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El Camino Real: Chanticleer Travels the Mission Road

Exceptional funding for this project is provided by the California Arts Council, Western States Arts
Federation, The National Endowment for the Arts, James Irvine Foundation, and the E. Nakamichi

Foundation.

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
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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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El Camino Real: Chanticleer Travels the Mission Road

Exceptional funding for this project is provided by the California Arts Council, Western States Arts Federation,
The National Endowment for the Arts, James Irvine Foundation, and the E. Nakamichi Foundation.

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

Processional: Lauda Sion!Salvatorem 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

!
Kyrie!from the Misa en sol Juan Bautista Sancho (attributed)  (1772-1830)

Ms. M.0573. at Stanford
!

Gloria from the Misa en sol Juan Bautista Sancho (attributed)
Ms. M.0573. at Stanford

Alleluia & Veni Sancte Spiritus! Anon., Santa Clara Mission Ms. 3, p. 34
!

Ya! se heriza!(1728) Manuel de Sumaya (1680-1756)
70)19 in the Estrada Collection,
Mexico City Cathedral Archive

!
Credo from the Misa en sol Juan Bautista Sancho (attributed)

Ms. M.0573. at Stanford & folders
WPA 52, 65, & 70 at the
UC Berkeley Music Dept.

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

Sanctus from the Misa en sol Juan Bautista Sancho (attributed)
Ms. M.0573. at Stanford

!
Para dar luz!inmortal Anon., Santa Clara Mission Ms. No. 4, p. 63
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Gozos para Sr. Sn. JosŽ, The Bancroft Library, C-C-59, p. 98
!

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

De las flores!(1729) Manuel de Sumaya
73)22 in the Estrada Collection
Mexico City Cathedral Archive

Recessional: Dulce Esposo de Mar’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

Sometimes the brightest jewels are not found in remote, exotic lands but instead are found close by,

right under our noses in our own backyard.  Such is the case with the enchanting melodies and musical

settings of the California missions and Mexican cathedrals. Nearly every major town in Coastal California

derives its name from one of the 21 missions that the Franciscans founded between the years 1769 (Mission

San Diego) and 1823 (Mission San Francisco de Solano). For a sizable portion of our ÒmodernÓ history, the

missions were the central religious, social, and cultural centers of the entire regionÑyet the repertoire that

was jotted into the Mission choirbooks still remains largely unknown, even to music historians. Similarly,

the music archives in the Mexico City Cathedral preserve stacks of gorgeous and erudite sacred music that

are largely neglected but worthy of professional attention and performance.   
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This eveningÕs concert delves into these musical frontiers and examines what local Californians

would have heardÑright here in this locationÑaround 200 years ago, both inside and outside the mission

walls.  Approximately one-third of tonightÕs repertoire deals with processional pieces: parades and

pageantry were part of major feast days.  Another third of the concert is devoted to the Misa en sol, which

most probably was composed by Friar Juan Bautista Sancho during his 26 years at Mission Antonio de

Padua near present-day King City and Paso Robles. The remaining third of the concert explores the

fabulous music of ÒAmericaÕs Handel,Ó the Mexican-born Manuel de Sumaya, who is responsible for

introducing many of the most up-to-date trends of the High Baroque to the New World.

To get the most out tonightÕs performance, we might first explore the variety of sounds that

flourished in the missions.  Indeed, there is no single mission music style but instead a mish-mash of four

or five contrasting and complementary styles.  Plainchant (canto llano) resonated in every mission as the

friars traced out the events of the Church year.  However, instead of adhering to the legacy of Gregorian

chant, the mission friarsÑat the urging of Father Narciso Dur‡nÑreduced the number of tunes for the

Mass Proper to a mere handful and just adapted these ÒhitsÓ for each successive text. After canto llano, the

next most popular style was labeled canto figurado or figured chant.  Unlike plainchant that had no

discernable meter or driving beat, melodies in canto figurado style would waft along to a steady pulse and

meter, supported by an improvised chordal accompaniment on harps, guitars, and bandolas. If the texture

thickens to encompass combinations of polyphonic voices all at once, we enter the realm of canto de

