


A Letter from the Producers

A bit more than a year ago we discovered, to our muteabkpte, that Music & Arts at St. Luke
in the Fields and Polyhymnia were both planning to prtesencerts of Mexican baroque
repertoire during the late winter of 2008. “Well why domn& make a festival of it?” asked one.
“l don’t know, why don’t we?” responded another. “Lesse how the funding looks” said the
prudent third — and bit by bit, as the letters of accegtarame in and we learned that we had
received all of the funding we had requested, we realizatdwb had a festival. Then the real
work began.

A festival is a feast, and while too many cooks nmagilsa single pot of broth, we are fortunate
indeed to have had so many to lend a hand in the prepardtihis banquet: We owe grateful
thanks to the Reverend Caroline Stacey and the pargkiand staff of the Church of St. Luke
in the Fields for their uncomplaining support for this ende. Thanks are also due the Lower
Manhattan Community Council and the New York Departnm@ntCultural Affairs for their
financial assistance, to Raul Zorrilla and Irma Lsraf the Mexican Cultural Institute of New
York for logistical and moral aid, and to Elissa Wewhp does the work of three (the three of
us): Thank You.

Polyhymnia in particular would like to thank the parisimoaunity of Saint Ignatius of Antioch,

The Rev'd Dr. Andrew C. Blume, Rector, for allowing ascontinue rehearsing in their church
even though we are actually performing at St Luke’s, and stippand embracing us in our
work there.

The Music & Arts Committee of St. Luke’s and Polyhymsiboard of Directors as well as the
generous individual donors who contribute to each orgamizgand many who contribute to
both) will find themselves thanked by name at the dnti® book.

Others who deserve specially to be thanked include Mardaughton, Craig Russell, Aurelio
Tello, Gregg Deering — ClassicalDomain.org, VAN.org, Bbyny.com, Gotham Early Music
Scene, New York Personal Computer Club (NYPC), St. Lukelwool.

Muchisimas Gracias,
John Bradley David Shuler James Middleton

Co-producers of the Fiesta of Mexican Baroque Music
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487 Hudson Street

New York, NY 10014

The Nuns’ Recreation:
Music from the Cloistered Communities of Mexico

Tuesday, February 26, 2008 at 8 o’clock p.m.
Pre-Concert presentation in Laughlin Hall Byhahi Galante and Alycia Smith-Howard at 7 o’clock p.m.

Marcia Young, Karol Steadmasgpranos Lisa Hindmarshmezzo-soprano

David Shulerprgan; Holly Mentzer,Spanish cross-strung hargon Evansbajon

PROGRAM

Two Nahuatl Hymns:
Sancta Mariee in ilhuicac ci huapille
Dios itlagonantzine

Por selebrar este Dia

Vaya vaya de cantos de Amores
Hermoso amor que forxas tus Flechas
Los que fueren de buen Gusto

Magnificat
Intermission

Musicos Ruysefores

Las estrellas se Rien

Al dormir el Sol en la cuna del Alva
Convidando esta la Noche

Salve Regina

Hernando Franco (1532- 1585)

Juan de Vaeza Saavedra (fl. 1662-71)

Jose de Loaysa y Adiurt647-95)

Juan Garcia dedBssp£619-1678)
Francisco de Vidales (1630-1702)
Juan de Lienas (fl. 1617-1655)

Madre Joachina Rodrigues (c. 1720)
Juan Gutiérrez de Padilla (c.15%3)
Sebastian Durt60-1716)
Juan Garcia de Zespédes

Juan de Lienas

Program devised by James Middleton



ABOUT THE POETRY READERS

Anahi Galante was a performing artist for a span of 30 years. Sheedaan MFA in Dance
Education in her native Argentina, danced a vast repertdi classical ballet as soloist in the
Ballet del Sur and produced independent dance theatre prjels. quest for new vocabularies
expressive of social justice ideas, she discoveredetheBihe completed the two-year certificate
program at Escuela de Teatro de Bahia Blanca, studiedsewtral theater masters, particularly
with Eugenio Barba, founder of the Anthropological Theatevement. After moving to New
York City in 1987, Anahi became the first worldwide studémtreceive the Certificate of
American Modern Dance from the Dance Lab Programhef Alwin Nikolais/Murray Louis
Dance Foundation. In 1990, she unveiled her own dance¢heatnpany, the Anahi Galante
Dance Theatre. Her dance-theatre works were producdiyarse venues such as Columbia
University's Miller Theater, P.S 122, Saint Mark’s CHurcBACA Downtown Festival,
Manhattan’s Downtown Dance Festival, Merce Cunninglierformance Space, International
Women’ Theatre Festival in Philadelphia, Eddy Theatd?iitsburgh, New World School of the
Arts in Miami, and at the Avignon Off Festival (Fra)cAnahi has taught dance technique (ballet
and modern), composition, creative movement, intepisary workshops, physical theatre,
dance-theatre and movement for actors for over 20 yeacth Argentina and USA.

Alycia Smith-Howard is a Shakespeare scholar, theatre director, perfoemand cultural
historian. She is a graduate of The Shakespeare Indtitye Shakespeare Company, Stratford-
upon-Avon, England; where she received both her M.A.ak&peare Studies: Text &
Performance) and Ph.D. in English (Performance HistoShe has directed professionally in
Europe, Canada, and the United States. She is the afti®tudio Shakespeare: The Royal
Shakespeare Company at The Other Pldéshgate, 2006), co-author ofhe Ciritical
Companion to Tennessee Willia(Racts on File, 2005), and the lead editoSotan-Lori Parks:

A CasebooKRoutledge, 2008). She is a faculty member in the Galthool of Individualized
Study at NYU, where she served as the Artistic Dinectfothe Gallatin Arts Festival at NYU
from 2003-2006. In 2006, Dr. Smith-Howard was selected as avFatlthe Folger Shakespeare
Library, Washington, D.C. Dr. Smith-Howard frequergrves as a consultant and Shakespeare
specialist for numerous arts, cultural and academic o@#ms.

