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E uROPEAN AND North American scholars often dis­
count Mexico as a cultural backwatcr, a di.,tant loca­
tion far removed from any "modern" or advanceJ 
trends. When one finds Mexican culture treated in 
the North American press or history books. wc often 
find descriptions of Mayan and Aztec ceremonies 
before colossal pyramids. of thrilling mariachi bands 
ali decked out with their wide-brimmed sombreros. 
or of charming campesinos with their burros in a 
bucolic Jandscape. Ali of those snapshots. in a sense. 
are true; admittedly the fabric of Mexican Jifc has 
strands that could be JescribeJ as ancient. folkloric. 
or pastoral. But therc are other strand., in Mcxican lite 
as well-such as its cutting-edge modernity. Histor­
ically. Mexico has often led or embraced the a\'ant­
garde. That is true, not only in the modern era (with 
the works of Silvestre Re\'uelta'>. Carlos Chávcz. anJ 
Mario Lavista) but in the eightecnth century ª" well 
(with the works of Santiago de Murcia. Ignacio de 
Jerusalem. and Giacome Rust). Jt is this ncglccted 
story-the role of Jerusalem. Ru<,t, and Murcia in the 
development of sonata form and of the Classical aes­
thetic-that 1 will explore in this paper. 

Imerestingly, the story of Clas.,icism in thc New 
World has been ovcrlooked, largely becaui,e scholari, 
ha ve been digging in the \.\ rong places. Whereas 
the i,ymphony and keyboard sonata werc two major 
genres on thc European continent during thc birth 
and ascent of <,onala form. that ji, not the ca.,c in New 
Spain. Guitar was infinitely more beloved by the 
Mexican populace 1han the harpsichord, but modcrn 

scholars are confronted with lcarning Baroque guitar 
1abla1ure if they are to discover the joys of this liter­
ature (anJ we do not encounter nearl) 1he ... ame bar­
riers when cxamining European keyboard literaturc). 
The few symphonic works that did germinate in New 
Spain \\Cre usually \'ersos. used as substitute inter­
luJes for P~alm ver~e~ in Matins service~. 1 Their 

1 The mo't irnportant orche~tral work' to have been corn­
posed in eighteenth-century Mexico were Ignac io de Jcru­
..alem·, 1•er.10.1. For a discu,~ion of Jerusalem·~ l 'N .WIS. consuh 
Karl Bellinghausen. '"El vcr<;o: primera manifestación orques­
tal de México." fleterofonía. vol. 107 (July-December. 1992). 
~- 1 O; and abo my articlcs: "'Hidden Structurel> and Sonorou' 
Symrnetries: Ignacio de Jeru\alem's Conccrted Mas,cs in 18th­
Century Mcxico" in Res 11111,1icae: E~.wys in Honor ol James 
Pruett. ed. by Paul R. Laird & Craig H. Rus1>ell (Ncw York: Har· 
rnonie Park Press. 2001), esp. fn 25, p. 1.i.1; the entry "Eigh­
tcenth Cenlul)·· in E.ncvclopedia oj ,'>frHco: Hiswn-. Society & 
C11/t11re. cd. b) f\11cbael Wcmer (C'hicago: Fi11roy Dearhom 
Puhlisber,, 1998); ancl 111) forthcoming hook Fro111.'frrr11 to San­
cho: M11.1ic mul Pageamry i11 the Ca/ijomia Mi1\10111 (Urbana. 
llhnoi-;: University of lllinois Press. forthcomíngl. 1 also discm.s 
thc 1·erso:. m my paper 'The Apparihon of the Yirgin of Gua­
dalupe and her ·Reappearancc' in thc Chora! Ma,!Crpiece<, of 
l 81h-Ccntur) Mexico .. dclivcrcd al the annual meeting of the 
American Mu.,icological Sorn:t) CPhocm'\. October 30-NO\Clll­
ber 2. 1997 J and al the annual convenuon of lhe College Mu,1c 
Societ:r <Cleveland. Novcmber 13- l 6. 1997 ). A rccord111g of 
Jerusalcni'~ \'l'r.ws interpolatcd into thc -.111g1ng of plainchant 
111 a/1ernati111 performancc can be found on band 9 of thc record 
ing: lgmuw de Jerusa/em. Mati11s for tl1t· \'irgi11 of Guada­
lupe 117~>. performed hy Chamicleer & Chanticlccr Sinfonía. 
Da~ Alte Werke (Hamburg: Teldcc. 1998). compact disk: 0630-
19,40-2. 
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liturgical function necessitated disciplined brevity. 
and as such. the symphoníc verso did not havc the 
samc luxuriant time cxpanse as thc European sym­
phony. Therdore. sonata form in 1•ersos was somc­
what impractical. On thc other hand. if one looks at 
individual vocal movemcnti. from Matins services or 
Mass settings and at a few guitar sonatas. we dis­
cover that sonata form actually does appear on Mex­
ican soil. 

