Louisiana State University

LSU Digital Commons

LSU Major Papers Graduate School

2006

Brazilian nationalistic elements in the Brasilianas of

Osvaldo Lacerda

Maria Jose Bernardes Di Cavalcanti
Louisiana State University and Agricultural and Mechanical College, mdicavl @lsu.edu

Follow this and additional works at: https://digitalcommons.Isu.edu/gradschool majorpapers
b Part of the Music Commons

Recommended Citation

Di Cavalcanti, Maria Jose Bernardes, "Brazilian nationalistic elements in the Brasilianas of Osvaldo Lacerda" (2006). LSU Major
Papers. 39.
https://digitalcommons.lsu.edu/gradschool_majorpapers/39

This Major Paper is brought to you for free and open access by the Graduate School at LSU Digital Commons. It has been accepted for inclusion in
LSU Major Papers by an authorized graduate school editor of LSU Digital Commons. For more information, please contact gradetd@lsu.edu.


https://digitalcommons.lsu.edu?utm_source=digitalcommons.lsu.edu%2Fgradschool_majorpapers%2F39&utm_medium=PDF&utm_campaign=PDFCoverPages
https://digitalcommons.lsu.edu/gradschool_majorpapers?utm_source=digitalcommons.lsu.edu%2Fgradschool_majorpapers%2F39&utm_medium=PDF&utm_campaign=PDFCoverPages
https://digitalcommons.lsu.edu/gradschool?utm_source=digitalcommons.lsu.edu%2Fgradschool_majorpapers%2F39&utm_medium=PDF&utm_campaign=PDFCoverPages
https://digitalcommons.lsu.edu/gradschool_majorpapers?utm_source=digitalcommons.lsu.edu%2Fgradschool_majorpapers%2F39&utm_medium=PDF&utm_campaign=PDFCoverPages
http://network.bepress.com/hgg/discipline/518?utm_source=digitalcommons.lsu.edu%2Fgradschool_majorpapers%2F39&utm_medium=PDF&utm_campaign=PDFCoverPages
https://digitalcommons.lsu.edu/gradschool_majorpapers/39?utm_source=digitalcommons.lsu.edu%2Fgradschool_majorpapers%2F39&utm_medium=PDF&utm_campaign=PDFCoverPages
mailto:gradetd@lsu.edu

BRAZILIAN NATIONALISTIC ELEMENTSIN THE BRASILIANAS
OF OSVALDO LACERDA

A Monograph

Submitted to the Graduate Faculty of the
Louisiana State University and
Agricultural and Mechanical College
in partial fulfillment of the
requirements for the Degree of
Doctor of Musical Arts

in

The School of Music

by
Maria José Bernardes Di Cavalcanti
B.M., Universidade Estadual do Ceara (Brazil), 1987
M.M., Louisiana State University, 2002
December 2006



© Copyright 2006
Maria José Bernardes Di Cavalcanti
All Rights Reserved



DEDICATION
This monograph is dedicated to my husband Liduino José Pitombeira de Oliveira, for

being my inspiration and for encouraging me during these years of studies.



ACKNOWLEDGMENTS

| would like to thank Professor José Alberto Kaplan for his guidance and precious piano
teaching in the years before my graduate studies; Professor Michael Gustiatliaince and
exciting piano lessons and for his dedication in revising this monograph; my husband, Liduino
José Pitombeira de Oliveira, for his constant assistance and clever adviceeny, g2€lio
Perdigao Di Cavalcanti and Amilde Bernardes Di Cavalcanti, for their lovehiayen,
Roberto, Igor, and Caroline, for understanding how important music is to me; Jonas Evers, my
grandson, for the good and relaxing moments; and my friend Joseph La Rosa for helping me
with English grammar. | also thank composer Osvaldo Lacerda and pianist Eudoxiaode Barr
for their valuable support and information; Mr. Amaral and Mr. Nogueira, from Irméaake Vit
S/A Ind. and Com. and Ricordi Brasileira S.A., for authorizing the use of excerpts odd’ace
Brasilianas, and the members of my committee, Michael Gurt, Dr. Victoria Johnson, Dr. Robert
Peck, Dr. Dinos Constantinides, and Dr. Andrew Sluyter. | also thank Dr. Willis Delony, a

previous member of my committee, for revising parts of my monograph.



TABLE OF CONTENTS

DE D AT L ON . e e e e iii
A CK INOW L ED GM EN T S ..o e e, iv
A B ST R A C T e e e vii
CHAPTER 1. MUSICAL NATIONALISM INBRAZIL .o 1
1.1 Historical Background ............ooooiiiiiiiiiiiie e
1.2 Brazilian Musical NatioONAlISIMN ... cueeiee e 3
CHAPTER 2. OSVALDO LACERDA ... 8
CHAPTER 3. THE BRASILI AN AS ..o 11
3.1 GeNEral CONSIAEIATIONS .. c.ee ettt e e e e e e e e e e reneens 11
B.2BrasilianNaNO. L......oeiieiieeee e e 12
B B BraASH AN NO. 2. e e e ettt e e e e e 21
BABIrASHTANAINO. 3. s 31
B O BrASHIANA NO. 4 ... ettt e 40
BB BraASHTIANA NO. 5. e 48
B BraASH AN NO. B..oeeneeie e et e et e e e e e e e e e e e e e e e e e e e aanaans 56
BB BIrASHTANA NO. 7. e e et 63
B0 BrASHIANA NO. B e ettt 69
B A0BrASHTANAINOD. 9. e e e 77
S LABraSiaNa NO. 10 .. .. e i ettt e e et e e e 84
BA2Brasiliana NO. LL......ce i 91
B ABBrasilianNa NO. 12, .ottt ———— 97
CON CLUSION it e e e r e e e eaaas 106
Bl B LI O G R A PH Y ..o e e e e e e —————— 107
APPENDI X
A.LIST OF WORKSBY OSVALDO LACERDA. ..., 110
B. REQUEST OF PERMISSION | ..ovuiiiiiiiiiiiee et e et 130
C.LETTER OF PERMISSION | ..o 131
D. REQUEST OF PERMISSION I1. oottt 132
E.LETTER OF PERMISSION Il ..o, 133
F. REQUEST OF PERMISSION 1 1uuuiiiiiiiiieeee e 134



Vi



ABSTRACT

Brazilian composer Osvaldo Lacerda (b. 1927) is an important figure in the Brazilian
nationalist school of composition, following the tradition of Camargo Guarnieri. Thig st
examines Brazilian nationalistic elements inBnasilianas, a series of twelve suites for piano
composed by Lacerda. These piano suites, written between 1965 and 1993, each comprise four
movements, utilizing a wide variety of genres.

This monograph is divided into three chapters. The first chapter provides a background
on Brazilian history and Brazilian musical nationalism. The second chapter saifsist
information about Lacerda. The third chapter contains historical aspects and musical

characteristics of the genres used in the pieces followed by a brief ahalyticaent.
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CHAPTER 1. MUSICAL NATIONALISM IN BRAZIL

1.1 Historical Background

Throughout its history, Brazil has been subject to various cultural influences. nAfrica
European, and native cultures have intermingled, resulting in the appearance of many new
musical genres. A study of Brazilian history and cultural development can thdrelorte
provide a better understanding of those genres.