PROGRAM NOTES

“It is customary for the Friars to visitt the devoted Nuns andpieng whole days with
them, hearing their Musick, feeding on their sweetemeates and fquuttiese they have many
chambers which they call loquitorios to talke in, with wooden barrs betiieNuns and them,
and in these chambers are tables for the Friars to dine at, and whilelitheythe Nuns recreate
them with their voyces...

from “The English American, his Travail by Sea and Land:
or a New Survey of the West Indias, containing a Journall
of Three-thousand and Three hundred Miles
within the land of America...
by the true and painfull endevours of Thomas Gage,
London, 1648



“l took the veil because.given my absolute unwillingness
to be married, it seemed the least unfitting
and most decent state | could elect...

from “The Reply to Sor Filotea de la Cruz”
Sor Juana Inés de la Cruz,
Mexico, 1691

It may at first seem paradoxical that no class of ain seventeenth century Mexico enjoyed
greater self-determination than cloistered nuns. @&rthy our own standards of personal
liberty, their lives were severely circumscribed. @fffone considers, however, that women “of
good family” lived in almost harem-like seclusion, subjecthe will of their fathers, husbands and
even sons, while women who were not of the privilegadses found themselves at the mercy of
anyone more powerful, the life of the convent beginlook like an agreeable alternative.

The nunneries of baroque Mexico were very differeniftoday’s cloistered communities: in the
highly stratified society of viceregal Mexico, it wadrtually impossible to escape the
circumstances of one’s birth; social class was gidlyimaintained in the convent as elsewhere,
and a girl with no dowry had as little hope of a placa suitable religious institution as she did of
making a good marriage. It cost as much to enter omleeotonvents of the elite as it did to
marry a count or marquis, but even the grandest countasarghioness was all too frequently
worn out (or killed outright) by childbearing — an old wonadrthirty if she was lucky enough to
live so long.

By contrast, the nuns of colonial Mexico lived quitenfortable lives. Their religious duties were
light, and many orders chose not to observe them. infhates of Mexico City’'s Covent of San
Jeronimo where the famous Nun-Poet Sor Juana Inés @Qeulaspent her adult life, lived in
“cells” (the term is hardly apt) comprising several m@oon more than one floor, attended by
anywhere from two to five servants and in the comprtye young female relatives who were
sent to board with them to be schooled in the gerdeebmplishments of music, dance,
embroidery, cooking and even theater.

The convent day began at six a.m. with the prayergheffirst daily office,prime, followed
immediately by mass in the convent church. For pliblic service the nuns were concealed
behind grilles in the rear of the church, providing theelent music which made convent services
so well attended. At eight a breakfast of eggs, breaderbahd milk was taken followed by
tierce. Communal work in the sewing room — technically obbgg - was meant to follow this,
but in practice sewing, or other work was done singlinamall groups in the nuns’ individual
habitations.

At noon were the prayers séxtfollowed by the midday meal. Although the mandatesriglea
stated that this meal was to be taken in communitywtas another rule which was not observed.
The sisters ate their meals on their own, preparethdayselves or their servants in their own
kitchens. At threenonesfollowed by a siesta. At dusk was a light meal of presk or fresh
fruits followed, at seven, byespersin the choir. Supper and evening recreation followes, thi
succeeded, in the chapel, dympline. Bed, withmatinsandlauds,completed the cycle.

While many nuns devoted themselves to lives of indeleease and gossip, others were arguably
some of the hardest working women of their day. Indakkough a few women who were not
in holy orders were able to make careers in the #rtse who wished to live as artists had a



better chance of “making it” in the cloister. Thssaspecially true of music; in the Baroque era,
most professional musicians were men — female musitggwled to be actresses whose low social
status made life difficult in the extreme. Conventsyéver, courted musically gifted girls, for
whom the inevitable dowries were often waived. Ggeurely in the convent, they — unlike their
male contemporaries who invariably had to hustle forkw— were able to live productive lives
making high quality music. More than one source suggedt# tee wanted to hear really good
music in Baroque Mexico, the place to go was one ofaey convents. Thomas Gage, an early
English traveler to Mexico wrote that Mexican cortgesbounded in

“...Musick which is so exquisite in that City that | dare be bold to Isatythe
people are drawn to theyr Churches more for the delyght of the Musickahan
any delyght in the service of GOD...”

Gage, one of the most despicable characters in Engltgns, was a Dominican friar who later
turned Puritan, sending several of his former co-religierto the stake. His travels in Mexico
and Guatemala in the years 1625 - 1637 are the first recdfdglish of the customs of New
Spain. Even in his Puritan disgust, it is plain thatftnend the easy customs of Mexico
‘entycyng’:

Gentlemen and citizens give theyr daughters to bee brought up in these
Nunneryes, where they are taught to make all sorts of conserves apdveses
[and] all sorts of Musick ... More, they teach these young childern tdyket
players; and to entyce the people to theyr Churches they make thesencact
short dialoggs in theyr choirs, richly attyryng them with men’s and wanen’
apparel, especially uppon Midsummer Daye and the eyght dayes before
Christmas. Thefe are so gallantly perform’d that there have beenefa@imus
stryfes and single combatts — some were in my time — for defendeigofithese
Nunneryes most excell'd in Musick and in the traynyng up of childern. No
delyghts are wanting in that City abroad in the World, nor in theyr Churches,
which should bee the house of GOD and the soule’s, not the sense’s delyght...

The music that survives from convent sources runs tfmeiiglom Latin liturgical music to quasi-
popularvillancicos (carols) in Indian and African dialect, preserving popalad — to our ears
shockingly irreligious — dance forms like the spieyarachaand theJacara This dialect music
reminds us that music is a great leveller, and thahdian maid or African slave might be called
upon to take a part if she were musically gifted. Somtl@inost interesting pieces to survive
are contafacta pieces known from other sources which have been atiipteugh transposition
and substitution for performance by women.

The music heard in tonight’s program is drawn primariyrfrthe musical archive of Puebla’s
convent of La Santisima Trinidad (The Most Holy Tini with representative pieces from
Mexico City’s convent of La Encarnacién and othenrses. A great many of the extant pieces
are, as Thomas Gage observed, meant for performaridéidsummers’ Day” — the June feast of
Corpus Christi, or for Christmas. The pieces from Ruebé collectively known as the Sanchez
Garza collection (named for the early twentieth ggntollector who rescued the collection from
destruction). They document the musical life of ant@igtic convent in Mexico’s second city,
Puebla, from the early seventeenth through the eamdtaenth centuries. Chicago’s Newberry
Library also preserves a number of choir books fromHrearnacion, Mexico City’'s most



exclusive convent. Many pieces in both archives pvesperformance markings which tell us
who sang or played what part, enabling us to reconstrtictavgreat degree of accuracy the way
this music sounded to seventeenth century ears. @uke&tions are more personal — the fly-leaf
of a volume from the Encarnacion convent is marked thi¢ words:

Hermana de mis 0jos, y todo mi consolacion.
(Sister of my eyes, and all my consolation.)