SANTIAGO DE MURCIAS "ALLEGRO" 

Fcw figures of the eighteenth century iníluenccd 
trends in instrumental music--e!.pecially in the New 
World-more than Santiago de Mun:ia.2 Born around 
1682. mo\t likely in San Ginés Parrish in Madrid. 
he rose to fame as a spectacular guitarist. composer. 
music educator. and theorist. His three large guitar 
anthologies touch upon nearly every corner of the 
instrumental repertoire, and his original suites and 
passacallcs are some of thc most exquisite works to 
havc been written for the guitar. In the first decade of 
thc l 700s he wal. appointcd personal guitar teachcr 
to the Spanish Queen Maria Luisa Gabricla of Savoy. 
While in her service wc can assumc that he travcled 
with the royal couple (Maria Luisa and her husband. 
Felipe V) to Naples where the monarchs were entcr­
taincd by Alcssandro Scarlatti and Arcangelo Corelli. 
We can ea!.ily imagine thc threc great musicians­
Scarlatti. Corelli. and Murcia-spending severa] 
evenings together, exchanging tunes and ideas dur­
ing the Spanish court's presence in Naplcs. Murcia 
incorporatcd many Corelli compositions into hilo. an­
thologies. ull idiomatically arranged for guitar (pre­
sumably by Murcia him'>elf). Many consider his 
treatise. Resumen de acompwiar la parre con la gui­
tarra (printeu in Antwerp in 1714 and released in 
Madrid in 1717) to be the most thorough and defini-

' For thorough ~ludie~ of Santiago de Murcia ano Jm ani,tic 
output. conwll Monica l lall. "The Guitar Antholog1c~ of San­
tiago de Murcia:· 2 vol' . Ph.D di\\ .. Open UnJ\Cr\ll) 1 London. 
England. 1983) and my own puhlicauom. C\pecially: Sa11ti<1110 
de Murcia '.v "Códice Sa/díi'ur No. 4": A Trea1111"\' of Guilllr 
M11.1ic From Baroque Meúco. :! \Oh .. (Urbana & C'h1cago: Uni­
vcr\ity of Illinob Pre~~. 1995 ); and .. Santiago de Murcia: Span­
i\h Theori~t and Guit:iri't of thc Early Eightccnth Century:· 
'.!vol\ .. Ph.D. Di~~ .. Univer..ily of Nonh Carolina at Chapel Hill. 
1981. 

ti ve guitar continuo treatise of the era.·1 Hi<> putative 
traveh took him to Belgium and Holland. ami there 
is circumstantial evidence he might have made it 
to Paris around 1714. Sometimc after 1717 Murcia 
probably moved to Puebla. Mexico. with his patron 
Joscph Álvare1 de Saavedra. the dedicatee of two 
colossal guitar manuscripts that Murcia wrote out in 
1732.4 In the first volume of this manuscript pair. the 
··Códice Saldívar No. 4." Murcia explores the most 
avant-garde trends of the !.Onata. 

The last three títles in the "Códice Saldívar No. 4" 
collectively comprise a work in the full-blown <,onata 
cycle of Classicism; we encounter the customary 
.fast-slow-fast scheme. The first movement is an 
"Allegro·· (Nº 67) in d-minor. followed by a stately 
"Grabe" (N° 68) in D-major; Iastly, Murcia dashes 
forward into the sparkling ''Allegro" (Nº 69) in 
D-major which races to the work's thrilling conclu­
sion.5 The middle movemem is astoundingly simi lar 
to severa! of the slow movemcnts in Corelli's con­
certi grossi, with their weeping suspensions and sigh 
figures. The polyphonic cntrances are staggered. cach 
by a mea'>ure, and ... eem to be poured from the same 
structural mold of the Corclli trio sonatas. 

The concluding "Allegro" is buoyant. romping 
along in a brisk triple meter. replete with vigorous 
"snap rhythms" (wbere the eighth note precedes the 
quarter note instead of following it) giving it an added 

'Santiago de Murcia. Resumen de acnmpaiiar /a parte con la 
Rllitarra (Anl\~erp: cngraved in 1714/Madrid: relc:u.l!d in 1717}, 
R.5048 in thc Biblioteca Nacional in Madnd. Abo available in 
1wo fac,imilc cdition': onc with an introduction by Moníca 
Hall (Mon:ico: Ed111on' Cha111crelle. 1980): and another with an 
1111roductio11 by Gt:rardo Arriaga (Madrid: Arte Tripharia. 198~ J. 
One can find a complete tran,criplion and 1ran~la1ion of Mur­
cia·~ Resumm eithcr in my or in Monica Halrs Ji~~ertation. 

'Murcia compikd 1wo large manu\cnpl :mthologic' in his 
hand, prc\umably whilc he wa' living in Mcxico. Thcy are 1dcn­
tkal in papcr 1) pe ami binding. making thcm a matched pair. The 
firq \ olumc b nO\\ 1..nown ª' the .. C6dice Saldl\ ar No. 4." A 
crilical ~ludy. a photographic fac~imilc. and a complete trnn­
~cription are a\'ailable in my publication Samia8o de Murcia :1 
"Códice Saldfrar No . ./":A Treasury of Guitar Musíc Fmm 
Baroq11e M<'xico. Thc 'cconJ vo\ume of thc pair is cla~~ificcl as 
.. Pa,~acallc' y obra' de gui1:11Ta por todo' los tono~ nan1rnle' y 
acidentalc' para el S• Ü" Jo\epb Albare1 de Saa·trr• por Santiago 
de Mur1ia año de 1732 ... Add. M~. 31640 in the Brili~h Library. 
i\vailablc in fac~imile wilh an introduction by Michacl Mac­
meeken (Monaco: Chantcn:llc Edition~. JQ79). Thi!. anthology 
ha~ becn lran~cribcd in Monica Hall'~ exccllcnt di~~crtation and 
in my own. 