The territory that is now Brazil was originally occupied by more than fiveanitiative
people, speaking more than a thousand languagiétie is known about Brazilian history
before 1500, when a Portuguese fleet, commanded by Pedro Alvares Cabral, landed in what is
now Brazil, and claimed the territory for Portugal. Though Brazil was ruled by Rbdugng
the colonial period (1500-1822), other European countries, such as France, Holland, England,
and Spain, tried to establish colonies in several parts of the Brazilian teriioeyslave trade
also brought many Africans to Brazil between 1555 and 1888, when slavery was abolished.

Brazil achieved independence from Portugal in 1822, when Dom Pedro | was proclaimed
emperor. The imperial period ended in 1889, when Deodoro da Fonseca became the first
president of the United States of Br&zilhe ensuing Republican period can be divided as
follows: Old Republic (1889-1930), Vargas Republic (1930-1945), Nascent Democratic
Republic (1945-1964), Military Dictatorship (1964-1985), and New Republic (1985 to present).

Brazilian music has its origin in the fusion of European traits, influenced by Afsicd
Indian elements during the colonial period. The Jesuit missionaries, who arrived in the 1550s,

were culturally influential during the first years of colonization. The Jetutht the native

! The website of the Brazilian National Indian Foation provides useful information about the origina
inhabitants of Brazil. The address is <http://wiwnwai.gov.br/indios/conteudo.htm#>.
2 The country’s name was changed to Federative RiemftBrazil, in 1967.



people how to play and manufacture European musical instrurantsthey established
Brazil's first theatre (1555) and music conservatory (1559).

Musical activity increased considerably during the 1700s, a period called the “Ggld Era
when Brazil was producing 44% of the world’s supply of golthis period saw the rise of the
so-calledBarroco Mineiro(baroque of Minas Gerais), which was actually more closely
associated with pre-classical than with baroque style. At that time, néhdysand musicians
were active in Brazil. The most important composer of this period was Lobo de Mesguita (
1740-1805.

In 1808, Prince John and the Portuguese Royal Court fled the Napoleonic invasion, and
arrived in Brazil. Prince John instituted important reforms that had a profound effect on
Brazilian cultural life. In 1816, he created the Royal School of Sciences, Arts, dts] @hach
attracted important artists from Europe, including the composer Sigismund Neukomrm (1778
1858), a pupil of Joseph HaydnDuring the second half of T&entury, composers such as
Carlos Gomes, Alexandre Levy, and Alberto Nepomuceno contributed to the development of
Brazilian music. However, it was only after World War | that a collectiveesehgatriotism
among Brazilian artists resulted in a nationalist movement, leading to theatet“Week of

Modern Art.”

% Dale Olsen and Daniel Sheefiyie Garland Encyclopedia of World Music, Vo(N2w York: Garland
Publishing, Inc., 1998), 301.

* Daniel Mendonza de Arc#jusic in Ibero-America to 1850 — A Historical Suy{eanham, MD: The
Scarecrow Press, Inc., 2001), 78.

® Olsen and Sheehy, 302.

® Ibid., 302-3.

" Bruno Kiefer,Histéria da Musica Brasileira(Porto Alegre: Editora Movimento, 1982), 47.



1.2 Brazilian Musical Nationalism

In the beginning of the nineteenth century, European Romantic ideas were introduced
into Brazilian political discourse, leading to Brazil's desire to become indepeindm Portugal
and laying the foundations for Brazil's national self-realizafioh significant musical result of
Brazil's burgeoning independent identity was the birth of the national opera during the’ 1850s.
The foundation of The Academy of Imperial Music and National Opera, in 1857, was the first
attempt to establish a national music with the use of the Portuguese languagecsadisiati
subject mattet’ The first national oper# Noite de S&o Jodeith musicby the Brazilian
composer Elias Lobo and text by the Brazilian writer José de Alencar, was etioriB860-
However, Italian music still dominated in the concert halls of Brazil from tiellmbf 19"
century to the beginning of ?C&:entury?2 Composers making significant contributions to
Brazilian music during this period included Carlos Gomes (1836-1896), composer of the opera
O Guaranj about an Amerindian character created by José de Alencar; Alexandre Levy (1864—
1892), who introduced folk elements into his works, and Alberto Nepomuceno (1864-1920),
who helped to establish the use of the Portuguese language in art’stmgpite of these
composers’ efforts toward a Brazilian musical style, their works remairsdyhmfluenced by
European Romantic and post-Romantic miisighis early phase of Brazilian nationalism can

be seen as a precursor to the fuller awakening of Brazil's musical selfydbatitvas

® Ibid., 64-76.

° |bid., 77.

19 Marion VerhaalenCamargo Guarnieri — Expressdes de uma \(i&o Paulo: Edusp, 2001), 67.

" Kiefer, 81.

12 \/erhaalen, 67.

3 pid., 68.

14 Gerard Behagu&he Beginnings of Musical Nationalism in Brg®etroit: Information Coordinators,
Inc., 1971), 9.



eventually manifested in the compositions of Heitor Villa-Lobos (1887-1959) and the aestheti
principles of Méario de Andrade (1893-1945).

Through his experience as a guitarist, Villa-Lobos gained an early fatyilatin
Brazilian popular music. In order to learn more about Brazilian folk and popular musae, Vill
Lobos traveled to many rural areas of Brazil to collect folk songs. His researohusical
experiences inspired Villa-Lobos, a mostly self-taught composer, to creatigiaalor
compositional approach based on folk and popular elements of Brazilian’h@ie good
example of Villa-Lobos’ use of Brazilian elementdJisapuru (1917), a symphonic poem using
folk instruments, and inspired by an Amerindian story. Another such exampledsdhdas
(1926), a collection of piano pieces in which a different Brazilian folk melody is entpioye
each movement. Villa-Lobos’ career was an inspiration to subsequent generatical@rBr
composers.

Mario de Andrade, a Brazilian writer and musicologist, was an important figure in t
creation of musical nationalism in Brazil during 1920s and 18364 taught music history and
aesthetics in the Conservatory of Dramatic and Musical Arts of Sao Paulo, winenesk# had
studied as a young man. As a writer, he pioneered the modernist movement in Brazil with the
book Paulicéia Desvairada® In February of 1922, the development of modernism in Brazil
culminated in the celebrated Week of Modern Art, a series of conferences, exhilmions

concerts in S&o Paulo, organized by progressive literary figures, artists,ediedtuls, with

lz David Appleby,The Music of Brazi{Austin: University of Texas Press, 1983), 116.
l .
Ibid., 117.

" Norman Fraser/Gerard Béhague: “Andrade, Méario Gegve Music OnlinéAccessed 11 July 2006),
<http://www.grovemusic.com.libezp.lib.Isu.edu/shtviews/article.html?section=music.00871>.

'8 Marcos Antdnio Marconde&nciclopédia da Musica Brasileira: Erudita, Folciéa e Popular(2a. Ed.
Sao Paulo: Art Editora, 1998), 33.



the purpose of transforming Brazilian art from conservative academicismauternismd?®
Andrade took an active part in this event as lecturer, and several works by Villa-Lakos we
performed?

Andrade was one of the pioneers of ethnomusicology in Brazil, and his studies of
Brazilian folk and popular music generated a great number of articles and“skay828, he
wrote the first manifesto of Brazilian musical nationaliginsaio sobre a Musica Brasileiran
which he examines the characteristics of Brazilian popular music (rhythagyn&txture, and
instruments) and emphasizes the national elements that he felt should be used imstiational
Brazilian art music. Another analytical study about the origins and social asp&razilian
music, written by Andrade in 1939, is tBeolucdo Social da Misica no Bra&fl

The Week of Modern Art inspired a number of composers to include national elements in
their works. A representative list of such composers includes Luciano Gallet (1893-1931),
Oscar Lorenzo Fernandez (1897-1948), Franciso Mignone (1897-1986), and Camargo Guarnieri
(1907-1993f3 Guarnieri began his studies with Andrade in 1928. These studies, according to
Guarnieri himself, were as intensive as a university curriculum: litesadociology, philosophy,

and art were intensively discusséd.