Hernando Franco’wo Nahuatl Hymnsre composed in the language spoken by the Aztecs,
whose advanced musical culture allowed them to learn Eamopausical styles with such
remarkable ease that music became one of the mastblaltools for teaching Spanish religion
and culture, as these chanzonetas by Hernando Framstondestroof Mexico City Cathedral,
demonstrate.

The manuscripto Por selebrar este Digs notated'Negriya a 3 y a duo en / Dialogo de Vaeza /
fecit aflo de 1669 / para la Trinidad” (Negrillo for trio and duet in dialogue byzdaenade in
the year of 1669 for [the Convent of] the TrinityLittle is known of Puebla composer Juan de
Vaeza Saavedra, whose daughter was apparently one afugieal nuns of that city's Holy
Trinity Convent. All-black dance bands were the rafjeotonial Mexico — not so very different
from our own time, and although their music is lost, 2%é& black dialecvillancicosdelightfully
conjure the atmosphere of an Afro-Mexican fiesta,ngbatrocious Spanish with nonsense words
of West African origin and intoxicating African rhytlsm Thisvillancico illustrates the standard
form of a brief introduction followed by agstribillo or refrain which is then repeated numerous
times between the iterations of the varicaplas— “couplets or “verses”.

Vaya vaya de cantos de Amore&oaysa y Agurto was a Puebla composer whose work is
known primarily through the Sanchez Garza collectibiis delicious pastoralillancico, “Vaya,
vaya de cantos de Amores” demonstrates the thinnedsedine between the sacred and the
profane in Baroque Mexico.

Hermoso amor que forxas tus Flechiasdy another Puebla composer — Zespédes — who is also
primarily known through his extant compositions in then&z-Garza collection. The text of
Hermoso Amorillustrates the elegant Spanish neoplatonic traditibwchvconflates the infant
Christ with the pagan Cupid.

Francisco de Vidaled.os que fueren de buen Gustoa Jacara,a popular ballad type whose
texts generally concern the doings J#fques,picturesque low-life types. Its adaptation to a
sacred theme again illustrates tkenarkable interpenetration of religion and daily kfecolonial
Mexico — the contemporary analogy would perhaps be acksaap® Vidales was a pupil of the
famed Puebla composer, Juan Gutiérrez de Padilla, anddaisssor as maestro at the cathedral
in that city.

The Magnificat by Juan de Lienas survives in slightly different versionchoir books from the
elite (female) Convento de Nuestra Sefiora de la Coidcepgdexico City as well as the (male)
Convento de Carmen in San Angel. A contrafactumalifea piece “made against itself’, is a
work which has been adapted from its original versibmthis case, we have given the top three
lines of this five-part work to the three female wsicand given the bottom two to instruments,
this was a common practice in the convents of Mexic@nas was a Native American of noble



birth, a skillful composer who apparently experienced tadadifficulties — he is referred to in
more than one document @lscornudo- “the cuckold”.

Musicos Ruysefiordsy Madre Joachina Rodrigues is, so far as is knownsitigde surviving
piece known to have been written by a nun in coldvigtico.

Juan Gutiérrez de Padillalsas estrellas se Rietakes the form of duego de Cafas a “cane
game” — or a mock jousting tournament. Padilla, perhapkdsieknown of all Mexican baroque
composers, was Puebla’s celebratedestro de capilladuring the middle of the seventeenth
century.

The exquisiteRorro or lullaby Al dormir el Sol en la cuna del Alvay the Spanish composer
Sebastian Durdn reminds us that a great deal of Spansh orossed the Atlantic, and survives
in unique copies in American archives.

Juan Garcia de Zespéd&Xnvidando esta la Noche an infectuoussuaracha— a dance of
West-African origin again illustrates the remarkabtaliy of “religious” life in New Spain.

The Salve Regindy Juan de Lienadke his Magnificat setting heard earlier, survives émnsions
from the Convento de la Concepcién, and the ConvertGatenen — it will be heard again in a
different version in the final concert of our festivd onight, according to contemporary practice,
we have transposed the piece up by a fourth for perfoenbpcwomens’ voices, and have
allowed the instrumental performers free rein in imgiayg their own parts. ThBalve Reginaa
hymn to the Virgin Mary, was patrticularly beloved irrlgd_atin America, and was a favored
choice for the final hymn of compline, the last commal office of the Nuns’ day.

James Middleton

487 Hudson Street
New York, NY 10014



The Choir of Saint Luke in the Fields
David Shuler, Director of Music

Thursday, February 28, 2008 at 8 o’clock p.m.
Pre-Concert Lecture in Laughlin Hall by Dr. Stephen Stanzetribo’clock p.m.

Eighteenth-Century Mexican Masters
PROGRAM

Misa en sol mayor Manuel de Zumaya
Todd Frizzell,tenor
Kyrie
Gloria in excelsis
Credo
Sanctus
Agnus Dei

Hieremiae Prophetae Lamentationes Manuel de Zumay@7@&:-1755)

Jesus, mi dulce amor Anonymous, Conservatorio de laasRhZ67)

Marcia Young, Karol Steadmasgprano

Dixit Dominus Ignacio de Jerusalem (c.1710-1769)
Katharine Emory, Lisa Hindmarsmezzo soprandMichael Rederbass
Dixit Dominus
Virgam virtutis tuae
Judicabit in nationibus

De torrente
Gloria Patri

Intermission

Montes y Valles Anonymous, Conservatorio de las R¢5a67)



Cherubes y pastores

Lisa Hindmarshmezzo soprano

Misa a 8 de tercer tono
Kyrie
Gloria in excelsis
Credo
Sanctus
Agnus Dei

Rompa la esfera

Ignacio de Jerusalem

Manuel de Zumaya

Ignacio de Jerusalem

THE CHOIR OF SAINT LUKE IN THE FIELDS

David ShulerDirector of Music

Soprano Alto Tenor

Halley Gilbert Katharine Emory  Todd Frizzell

Bass
Elliot Z. Levine

Karol Steadman Lisa Hindmarsh Christopher Howatt Michael Reder

Amy Van Roekel Karen Wapner Chris Mann
Marcia Young

ORCHESTRA
Baroque Violin Baroque Cello
Leah Gale Nelsorieader David Bakamijian
Lisa Rautenbergrincipal second :
Violone
Dongmyung Ahn -
Patricia Ann Neely
Joan Capra
Theresa Saloman Spanish
Mark Zaki Cross-Strung Harp

Holly Mentzer

Natural Horn
R.J. Kelley
Alexandra Cook

Organ
Jennifer Greisbach

This program is supported, in part, by public funds from the New YorkD&jgrtment of Cultural Affairs.