'"Allcgro." fol~. 91-92; "Grabe," fol. 92v; :1nd "Allcgro." 
fob. 93-94 in Murci:i·, "Códice Saldívar No. 4.'" 
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Lest. Mo\t important. particularly with respect to 
this papcr·. focus, this .. Allegro" is one of thc finest 
examplc:-. of maturc sonata form in New Spain­
completc with differentiation of themes, a clevcr and 
'>ignificant development section. and a modified 
recapitulation. The structural fcat is particularly re­
markable given that thc manuscript dates back to 
l 732 (and this piecc could even precede that year). 
a date that would indicare this work was among 
the very first sonata-form movemenb compo:-.cd any­
where. (See Example l, "Allegro" from thc Códice 
Saldívar No. -1.) 

The principal theme presents the kcrnels of 
thought that develop anu grow later into larger 
melodic expanses. The trill in meal.ure ..i is picked up 
in the transition and rcpeatcd in each con:-.ccutive 
measure. The tail cnd of the principal theme (Pb at 
m.7) presents the 'inap rhythm that il. to become thc 
genetic basis for the entin:: transition (T at m.12) and 
closing thcme (K at m.30). The transition bcgins with 
an instantaneom, 'ihift to tonic minor (m.12) and 
the snap-rhythm motive that had been presented ear­
lier. Thc secondary theme (S) begins in mea.,ure 17. 
and as it proceetls to its next gesture (Sb at m. 21) it 
assumes a striking resemblance to material presentcd 
in the previous slow movement: both place their 
compositional interest in daring harmonies: both pro­
ceed in immutahle. sleady surface motion: anJ both 
are voicctl in thrce-part lexture. Thc ensuing closing 
theme is a recasting of the transition's raw material 
(m.30) bul in the dominant key.6 

After the double-bar. the Jevelopment begim, with 
the modifieJ principal thcme in the dominant and 
then submediant keys. A comparison of Scarlatti's 
formal <;tructures and Murcia\ "Allegro" rcveab 
substantial differences between thcm after the double 
har. At this location. Scarlatti plunges ahead with 
a clear and complete statcmcnt of the P chcme in 
the dominant key: Murcia similarly referenccs the 
P theme after the tlouble bar. but unlike Scarlatti. he 
snips off the theme beforc its completion anJ quickly 
Jeparts to nev. kcy area.,. Although Murcia allude:-. 
to the theme. he continually transform'> it. unlike 

'' Francc~co Galcalli darific, that the cJo,ing thcmc or 
"cadential pcriod" \hould be ;u:li\c and 'mmd "new" hui si­
multaneou,ly mu~t be derívcd from prevíou~ idea\. Murcia·, 
do\Íng thcme mcct\ tho~e criteria bcautifully. For (ialcani'~ 
di\CU\~1on of the~.: pomt\. con,uh Churgín. "Francc\Co Galc­
aai·, De,críption ( 1796) of Sonata Forrn." 

Scarlatu who habitually gives more "complete" ren­
dition:-. of the principal theme at the composition 's 
midpoint. Scarlatti pours his tunes in10 a "binary­
sonata form." in which the P thcme appcars in its 
entire1y in the dominan! key aftcr thc douhlc bar but 
<loes not resurfacc aftcr the section winJs its way 
bacJ... to tonic. Murcia. on the other hantl. gives u:-. 
something quite new- an actual "development" sec­
tion and a recapi1ulation initiatcd by che triumphant 
return of the P thcme. 

Murcia\ structure after the double bar bears 
closc scrutiny, for it mcticulously matchcs the suh­
tle details of sonata form as defined by Galeazzi. 
Koch. and Kollmann. He open¡, the development 
in the key of A-major anti immcdiately pulls us 
to thc subme<liant key of b-minor: as HaroJJ 
Andrcws ha-. shown. one of thc mo'>t important 
dcfining features of CJa¡,sical sonata form is the 
explora1ion of the submcdiant kcy in a work's dc­
veloprneni section.' Murcia borrow:-. thc gentle. 
desccnJing thirtls and sixths that had flown by in 
the exposicion 's transition (Th al m. 15 ). and uses 
this graceful figure to glide downward to new tonal 
tlestinationl.. first to thc key of c-minor ancl then lo 
D-major, ac which point the P thcme's clramatic 
arrival announces the arrival of a recapitulation 
(m.57). Since the P theme makes such a prominent 
appcarancc in the development section, therc is no 
necd to restatc it complctely in the recapitulation. 
lnstead. Murcia only glances casually at this tune 
before diving into the transition material. first in 
G-major (m.61) and thcn om:c again in d-minor 
(m.66) as he had done in the exposition. Murcia's 
momcntary rcferencc lo the P therne-instead of 
a complete t'C!>latemcnt of it- finJs severa! sib­
lings in thc early classic symphonics. For example. 
thc spunk) an<l wcll-crafted Symphony No. 3 in 
D-major (Jenkins-Churgin No. 1-0 makcs an un­
mi:-.takable yet curtly abbreviated referencc to thc 
P thcme at the beginning of Movcmenú I':-. reca­
pitulation. Murcia 's work is apparently thc earlicr 
work. for Bathia Churgin estimatcs Sammartini':-. 
symphony to have becn composed around 1742. 
which would place it ten ycars aftcr Murcia 's 

'Scc llarold Llcc] Andrew,, "'Thc Suhmcd1ant in Haydn'~ 
Developmcnt Sel·tíon~ ... Haw/11 Swdil'.1: Proceetfi11gs of 1he 
/111emmio11al Hayd11 C01ifere11c1•. Wmhi11gu111. D. C. 1975. ed. by 
Jen, Pctcr Lar,en. llm\ard Scrwer. & Jame~ \Vc,h,tcr tNo.:11 
York: Norton. l 9!! 1 ). '165-71. 
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Example 1 
Allegro 

