrie!from the Misa en sol

!
Gloria from the Misa en sol

Alleluia & Veni Sancte Spiritus!
|

Yal se heriza!(1728j

!
Credo from the Misa en sol

Aprended Rosas

Sanctus from theMisa en sol

|
Para dar luz!inmortal

Anon., Santa Clara Mission Ms. No. 4, p. 66
The Bancroft Library, C-C-59, p. 70
Santa Barbara Mission Ms. 2, p. 140

Anon., (in the hand of Juan Bautista Sancho)
San Fernando Mission, ACALA, S-2
The Bancroft Library, C-c-59, p. 29
Santa Barbara Mission Ms. 1, p. 122

Juan Bautista Sancho (attributed) (1772-1830)
Ms. M.0573. at Stanford

Juan Bautista Sancho (attributed)
Ms. M.0573. at Stanford

Anon., Santa Clara Mission Ms. 3, p. 34

Manuel de Sumay@ 680-1756)
70)19 in the Estrada Collection,
Mexico City Cathedral Archive

Juan Bautista Sancho (attributed)
Ms. M.0573. at Stanford & folders
WPA 52, 65, & 70 at the
UC Berkeley Music Dept.

Manuel de Sumaya
76)25 in the Estrada Collection,
Mexico City Cathedral Archive

Juan Bautista Sancho (attributed)
Ms. M.0573. at Stanford

Anon., Santa Clara Mission Ms. No. 4, p. 63



Gozos para Sr.Sn. JosZ, The Bancroft Library, C-C-59, p. 98
|

Agnus Dei from theMisa en sol  Juan Bautista Sancho (attributed)
Ms. M.0573. at Stanford

De lasflores!(1729) Manuel de Sumaya
73)22 in the Estrada Collection

Mexico City Cathedral Archive

Recessional: Dulce Esposo ddar'a

Program subject to change

Chanticleer is a non-profit organization, governed by a volunteer Board of Trustees, administered by a
professional staff with a full-time professional ensemble, and is a recipient of funding from
the Grants for the Arts/San Francisco Hotel Tax Fund.

Program Notes
Dr. Craig H. Russell, Artistic Consultant

California Polytechnic State University

Sometimedhe brightesjewelsarenot found in remote,exotic landsbut insteadarefound closeby,
right underour nosesin our own backyard. Suchis the casewith the enchantingnelodiesandmusical
settingsof the Californiamissionsand MexicancathedralsNearly every major town in CoastalCalifornia
derivesits namefrom one of the 21 missionsthat the Franciscangoundedbetweenthe years1769 (Mission
SanDiego) and 1823 (Mission SanFranciscode Solano).For a sizableportion of our Omodern@istory, the
missionswerethe centralreligious, social,andcultural centersof the entireregionNyet the repertoirethat
was jottedinto the Mission choirbooksstill remainslargely unknown,evento musichistorians.Similarly,
themusicarchivesin the Mexico City Cathedralpreservestacksof gorgeousanderuditesacredmusicthat

are largelyneglectedout worthy of professionahttentionand performance.



This eveningOsoncertdelvesinto thesemusicalfrontiersandexamineswvhat local Californians
would haveheardNright herein this locationNaround 200 yearsago,both inside and outsidethe mission
walls. Approximatelyone-thirdof tonightOsepertoiredealswith processionapieces:paradesand
pageantrywerepartof major feastdays. Anotherthird of the concertis devotedto the Misa en sol, which
mostprobablywascomposedy Friar JuanBautistaSanchoduring his 26 yearsat Mission Antonio de
Paduanearpresent-daying City andPasoRobles.The remainingthird of the concertexploresthe
fabulousmusicof OAmericaQ4andel,Ghe Mexican-bornManuelde Sumayawho is responsiblefor
introducingmany of the mostup-to-datetrendsof the High Baroqueto the New World.