ABOUT THE LECTURER



Stephen Stanziano is a composer, educator, and perfanchérolds a Ph.D. in music theory and
composition from Kent State University. He is curleoin the faculty of several Northeast Ohio
schools including Cleveland State University, the Umsite of Akron, Hiram College, and
Lakeland Community College. His commissions include wdddsJohn Carroll University's
Schola Cantorum, First Baptist Church of Greater vk soprano Diane Julin Menges, pianist
Randall Fusco, and oboist Carol Padgham Albrecht amohgrsot His works have been
performed throughout the United States and Europe includingegr's Basilica in Rome. Last
year, he was one of four composers commissioned te W oratorioVho Is This Jesusa
unique look at the life of Jesus through the eyes of stbignis day. Dr. Stanziano is a member of
ASCAP and the Cleveland Composer's Guild and his reseamtimues to focus on Mexican
Baroque music and composers, specifically Manuel de Zumaya.

PROGRAM NOTES

In the Baroque Era, few metropolitan and musical certbtee Western Hemisphere rivaled —
and none surpassed — the sophistication and splendor ofdV€ity. At the same time that

colonists were composing their rugged "fuguing tunes" in tiitesiB colonies, the chapel masters
in Mexican cathedrals were composing concerted vocalcnmafsextraordinary beauty and

elegance that was widely performed throughout "New Sponi Guatemala in the south to the
California missions in the north.

Two names in particular stand out in the history ofteighth-century Mexican music: Manuel de
Zumaya and Ignacio de JerUsalem. Zumaya was born ircMeaxound 1678. It was believed
that he was of mixed Native American and European &myceslis music was to become the
culmination of the Baroque style in the New World. Was a superb and strikingly original

composer, his works rivaling in quality those of his @@n contemporaries. He was the first
person in the western hemisphere to compose an Itglara,Partenope(1711), and was one of

the first Americans to ascend to the high rank of chapsster. In 1715, he was officially

appointed Chapel Master to the Mexico City Cathedralreviee served until 1738 when he
moved to Oaxaca to follow his close friend Bishop T®Montafio, against the vigorous and
continuous protests of the Mexico City Cathedral Ch@upeincil. Their supplications were to no
avall, for Zumaya stayed in Oaxaca until his death oB&iember 1755.

The works heard tonight reflect the multiplicity of Zuragystyles and talents. The a cappella
work, The Lamentations of Jeremials drawn from the enormous tomes of polyphony at the
Viceroyal Museum of Tepotzotldn and demonstrates Zumaga'summate mastery of the
Renaissance style. Thamentationgnake use of all sorts of antiquated notational practices

The Misa in sol major (‘Mass in G Major’)s in the late Baroque style, scored for tenor solo,
SATB choir and orchestra. Tiwvisa a 8 de tercer tonshows off Zumaya'’s ability to handle the
polychoral sound of the late Baroque. The mass iosétwb choirs — a five-voice ensemble of
soloists and an SATB choir and orchestra, a scoring favored by both Spanish andcéhex
composers in the early 1700's. The rich textures andumsintal writing reflect Zumaya’s
“modern” style and are at the opposite end of the spedtnmmhis quasi-Renaissance works.



Ignacio de Jerusalem was born in Lecce, Italy, around Hig@ontemporaries described him as
a "musical miracle," and he established quite a reputasancomposer and virtuoso violinist. He
played for some time at the pubtioliseq or theater, in Cidiz, where he was recruited in 1742 to
play in thecoliseoin Mexico City. By 1746 he was already composing worksHe Mexico City
Cathedral, and he ascended to the position of chapetmiast749 which he held until his death
in 1769.

Jertsalem and Zumaya differ greatly in musical style —re#dseZumaya reveals a mastery of
Renaissance counterpoint and of the high Baroque, Jemipadpels the Mexico City Cathedral
into the "modern” world of thgalantestyle. This style is heard in the cosmopoliGmerubes y
Pastores Generally speaking, Jertusalem is enamored of bloaklahamovement in the choir, yet
he maintains a forward drive and musical momentum byeatigguration in the orchestra. It is a
curious phenomenon with Jerdsalem that the page itsetiften look simple or even lackluster,
but the notation can be deceiving. When the pitchedlesfeed out in live performance, the ear
perceives a subtlety and elegance to the orchestraiomgor in the idiomatic instrumental
writing, and an inspiring clarity and power in the chavating that are not captured by the tiny
dots on the page. Although Jerusalem generally opts fooploonic textures, his contrapuntal
abilities were quite respectable. Th&it Dominushas a graceful and transparent fugue. The
exuberanRompa la esferdemonstrates Jerusalem’s skill in composing in the poiwt style

On August 30, 1743, in the exquisite Colonial town of Mordlilichoacan in Mexico, Don
Francisco Mathos Coronado and a group of civic-minded ithdils founded the Colegio de
Santa Rosa de Santa Maria, the oldest music consgrwatthe New World. The day was an
appropriate and logical one, for it was the feast dah@iVirgin Santa Rosa de Santa Maria de
Lima, the patroness of the institution. Also knowrtlaes Conservatorio de las Rosas, this was a
charitable institution dedicated to the education of yowrghaned or destitute girls. In that
respect, the Conservatorio de las Rosas resemblesatjficent Ospedale della Pieta in Venice,
which was also a girls' orphanage, where Antonio ivaknned his thriling compositions
specifically for his all-female choir and orchestimilarly, the Conservatorio de las Rosas
ascended to such sophisticated music-making under the guidadoseph Gavino Leal that it
soon rivaled the cathedrals of Mexico City, Puebld, lama for its elaborate and complex music
performances.