19 Gerard Béhague: “Villa-Lobos, Heitor, §2: The ‘Weaxf modern art’ and Paris@Grove Music Online
(Accessed 11 July 2006),
<http://lwww.grovemusic.com.libezp.lib.Isu.edu/shtvews/article.html?section=music.29373.2>.

2 |bid. and Vasco MariHistéria da Musica no Bras{lRio de Janeiro: Civilizac&o Brasileira, 1983), 119

%L Norman Fraser/Gerard Béhague: “Andrade, Mario Gegve Music OnlinéAccessed 11 July 2006),
<http://www.grovemusic.com.libezp.lib.Isu.edu/shtviews/article.html?section=music.00871>.

*2\/erhaalen, 68-9.

% Appleby, 116.

%4 José Maria Neves/usica Contemporanea Brasilei(8ao Paulo: Ricordi Brasileira, 1981), 66.



Guarnieri was one of the most productive Brazilian composers. He also worked towards
the establishment of a national school of composffioHis students include Aylton Escobar,
Marlos Nobre, Almeida Prado, Sérgio Vasconcellos Corréa, and Lacerda.

In 1950, Guarneri wrote a manifesto entitled “An Open Letter to the Musicians and
Critics of Brazil.” This letter emphasized the responsibility of composeithé development of
a national musical language, the dangers of formalism in music, and the anti-rcitaraater
of dodecaphonism. Guarnieri’s ideas stood in direct contrast to those of Hans Joachim
Koellreutter (1915-2005), a German composer, flutist, and musicologist who had emigrated to
Brazil in 1937. In 1939, Koellreutter had foundddsica Viva a group of young composers
dedicated to the study of contemporary compositional techniques, including the twelve-tone
technique developed by Schoenberg. One month after the publication of the “Open Letter,”
Koellreutter responded to Guarnieri’s attack on his aesthetic principles viiting public
statement of his own, eventually leading to a rift between the students of the two asmpose
Interestingly, Guarnieri eventually came to use quasi-serial techniques th&ihg70s, in both
his fourth and fifth piano concertos.

Some years after the exchange between Guarnieri and Koellreutter, seyscall
movements, inspired by the ideas of Koellreutter, appeared in Brazil with the purpose of
searching for new aesthetics and techniques. Though these groups dominated musical life

Brazil, the nationalist composers, led by Camargo Guarnieri, continued their owfi (Satine

% Osvaldo Lacerda, “Meu Professor Camargo GuarhieriCamargo Guarnieri: 0 Tempo e a Misiea.
Flavio Silva (Rio de Janeiro: FUNARTE, 2001), 57.
® Neves, 137.



of Guarnieri’s students have become less influenced by nationalism, while othe@sJieo
Lacerda, never abandoned the use of national elements in their comp@éitions.
Brazilian nationalism is essentially neoclassical with respect tcalgsrimciples and
language: it employs classical forms (suite, sonata, variations, etc) ditidried melodic and
harmonic structures using elements of Brazilian folk music. It also sharestehnistics with

romanticism, such as a belief in inspiration, and a desire to communicate with theeffdie

27 Appleby, 170.
2 Neves, 192.



CHAPTER 2. OSVALDO LACERDA

Osvaldo Costa de Lacerda was born in S&o Paulo on March 23, 1927. He started his
piano studies at the age of nine with Ana Veloso de Resende, and continued with Maria dos
Anjos Oliveira Rocha and José Kliass. From 1945 to 1947, he studied harmony and counterpoint
with Ernesto Kierski and, in the late 1940s, he studied vocal technique with Olga Urbany de
lvanow, a singer exiled from Russia.

His first attempts at composition occurred very early in life, but it was not1849 that
he decided to pursue a career in composition. In 1952, after studying independently for three
years, Lacerda began private composition lessons with Guarnieri. Lacerda wdrked wi
Guarnieri from 1952 to 1962, achieving the mastery of several compositional techniques, such
as theme and variations, invention, and fugue. Through Guarnieri, Lacerda maintained a deep
and constant contact with Brazilian folk music, because Guarnieri was a hesearthis field
and thus collected many folk melodfes.

In 1963, Lacerda came to the USA, where he studied composition with Vittorio Giannini
and Aaron Copland. In May 1965, Lacerda was chosen by the Brazilian Minister of
International Relations to represent Brazil at the Inter-American Congp8eearinar held at
Indiana University, and at the Third Inter-American Music Festival in Washingon D the

late 1970s, Lacerda studied orchestration with Roberto Schnorrenberg.

! This biographical information was provided by Latzs wife, the pianist Eudéxia de Barros, throegh
mail. Eudoxia de Barros, “re: Enviando Dados Bé#igos de Osvaldo Lacerda,” [e-mail]; from
eudoxia@eudoxiadebarros.com.br received at dudad@nti@yahoo.com, 13 October 2005. The article on
Lacerda in the New Grove Dictionary was also usébdrard Béhague: “Lacerda, Osvald@fbve Music Online
(Accessed 08 July 2006),
<http://www.grovemusic.com.libezp.lib.Isu.edu/shtviews/article.html?section=music.15771>.

% Lacerda describes in detail his experience asdest of Camargo Guarnieri in his article, “Meu
Professor Camargo Guarnieri,”@amargo Guarnieri: o Tempo e a Musieal. Flavio Silva (Rio de Janeiro:
FUNARTE, 2001), 57-71.



Lacerda is the founder of the “Sociedade Paulista de Arte,” the “Sociedade Pra Music
Brasileira,” and the “Centro de Musica Brasileira,” all of which still dbote to the
development of music in Brazil. Lacerda also played an important role in Brazusinah
pedagogy, and his music theory books are well known and widely used.

Lacerda was awarded First Prize in the Brazilian National Competitibriwsit
orchestral suit®iratininga (1962). He also won “Best Symphonic Work of the Year 1994” with
Cromosfor piano and orchestra, and was awarded the trophy “Guarani” as “Personality of the
Year,” by the Cultural Secretary of the State of S&o Paulo, in 1997. Lacerda has bedrea me
of the Academia Brasileira de Musicgince 1972.

Lacerda’s nationalistic idiom follows the style of Guarnieri. Both composkesiiany
Brazilian artists, were influenced by the ideas of the Brazilian writer arstcologist Andrade.
According to Andrade, Brazilian national music should reflect ethnic musicalctéistics
found in popular musit. Folk musical elements such as themes, motives, rhythms, modes, and
forms can be used as source materials for composition. Guarnieri taught his shaddalis t
elements should exist in the composer’s mind to be used naturally, not directly,range”st
element in the music, but blended and transformed by the composer. According to Guarnieri,
“The folk element must be integrated in the composition as well as in the compaser’$ m
Thus, the composer, instead of being a folklorist, becomes an “unconscious” nationalist.

Lacerda is a significant composer of songs, and his output includes many settings of tex

by Brazilian writers. His musical language is characterized by akelsimple writing, avoiding

% Méario de AndradeEnsaios sobre MUsica Brasileire&S@o Paulo: I. Chiarato & Cia, 1928), 6.

* Marion VerhaalenCamargo Guarnieri: Expressdes de uma Vitgianslated by Vera Silvia Camargo
Guarnieiri S&o Paulo: Editora da Universidade de Fdulo/ Imprensa Oficial, 2001), 80.