To getthe mostout tonightOgerformanceywe might first explorethe variety of soundsthat
flourishedin the missions. Indeed ,thereis no single missionmusicstyle but insteada mish-mastof four
or five contrastingandcomplementanstyles. Plainchant(canto llano) resonatedn everymissionasthe
friars tracedout the eventsof the Churchyear. However,insteadof adheringto the legacyof Gregorian
chant,the missionfriarsNat the urging of FatherNarcisoDurtnNreducedthe numberof tunesfor the
MassProperto a merehandfulandjust adaptedheseOhits@or eachsuccessiveext. After canto llano, the
next mostpopularstyle waslabeledcanto figurado or figured chant. Unlike plainchantthathadno
discernablemeteror driving beat,melodiesin canto figurado style would waft alongto a steadypulseand
meter,supportedby animprovisedchordalaccompanimenon harps,guitars,andbandolaslf thetexture
thickensto encompassombinationsof polyphonicvoicesall at once,we entertherealmof canto de
organo (mostoften, 4-voice polyphony). Eventhoughthe Californiamissionswerethe furthestoutpostsof
the Spanishirontier, they neverthelessvereremarkablyinformed concerningthe latestmusicaltrendsand
fadssweepingeuropeandthe metropolitancentersof the Americas. Thatis notterribly surprising,given
thefactthatmany of thefriars wereexceptionaimusicianswho would havebeenat homein a professional
musicensemblén their mothercountry. They broughtthis enthusiastidove for elaborateOClassicalO
music-makingwith themwhenthey arrived at their new Californiahomes. This up-to-datestyle wascalled
estilo moderno or misica moderna, andincorporatedsmall chambemusicensemble®r evenClassical
symphonicgroupsto supportandinteractwith the missionchoir. The missionrequisitionlists now housed
at theArchivo Generalde la Naci—showthatnearlyevery missionhadaninsatiableappetitefor the string,
brassandwind instrumentghat would completea smallClassicalorchestra. Lamentably, mostof the
instrumentalksheetghattheseorchestraplayedarenow lost, so| havehadto composesubstitute
instrumentalpartsfor tonightOsoncert. Althoughwe haveno way of knowing the precisedetailsof the

original versionsNsincewe cannotreally consultthemNI nevertheles®iopethatmy decisionswill seem



stylistically appropriate sincel havebasedmy newinventionson the instrumentalpartsof thetime that|
know well from the Mexicanarchives.

Lastly, the missionchurcheshabitually juxtaposedcontrastingstyleswithin a singlepiece;all of the
oddverseswould be setin onetextureor musicalphrase andthenthe even-numberederseswould be set
with a completelydifferent sonority. Theywould alternatebackandforth in alternatim style. Furthermore,
one couldmix andmatchthesecollectionsof tunes;for example,onecould takethe odd-numbereghrases
of the Gloria andsetthemastoe-tappingcanto figurado on oneday andthenreplacethemwith ethereal
plainchanton anotherFor the even-numbereghraseson thatday, they could selectHaydn-like phrases
with orchestralaccompanimenbut thensubstitutethe warm choralblendof canto de drgano for those
samephrasen the following day. Thingswereforeverbeingshuffledaroundandrecombinedasa matter
of course.The possibilitieswerenearlyendless.

In tonightOgurney,we beginandendwith processionapiecesthat exaltthe Holy Sacramenbof
communion. After Christmasand Easter the mostelaborateandimportantfeastdayin missionCalifornia
was probablyCorpusChristi. As partof the celebrationsthe friars would leadthe convertsin a paradeto
four altarsthatweresetup in a largequadrangleoutsidethe mission. The paraderoutewas strewnwith
flowers, sedgegrass,andprobablyarborsmadeof treeboughs.Upon arriving at eachof thesealtars,poems
wererecitedin thelocal languageg(either Castilianor evenindigenoustongues) andthereweregorgeous
musicalsettingssungwhile the missionpadreraisedup the communionbreadandchalice. Oneof the most
belovedof thesecommunionprocessionapieceswas ;O qué suave! (Oh how gentle!); | proposethatwas
probablyperformedbeforeoneof theseoutsidealtars. We cansafelyassumehatthe work wasperformed
outside the missionwalls ratherthaninside, sinceit is in CastilianSpanish. Thefriars usedLatin when
performingthe liturgy in church;theyusedthe Oregular@verydaylanguageoutsidethe walls of the
sanctuary.