A perusal of the original music manuscripts (many of tlegmed by the young ladies who
performed from them) reveals a level of music making thas erudite, virtuosic, and often
spectacular. The musical gems found in the Conservat@iohive range from the flamboyant
polyphony of interwoven voices found ontes y valleso the profoundly tragic music désus,
mi dulce amor

Craig Russell and David Shuler
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ABOUT THE LECTURER

James Middleton, festival co-producer (Tuesday and Thursdayng lectures, program notes
and translations), has written and lectured extenshedi in the U.S. and Mexico on Baroque
stagecraft and the arts of colonial Latin America féunder and Artistic Director of the baroque
opera ensemble Ex Machina he directed numerous produdfiadhe early music theater of the
Americas, including the U.S. professional premiere effilst New World Operd,a Purpura de

la Rosa presented in 1994 to the American Musicological Sociasywell as the critically
acclaimedProhibited by Order of the Kingresented at the Boston and San Antonio (TX) Early
Music Festivals. He toured Mexico in 2003 with the enderbbuis Louis in a production
entitledMujeres LocagMad Women). He has directed and/or designed productiongjar and
minor cities all over the U.S. as well as having @ded and conducted workshops at Harvard,
Dartmouth, Indiana University, Mexico’s Instituto Nawcal de Bellas Artes and the Centro
Nacional de Investigacion, Documentacion e Informaditusical “Carlos Chavez” (CENIDIM)
among many other institutions. In December 2007, heowasnissioned by the Los Angeles
Master Chorale to provide translations for scenesfta Parpura de la Rosa Currently an
artist and fundraiser in the New York area, Mr. Middlesenves on the committee of Music &
Arts at St. Luke in the Fields and chairs the boardhefdhamber choir Polyhymnia. He likes to
cook.

PROGRAM NOTES

He is Elected of the Lord,
He is made great before the Kings of the Earth.
He has been glorified before the sight of the King,
may he never be confounded...
~ Pontificale Romanum

“...after this manner, the procession arrived at the gate of Santo Domingre WieeCity had
ordained that a triumphal arch be built, of great majesty and curious design, gdmteils with
elegant and sententious histories, enigmas and mottoes in both Latin and Spanisimyvpen might
well take flight to describe if the occasion and time but permitted Later in the Cathedral the Te
Deum Laudamus was sung, followed by a gracious chanzoneta, after which wed geaitost
ingenious and well wrought colloquium in which certain beautifully attired fguappeared
explicating the meaning of the paintings of the arch with great eloquence ...

~ Mateo Aleman, Mexico, 1613

On October 16, 1612, Don Diego Fernandez de Cérdoba y Lépks dRoelas Benavides y
Melgarejo, Marqués de Guadalcazar, Conde de Posadas, setetoirof the Bedchamber to his
Most Catholic Majesty, King Felipe Il of Spain by tgeace of God, entered the Most Noble and
Loyal City of Puebla de los Angeles to be acclaimedng of the Realm of New Spain. It was
a fine day — all October days in that land of perpetuahgiime are fine — and his excellency
might have been pardoned for believing on that day Heaeternally equinoctial character of his
new realm was in fact due to his presence therehi®mtas the substance of the fulsome praises
sweetly bawled forth at him that day as his procegsassed before the various triumphal arches
and other temporary monuments which had been erectesl apparently inextinguishable glory.

As it happens, and it is refreshing to be able to timdact here, Don Diego was a good man; his
excellency proved to be an excellent Viceroy indeednpimg in good time the unimaginative
soubriquetel buen Virrey— “the good Viceroy” - for his many kindnesses and impnoents.
This, however, was all in the future on that Octatsgy, and would not have mattered had it been
known, for in the cosmology (Ptolemaic — not Galileah)he Spanish Empire, God’s World was



as it should beall Viceroys were good, all Kings wise, all Bishops sgjrdll Ladies beautiful, all
Slaves loyal, all Dogs faithful. This is the languagehafjoyeuse entrée the festive procession
in which a high ranking figure would enter and take symbpéissession of a city. Loosely
modeled on the ancient Roman military Triumph, it wasved in the late middle ages to serve
the political ends of the Court of Burgundy, the most watidd in Europe, whose ways were
eagerly imitated by all who could afford to do so — pardidylby Spain, and thus by Mexico too.

His Excellency would have been impressed as he roddems state through lavishly garlanded
streets adorned in his honor with tapestries and handiegsing the music, composed by Gaspar
Fernandes, which is being performed in these conc&tbla was a new town, founded by the
Spanish along the route which Cortés had followed omlgtyrfive years before. Don Diego
would have marveled at the long, straight streets laidacobrding to the latest principles of
renaissance city planning - an ultra-modern paradise gechp@ the crowded squares and
crabbed medizeval alleyways of his native Sevilleis lhard for us to remember that the urban
experiments responsible for tlighamps Elyséeghe Ringstrasseand Trafalgar Square were
made possible by the wide open spaces of the Amerioagc®ICity’s Plaza Mayorhad been in
place for a hundred and thirty five years when Bernioké ground for Rome’s slightly smaller
St. Peter’'s Square. Here, truly, was a New World.

Even if the New Viceroy was not the cause of Mexscgentle climate, he was directly
responsible for its peaceful state. Less than sixsygam this October day in 1612, Europe
would be convulsed by the events which led to the Thitears’ War, during which the
labyrinthine streets of old cities would once again prtheir age-old efficacy against invading
armies: the long, straight streets of renaissancdistseaould remain impractical for many years
to come. Mexico, by contrast, reveled in wealttd paace — and although Spain greedily helped
itself to the famed “royal fifth” of the New World mes, this left four fifths behind to finance an
explosion of indigenous art, architecture and music —uanpt of the human spirit which is all
too often ignored in our pious condemnations of the Spa@slonial system — indeed, the
hopeless ineptitude of that system was decisive inotfmeation of the idea that America could do
things better if left to its own devices.

And left to its own devices, there is nothing Mexiowds more than fiesta Despite the great
changes wrought by industrialization and what we like hmkt of as “modernity”, the
spontaneous joy expressed in the welcome for Don Dieddhat which can be witnessed today
in the welcome of a neWresidenteare the same in spirit. So too are those less spemtia but
equally lavish honors given to the dear departed on AllsSBay — November 2, the “Day of the
Dead”. Just as the modern civic and political fiesta &s its direct ancestor the splendid
celebrations of the court of Burgundy, the rituals of the de los Muertesiraw on baroque
funerary culture.