1 Exposition I from the "Códice Saldfvar No. 4" (1732) 

Tiran' from baroquc guitar tablaturc 
ond arr.mgcd for cla\\ícal guitar by 

Cra1g H. Ru<..ell 

® _ _ S:miiago de Murcia __ @ 

1 ~ *fi n f jj J J 1 f jj JJ 1 f f ~ 1 i ? 1 ~- jJ n 1 ~- jj n 1 f f r 1 

O Cratg H. RU\\Cll. 2006 
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Allegro. p. 2 

1'4111á;; it·r ,r§n '~t f p ,,~· ,,, ~ 12 f J ,~ ¡ 
1 Recapi111/atio11 1 

® -- --
1~ ., f EJ 1 r r f , t ; , p n n , ~ J i 1 f 1 J J J , i J ~~ 1 
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"Allcgro."R Thc momentary wink al thc subdomi­
nant kcy of G-rnajor is yet another fcaturc of a 
Classical sonata form as described by Galea7Zi 
ami Koch: hoth theorists claim thal the com­
poser should brictly introduce the subdominant 
somcwhere between thc principal and secondary 
themes.9 The secondary thernc is then reslated. 
now in its ncw key area of thc tonic rather than 
dorninant. and the movcment is cffectively con­
cluded with 1he appearance ofthe closing thcme in 
D-major. 

IGNACIO DE JERUSALEM·s 
"DOMINE DEUS .. FROM THE 
POLYCHORAL MASS IN G 

No figure in the New World exerted a greater 
influcncc on musical stylc than Ignacio de Jerusalem. 
Born in Leccc. ltaly, in 1707, he latcr immigrated to 
Spain where he was active as composer and violin­
isl in Cataluña. Ceuta (North Africa). and Cádiz. IO 

In 174-2, the chief Administrator of the Royal Hospi-

'Sce Giovanni Batti~ta Sarnrnartini. Tire Symplwnies (lG. 8. 
Sammartini. Vol11111e J: Tlw Ear/Y Symplrrmies. ed. by Bathia 
Churgin. Han•an.1 Publications in Music. \•ol. 2 (Cambridge. 
Ma .. ~achuscth: Harvard University Pre\,, 1968). 36. 76-78. 
Also conwlt Jcnkin' & C'hurgin. Thematic Catalof<lle of the 
Work.1 of Giowmni Ballista Sammartini. 49 & 54. lt i~ \\Orth 
observing thal Sammartini·s -.ymphonic movcmenh are approx­
imatdy the same lcngth a~ Murcia·~ "Allegro"-very. very 
i.hort. Thc brevity of thematic idea\ general!y la,ts but a few 
mea\ure~ bcfore racing on to the next thematic idea. 

"Con,ult Churgin. "France~co Galeani"s Dc~cription (1 796) 
of Sonata Form." 

1" For biographical information rcgarding Jeru~alem ·~ lifc. 
con,ult: Je\ÚS E\trada. Mú11ca y 1111Í\ic·o1 de la época 1·irrei11al. 
prologue. re\'i~ion and note\ by André\ Lira (Mexico. D.F.: Bi­
blioteca S.E.P. 1 Secretaría de Educación P1fülica J. 1973 ): Marfo 
Gembero Us1árro1. "Documentación de interés en el Archivo 
General de India' en Sevilla,'' Revüta de MmicnloKw. vol. 24. 
no'. 1-2 (2001 ). 22: and Robcrt Ste\emon. "Ignacio de Jeru­
~alcm ( 1707-1769}: ltalian Parvcnu in Eightccn1h-Ce111ur) 
Mexico," l11ter-A111erica11 Music Review. 16. no. 1 (\ummer fall 
1997}: 57 61 in which he cite' as hi\ ~ource for biographical 
infonnation the research ofGiuscppe A. Pastore and Luisa Co~i. 
Pasquale Ccfam 11111sici.1ta sale11ti110 d<'i XV/ll seco/o (Lecce: 
Milella. 1980). Also. \ee my artidei.: "H1ddcn Structures and 
Sonorou' Symmetnc\: Ignacio de Jeru~alcrn ·, Concertcd Ma ... !>I!~ 
in 18th-Century Mexico·· in Re~· 111111icae: Enay.1 i11 Honor oj 
Jw11(•1· Pruell. ed. by Paul R. 1.aird & Craig H. Ru~~ell (Ncw 
York: Harmonic Park Pre''· 2001 ). 135-59 : "Jcru\alcm. Igna­
cio de" in The New Gro1·e D1ctio1wry of Music and Mmicia11s. 
2nd ed .. cd. by Stanley Satlie (London: Macmillan. 2001 ). vol. 
13. pp. 1 S-17: anti my chapter ''Clao,,ical Masse~ for Voiee~ and 

tal of lndigenous Citi1.ens recruited him to join the 
enhanced performance resources at Mcxico City's 
dynamic musical thcater. the Coliseo. Like Bach and 
Vivaldi. he carved out a cruc ial rok in his commu­
nity a-; mu!>ic eJucator. directing the Colegio de In­
fantes at thc Cathedral for many years. Since opera 
and oratorio were 1101 really al the heart of New 
World cultural life. Jcrusalem in!>tead eagerly delvcd 
ínto composing in thc most prestígious genrc of 
his epoch-the ambitious conccrted Matins seltings 
that were the principal entertainment in the Vicercgal 
capital and other major Mexican metropolises. 11 

Gradually. Jerusalem !>hifted his attention from thc­
atrical activities at the Coliseo to increasingly devote 
him~clf 10 liturgical composition. He won the post of 
Chapel Ma5.tcr at thc Cathedral in 1750 where he 
served until his death in 1769. Hi!. music was the rage 
acros5. New Spain. with his works appcaring in mo5.t 
Mcxican cathcdral archives, being found as far north 
a!> thc California missions. 12 

Orchc,tra by Ignacio de Jcru,alem & García Fajer," Chapter 7 
in From Serra to Sancho: M11liC mu/ Pageantry in the Ca/ifor-
11fo Mislio11s <Champaign-Urbana: University of lllinoi~ Pre~i.. 
forthcoming). 