® This term was used by composer Almeida Pradorragostudent of Guarnieri, in an interview with
Matheus Bitondi, available at <http://p.php.uol.cbrfiropico/html/textos/2492,1.shi>.



complexities and technical difficulties for the performer. Lacerda alsopoated atonality and
contemporary treatment of harmony and rhythm within his musical language. One importa
characteristic of Lacerda’s music is the use of the Brazilian northeastete, which consists of
the Mixolydian mode with a raised fourth scale dedree.

Lacerda composed orchestral music, chamber music, songs, choral amasipjano
music; a list of his works is given in the appendix. Bhnasilianas(1965-1993), a collection of
twelve piano suites in which Lacerda uses Brazilian nationaé#&timents, will be discussed in

the next chapter.

® José Maria Neves/usica Contemporanea Brasilei840 Paulo: Ricordi Brasileira, 1981), 143.

10



CHAPTER 3. THE BRASILIANAS
3.1 General Considerations
TheBrasilianas(1965-1993), a collection of twelve piano suites, are representative of
Lacerda’s nationalistic idiom. Three of the suites are for piano four hands and ninedor pia
solo. For eacBrasilianalLacerda employs four genres with a variety of characters and moods.
Lacerda collected folk songs and dances from different parts of Brazil, and pldbest

elements in a sophisticated manner. Table 3.1 shows the genres employed by Lacerda in the

Brasilianas
Table 3.1.Genres used in theBrasilianas
Title Genre Year Title Genre Year
Brasiliana No. 1  Dobrado 1965 Brasiliana No. 7 Samba 1976
Modinha Valsa
Mazurca Pregéao
Marcha de Rancho Arrasta-pé
Brasiliana No. Romance 1966 Brasiliana No. 8 Canto de Trabalho 1980
Chote Frevo
Moda Abdio
Coco Terno de Zabumba
Brasiliana No. Cururt 1967 Brasiliana No. 9 Ponteio 1984
Rancheira Polca
Acalanto Bendito
Quadrilha Forré
Brasiliana No. Dobrado 1968 Brasiliana No. 10  Cantoria 1987
Embolada Recortado
Seresta Canto de Cego
Candomblé Marchinha
Brasiliana No. Desafio 1969 Brasiliana No. 11  Tango 1989
Valsa Maxixe
Lundd Choro
Cana-verde Polca Sertaneja
Brasiliana No. Roda 1971 Brasiliana No. 12  Catereté 1993
Ponto Canto de Bebida
Toada Cancéo
Baido Maracatu

! The wordbrasilianais applied to any collection of studies, booksylmations, movies, and music that
make references to Brazil. Antdnio Houaiss,®idionario Eletrdnico Houaiss da Lingua Portugueisfl.5a (Rio
de Janeiro: Editora Objetiva, 2002). Another cosguavho wrote a series callBdasilianaswas Radamés Gnattali
(1906-1988). Marcos Antbnio Marcondé&siciclopédia da Musica Brasileira: Erudita, Folciéa e Popular(2a.
Ed. Sdo Paulo: Art Editora, 1998), 330.

11



3.2Brasiliana No. 1

Brasiliana No. lwas composed in 1965, employing the following gendesorado,
modinha, mazurcandmarcha de ranchoThedobradois a type of military march in moderate
tempo. European military marches, after being adapted by different local qudtigesated
three genrespéas-redoublégFrance) pasodoblgSpain), andnarcha militar de passo dobrado
(Portugal)® The last of these was introduced in Brazil and becamagoitrado References of it
can be found in the repertoiretbe Bands of the National Guard as early as £88tiginally
for military band, the structure of the dobrado consistsoaindo(main melody), aontracanto
(secondary melody), @ntro(accompaniment), andmnaarcagao(bass line plus percussion).
Each one of these elements is associated with a specific group of instrumentsi(shatle

3.2).

Table 3.2. Functional structure and modern instrumentation of thedobrado

Canto Flute, Clarinet, and Trumpet
Contracanto Sax tenor and Euphonium

Centro Horn or other instrument (except Tuba)
Marcacgéo Tuba and Bass drum

The formal structure can be usually described as follows: (1) a short introductitire (2)
first part, in which the main melody is presented; (3) a section dalteglin which the low
brass instruments play the main melody; (4) the first part restated; and (&),threthe
subdominant, sometimes preceded by a short bfidge.

The termdobradoalso designates a type of march used in the paradesasdribas

dramaticas such agongos, caboclinhos, cheganca de mouros, cheganca de marujos, pastoril,

2 Fred Dantas: “A Filarménica HojeRevista da Bahiay. 32, No. 39, Nov. 2004 (Accessed 02 January
2006). <http://www.fundacaocultural.ba.gov.br/Odista%20da%20bahia/filarmo.htm >.

% José Ramos TinhoraHjstéria Social da Musica Popular Brasilei®&o Paulo: Editora 34 Ltda., 1998),
178-9.

* Fred Dantas: “A Filarménica Hoje.”

12



andboi-bumb& Thedobradoused in thelancas dramaticabas a text. One could infer, based
on the detailed description of tbkegancas de marujagven by Renato de Almeida, that this
type ofdobradowas probably influenced by the Portuguesecha® Figure 3.1 shows a folk

dobradocollected by Andrade and used in freestoril /
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Figure 3.1.Dobradodas Pastorinhas

Lacerda’s “Dobrado” does not have an introduction and a trio, and it is constructed in
ABA' form. The traditional first part corresponds to the A section (in G major), in which the
main melody ¢anto is played by the pianist’s right hand, while the left hand plays a compound
melody in staccato notes with the double functionesftroandmarcacéao. Figure 3.2 shows the

opening of Lacerda’s “Dobrado.”

® Danca dramaticgdramatic dance) is a term created by Andrade stgdate a collection of dances
connected by the same subject. It can have dramegiesentation or not. Thanca dramaticdas two parts: one
stationary and one mobile. THebradobelongs to the latter. Thdan¢a dramaticas also known aautoand
folguedo. Marcondes, 231-2.

® Renato de Almeiddiistéria da Misica BrasileirdRio de Janeiro: F. Briguiet & Comp, 1942), 203-10.

" Mério de AndradeDancas Dramaticas do Brasil, Toma2a.Ed. (S&o Paulo: Editora Itatiaia Limitada,
1982), 370.
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The ensuing B section (in E minor), in which the left hand takes the melodic role and is
accompanied by the right hand’s staccato upbeats, corresponds both texturally ang watinall
the aforementionefibrte section. The composer indicatsalientando a mao esquerdavhich
means “emphasize the left hand.” Figure 3.3 shows the end of the A section and thedirst thre
measures of the B section. Section A is recapitulated almost literallyasunee38. The two
differences between A and Are the anacrusis (compare Figures 3.2 and 3.4) and an augmented
sixth sonority that appears at the end (theéhat appears in the bass in the second measure of

Figure 3.3 is replaced by an At the end). Figure 3.4 shows the end of the B section and the