The death of Emperor, King or Pope would be commemoratedexico with sumptuous

exequies enacted before a magnificent, temporary monwaked a catafalque. It is indeed hard
to imagine anything more quintessentially baroque thasethmock tombs - extravagant
confections of columns, parapets, cornices, urns, aaliskd swarming with allegorical statues
and grieving cherubim, swagged with spangled velvet, edirmdbivith “elegant and sententious
mottoes” and bristling with hundreds of costly candéen the death of Don Diego’s boss, the
inept, unloved and unlamented Felipe Il was observedisnvihy in 1622 at the Cathedral of
Mexico City — months after the actual event — probalitly the Requiem Mass of Juan de Lienas
performed in these concerts, it is safe to say tlgaa time was had by all. Mexico, loving a
good funeral but finding it increasingly difficult to summom any heartfelt grief at the death of a



monarch in faraway Madrid, was beginning to experieree deginnings of a true national
consciousness independent of Europe.

The solemn festivities with which Puebla welcomedrew overlord were a part of that incipient
consciousness, as the various texts sung ifiee@by representative communities demonstrate.
Freeborn Blacks, the Noble Indians of Tlaxcala anddbsmon People — in the pretty guise of
humble shepherds - welcomed the King's representatiitenown terms, with words spoken
by proud people, proudly taking their rightful place in theaomider. They are emphatically not
craven or submissive. While such praises may seenrdudiy over-the-top to our ears, are they
truly less so than the ecstatic joy of the womemexas in the presence of the junior senator form
New York, applauding wildly as a beautiful child wearing asz@esombrero presents her with a
bunch of flowers?

We may not be so modern as we believe ourselves,torlygerhaps our forbears were not so
primitive as we like to suppose.
James Middleton

...with this | conclude (and this is an important observation): only a fevsye
after the Indians began to learn the chant, they also began to compose. Their
villancicos, their polyphonic music in four parts, certain masses and other
liturgical works, all composed with adroitness, have been adjudged superior
works of art when shown [to] Spanish masters of composition. Indeed the
Spanish masters often thought they could not have been written by Indians.

Fray Juan de Torquemada 1615

In 1523 Holy Roman Emperor Charles V sent Franciscay Fedro de Gante, his illegitimate
son, to the New World. Among his many tasks he wasciid to teach polyphony and
plainchant to the indigenous people. Against the wishethetonquistadoresvho hoped to
enslave them, the native population had been declared ftien” possessed of souls and thus
worthy of salvation by Pope Clement VII. Music wasemsential part of this work of salvation,
and as the above quotation attests, the Aztecs nptleamhed the European musical traditions,
they eagerly embraced them.

In 1546 Mexico was removed from the control of the Spadimcese of Seville and a self
governing archbishopric was established. This sestdge for an independent church, no longer
solely reliant on Spanish influence and funds, now &blenature and adapt to the people it
served. Like the Spanish traditions on which it draviamiliar blend of vernacular and Latin
permeated the festivities and processions on imporéast days, but new innovations evolved
within the pageants that punctuated these fiestas. hé&e&ork mystery plays where the town
guilds each performed a chapter in a greater story, biteata that portrayed these stories were
enacted by the different ethnic groups that, woven tegetiheated the fabric of Mexican society.
It would have been common to hear Latin, as well panBSh - both European and the
idiosyncratic dialect of the Afro-Hispanic population leragside Nahuatl, the language of the
Aztecs.

At the third provincial council held in Mexico City kb85, provisions regarding the use of music
in the liturgy were codified. The centrality of mus@ $olemn liturgy was reaffirmed. The
legislation of the provincial council not only insureldat this tradition would continue, but
provided very specific directives under which it would flsbrias never before. No one was
permitted to take even the lowest of holy orders witteoutdimentary knowledge of plainchant,



and promotion to any subsequent orders, such as subdeasowijtivheld until the candidate had
attained a clearly prescribed standard of proficiendyhe succentor— assistant choir director -
was prohibited from teaching plainchant at the same tihat theprecentor or maestro de
capilla, was teaching polyphony. Furthermore, chapel masters ywrohibited from planning
services containing only their own compositions oy @ecasion.

This evening’s music was all composed for ceremonighsions. Ceremony was a part of
everyday life in Baroque Mexico and included grandiose paplctacles like the formal entrance
of a viceroy, but also included state funerals by prieythat of the late unlamented Philip Ill, as
well as days of religious observance which litergtifled from the churches in to the streets and
public squares. Ceremony also included Sunday worship,redmet only on celebrations of the
mass, but especially on Sundays and principal feastgffibes as well. Such feast days would
begin with Matins, held in what we would consider theldid of the night, then off to a lavish
mass, a break for a feast, return to the cathedr&ldoe — theDeus in AdiutorimandMirabilia

by Padilla as an example of the extravagance thisepffiot well known to us, then a siesta, then
still more church with Vespers and Compline. As thdnpisasays:

Praise him with the sound of the trumpet: praise him with the psaitesyharp.
Praise him with the timbrel and dance: praise him with stringed ingnisnand
organs. Praise him upon the loud cymbals: praise him upon the high sounding
cymbals.

The Mexicans took this quite literally, unapologeticalhd sincerely.

Instruments were essential elements of New World peeoce practice, both in liturgical and
extra-liturgical music. The modern concept of unaccongplsinging was virtually unknown — in
fact a cappellaperformance at this date usually indicated accompaniimemirgan, harp and
bassoon. A 1"century resident of Mexico was never very far frdie sounds of the lutes,
guitars, organs and wind instruments which permeated tinehegs and streets of all colonial
cities like incense. There were organs in even thallsst parishes. The organ was used
improvisationally with embellishments played around kethwn chant tunes and familiar
melodies, which partially explains the small quantitgwiviving repertoire.