11 For a discussion of the Matin' service in thc context of 
Mex1can society 1n the Baroque and Cla~~ical era\. consull my 
cntry ''Eigbteenth C'entury" for the Encyc/opedia of Mexico: 
H1.1·1ory. Snciety & C11l111re, ed. by Michacl Werner (Chicago: 
Fitaoy Dearborn Publi~heri.. 1998). 1 address thc importancc of 
Matin' 111 Me'l.1Co <h the central theme in ··The Appantion of the 
V1rg111 ol Guadalupe and her ' Reappcarance ·in the Choral Ma\­
tcrpiecc' of 18th-Ccntury Mcxico.'' a paper dclivered at thc 
annual meeting of the American Mu,icological Societ). Phoc­
nix. October JO Nove111ber 2. 1997, and at the annual eom en­
tion ofthe Collcgc Music Society, Clevcland, November 13-16. 
1997. Further relevan! information can be found in my articlc 
"Hidden Structure\ and Sonorou~ Symmctrie~: Ignacio de Jeru­
salem ·, Concerted Ma,~e' 111 l 8th-Century Mcx1co;' 135-59. 
An cven more thorough trcatment of Mexican Mat111' ~ervice~ 
""ill be appcaring 111 my forthcoming arlicle: '"Thc Splendor of 
Mexican Marin\: Sonorit) & Architcctural Structure in Jeru­
salcm ·~ Mmins jor Our úu/y of Guadalupe,'' in Relaciones 
musicales entre E.lpmia y l..mi11oamérica. cd. by María Gembero 
& Emilio Roi. (Grnnada: Univcr.idad Lle Granada. forthcoming). 
Another mdi-.pen~able ;,ource regarding Mexican Malln., ~cr­
vices b Thomao, E. Stanford'' Catálogo de la.~ Acen•o.\ 1111ui­
cales de la.1 Catedrales Metmpoliranas Je México y Puebla de 
la Bil>lioteca Nacumal de A111mpo/ogía e Historia y otras co/ec­
cio11cs 111e11ore.1 (Mcxico City: Instituto Nacional de Antrop<>­
logía e Hi~toria. Gobierno del Estado de Puebla. UnivcNdad 
Anahuac del Sur. Fidcicomi~o para la Cultura México/USA. 
2002). 

•~ See my article "The Mc>.ican C'athcdral Mu~ic of Su­
maya and Jcrú\alem: Lmt Treasure,, Royal Ruad~. and Ncw 
World .... " Actas ele/ XV Congreso de la Socie<lad illtemacio11al 
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Departing substantially from the "older'' styles of 
Sumaya and Atien1,a, Jerusalem brought thc New 
World into thc Classica\ style in one fell swoop. In­
stead of utiliL.ing the web of counterpoint, rhythmic 
continuity. harmonic complexity, rapid harmonic 
movement. and unity of affections associate<l with 
the Baroque. Jerusalem·s works represent prototypi­
cal Classical works. The trnn"lucent homophonic 
texture sheds light on the top-dominated tune. Har­
monic movemcnt is gcnerally slow. built ovcr the 
repeated notes of a .. drumming bass." Whereas Mex­
ican Baroque compositions from the early l 700s ha\ e 
ince~sant activity and an almost nervous encrgy. 
Jerusalem's compositions juxtapose varied surface 
rhythms. Smooth eighths are interruptcd by dotted 
rhythms or triplcts: running sixteenths can suddenly 
give way to long half-notes. He imbues a work's 
"tructurc with a hierarchy of rests anJ pauses. so that 
phrase-endings are punctuated by eighth- or quarter­
rests (much like a comma in written sentence), where­
as major structural divisions are often closed off 
by longer pauses. much like thc space at the cn<l of 
a paragraph. In addition. dotted rhythms are often 
reversed: instcad of thc long-short pairings so com­
mon in the Baroque. Jerusalem prefers the more Clas­
sical aesthetic of "Scotch snaps'' (i.e .. slwrt-long) 
whcre the short sixteenth-notc precedes the dotted­
eighth. 

Just ª"Murcia was at the vanguard of sonata form 
in instrumental literature. so Jerusalem wa., at thc 
forefront \\. ith respect to its application in liturgical 
genres; '>everal of his original compositions explore 
-;onata forms. Furthermore. befare he left Spain. he 
apparently '>tuffed his suitca!'.e with bclo\ ed pieces 
that he hoped to utiliL.c in hi" ncw jobs in Mexico: 
one of tho'>e picce-. he brought with him wa!'. thc 
fabulou"ly thrilling ··eeatam me Jicent omncs" by 
Giacomc Rust-a piece that Jcrusalcm borrowcd anti 
then inserted into severa) of his O\\ n large-scale 
Matin., services. 