Thereareabouta dozemrmanuscriptsourceghat contain; O qué suave! At first glance,its notation
remindsus of Gregorianchant,butif we apply the properruleswe arrive at apiecethatsoundsquite
modernand OClassical.d hasthe slow harmonicrhythm, top-dominatedexture, varied surfacerhythms,
sighfigures,andunstressed¢adenceshatwe associatavith MozartandHaydn. In spiteof this European
elementwe neverthelessantell weOrén California (asopposedo Vienna)throughcluesin ChoirbookC-
C-68:1at The BancroftLibrary. Overthe word Oamor©r Olove@e encountetthe peculiarperformance
instructionOgolpe@meaningOstrike@r OhitO)implying the striking of the guitar body, the harpsound
box, or perhapsevena drum.Thesepercussiornindicationssurfacenow andagainin California

manuscripts.



The concertloseswith a similarwork, the exquisiteDulce Esposo de Maria thathasthe same
main OClassical@usicfeaturesas; 0 qué suave! Settingout asanaccompaniediuet,the texturethickens
to rich four-voice harmoniesat the endof phrases.Thetextis a supplicatiorto SaintJoseplthathe be with
us atthe hourof death. Fittingly, this work appearsn ChoirbookC-C-59at The BancroftLibraryNa
giganticchoirbookthatwaswritten out andassembledvy FatherDurtnin 1813at MissionSanJosZ(the
patronsaint, SanJosZwho is praisedin Dulce Esposo). Thiswistful songalsosurfacesn SantaClara
Mission Music Ms. 4, immediatelyprecedingthe processionapiecesusedduring CorpusChristi. Tonight,
we thusbeginandendwith processionapieces,eachhavinga strongconnectionto the splendorand
ceremonyat theCalifornia CorpusChristi parades.

FatherDuritnjotted down yet anotherprocessionapiece,Para dar luz inmortal, just beforeDulce
Esposo de Maria. He informs usthatthis work is perfectfor celebratingSaintJosephCisastday andfor
any majorfeastof the highestrank during the calendaryearat MissionSanJosZ. It spotlightsrich four-
voice harmoniesn the canto de drgano style. Of all the works in tonightOgrogram,noneis more
OcCalifornian@anthis one. It belongsto a classof sacredsongscalledgozos (or in Cataltn,goijos). They
werethe breadandbutterof sacredmusicin the Baleariclslandsand Catalanregionof Spainwheremany
of the California friars grewup. Also, the gozo praisesongwasa favoriteteachingdevicefor the
Franciscarfriars. Theyspellout the maintenetsof orthodoxfaith. Therefore this gozo for SaintJoseph
showshow the CatalanandFranciscariegacyshapednusic practicein Californiain a differentway than
we findin the cathedralof Mexico and SouthAmerica.

Thiswork hasa strophicstructurein which a stanzaf musicis retainedfor the bulk of the piece
while newwordsarepouredinto the samemelodicmold, overandover again.Thereis a refrainline that
marksthe endof eachstanza:OYouare Josephthe cleardayin angelicpurity.O Thereis a shorttwo-phrase
introductionwhosemusic comesbackat theendin orderto tie off the pieceoff in a beautifulsymmetrical
gesture.We endwherewe begin.

Oneof the mostengagingandfascinatingworks of the Californiarepertoireis foundin SantaClara
Mission Music Ms. No. 3, written out in the handof Florenciolbf—ezwith small sheetsaddedinto the
binding by PedroCabot. For the feastof Pentecostforty daysafter Easter)theyhavethechoir singan
OAlleluia.Olt beginsregularlyenough,asunhurriedplainchant but beforewriting out the Psalmverseto
be sungJbi—ezdrawsa crosshatservesasanasteriskreferringthe choir to yet anothercrossat the
marginof the page. Ibt—ezscribblesout theseinstructions.(Estaran arrodillados todos todo el tpd q° la
Tambora haga un ruido como el cafion g* del organo (Everyone will kneel here for the whole time until the

drum makes a ruckus like the big metal organ stop of the organ).” Again, we find ourselves in



California—not Europe—where apparently the drum was not discarded from Native American worship but
instead was folded into the Christian liturgy at the appropriate moments. After the Psalm verse, Ibafiez and
Cabot write out a catchy setting of the sequence “Veni Sancte Spiritus,” where the phrases alternate back
and forth between the chordal style of cantofigurado and the estilomoderno Here, an implied chamber
ensemble of instruments would have accompanied this lovely duet line.