órgano (most often, 4-voice polyphony).  Even though the California missions were the furthest outposts of

the Spanish frontier, they nevertheless were remarkably informed concerning the latest musical trends and

fads sweeping Europe and the metropolitan centers of the Americas.  That is not terribly surprising, given

the fact that many of the friars were exceptional musicians who would have been at home in a professional

music ensemble in their mother country.  They brought this enthusiastic love for elaborate ÒClassicalÓ

music-making with them when they arrived at their new California homes.  This up-to-date style was called

estilo moderno or música moderna, and incorporated small chamber music ensembles or even Classical

symphonic groups to support and interact with the mission choir. The mission requisition lists now housed

at the Archivo General de la Naci—n show that nearly every mission had an insatiable appetite for the string,

brass, and wind instruments that would complete a small Classical orchestra.  Lamentably, most of the

instrumental sheets that these orchestras played are now lost, so I have had to compose substitute

instrumental parts for tonightÕs concert.  Although we have no way of knowing the precise details of the

original versionsÑsince we cannot really consult themÑI nevertheless hope that my decisions will seem
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stylistically appropriate, since I have based my new inventions on the instrumental parts of the time that I

know well from the Mexican archives.

Lastly, the mission churches habitually juxtaposed contrasting styles within a single piece; all of the

odd verses would be set in one texture or musical phrase, and then the even-numbered verses would be set

with a completely different sonority.  They would alternate back and forth in alternatim style. Furthermore,

one could mix and match these collections of tunes; for example, one could take the odd-numbered phrases

of the Gloria and set them as toe-tapping canto figurado on one day and then replace them with ethereal

plainchant on another. For the even-numbered phrases on that day, they could select Haydn-like phrases

with orchestral accompaniment but then substitute the warm choral blend of canto de órgano for those

same phrases on the following day.  Things were forever being shuffled around and recombined as a matter

of course. The possibilities were nearly endless.  

In tonightÕs journey, we begin and end with processional pieces that exalt the Holy Sacrament of

communion.  After Christmas and Easter, the most elaborate and important feast day in mission California

was probably Corpus Christi.  As part of the celebrations, the friars would lead the converts in a parade to

four altars that were set up in a large quadrangle outside the mission.  The parade route was strewn with

flowers, sedge grass, and probably arbors made of tree boughs. Upon arriving at each of these altars, poems

were recited in the local language (either Castilian or even indigenous tongues), and there were gorgeous

musical settings sung while the mission padre raised up the communion bread and chalice.  One of the most

beloved of these communion processional pieces was ¡O qué suave! (Oh how gentle!); I propose that was

probably performed before one of these outside altars.  We can safely assume that the work was performed

outside the mission walls rather than inside, since it is in Castilian Spanish.  The friars used Latin when

performing the liturgy in church; they used the ÒregularÓ everyday language outside the walls of the

sanctuary.

There are about a dozen manuscript sources that contain ¡O qué suave!  At first glance, its notation

reminds us of Gregorian chant, but if we apply the proper rules we arrive at a piece that sounds quite

modern and ÒClassical.Ó It has the slow harmonic rhythm, top-dominated texture, varied surface rhythms,

sigh figures, and unstressed cadences that we associate with Mozart and Haydn.  In spite of this European

element, we nevertheless can tell weÕre in California (as opposed to Vienna) through clues in Choirbook C-

C-68:1 at The Bancroft Library.  Over the word ÒamorÓ or ÒloveÓ we encounter the peculiar performance

instruction ÒgolpeÓ (meaning ÒstrikeÓ or ÒhitÓ), implying the striking of the guitar body, the harp sound

box, or perhaps even a drum. These percussion indications surface now and again in California

manuscripts.



7

The concert closes with a similar work, the exquisite Dulce Esposo de María that has the same

main ÒClassicalÓ music features as ¡O qué suave!  Setting out as an accompanied duet, the texture thickens

to rich four-voice harmonies at the end of phrases.  The text is a supplication to Saint Joseph that he be with

us at the hour of death.  Fittingly, this work appears in Choirbook C-C-59 at The Bancroft LibraryÑa

gigantic choirbook that was written out and assembled by Father Dur‡n in 1813 at Mission San JosŽ (the

patron saint, San JosŽ, who is praised in Dulce Esposo).  This wistful song also surfaces in Santa Clara

Mission Music Ms. 4, immediately preceding the processional pieces used during Corpus Christi.  Tonight,

we thus begin and end with processional pieces, each having a strong connection to the splendor and

ceremony at the California Corpus Christi parades.