Figure 3.2. Opening of Lacerda’s “Dobrado”

beginning of the recapitulation of the A section.
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Figure 3.3. The end of section A and beginning of section B of the “Dobrado”
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Figure 3.4. The end of section B and beginning of the recapitulation of section A
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Thedobradois usually in 4/4, with regular phrase structure. It has the following
distinctive rhythmic characteristics, which are also found in Lacerda’s “Dolirél) a sporadic
dotted-eighth-plus-sixteenth figure usually followed by eighth notes (see thaslineeof Figure
3.2 and fourth measure of Figure 3.4); (2) ornamented trills played by flute and piccolo (see
second measure of Figure 3.3); (3) broken triads in triplets (see third measunaref3y; (4)
“walking” bass played by the tuba (this can be seen in all figures); (5) upbeat ancoemtan
eighth notes (see third measure of Figure 3.3 and first measure of Figure 3.5); aodg$&)fr
two sixteenth notes in downbeat or upbeat position usually preceded and/or followed by eighth

notes (see third measure of Figure 3.3 and first and second measures of Figure 3.5).
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Figure 3.5. A passage in section B showing the use of triplets and
sixteenth notes in the accompaniment
The second movement of LacerdBigsiliana No. lis entitled “Modinhd The
modinhais a romantic song whose country of origin is the subject of controversy. Some authors,
like Tinhoréo, state that tmeodinhais the first Brazilian song genre of popular origin,
introduced in Portugal in 1775 by Domingos Caldas Barba®thers, like Marcos Marcondes,
believe it comes from the Portugueseda,a generic term for song or melodyrhe word

modinhais a diminutive oimnoda,which means fashion. During the Second Empire in Brazil

8 José Ramos TinhoraBequena Histéria da Msica Populd&ia. Ed.(Sao Paulo: Art Editora, 1986), 11.
® Marcondes, 525.
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(1831-1889), thenodinhaacquired certain similarities with the Italian opera &tidhe main
characteristics of theodinhaare: (1) a lyrical, sentimental, and mellow character; (2) frequent
use of minor keys; (3) a non-standardized form although AB and ABA designs abound; (4)
scoring for voice and guitar (or piano); and (5) an evolution from duple to triple in‘the 19
century, and later to quadruple meter (due to the influence of the schottisitirelgh the great

majority of the populamodinhasare in triple metet?
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Figure 3.6. Opening measures of Lacerda’s “Modinha”

m.1 4 21 25 37 41 45 57 58
Left Hand T T T T
Cm APm Gm Cm
A B A’

Figure 3.7. Formal scheme of Lacerda’s “Modinha”

Figure 3.6 shows the opening measures of Lacetidwdinha,” whichis written in the
form of a two-part inventionThe circled T, in this figure, indicates the theme. The formal

scheme, the key areas, and the theme’s entrances are shown in Figure 3nodirthais in the

19 Gerard Béhague: “Modinha@rove Music OnlinéAccessed 12 May 2006),
<http://www.grovemusic.com.libezp.lib.Isu.edu/sttlvews/article.html?section=music.18840>.
| uis da Camara Cascudbicionario do Folclore BrasileirqRio de Janeiro: Edicdes de Ouro, 1969),

584.
2 Mario de Andradelodinhas Imperiai§S&o Paulo: Livraria Martins Editora, 1964), 9.
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minor mode, in 2/4, and the composer indicates the charaetewsqsad and hurt). The
melodic line is mostly descending, which, according to Souza, is a characteritazitiin
folk music (see how the left hand melodic line moves down an octave in Fi§® I Blegato
articulation and the stepwise motion of a song-like melody suggest a connection \ettiitied
format of themodinha

The third movement of LacerdeByasiliana No. lis entitled“Mazurca” The word
mazurcais the Portuguese spelling forazurkaa folk dance in triple time from the province of
Mazovia, in Poland. Performed by dancers in couples, namedrs the mazurkas were
originally accompanied by@udy, a type of bagpipe. Although common traits are found in all
folk mazurkas (rhythm in triple time, accent shifted to the weak beats of the bao, rubat
pentatonic and modal scales, etc.), various characters and tempo distinguish th&d¢heae di
types: themazur in moderate tempo, theljawiak generally lyrical in slower tempo, and usually
in minor key, and thebertas the quickest of the thréé.

Frédéric Chopin, who wrote more than 50 mazurkas, combined national Polish folk
idioms with art music. Chopin®lazurkasusually consist of three or four contrasting sections,
with irregular accents on the second or third beat, sometimes using modal elerhedfs @1,
No. 1) and pentatonic elements (c.f. Op. 17, No. 3 and No. 5), and frequently using a drone bass
and grace notes.

Themazurkaand other salon dances from Europe, became popular in Brazil in the

second half of the i'gcentury, when the military bands started playing them for the Sunday

13 José Geraldo de Soufzaracteristicas da Musica Folclérica Brasilei(Rio de Janeiro: Ministério da
Educacéo e Cultura, 1969), 4.

14 Stephen Downes: “Mazurka@rove Music OnlindAccessed 13 May 2006),
<http://www.grovemusic.com.libezp.lib.Isu.edu/sttviews/article.html?section=music.18193>.
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concerts™ In addition, popular balls, modeled on the masquerade balls of Paris, brought
fashionable European dances into the social life of imperial Rio de J&hdihemazurkas

still present in the folk music of Brazil, especially in the states of PernamAlagoas, and

Pard"’ It became part of Brazilian folk dance and music while incorporating some local
characteristics. The Brazilianazurcas found in recordings of popular musicians, like Luiz
Gonzaga, and in popular celebrations, likerttegujada de bragancda Catholic festival for the

day of Saint Benedict the Black), in which men and women dance accompanied by banjo, violin,
and drums.

Table 3.3. Form of Chopin’sMazurka Op. 7, No. 1 and
Lacerda’s “Mazurca” from Brasiliana No. 4

Chopin Lacerda
Measure 1 25 33 45 53 1 17 33
Section A B A C A A B A’
Key B, F B, G Bj Bb, G, B

Lacerda’sVlazurcaand Chopin’sMazurkaOp.7, No. 1 have similar melodic gestures:
one can see in Figures 3.8 and 3.9 that the opening gestures of both pieces move from F to B
and their melodic lines move upward. The twazurkaslso share harmonic features. Both
pieces are in Bmajor and modulate to,®najor, although the form of Chopindazurkais
more extended and features a larger section in the dominant area (see Table Bi®. Des
significant melodic and harmonic similarities, however, Chopg#ezurkaand Lacerda’s

“Mazurca” contrast stylistically: Lacerda, unlike Chopin, does not indicate thefusbato, and

!5 Tinhoré&o Histéria Social da Musica Popular Brasileird82-3.

16 Cristina MagaldiMusic in Imperial Rio de Janeir.anham, MA: Scarecrow Press, Inc., 2004), 3.

7 Although | could not find references on the maatircthe Brazilian musicological literature, recent
information about the practice of this folk danes de found in the following websites:

Pernambuco = <http://www.caruaru.pe.gov.br/intexrsa?idmat=491>,

Paréa = <http://www.pa.gov.br/portal/iap/noticiasaf@neiro/24_01.htm>,

Alagoas = <http://www.projetocalypso.com.br/culthten>.
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Lacerda’s “Mazurca” emphasizes mostly the downbeat whereas Chbfainiskatends to

emphasize the second and third beats.
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Figure 3.9. Opening of Chopin’sMazurkaOp.7, No. 1

The last movement of Lacerd@®sasiliana No. lis entitled “Marcha de Rancho.” The

marcha de ranche a type of slow march, usually in 4/4, originally performed during the



carnival parade¥® Figure 3.10 shows the rhythmic pattern oftercha de ranchelayed by
percussion instruments (the muffled bass drum creates an déc&hgranchois an organized
group of people (similar to a Mardi-Gras krewe) who celebrate the carnivdi¢ogend have a
specific song to represent them during the festivifleghe composers of thesearchas de
ranchotended to elaborate them in order to give prominence to their group, adding wind and
brass instruments and choir to the original percussion accompaniment. The oldest ekampl
marcha de ranch@also known asnarcha-ranchdis probably “Moreninha” by Eduardo Souto
(1882-1942), first recorded in 192%7. The melodic line of thearcha de ranchés cantabilein

character, with many appoggiaturas and syncopations.
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Figure 3.10. Rhythmic pattern of themarcha-rancho