No friar wasmore musically proficient or professionallyaccomplishedhan Fray JuanBautista
Sancho.Hewasbornon Decemberl, 1772in Art”, a tiny village in the northeastornerof theisland of
Mallorca. He movedto Palmaasa youngteenwherehetook Holy Ordersasa Franciscarandrosein
prominenceo assumehe postof Music Director in the late 1790sat the prestigiousConventde Sant
Francesc.This institution was,moreor less,a sortof SanFranciscoConservatoryor Juilliard School,
exertinga strongpedagogicainfluencein thetraining of SpainOmostvirtuosic musicians. He left
Mallorcain 1803with his bestfriend at hisside,PedroCabot. Thetwo arrivedin Mexico on June20.
After a brieftraining sessiorin Mexico City atthe Mother Houseof their FranciscarMissionaryOrder,the
ColegoApost—licale SanFernandothey embarkedor Californiawheretheylandedin Montereyon
August15, 1804. Sanchammediatelymadehis way down to Mission SanAntonio wherehethenwas
involved in nearlyeveryaspeciwf this thriving culture,includingits agriculturalproduction,architectural
constructionand musicalperformance.Soon,Sanchohadestablished choir andorchestracapableof
playing musicof the difficulty onewould hearin Romeor Paris,andthereis considerablesvidencethat he
actuallycomposedsomeof the works thatwe find in his handwriting.He died a painful deathin 1830from
a tumorin hisleg.

In the SanFernandamission,therepresentlyis a smallsnippetof paperwith a massfrom
MallorcaNbeginning with the OKyrieClassicsONanaontinuingwith the otherelementsof the Mass
Ordinary. OnsheetS-2,we find a fetching OLaud&ion Salvatorem@n SanchoQsandsetin canto
figurado style. Backin the Middle Ages, this text would havebeensungasa sequenceiith pairedphrases
(thatis, a-a’, b-b’, c-c’, d-d’, etc.),buttypical of the Californiatraditions,this is reshapednto a work with
melodicunity. A few recurringmotivesarerearrangedandutilized in a Ocompositiontbat movesforward
with the implied strumsof the guitarsin triple meter. Onefinds, however that Sanchohaswritten out only
thetext of the odd-numbereghrases.The even-numbereghraseanustbe found elsewherefwo easy
solutionspresenthemselves.We canchooseeitherto realizethemasduetphrasesn canto figurado style
as jotteddown by FatherDurfnin his variouschoirbooks,or to singthemin meter-less:anto llano asthese

phrasesrefound a varietyof missionchantbooks.