Father Dur‡n jotted down yet another processional piece, Para dar luz inmortal, just before Dulce

Esposo de María. He informs us that this work is perfect for celebrating Saint JosephÕs feast day and for

any major feast of the highest rank during the calendar year at Mission San JosŽ.  It spotlights rich four-

voice harmonies in the canto de órgano style. Of all the works in tonightÕs program, none is more

ÒCalifornianÓ than this one.  It belongs to a class of sacred songs called gozos (or in Catal‡n, goijos).  They

were the bread and butter of sacred music in the Balearic Islands and Catalan region of Spain where many

of the California friars grew up.  Also, the gozo praise song was a favorite teaching device for the

Franciscan friars.  They spell out the main tenets of orthodox faith.  Therefore, this gozo for Saint Joseph

shows how the Catalan and Franciscan legacy shaped music practice in California in a different way than

we find in the cathedrals of Mexico and South America. 

This work has a strophic structure in which a stanza of music is retained for the bulk of the piece

while new words are poured into the same melodic mold, over and over again. There is a refrain line that

marks the end of each stanza: ÒYou are Joseph, the clear day in angelic purity.Ó  There is a short two-phrase

introduction whose music comes back at the end in order to tie off the piece off in a beautiful symmetrical

gesture.  We end where we begin.

One of the most engaging and fascinating works of the California repertoire is found in Santa Clara

Mission Music Ms. No. 3, written out in the hand of Florencio Ib‡–ez with small sheets added into the

binding by Pedro Cabot.  For the feast of Pentecost (forty days after Easter), they have the choir sing an

ÒAlleluia.Ó  It begins regularly enough, as unhurried plainchant, but before writing out the Psalm verse to

be sung, Ib‡–ez draws a cross that serves as an asterisk, referring the choir to yet another cross at the

margin of the page.  Ib‡–ez scribbles out these instructions. ÒEstarán arrodillados todos todo el tpõ qe la

Tambora haga un ruido como el cañon gde 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
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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, Ibáñez 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 canto figurado and the estilo moderno.  Here, an implied chamber

ensemble of instruments would have accompanied this lovely duet line.  

No friar was more musically proficient or professionally accomplished than Fray Juan Bautista

Sancho.  He was born on December 1, 1772 in Artˆ, a tiny village in the northeast corner of the island of

Mallorca. He moved to Palma as a young teen where he took Holy Orders as a Franciscan and rose in

prominence to assume the post of Music Director in the late 1790s at the prestigious Convent de Sant

Francesc.  This institution was, more or less, a sort of San Francisco Conservatory or Juilliard School,

exerting a strong pedagogical influence in the training of SpainÕs most virtuosic musicians.  He left

Mallorca in 1803 with his best friend at his side, Pedro Cabot.   The two arrived in Mexico on June 20.

After a brief training session in Mexico City at the Mother House of their Franciscan Missionary Order, the

Colego Apost—lico de San Fernando, they embarked for California where they landed in Monterey on

August 15, 1804.  Sancho immediately made his way down to Mission San Antonio where he then was

involved in nearly every aspect of this thriving culture, including its agricultural production, architectural

construction, and musical performance.  Soon, Sancho had established a choir and orchestra capable of

playing music of the difficulty one would hear in Rome or Paris, and there is considerable evidence that he

actually composed some of the works that we find in his handwriting. He died a painful death in 1830 from

a tumor in his leg.   

In the San Fernando mission, there presently is a small snippet of paper with a mass from

MallorcaÑbeginning with the ÒKyrie ClassicsÓÑand continuing with the other elements of the Mass

Ordinary.  On sheet S-2, we find a fetching ÒLauda Sion SalvatoremÓ in SanchoÕs hand set in canto

figurado style.  Back in the Middle Ages, this text would have been sung as a sequence with paired phrases

(that is, a-a’, b-b’, c-c’, d-d’, etc.), but typical of the California traditions, this is reshaped into a work with

melodic unity.  A few recurring motives are rearranged and utilized in a ÒcompositionÓ that moves forward

with the implied strums of the guitars in triple meter.  One finds, however, that Sancho has written out only

the text of the odd-numbered phrases.  The even-numbered phrases must be found elsewhere; two easy

solutions present themselves.  We can choose either to realize them as duet phrases in canto figurado style

as jotted down by Father Dur‡n in his various choirbooks, or to sing them in meter-less canto llano as these

phrases are found a variety of mission chant books.  
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One of the most beautiful and satisfying works from the mission period is SanchoÕs Misa en sol