Lacerda’s “Marcha de Ranch@'in AB form. The A section is in the minor mode and
the B section in the parallel major key. Both sections have two subsectiond(aral b), and
the piece ends with a short coda. Figure 3.11 shows the opening of Lacerda’s “Marcha de
Rancho.” The melody is embellished with appoggiaturas and syncopations, and receives a
varied treatment. An interesting feature is theh@t appears constantly in the bass line creating

an accent on the second and fourth beats, corresponding to the original muffled bass drum (see

18 Tinhor&o,Pequena Histéria da Musica Popular32.
9 Martel Music Art, “Aquarela,” (Accessed 05 MarcB(b)
<http://www.music.art.br/aqua/ritm/marchar.htm>.
i‘l’ Theranchowas originally a group that used to march durlmy@hristmas’ parades. Marcondes, 663.
Ibid., 478.
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Fig. 3.10). In the psection, the texture becomes contrapuntal. This section presents a
performance challenge in measure 31: the stretch of a tenth, as it appears id theabure of

the right hand of Figure 3.12, is uncomfortable, or even impossible, for many hands. One
solution here would be to use the pedal for the first G (right hand) and then untie and play the

second G without pedal allowing the staccato articulation of the left hand.
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Figure 3.12. Lacerda’s “Marcha de Rancho,’mm. 29-32

3.3Brasiliana No. 2

Brasiliana No. 2vas composed in 1966 and employs the following genmm@sance,
chote, modaandcoco. Theromance also known aballad, is a strophic narrative song, usually
in four rhymed eight-syllable lines, derived from the epic poems of the Middle Ageanoe-

and Spairf> Theromancewas very popular in Portugal during thé"i&ntury, when the form

22 Don Michael RandelThe New Harvard Dictionary of Mus{tondon: The Belknap Press of Harvard
University Press, 1986), 67 and 713.
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was brought to Brazil and gradually transformed into a national §&r8tories about animals
and famous heroes inspired the Braziliamancegalso calleckacarag, in which the melody is
simple and unchanged throughout the various stdfizake form is predominantly found in

northeastern Brazil. Figure 3.13 shows an original folk melody cRiéedance do Boi Surubi
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e e =
Bt —= T e
qua - (ro hor-as da tar - de'Oh! ma - ni - nha! Com qua-tro - tou-ros bri - goul...

Figure 3.13.Romance do Boi Surubi

Lacerda’s use of a Theme and Variation form in‘Rismance” is perhaps an attempt to
create variety while simultaneously preserving the sameness inherent ieldtickicroonstruction
of the originaromances.Figure 3.14 shows the theme of Lacerda’s “Romarnekich is
presented unaccompanied and followed by four variatidesnpo, meter, melody, and harmony
are varied throughout the piece. Noteworthy are the extensive use of the Neapolitan tterd i

variations and the uneven phrase-lengths.
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Figure 3.14. Theme of Lacerda’s “Romance”

% José Teixeira D'’AssumpcaBurso de Folclore Musical Brasileirgsao Paulo: Livrarias Freitas Bastos
S.A., 1967), 150-1.

** Ibid.

% Luis da Camara Cascudéaqueiros e Cantadoré®orto Alegre: Livraria do Globo, 1939), 8Boi
means ox.
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In the first variation, the theme starts in the left hand. It retains the meter tth@ug
tempo is faster and the variation is two measures longer than the theme. The seabod iari
even faster, and its main feature is the use of different meters that ressitifincd the
downbeat. This variation is seven measures longer than the theme. The third varidiitie is a
slower than the second, is mostly in triple meter, and includego. The fourth variation
varies the theme by melodic fragmentation. The third and fourth variations are fauresea
longer than the theme. Table 3.4 summarizes the main characteristics of tth@ngarihe
piece ends with an imperfect authentic cadéhcaccording to José Geraldo de Souza, this is an

important characteristic of the Brazilian folk melodfiés.

Table 3.4. Main characteristics of the Variations in Lacerda’s “Romance”

Var. Tempo Meter Length (measures)
I 108 3/4 11

Il 168 Alternated (5/8, 3/4, and 2/4) 16

i 152, withrubato  3/4 13

v 152, measured Mostly 3/4 13

The second movement of LacerdBimsiliana No. 2s entitled “Chote.” Thehoteis
the Brazilian equivalent of trechottischewhich is a round dance, probably of German origin in
2/4 time, like gpolka, but slower with the effect of 4/%. Theschottischavas known in several
European countries in the 1850s. In Spain, it was calletisand in Portugalchoutica. José
Maria Toussaint brought it to Brazil in 185" It started as a salon dance of the aristocratic balls,

became popular in several regions of Brazil, and influenced several other dancegil ib Bra

% The imperfect authentic cadence is a V-l cadenaghich the soprano line does not end on thedirate
degree, but ends on the third or fifth scale degrésdward Aldwell and Carl Schachtelarmony and Voice
Leading 2" Ed.(New York: Harcourt Brace Jovanovich College Puisis, 1989), 83.

2" Souza, 4.

28 Michael Tilmouth/Andrew Lamb: “Schottische@rove Music OnlinéAccessed 16 May 2006),
<http://www.grovemusic.com.libezp.lib.Isu.edu/sttivews/article.html?section=music.25066>. Als@anbe
History Archives: “Schottische,” (Accessed 16 M#®0B) <http://www.streetswing.com/histmain/z3schiobi.

2 Marcondes, 837.
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acquired different spellingschotis, xoétis, xoteandchote Figure 3.15 shows a Brazilian folk
chote® In the popular and folk music of northeastern Brazil, one fihdseswhose rhythmic

patterns are shown in Figure 3.16.
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(@) cho6 - tis, cho-tis, cho-tis Es-te chd -tis ndo é meu, Es-te
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chd - tis¢ da Ma - rn - a fi-lha do  com9pa - dre meu.

Figure 3.15. Brazilian folk chote

Hererl = iy
(2)

(b)

Figure 3.16. Rhythmic patterns in northeastern Brazilianchote

Lacerda’s “Chote” is in ABAform. Ais in E major and B in C minor. Because the
piece is in 2/2, the rhythmic figurations shown in Figure 3.16 appear, with some variation, in
augmented form. Figure 3.17 shows the opening of Lacerda’s “Chetg€e the similarity
between the rhythm of the second and fifth measures (right hand) and that shown in augmented
form in Figure 3.16b. Similarly, the rhythm of measure eight (left hand) is an augioreofa

Figure 3.16a.