Oneof the mostbeautiful and satisfyingworks from the missionperiodis SanchoQ¥isa en sol
(Mass in G), andthisis the centralpieceon this eveningOsiusicaljourney. Sadly, the original manuscript
sheetsn SanchoOsandthathadbeenat Stanfordare now lost, sowe mustrely on the photosat theMusic
Departmenbf University of California at Berkeleythat werepartof aneffort in the mid-twentiethcentury
by theWorks ProgressAdministrationto photograptall areasof AmericanOfolkmusicONitwasthe clever
detectivework of JohnKoegelthatlocatedtheseinvaluablephotosandrealizedtheir importance. Yet
anothemanuscriptcopy of thevocal partsis found at StanfordM0573 at the GreenResearclLibrary),
and Ihaveidentified the handwritingasthat of SanchoO#elong friend, PedroCabot,who left Mallorca
with Sanchoandthenservedalongsidehim at Mission SanAntonio until SanchoQdeath. Of all the pieces
foundin California sourcesno work feelsmoreOmodern.(’he Kyrie andGloria arefor a pair of sopranos
in the estilo moderno with animplied instrumentalaccompaniment.If onecomparegshesewith thelatest
rage inEurope,the style galant, onefinds the sameprecisemusicalattributes:a variety of surfacerhythms,
slow harmonicrhythm, a top-dominatedsound,homophonicemphasisclear startsandstopsto the phrases,
Osigtfigures,Gandunstressedadences. The Gloria text is subdividedinto four autonomousnovements
thataptly reflectthe mood of the changingtext. The Credois in alternatim style with four-voice chordal
passagetalmostHaydnesquen nature)alternatingwith strummedphrasesn the canto figurado style.In
truth, thesesimpler canto figurado phrasesarenot Ooriginal,®dut aredrawnfrom the Credo Artanense (The
Credo from Artd) thatSanchdearnedasa smallchild in his hometown. We haveyet anothersonorityin
thelasttwo movements.Sanchaogivesus four-voicepolyphonyin the estilo moderno with substantiabaps
in thevocal partsthatwould havebeenfilled in by the instrumentalpassagesThis is a gloriouswork: the
harmoniesaresorichly imaginativeand up-to-datethat thesetwo movementsvould be right athomeon a

concertof SchubertOmasssettings.

The remainingepertoireof the concertinvolves newly unearthednanuscriptof Manuelde
Sumayaat the Mexico City Cathedral. Sumaya(1680-1756)wasa groundbreakingalentwho achieved
severalnotableOfirsts.CHe is thefirst to introduceto New Spainthe Italianatestyle with works consisting
of a serieof successiveecitativesandarias. He wasthe first to developa permanenttandingorchestra
with multiple violins on a partandwith a top-dominatedonority (beefingup the Cathedralorchestran
1734andagainin 1738). Like Handel,he wasa spectaculakeyboardistand masteredoth secularand
sacredyenreswith apparenease. He wasthe first Americanto composeoperashis dramaticstagework
Rodrigo (1708) wasalmostcertainlyan opera,andthe Viceroy commissionedSumayato composehe

operaPartenope in 1711,andthe biographicalentriesprove he wrote othersaswell. Hewasthefirst to



introducea concertedtyle wherethe instrumentalistthad separateautonomousdines thatwere not
dedicatedo vocal doublings. He servedasthe ChapelMasterof the Mexico City Cathedrafrom 1715
until his departurgor Oaxacain the late 1730s.

Although considerablattentionhasbeenshoweredon Sumayain recentyears,a realgodsenchas
unearthecalmost50 previouslyOunknown@orks in the Mexico City Cathedrathatwere authoredby
Sumaya. This collection,known asthe Estradacollection, containsmany remarkablevillancicos for
variousvocal groupingsandbassacontinuo. Someof themarerathersmall, setasduosor trios plusthe
accompanimentOthersarecraftedon a grandscalewith threechoirssimultaneouslycomprisedof eleven
differentvocallines. A few monthsago,| broughtmy collectionof photosthat| hadtakenof the Estrada
Collectionup to SanFranciscato show[ChanticleerMusic Director] JoeJenningsandtogetherwe sorted
throughthe compositionsandselectedhreedelightful Sumayaworks, eachdedicatedo the Virgin Mary:
Ya se heriza la Copete for 6 voices;Aprended Rosas for 3 voices;andDe las flores for 11 voices.For each
of thesepieces this concerttour markstheir Omodern@remiere. It hasbeennearlythreecenturiessince
thelasttime they wereperformed.

Eachof theseis typical of the villancico, a genreperformedin Churchduring late-nightMatins
servicesput works thatwere supposedo captureaspectf folk musicthatonemight hearon the Mexico
City streetsor the pastorallandscapes.They arealwaysin Spanishor someothereveryday,spoken
language. Structurally,villancicos consistof a refrain(calledthe estribillo) thatusesthefull vocal
resourcesstatement®f this recurringestribillo areseparatedby lighter, thinnertextureswhereSumayahas
the singersimitate the OimproviseaoupletsQcoplas) thatwere definitive featuresof Mexicanfolk music
in the eighteenthcentury.