Jeru.,alem ·., Polychoral Ma'>'> in G circulatcd 
widely in Mexican and California archives. and its 
··Domine Deus" mo\cmcnt from the Gloria pre'>ents 
an cxqui<,ite duet in abridge<l sonata form. 1 

i Ahhough 

de M11.\icología <Madrid. April 1992¡ pubJi,hed in the R1•1'i~ta 
de M11.1u·o/ogít1. \OL 16. no. 1 ( 1993), 99-13-1:· Al\o 1:on,ult 
Thoma\ E. Stanford·, Catálogo de lm Acen·m mmica/e1. 

"Jeru~alem ·, l'n/ychoral Ma.1.1 in G exiM\ in ~evernl cathe­
dral archive~. íncluding: 

Puebla Cathcdral, Legajo 70, No. 1. '"Mi.,.,a á -1 )' a 8. 
rnn Violine\ y Trompa\. Compue~ta por D" Ygnacio 

it is lacking any hefty development section. it never­
thclcss exhibits the other expccted fcatures of sonata 
form. replete with clear dilfrrentiation of contrasting 
themcs and an initial tonal conílict. Eventual\y, the 
tonal instability resol ves in a recapituh.1tion whcre ali 
thematic ideas surfacc in thc samc tonic key. Jeru­
salem builds this movement in true Haydnesque 
fashion. He bcgins with an introductory ritornello in 

Jerusalem. Mae,tro de Capilla de la Santa Yglc,ia Ca­
tedral de Mexico ... The folder contain' onl) the '"Ac­
compañamiento'" part fur thc ma'~ in G-major. ami 
remarkably. it ineludcs an '"Agnu, Dei'" movemcnr that is 
ab,ent in mo\t of the other perfonuance pan~. 

Puctila Cathcdral. Legajo 70. No. 2. '"Ml\a a ocho con Vio­
line• y Trompas Por el Sor Mt'ro Jeru,alem." The "Ac· 
compañamiento'" pan for the ma!.\ in G-major. Thi, doc' 
not include the '"Agnu' Dei." 

Puebla Cathedral. Legajo 69. No. 3. The same G-major ma>' 
ª' li~ted abo\ e. lt includes: hn l. hn2. vn l. vn2. toe. and 
al\o contaim. the chora] pan\ for 2 chmrs: SSAT/SATB. 

Puebla Cathedral. Legajo 69. No. 6. The >ame G-major ma,s 
ª' füted abo\ c. lt contaín' vn 1. rn2. hn 1 and .10111e of the 
\ocal pam: [S] SATB/SAT(B) A~ can be ~en. tt j<; mbs­
mg the 2nd horn and the ht ~oprano from Choir 1 and thc 
'"bajo·· for Cho1r 11: but thc foldcr contains a '"bajete'" for 
Cholf 1 not found in the other legajo ... Probat>ly. the l\l.O 
ba" parts overlapped a good dcal of the time. and thi: 
vocal ba'~ line i~ ncarly alway' douhled by thc acompa· 
1ia111ie1110. 'º the mi<.,mg ··chuckholc, .. are no11rreparabh:. 

Me\ieoCit) Cathedral. E7.5. Cl. Leg. D.b.15. Al\10-ff!. The 
tille on the folder·s cover ~late\. ··N. !"/MISA A 8/CON 
VIOU:-.IES TROMPAS Y/BAXO/ Compue,la Por Don 
Ygnacío Jcru~alem Mno/De Capílla de la S" Yglesia 
Cathedral d~ Mexico/Son 23 Papeb." Thi~ folder contains 
no \COrc but man) perfor111:m1:e par1-.. including: \ n l (2). 

\ n2 (21. hn l. hn2. obl. ob2. b..: <21. org C2l & thc \(>Cal parh 
SSATB/SATB. Therc are 2 pan' each tor Choir 11. )CI unl) 
one pan each for the C'hoir l. S1gní!icantly. 1h1<. '' the onl} 
\ourcc "'11h oboe' includcd in the in,trumentallon. 

Santa Barb:1ra Mi~'iion. Santa Barbara California. Only a 
handful of the pa1h are still e\tant: '"Tiple 2" De Primcro 
Choro'": '"Alto De Primero Choro": '"Tenor De 2" Choro": 
and ··sajo de '.!" Choro ... Each of the pan' 1~ lolded \\ ith 
the namc of the vocal pan writtcn ª' an idcnt1fying tille. 
along \\ 11h the ª'cription '"Jeru,alcn " 