30 Maria Amélia Corréa GiffoniDancas Folcléricas Brasileiras e Suas Aplicacdesigdivas(Sédo Paulo:
Edi¢cdes Melhoramentos, 1964), 266.
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Figure 3.17. Opening of Lacerda’s “Chote”

The third movement of LacerdaBsasiliana No. s entitled “Moda.” Thenoda,also
known asmoda caipiramoda paulistaor moda-de-violais a type of song sung in thirds by two
cantadoreslaying theviola.®! It is found in the rural areas of S&o Paulo, Minas Gerais, Mato
Grosso, Goias, and Rio de Janeiro, and differs from the Portugnoelsewhich is a generic
term for song or melody. Its simple melody and its narrative text suggest trenadlof the
romance® The melodic material is predominantly in the lonian mode, and it lacks the melodic
progression from the leading tone to the tdfién themodasijt is common to have an
introduction and a conclusion. The introduction, caiie@nte,includes text and is usually
based on the same (or slightly different) melody as the core ofddaitself. The conclusion,

calledalto or baix&q also includes text and is sung in falsetto. There is also an instrumental

31 Cantadoris a type of troubadour. wola is an instrument with five or six double metalrsis tuned
similarly to the guitar. Cascudbjcionario do Folclore Brasileirp236 and 909.

%2 D' Assumpgao, 159.

¥ In the examples ahodasl perused, the majority of the melodic lines alwapsl in a descending motion
with the last upper note on the third scale degree.
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intermezzo between the strophes. Figure 3.18 shows mtalktranscribed by Clorinda

Rosato® Note the use of quintuplets to accommodate the prosody.

A - deus, cam-pi-na da  ser-ra, Lu - gar quieu fui mo -ra - d6, U meule-ar co-ra-

¢io Mui - ta de-li-cia go - z0. Nu pra-zu di pé-cu tem-pu Us meus gds-tu sia-ca-

Figure 3.18.Adeus, Campina da Serra

Lacerda’s “Moda’is in ABA' form. One can trace a parallel between the riudklaand
Lacerda’s “Moda’considering the A section as the introduction, the B section asdtaitself,
and the Asection the conclusion, which is in a higher register probably in imitation of the
falsetto. The pitch content of the melodic line of the A section, shown in Figure 3.19, reveals

Lacerda’s compositional craftsmansfip.
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Figure 3.19.Symmetrical relationships in the melody of the A section
of Lacerdas’s “Moda”

3 Thismodais recorded in the LP Victor do Brasil No. 34232neyda Alvarengayltsica Popular

Brasileira (Rio de Janeiro: Editéra Globo, 1950), 272-4.
% The graph shown in Figure 3.19 is not a Schenkegduction but has the only purpose of showing

symmetrical relationships within the pitch contefthe melodic line.

26



This melodic line contains an ABAtructure generated by minor thirds. These thirds are
expanded and prolonged through the use of palindromes and repetitions. This section also
contains fragments (labeled 1, 2, 3 and 4 in Figure 3.19) that will be used throughout the piece,
after being transformed by transposition and/or chromatic alterations. The khii@hship can
also be found in the large-scale modal areas of the piece shown in Figure 3.20. SectioRA is i
lonian; section B, with the fastest rate of change in the piece, moves from A,a0dE

lonian, which is also the mode of the last sectiof). (A

1 14 18 26 36 39

Z O
u.o O
HI

A B A'

Figure 3.20.Large-scale modal areas of Lacerdas’s “Moda”
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Figure 3.21.0pening of the A section of Lacerdas’s “Moda”
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The use of quintuplets, sometimes found in the fodkla(see Figure 3.18)s also
represented by Lacerda through the use of 5/8 meters sometimes followed by a 2/4 &r 4/4 wit
ritenuto, which reinforces the psychological impression of faster notes in quintuplet. Figures
3.21, 3.22, and 3.23 show the opening of section A, the opening of section B, and the opening of
section A of Lacerda’s “Moda,tespectively’® Note the intermittent chords that appear in the
piece, as a kind okcitativoaccompaniment. These chords probably represegatitadores

playing theviola when performing anoda
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Figure 3.22.Ending of the A section and Opening of the B section of Lacerdas’s “Moda”
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Figure 3.23.0pening of the A section of Lacerdas’s “Moda”

% In these figures, (1 + m3) means the first fragniemsposed up a minor third, (3 + mB)eans the third
fragment transposed up a minor third but with legdjustments in the pitch content to accommodaéte tive key
area (the same procedure is used in the tonal amdwaefugue, for example).
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The last movement of Lacerdd@sasiliana No. 2s entitled “Céco.” Theoco(literally
coconut)is a folk dance, in 2/4 or 4/4, of African origin, found in northeastern Bfadihe
cocohas a happy character with vivid rhythm. Cascudo feels that the choreography in this dance
was influenced by Amerindian cultut.The dance is characterized by hand clapping (or by a
drum and a rattle) and by responsorial singing, in which the soloist is kndwadas de
coca*®® The form is strophic verse-refrain with variable length, and the repeated reigi
shorter text than the strophes. The melody makes extensive use of repeated nateso The
originated in the state of Alagoas, probably during tH%c?E(htury, as a work song of the black

rebel slaves in thquilombos® Figure 3.24 shows the foloco Capim da Lagoa

f) 4
o o
(n—7 o —*® —
AN G S S S S N A N N—

e
I

Me-ni  na, si que-res va-mos, Nio te po-nha'a ma-gi - nd, Quem ma-gi-na cri-a me-do, Quem tem me-do ndo vai la! O ca-pim da la-

Figure 3.24.Capim da Lagoa

37 Abelardo DuarteFolclore Negro das Alagoa®lacei6: Departamento de Assuntos Culturais, 19384),

38 CascudoDicionario do Folclore Brasileirg292.

39 Gerard Béhague: “Coco@rove Music OnlinéAccessed 19 May 2006),
<http://www.grovemusic.com.libezp.lib.Isu.edu/sttlvews/article.html?section=music.06029>.

“9In the African language Yorubguilombomeans housing. The Braziligmilomboswere communities
that were constituted out of the struggle of redt@ves during the centuries of slavery, as teresoof housing,
resistance and social organization. “Quilombosdéfatanding Its Meaning” (Accessed 19 May 2006)
<http://www.cohre.org/quilombos/eng/eng-02.htm>.
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As a dance, it originated in tleegenho$? gradually moving into aristocratic circles and
later reverting back to folk manifestatiotfsThecocois found in two main geographically
oriented formscoco-do-sertd@ndcoco-de-praid™ While the former changed little from its
original model, the latter received more influences and evolved more noti¢eatipse
influences included methods of dancing, singing, or use of text. Traditionalbgd¢bevas
accompanied by percussion only. Additional instruments suciolassanfona andpife (as an
instrument of théanda cabaca) appeared throughout its evolutibh.

Lacerda’s “Coco” has the form ABR', in which the composer labels A as the strophic
verse and B as the refrain. The A section is in A major and the B section in A minor. In
comparing Lacerda’s “Coco” with the folocq one notes that the section corresponding to the
strophic verse (A) is melodically more developed and extended in Lacerda’s versierthehi
section corresponding to the refrain (B) is simpler and shorter. The staccatorsatetson B
help to create themarcatoand light character of trmca Also, in the A section, Lacerda seems
to represent a soloigirador de cocd with a richer instrumental accompaniment, even using
contrapuntal writing, similar to what happens in the fako-do-sertapwhile in the B section,
the textural reduction makes the unison “choir” of the refrain more prominent than the
instrumental accompaniment. The return to A, one octave higher, resembles the use of high
pitch instruments, such as th#e. The condensed form of theé And B sections shows

Lacerda’s artistic use of melodic fragments. Figures 3.25 and 3.26 show the openingrd sect

*1 Engenhosre sugar cane processing farms. Sugar cane békarbasis of Brazilian economy in the"7
century.

*2 Giffoni, 141.

“3 Duarte, 33Praia means beach and a translationdertdocould be backwoods.

* Giffoni, 144.