The four composers heard in tonight’'s program matured aedagted in the fertile cultural
environment of baroque Mexico: Gaspar Fernandes fronuéad, Juan de Lienas, a Native
American of high birth from outside of Mexico City, Ju&utiérrez de Padilla from Spain, and
Francisco Lépez Capillas, born in Mexico City of middlass Spanish parents. Manuscripts of
music for the mass and offices was freely exchangedl,catlections in Mexico City, Oaxaca,
Puebla and further afield, still contain vast unexamgwections.

Gaspar Fernandes was born around 1570, and is seen in tbineaprds of Evora cathedral by
1590. His name first appears in the New World as orgahSuatemala (Antigua) Cathedral in
1599. In 1606 he was namathestro de capillat Puebla Cathedral, and was well established
there when he received the commission to compose mougice arrival of the viceroy in October
of 1612. His responsibilities included composition, caré education of the choirboys, and
playing the organ. He was a prolific composer, a sisgkviving autograph manuscript of
chanzonetasndvillancicoscomposed for the long list of feasts celebrated at IR @dthedral is
the largest surviving collection of #:tentury secular music in the New WorlcElegit eum
Dominus which opens and gives its title to this evening’s paiagris the earliest Latin-texted
ceremonial motet composed this side of the AtlanEiernandes’ taxing workload had a negative
impact on his health and in 1622 the cathedral chapted Hinan Gutiérrez de Padilla as his
assistant. They worked together for the next sixsyaatil Fernandes’ death in 1629.



Little is know about Juan de Lienas who flourished from 16854 other than the passing
references in notations contained in the two mariscthat contain all of his known surviving
works, theCodice de Convento del Carmemd the Newberry Choirbooks from tGenvento de
Nuestra Sefiora de la Encarnaciéfhe music in the two sources differs dramaticallg, @armen
Codex contains music in an older strictly polyphonidesgnd theEncarncionbooks are geared
more toward polychoral music for the Divine Officeheltwo books do not portray an evolution
between styles is not as some have supposed, but imiesat in both thestilo antico andthe
stilo concertato coexisted in the musical life of Mexican church music almost 300 years.
Composers were still writing polyphonic motets wellointhe 18-century. This unique
dichotomy provides a great wealth of contrasting cofar @fect. Sadly all we have to judge the
character of this enigmatic composer are the ancillascriptions in the manuscripts, made by
what may have been an irritated singer or scribeey Hine hardly flattering, includingalan tieso
rollizo’ - chubby, stuck-up fop - ardkl cornudo Lienas the cuckold Lienas — though that one
in particular at least confirms that he was a marlagerson, although apparently not in a
particularly successful nor happy union.

Juan Gutiérrez de Padilla arrived from Spain in 1622. Hebwean in Malaga around 1590, and
received his early musical training from Francisco q&ez at the cathedral there. He became
maestro de capillat the collegiate church in Jérez de la Frontera in 1&4@,was appointed
maestroat the cathedral at Cadiz in 1616. He was ordained pdetsne during that period.

In October of 1622 Padilla was appointed by the chapteuelbl® Cathedral to the postantor
and assistant tmaestro de capill&Gaspar Fernandes. He was nammegstroin 1629 upon the
death of Fernandes, and remained in his post until hib dea664. . Padilla also ran a workshop
for the construction and selling of musical instrumewit) a special interest in the production of
shawms and dulcians of varying sizes. For the neaunlydecades he worked at the cathedral he
educated choirboys, was responsible for the hiringrgfess and instrumentalists and, with the
patronage of Bishop Juan Palafox y Mendoza, amassedeationl of printed music that was to
become the cornerstone of the cathedral libraryis liinary was, and remains to this day, one of
the greatest and most complete collections of musieiMNew World.

Francisco Lopez Capillas was born in Mexico City, sasmere between 1605 and1608. He was
the son of Bartolomé Lépez and Maria de la Trinidads fetiher, possibly a functionary of some
nature in the retinue of the viceroy, had the resoutocegive his son a good education. He
became a singer at Mexico City Cathedral, and studied utsleraestro de capillaAntonio
Rodrigo Mata. He is likely the same Francisco Lépet thceived a degree in theology at the
University of Mexico in 1626. Musicologist Robert Stesen, a pioneer in the research and
preservation of Mexico’s baroque musical heritage, suggésts LOpez traveled to Spain,
studying with composer Juan de Riscos while in Jaén. In 164z was named assistant
organist andbajonero— dulcian player — at Puebla cathedral to help relieveotéssure on the
Padilla who, like his predecessor, found himself ratherworked. The next years presented
Lépez with some confusing job reassignments, his dufdaying was substituted with singing
duties, and then he was promoted to principal organistn Weelro Simon was dismissed, then
promptly demoted when Simdn was reinstated only a mateh Lépez left Puebla in 1648 after
a salary dispute and his whereabouts for the next abs yemain a mystery.

In 1656 he was commissioned by the Duke of Albuquerque to cengpomss for the investiture

of four bishops. One of the saddest losses in théogaté Mexican music is the four-choir mass
created for that occasion. Anecdotal accounts ofnthes by Gregorio Martin de Guijo are
expressed in terms of astonishment at the great behtlitg work, each choir’'s music composed
with a different character that supposedly reflectedotreonality of each of the bishops. Lopez
supervised the two dedications of Mexico City Cathedral was appointed to the post of



organist andMaestro di capillain 1564. It was at this time that he began signingdmsenLopez
Capillas — Lépez of the Chapels. He leaves a respedialiieof work in the old and new styles,
the three vesper psalms and théhorrore visiones nocturnagmong the finest. He was the first
maestroat the cathedral born in Mexico and at the timei®tieath, the highest paid.

The first group of pieces heard tonight is selectionsftbe ceremonial entrance of the viceroy
Don Diego Fernandes de Cordoba y Lépez de las Roelavi@emg Melgarejo to Puebla in
1612. As was mentioned earlier this event would have edjapntributions from all strata of
colonial society. The Mexican caste system, thougingimably rigid, still made allowances for
rights and freedoms that our Anglo-Saxon ancestors didReyresentatives of all races classes
and professions contributed to this celebration, butavee certain of the identity of only the
second: the “Indians of Tlaxcala. The music itselih@ in the least stylistically Mexican;
Fernandes’ music sounds much like the compositions begaject by his counterparts back on
the Iberian Peninsula. The first piedélegit eum Dominusis of the same style as the
preponderance of state motets written for the Hapsbupgrars, not surprising knowing that
New Spain was in fact part of that expansive empirée Villancicos themselves are sweetly
composed, and when enhanced by winds and strings, quitly.lovEhe mini-stories and
allegorical references within each of the piecesadreelected around the theme of praise and
admiration for the arriving viceroy.