There ¡, an C\1:cllent re1:ording of Jcru,atem·., Pofrclwral 
Ma11 in G ba,ed on the 'ºurce' in thc Me\il'an archive~. tr;m­
\Cnbcd by Thoma .. Stanford. See México Barroco. Schola Can­
torum & Conjunto de Camara de la C'iudad de Mcx11:0. dir. b) 
Benjamín Juáre1 Echenique cMi:x1co Cit): Ur1ex1. 199-n C'O 
UMA2001. In addition. thcn: 1~ a fla\\Cd l'iul ne\crthclc'' u,e. 
ful tran\Cription of thi' ma" donl' b) George A Har,hbarger m 
hi\ d1\\cna1ion. '"Thc !\.la" rn G b) Ignacio dl' Jcruo,alem and lh 
Pl:1n· 111 thc California Mh.,ion Mu\ll. R.:pcrhir):· D.M.A. di\.,., 
Univer,ity of Wa,hington. 1985. Unlortunatcl). Dr. Har,hbarger 
did not ha\ e acce~., to the ··complete'" \el., of pan, in thc Mcx1· 
can arch i VC\. 
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C-major bascd on thc principal themc (P), the violins 
singing 1hrough thc tune 's v::iricgatcJ rhythms, wist­
ful sigh figures. and sprightly Scotch snaps. Thc 
alto soloist then 1akes chargc. singing the tune to 
thc lyrics ... Domine Deus. Rex caclestis (Lord Goc.J. 
Hc::ivenly king)." With the words, "'Deus Pater omni­
potens (God the Father Almighty)." the bass voicc 
elicits a new melody (2P) and dispels the higher 
octave of thc alto. appropriately depicting Gocrs 
"fatherliness" in the low register. A transition (T) 
en\ues. fabricated from a new idea in thc alto voice 
that wafts ahove thc bass who continues to plow for­
ward with the -.ame 2P material. but now directed to 
thc new tonal center of the dominan! G-major. Hav­
ing arrivcd in nev. tonal terrain. the sccondary themc 
(S) occurs right on cuc, thc alto and bass finally 
singing together in a tenJcr duet of parallel sixths. 
full of poignant rapture at thc text "Lord God. Lamb 
of God. ·• Thc pair then tics off the exposition v. ith a 
subdued closing thcme ( K). afler which thc strings 
banter through sevcn rnca.,urcs of retransition (i.e .. a 
concise Jcvelopment section) whose path leads us 
inexorably back to the tonic. True to form. the rcca­
pitulation of materials begins with the rcappearancc 
on the 1-.cene of thc principal themcs P and 2P­
but at the rehoncd transition we are in for a surprise. 
Jcrusalcm plunges us into thc somber lanJscapes 
of d-minor anJ then a-minor. stretching. building. 
smelting and reforging the ideas we have hearJ 
before. and prolonging this journcy until thi1-. scc­
tion becomes a true devclopment section unto itself. 
Wherea'> the "expected" devclopment that is tucked 
bctwecn the cxposition and recapitulation was a curt. 
seven mcasure\. thi., more ambitious T section dis­
tencls to three times that size. ali of it traversing 
thc unsettling turf of minor tonalities. Thc secondary 
thcme's luminous arrival on the sccne-now in thc 
consoling tonic key of C-major-causes the previous 
suspenscful anxiety 10 evaporate. Buoyed by thc ten­
der contentmcnt of the S theme, the alto anJ bas1-. sing 
thcir clulcet cluct of parallel thirds and sixths and by 
movemcnt's cnd. bring the listcner back to a world of 
adoring empathy. 

This "Domine Dcus" cluct in Jcrusalem·s Poly­
choral Mass in G rcsembles in ccrtain aspect1-. the 
duet "¡Qué prodigio!" in his thcatrical-villancico Ay 
pay.wnos founcl in the Mcx ico City CatheJral. 14 Th~ 

11 Jcru~alcm·~ autograph 'corc for "'Ay pay..ano!> .. (thal con­
tain' thc movcmcnt "Qué pro<ligio!") i!> found in the Archl\e of 
the Mcxico City Cathcdral. E.8.1 OC .1 Lcg. C .t:.5 AM0584. 

tunes· rhythms share a short-lo11K-short emphasis in 
thc opcning bar\, and the interaction and <levelop­
mcnt of the voice1-. is al so vintage Jerus::ilem. 1 n these 
<luets. the two singers have more independence ini­
tially. cngaged in convcrsations where they alternatc 
phrases or have one vocalist complete the melodic 
ideas of the other: later. they are layercd more oftcn 
in parallcl thirds anJ sixths. "¡Qué proJigio'' is for 
1wo solo <;opranos accompanied by strings: "Domine 
Dcus." on thc other hand, has the lcss common com­
bination of alto and bas~ soloists. 

GIACOME RUST'S "'BEATAM ME DICENT 
OMNES'' IN JERUSALEM'S MATINS FOR 
OUR LADY OF GUADALUPE 

lf we examine close\y Ignacio de Jerusalem's 
Maitines para Nuestra Se1iora de Guadalupe ( 1764) 
and his Maitines de la Asunción de Nuestra Se1iora 
( 1762?). we discover that he has inserted a work 
by Jacob Rust. the exuherant Rc'>ponsory "'Beatam 
me dicent omnes gcnerationes."15 lntercstingly. Rust 
serveJ briefly as Sallburg·~ chapelmaster during 
Mozart's youth (summer 1777-c:.irly 1778). and in 
thc Mo1art family letters that mention Rust. therc is 
an unJerlying tone of gcnuinc affection. 16 This par-

1' Ru't'' ··Bcatam me dicent omnes·· appear~ in Jcru\alcm \ 
\etting of ,\,/aiti11es pura Nut'.flra Seiiora de G11adal11pe ( l 7<H) 
in the Mu.,ic Archive of thc Mexico City Cathedral as part of 
Legajo' C'.c.9 and C.c.10. lt ">Crve' a~ Responsory No. 8. This 
sarm: mu,ical 'ctting 'crve• ª' Responsory No. 5 in Jerusalem's 
Maitine~ de /11 A~1111cití11 de Nue.1tm Se'111ra ( l 762?). locatcd in 
Legajo C.c.7. The perfom1ancc date~ of thcse two Matins \er­
vicc' in thc carly 1760' show<; that Rust'~ music was known in 
thc Ncw World long bcforc he accepted the post a~ Kapellmcb­
tcr in Sal1burg ( 1777). In Mcxico. Rust's first name appcar' ª" 
"'Giacome .. inMcad of"'Jacob." 