(Mass in G), and this is the central piece on this eveningÕs musical journey. Sadly, the original manuscript

sheets in SanchoÕs hand that had been at Stanford are now lost, so we must rely on the photos at the Music

Department of University of California at Berkeley that were part of an effort in the mid-twentieth century

by the Works Progress Administration to photograph all areas of American Òfolk musicÓÑit was the clever

detective work of John Koegel that located these invaluable photos and realized their importance.  Yet

another manuscript copy of the vocal parts is found at Stanford (M0573 at the Green Research Library),

and I have identified the handwriting as that of SanchoÕs lifelong friend, Pedro Cabot, who left Mallorca

with Sancho and then served alongside him at Mission San Antonio until SanchoÕs death.  Of all the pieces

found in California sources, no work feels more Òmodern.Ó  The Kyrie and Gloria are for a pair of sopranos

in the estilo moderno with an implied instrumental accompaniment.  If one compares these with the latest

rage in Europe, the style galant, one finds the same precise musical attributes: a variety of surface rhythms,

slow harmonic rhythm, a top-dominated sound, homophonic emphasis, clear starts and stops to the phrases,

Òsigh figures,Ó and unstressed cadences.  The Gloria text is subdivided into four autonomous movements

that aptly reflect the mood of the changing text. The Credo is in alternatim style with four-voice chordal

passages (almost Haydnesque in nature) alternating with strummed phrases in the canto figurado style. In

truth, these simpler canto figurado phrases are not Òoriginal,Ó but are drawn from the Credo Artanense (The

Credo from Artá) that Sancho learned as a small child in his home town.  We have yet another sonority in

the last two movements.  Sancho gives us four-voice polyphony in the estilo moderno with substantial gaps

in the vocal parts that would have been filled in by the instrumental passages.  This is a glorious work: the

harmonies are so richly imaginative and up-to-date that these two movements would be right at home on a

concert of SchubertÕs mass settings.  

The remaining repertoire of the concert involves newly unearthed manuscripts of Manuel de

Sumaya at the Mexico City Cathedral.  Sumaya (1680-1756) was a groundbreaking talent who achieved

several notable Òfirsts.Ó  He is the first to introduce to New Spain the Italianate style with works consisting

of a series of successive recitatives and arias.  He was the first to develop a permanent, standing orchestra

with multiple violins on a part and with a top-dominated sonority (beefing up the Cathedral orchestra in

1734 and again in 1738).  Like Handel, he was a spectacular keyboardist and mastered both secular and

sacred genres with apparent ease.  He was the first American to compose operas: his dramatic stage work

Rodrigo (1708) was almost certainly an opera, and the Viceroy commissioned Sumaya to compose the

opera Partenope in 1711, and the biographical entries prove he wrote others as well.  He was the first to
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introduce a concerted style where the instrumentalists had separate, autonomous lines that were not

dedicated to vocal doublings.  He served as the Chapel Master of the Mexico City Cathedral from 1715

until his departure for Oaxaca in the late 1730s.  

Although considerable attention has been showered on Sumaya in recent years, a real godsend has

unearthed almost 50 previously ÒunknownÓ works in the Mexico City Cathedral that were authored by

Sumaya.  This collection, known as the Estrada collection, contains many remarkable villancicos for

various vocal groupings and basso continuo.  Some of them are rather small, set as duos or trios plus the

accompaniment.  Others are crafted on a grand scale with three choirs simultaneously comprised of eleven

different vocal lines.  A few months ago, I brought my collection of photos that I had taken of the Estrada

Collection up to San Francisco to show [Chanticleer Music Director] Joe Jennings, and together we sorted

through the compositions and selected three delightful Sumaya works, each dedicated to the Virgin Mary:

Ya se heriza la Copete for 6 voices; Aprended Rosas for 3 voices; and De las flores for 11 voices. For each

of these pieces, this concert tour marks their ÒmodernÓ premiere.  It has been nearly three centuries since

the last time they were performed.