Sumayacomposedis Ya se heriza for the Feastof the Virgin of Guadalupean 1728. Two upper
voicescompriseChoir 1 while a largerfour-voice texturemakeup Choir 2. Thelyrics arechock-full of
flower imagery:how fitting, giventherole thatthe rosesplayedin the miracleof herapparitionbeforethe
peasanfguanDiego. Legendhasit thatwhenhewentbeforethe doubtingBishopZumarragaJuanDiego
openedup hisrobeto reveala cascadef rosesthathadbeengiven to him miraculouslyby the
VirginNthey hadbloomedon Mount Tepeyadn spite of it being the middle of DecemberThe coplas,
givento thetenorvoice, atfirst only alludeto this story obliquely, with vaguereferenceso snowand
mountains. But graduallythe metaphoiis broughtinto focusaswe realizethat this snowy mountainis
actuallyMount Tepeyac. Thefinal coplas thenreferencethe Virgin of Guadalupedirectly andher
apparitionto the humbleJuanDiego. Harmonically,Sumayashowshis originality during the estribillo in a

sequencehatfalls in eachprogressivestatemennot by astepNasis normally the caseNbutby colossal
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leapsof a fourth thatplummeteverdownward,just like therosesthat plummeteddownwardwhen Juan
Diegoopenedhis peasantobebeforethe skepticalBishop Zumirraga. The mainmelodic gesturehereis
cut from the samecloth asthe melody Sumayausesin OCorrientegue el marQuritten for the Feastof St.
Peter. The chainsof suspensionandsequenceseveal SumayaQsold andgorgeoussenseof harmonic
progression.

The delightfulthree-voicesettingAprended Rosas wasdestinedfor the Feastof the Immaculate
Conceptionof the Virgin. Onceagain,the flower androseimagerydominatesheselyrics dedicatedo
Mary. Thepiecestartsoutin whatseemdo bea slow triple meter(with the half notegettingthe pulse),but
he cleverlyanimateshe pieceand propelsit forward midway throughthe estribillo by a metricshift to a
briskertriple meter(wherethe quarternote getsthe pulse). Thejaunty tunesthenvacillatein unpredictable
groupingsof hemiolarhythms.Thetiny snippeton Oyesas’ (andit is so)(follows closingonitself in a
rapid-fire gameof musicalcatch;it resembles motivic snippetusedby Sumayain his thrilling villancico
OCelebrepubliquenQo very similar effect. The coplas aresharedby two voicesthat alternate:eachhas
similar melodic material,but Sumayatakesthesethreadsof melodicinventionthroughwidely
differentiatedharmonies. Thus,the pairedcoplas takeentirely different paths.

Nearthe endof our program,Chanticleerwill dive into oneof the larger-scalevillancicos of the
cathedralkradition. In composingDe las flores for the FeastDay of the Virgin of Guadalupen 1729,
Sumayadistributedthe 11 different voicesplus accompanimeninto threechoirsthatblendandexchange
their partsin an ecstaticconversatiorof choralsonorities. Thelong estribillo in triple meteris setoff by a
shift to quadruplemeterin the coplas, in this casesungeachtime by analto-tenorduet. We canalmostsee
thewavesin the Oseaf grace@sthe choir makeswavesof soundthatundulateup anddown. (He uses
this samehetoricaldevicein his eight-voicevillancico OLabellaincorrupta.O)Onceagain,Sumayashows
us anincredibly vibrant paletteof harmonicdaringashe superimpose$ong chainsof suspensionsver
sequentiatreatment. Thesebreathtakinglybeautiful passageare thencontrastedvith a militaristic feel at
the endof the estribillo asSumayaQOsettingtries to capturethe martial thrill of trumpetsanddrumsat the
text, Otrompay cajas.O

All told, we arein for quite a musicalexcursion,onethattakesus throughthe missionsright herein
Californiaandendsup exploringsomeOnew®orks by oneof AmericaOsastercomposersManuel de
Sumaya. So, sit backandenjoy the miraculouswork of Josephlenningsand Chanticleeraswe embarkon

this journey!
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