1•Scc The L<'lten <!( Mo:.art mul His f"amily. 3rd ed .. edited 
and tran,latcd by Emily Ander.,on CNew York: Nonon. 1966). 
Con\ult thc following: Letter 208 from LeopolJ Motan to hi' 
w1fc and -.on. 25 Septcmber 1777 (p. 275) in which he \tates. 
.. IMichaell Haydn and Ru't have hada row . ... ": Lctter 230a 
from Lcopold Mo1ar1 to hi' wifc and son. 27 Octolier l 777 
(p. 3.JJ): Letter 23.J from Leopold Mozart to hi' son. 1 No~em­
ber. 1777 (p. 3531. in which Lcopold ~late~. ··You mu't know 
that Ru\t ¡,in wrctched health; so mueh 'º that Dr. Bari~ni ha' 
told him thal he mu't lcavc Salzburg as ~oon a~ possihle untes~ 
he want\ 10 lea ve hi' t>onc\ hcrc 1hii. summer··: Lctter 259a from 
Mo1an to hi\ father. 26 Novcmher 1777 (p. 392). rn -which he 
!>Clllh hi~ warm greetings to a long list of friend\. all li\lcJ 111 

alphahctu;al on.ler-included in thi' litany of friend!> is ··Mac­
\tro Ru,t"': Lettcr 260 from Maria Anna Mo1art to her hu~band. 
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ticular Responsory captures both the old and thc 
new. Rust shapes "Bcatam me <.liccnt omnes" with 
the contours of Classical sonata form, replete with 
exposition, <.levelopmem. anJ recapilulation \\hile 
meticulously preserving the Mructure of the Medie­
'ª¡ responsory. Traditionally. in the Mi<l<lle Ages the 
responsor) begin., \\ ith a large-scale amiphon calle<.! 
the .. respond" that is sung by thc massed choir; one 
of its <.lefining allributes is its subdivision into two or 
even three c;ubunit' (often gr:.iphed out by the abbre-

3 January 1778 (p. 439). in which 'he expre,,c, her concem. 
"Wha! is Kapellmci,!er RuM doing"? 1, he Mili in Salzburg? Has 
he recovered or not?": Leu.:r 272 from Leopold Mo1art 10 hi~ 
\\ ife and 'º"· 12 January 1778 (p. 446) in which he 'late~. "RuM 
never goe' out now": Leucr 291 from Leopold Moza.rt 10 hi' 
~on. 26 Fcbruary. 1778 (p. -196) in v. hich he ~tale,. "Ru'l ha' 
gonc away. ~o once more 1 am the only Kapcllmcbter'": Leucr 
30-1 from Lcopold Mo1art to hi' v. ife and 'º"· 6 May 1778 
rp. 536). in which he clarifie,, "Count Collorcdo. Archbi-.hop 
of OlmütL. i~ to be con,ccratcd herc next Sunday and Rust's 
serenata b to be perfonned on lhc occasion"; Leuer 310 from 
Leopold Mozan to hi~ wife an<l 'º"· 29 June 1778 (p. 555) in 
"''hich he give~ a \ery unílaucnng ª''e"ment of the perfor-
11ance ... Rust's Serenata (as you a.'k ahoul it) wa~ 001 a ~ucce~\. 
:1 wa5 ju~t the same old dmg-dong"; Leucr 335 from Mozan to 
ii~ father. 3 October 1778 (p. 622) 111 v. hich he ª'h for the wri1-
ng desk that Ru.,1 U\ed· and Leller 424 from Mo1art to hi-. 
·ather. 12 September 1781 {p. 764) in which he ~tale~. "Rust'' 
~renade must have \Ounde<l \'Cry effecll\e in 1hc Rock Theatre. 
1anicularl} as !he \inger~ v. ere \ealed an<l 'ang from the1r 
nusic. y. hich would no! ha\'e becn practicable in a room or a 
1all." 

viations Ra. Rh. and- if nceued-Rc). 17 After the 
respond. the cantor sings the vcrsicle. V (a single line 
of text. often from a Psalm), and thcn the choir re­
turns to sing thc second portion of the responJ (the 
portion from Rh onward). An aMeris!... in the chant 
indicatcs thi., critica! juncture where Rh is to begin 
and lhm. functions in much thc samc way that the 
sign % mark<, lhe spot for a del se¡:no rcpeat in mod­
ern notation. In many instanccs, thc les ... er Doxology 
(Dx) is abo sandwiche<l in at the hack of the piece, 
that is itself drawn lo :.i clase with yet another restate­
ment of the last half of lhc respond (Rb). Thc lwo pri­
mary formal struc1urcs. thcn are as follows: 

Ra - Rb - V - Rh - Dx - Rb 

or simply 

Ra-Rh- V-Rb 

One can scc preciscly how Ru\t achieves dual 
structure--0f the Medicvul and of thc Classical-by 
consulting Examples 4 anJ 5. lt was this aspect. per­
haps-the fusing of thc ancicnt v. ith thc modem­
that malle Rust's an<l Jcrusalcm ·s compositions so 
appealing to Mexican society. Thc dcsire lo juxta­
posc the antiquate<l with thc avant-garJe is an aspecl 
of Mexican culture lhat hao; conlinue<l to the present 
day. 

"For a thorough e\planauon re,pon,Or) form,. con,uh 
Rtchar<l Hoppin. Ml'llit•l"CI/ M11.11c. Thc Norton ln1roduc1ion 10 
Mu,ic Hi-.1ory Serie~ (Nl!v. York: W. W. Norton. 1978). 105-IO. 
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Beatam me J iccnt. p. ~ 
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Beat.tm me tlicenl. p. 5 
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Deaiam me dicen!. p. 6 
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Bcatam me dicent. p. 7 
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Beatum me dicc111. p. 8 
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