Each of these is typical of the villancico, a genre performed in Church during late-night Matins

services, but works that were supposed to capture aspects of folk music that one might hear on the Mexico

City streets or the pastoral landscapes.  They are always in Spanish or some other everyday, spoken

language.  Structurally, villancicos consist of a refrain (called the estribillo) that uses the full vocal

resources; statements of this recurring estribillo are separated by lighter, thinner textures where Sumaya has

the singers imitate the Òimprovised coupletsÓ (coplas) that were definitive features of Mexican folk music

in the eighteenth century.

Sumaya composed his Ya se heriza for the Feast of the Virgin of Guadalupe in 1728.  Two upper

voices comprise Choir 1 while a larger four-voice texture make up Choir 2.  The lyrics are chock-full of

flower imagery: how fitting, given the role that the roses played in the miracle of her apparition before the

peasant Juan Diego.  Legend has it that when he went before the doubting Bishop Zumarraga, Juan Diego

opened up his robe to reveal a cascade of roses that had been given to him miraculously by the

VirginÑthey had bloomed on Mount Tepeyac in spite of it being the middle of December. The coplas,

given to the tenor voice, at first only allude to this story obliquely, with vague references to snow and

mountains.  But gradually the metaphor is brought into focus as we realize that this snowy mountain is

actually Mount Tepeyac.  The final coplas then reference the Virgin of Guadalupe directly and her

apparition to the humble Juan Diego.  Harmonically, Sumaya shows his originality during the estribillo in a

sequence that falls in each progressive statement not by a stepÑas is normally the caseÑbut by colossal
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leaps of a fourth that plummet ever downward, just like the roses that plummeted downward when Juan

Diego opened his peasant robe before the skeptical Bishop Zum‡rraga.  The main melodic gesture here is

cut from the same cloth as the melody Sumaya uses in ÒCorrientes que el marÓ written for the Feast of St.

Peter.  The chains of suspensions and sequences reveal SumayaÕs bold and gorgeous sense of harmonic

progression. 

The delightful three-voice setting Aprended Rosas was destined for the Feast of the Immaculate

Conception of the Virgin.  Once again, the flower and rose imagery dominates these lyrics dedicated to

Mary.  The piece starts out in what seems to be a slow triple meter (with the half note getting the pulse), but

he cleverly animates the piece and propels it forward midway through the estribillo by a metric shift to a

brisker triple meter (where the quarter note gets the pulse).  The jaunty tunes then vacillate in unpredictable

groupings of hemiola rhythms. The tiny snippet on Òy es as’ (and it is so)Ó follows closing on itself in a

rapid-fire game of musical catch; it resembles a motivic snippet used by Sumaya in his thrilling villancico

ÒCelebren publiquenÓ to very similar effect.  The coplas are shared by two voices that alternate: each has

similar melodic material, but Sumaya takes these threads of melodic invention through widely

differentiated harmonies.  Thus, the paired coplas take entirely different paths.

Near the end of our program, Chanticleer will dive into one of the larger-scale villancicos of the

cathedral tradition.  In composing De las flores for the Feast Day of the Virgin of Guadalupe in 1729,

Sumaya distributed the 11 different voices plus accompaniment into three choirs that blend and exchange

their parts in an ecstatic conversation of choral sonorities.  The long estribillo in triple meter is set off by a

shift to quadruple meter in the coplas, in this case sung each time by an alto-tenor duet.  We can almost see

the waves in the Òsea of graceÓ as the choir makes waves of sound that undulate up and down.  (He uses

this same rhetorical device in his eight-voice villancico ÒLa bella incorrupta.Ó)  Once again, Sumaya shows

us an incredibly vibrant palette of harmonic daring as he superimposes long chains of suspensions over

sequential treatment.  These breathtakingly beautiful passages are then contrasted with a militaristic feel at

the end of the estribillo as SumayaÕs setting tries to capture the martial thrill of trumpets and drums at the

text, Òtrompas y cajas.Ó

All told, we are in for quite a musical excursion, one that takes us through the missions right here in

California and ends up exploring some ÒnewÓ works by one of AmericaÕs master composers, Manuel de

Sumaya.  So, sit back and enjoy the miraculous work of Joseph Jennings and Chanticleer as we embark on

this journey! 