Si no me engafo Bras a conversation between two shepherds (Bras &nhit) predict a reign
of joy, likening the new viceregal couple to the Bidlishepherd-King, David and his wife, the
virtuous and prescient AbigaiSi nos emprestara hoy DiasidPues el gusto hoy abra videere
sung in the 1612 Fiesta by “the Indians of Tlaxcala”. th& time of the Spanish conquest, the
kingdom of Tlaxcala gave Cortés valuable assistance sagdia Aztec hegemony. Tlaxcala’s
nobility were the first Amerindians to receive baptisand thus received special privileges from
the Spanish crown, that of singing songs in parades bemogg the most important. They were
also exempt from certain taxeddoy descubre la grandezaays fulsome compliments to the
newly appointed Viceroy via references to his titieghe regions of Cérdoba and Sidonia, and
assures him that his presence will bring to New Spgmolden age of grandeur, eternal springtime
and love.Tleycantimothough not part of the original set, is representativausic composed by
Fernandes using indigenous languages. Though not purely in Ndhaetd are some phrases in
Spanish; its inclusion represents an Amerindian piegeishmissing from this setGran capitan
por renombrereminds us that the office of Viceroy was almostamably conferred on a close
associate of the reigning monarch, in this case abeewf his own household. It contains an
affectionate pun on the viceroy’s title, Marques of Gladzr, urging him tguard thealcizar
(household) of the king.

One of the most frustrating aspects of New World earlgic research is confronting the reality
that much of the surviving music is fragmentary. Manpscwere not adequately preserved, or
simply loaned out and never returned. Of Lienas’ fiv&e@dtequiem,the gradual is the one
surviving complete movement, and one of the saddest exampWwhat happens when music is
lost. The work in its entirety must have been on asima scale and portions of theaduale,are
clearly influenced by Victoria’s Requiem composed in 160%tdria’s music is present in
numerous New World sources, and it is likely that Liemasld have been familiar with it. There
is a strong possibility that it was the music commoissd for the Mexican funeral of Philip I11.
Lienas composed it in the truest Iberian slow notéestyut picking up harmonically where
composers like Victoria and Lobo left off. There ax@re moving notes and passages containing
harmonic flights of fancy, coming close but never reiytirelinquishing the solemn reserve that
makes this genre of funeral music so emotionally movihigke the Requiem, th8alve Regina
harkens back to a previous age, though in this case, thileounterpoint appears on the page to



adhere to an almost restrictipema pratticastyle, it is in the adventurous chromaticism that the
depths of feeling are almost involuntarily drawn frora tistener. Lienas virtually splatters the
page with sharps and flats in surprising yet satisfyingswa8oth the Requiem and the Salve are
found in the Carmen Codex. This volume is primarilyo#ection of stilo anticocompositions.
Although many of these are anonymous, Lienas’ workgarinently featured.

Iberian psalmody employs a rhythmic “semi-mensural’ nchalriven by the lengthening of
stressed syllables in the Latin text, and codified in 16g5Luys de Villafranca inBreve
instruccion de cano llanoa primer used to instruct the singing of psalms at thieedadl in
Seville. Imported to the new world, these unique rhythpgalms in turn influenced the
polyphonic settings composed around them. Téedate pueri and Credidi propter,possibly
intended as a set — they share the same Gloria Patghlight Lienas’ unrivaled versatility:
composed for eight-voice double choir in SSAT SATB, timequal voices create a musical
palette that moves effortlessly between slow movingghmnic sections and lively almost ecstatic
antiphonal movement rivaling anything composed by hisetian counterparts. The rhythms that
drive the psalms on their journey from counterpoint ribpaonal call and answer to full bodied
eight-voice walls of sound, employ devices from Franleorish inspired polyphony, baroque
counterpoint and the passionate dance rhythms of AfaodnAmerindian musics, permitting the
Lienas to avail himself of a richer array of chaicthan was available to his European
contemporaries.

Padilla’s Deus in ajiutorium/Mirabillaset — like the Lienas set sharing the s&haria Patri, is
strongly influenced by Spanish and Italian sources. Likéideas, Padilla employs contrasting
musical styles all within the same piece. Though perf@pieg to purists, the stylistic variety
found with a single work only serves to enhance thtorloal content. The composers are free to
take the listener from Venetian Baroque triples, to djranlyphonic “amens”, a nod to Guerrero,
seamlessly. Padilla moves with ease between duple el rireter, and uses changes of tonal
shading and syncopation to great effect, and like Liesig@rously embraces the African and new
world influences that give the musical tapestry its ungpuend.

Francisco Lépez Capillas is the most modern of theposers heard here this evening. Where
Lienas has stylistic ties to Giovanni Gabrieli, Lap€apillas owes a nod to Cavalli and
Monteverdi. Nonetheless, his psalms still contain tifecal potluck of old and new styles all
within a rather intimate proximity. Both thBixit and theMagnificat have late 18-century
polyphony alongside heart wrenchingly dissonant sectadnslow moving baroque harmony
combined with mid 17-century counterpoint creating some stunning pyrotechsmdial effects,
most notably the repetition of the “Laudates” in thatidate DominumTheGloria Patri is sung

by one of the choirs while the other repeats the kmsdaltimately having them repeated against
each other dovetailing into a rapid fire tennis gamenasical acrobatics. Th®lagnificat is
weighty and luscious. The opening with its slow movingrdhois a striking contrast to the
beginnings of the other psalms on this program. The pacelerates through the subsequent
section, passing through a tender mid-section and endihgavyabwerfulGloria Patri.

Eso rigor e repenteepresents a fiesta of Africans from Guinea arrimgelebrate the birth of
the infant Christ. Turning the tables on racism,rthgator announces that it doesn’t matter if the
Child is born “a little bit white: we are all kinfolk” Negrillos— a genre music that affectionately
portrays the African segment of Mexican society dréhat remain to conjure the lost music of
the all-black dance bands which were all the rage lor@d Latin America. It's hard to imagine
that theZarabanda a frenzied dance of Afro-American origin, would — witless than a century
— be transformed into the decorous European Sarabande.

John Bradley
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