> Sanfonameans accordion. pife is a rudimentary bamboo flute. Thanda cabacais an instrumental
ensemble comprisingZabumbd&a kind of bass drum), daixa(a kind of snare drumgand 2pifes.Duarte, 117-21.
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A and B, respectively. The first and third measures of the left hand in Figure 3.25 show

rhythmic patterns used in the percussion instrumerdsad.
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Figure 3.26.Ending of Section A and Opening of Section B of Lacerda’sC6co”

3.4Brasiliana No. 3

Brasiliana No. 3wvas composed in 1967 and employs the following gervesird,
rancheira, acalant@ndquadrilha. Thecururuis a round dance of Amerindian origin
accompanied by songs in the major mode, in 2/4 meter, and indesi@&o*® The word
cururuin the Tupi-Guarani language means toad. The first ethnomusicological referdmse t
dance was probably made by Karl von den Steinen, in Cuiaba (capital of Mato Grosso), in
1887%" Thecururuis performed exclusively by men, and is connected to the popular religious

festivities of Sdo Paulo, Mato Grosso, and Goias. The Jesuits were probably resfamisible

6 Marcondes, 226-7 and Rossini Tavares de Lioéglore de Sédo Paulo: Melodia e Ritn®%. Ed. (S&o
Paulo: Ricordi, 1961), 9 and 22. The wdkafiomeans literally challenge. Tliesafioinvolves the alternating

singing of twocantadores Some of the songs used in theuru are calledoadas. Thetoadawill be discussed in
theBrasiliana No. 6.

4" Marcondes, 226-7.
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introduction into these religious festiviti&s. The text can be sacred (calfedicdd or profane.

Its original structure consists of (lpuvacdo- a kind of introduction (also used to close the
dance) sung in parallel thirds, sometimes in falsetto, in whicbaht&adorhails the Saints and
the host; (2Batecao- a kind of teasing and mocking of one of the participants of the circle,
usually througtdesafig and (3)Perguntacdo thedesafioof two cantadores® The most
commonly-used instruments are thela de cochand theadufe®® Figure 3.27 shows an
example of aururu collected by Rossini Tavares de Litfaln the examples afururuthat |
examined, there are similarities with tin@dawith respect to the parallel thirds and the use of
the seventh scale degree: whereas imtbdathere is no movement from the leading tone to the
tonic, in thecururu, this movement, when it occurs, exists only in the final cadence and in the
lower note of the parallel thirdd.ima also collected several rhythmic patterns played by the

viola.>? These are shown in Figure 3.28.

J =112
f¢ | T T T I |
-7 FB 8 s b5 8888 , BF5 o FF s888 55 FB 5 5
W4 > 3 71 1 I | T 1 I 71 I | 1 | I |- | 1 | |
oJ | [ I [ H I | - -  —
Ai, ai meu Deus, Bo-a noi-te co-mo véo, Ai, ai meu Deus Bo-a noite como véo, Ja faz tem-po qu'eu ndo

can - to de can - tar eu lar-guei mo, To-do tem -po qu'eu ndo  can - to Ndo per - di m'in-cri-na - ¢do.

Figure 3.27.Cururu

“® |bid.

** |bid.

% A viola de cochds a type of guitar that is sculpted entirely inlack of wood. Aradufeis a type of
tambourine. “Dangas e Musica Regionais,”
(Accessed 20 May 2006) < http://www.brasilnoar.doM T/mt_dancas.asp>.

! Lima, 31.

%2 bid., 33.
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Figure 3.28.Rhythmic patterns of the cururu played by theviola

Lacerda’s “Cururt’is a Theme and Variations for the left hand (the right hand appears
only in the last variation knocking on the piano wood), in which folk characteristics of the
cururu appear in the theme and in the fourth variation. These characteristics include duple
meter, the use of parallel thirds at the beginning and at the end resemblowy#g&io(which
in the folkcururualso happens at the beginning and at the end), the major mode, the rhythmic
patterns shown in Figure 3.28, and a simple harmonic structure. The exclusive use of the left
hand can be in itself the depiction of a folk characteristic becausertme is performed only

by men. Figure 3.29 shows the theme and part of Variation | of Lacerda’s “Cururu.”

Moderado (4:100)
com simplicidade
.

S6 mao
esquerda

ppoco precip.
— 1

Figure 3.29.The theme and part of the Variation | of Lacerda’s “Cururd”
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In Variations |, I, and Ill, even though Lacerda uses fragments of the theme, there is
freedom in the melodic and harmonic treatment. The parallel thirds are rackin tisese
variations but reappear in the fourth. Variation | retains the tempo and meter of teelhém
extends the melody with the use of chromatic notes and additional harmonic passages.
Variations Il and Ill go even further, using a different tempo, varied rhythmic §garel more
complex harmony; thereby blurring the thematic connections. The last variatiors retaiuple
meter and moderato tempo, regainingdtruru’'s character while stressing its rhythm, and
depicting the folk percussion instruments by the use of knocking on the wood of the piano. Itis
written in the treble clef, perhaps to depict the falsetto used Indkacao. Figure 3.30 shows

the opening of the fourth variation.

Moderado (¢ :100)

Mao o T 3D 4 F T Ny = M
direita bem ritmado
) m
Mo § ) com simplicidade ~‘< f— [— |
esquerda (% " ;‘1 = ;’ g? 37— 7 — ‘
nf \;_H/s. | ] - .

Figure 3.30.0pening of Variation IV of Lacerda’s “Cururd”

The second movement of LacerdBimsiliana No. 3s entitled “Rancheira.” The
rancheirais a dance in triple meter derived from thazurka. The dance comes from the Rio
Grande do Sul, and can also be found in Argentina and UrdguBgspite its connections with
themazurkatherancheirasounds like a fast and lively rustic waltz. It is associated with the

fandango’* along with other dances such as &nel, balaio, chimarrita, chula, pericom, tatu,

*3 paix&do Cortes and Barbosa Leddanual de Dancas Gaticha®a. Ed(S&o Paulo: Irmaos Vitale, 1968)
95.

** Marcondes, 276 and 663. In Spain, fdmdangas a dance that alternates singing and dancingieae
in Brazil, fandangas a festivity that includes several dances (inSbeth) or a dramatic dance (in the Northeast).
Almeida, 173-4.
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andtirana. These are all round dances with hand-clapping, shoe-tapping and finger-sriapping.
The instruments used in the dances offedangoare:viola, adufe pandeirqg andaccordion
(calledgaitain Rio Grande do Sul, treccordionis the main melodic instrument for the
rancheirg.>®

Lacerda’s “Rancheira” is in ABAform; it uses chromaticism and some degree of
polytonality. Figure 3.31 shows the opening of Lacerda’s “Rancheith”indications of
implied harmony, foreign chords, and chromatic gestures, which are beamed with dagted line
Lacerda’s “Rancheira” emphasizes the downbeat by the use of pedal and slur. The lively
character of the piece is accomplished by the use of staccato and fast temploewhséid
quality is realized by the use of dissonant harmonies. Lacerda also uses hemeatetther
feeling of duple meter or 3/2. This rhythmic ambiguity is also found in the Viennezesyalt
and in the music of Brahms and Schumahirigure 3.32 shows two excerpts of Lacerda’s

“Rancheira” in which hemiolas are employed (the hemiolas are indicated wiketsjac
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Figure 3.31.0pening of Lacerda’s “Rancheira”

% Gerard Béhague: “Brazil, §ll, 3(ii): Luso-Brazitidolk music traditions: Dance§tove Music Online
(Accessed 22 May 2006),
<http://www.grovemusic.com.libezp.lib.Isu.edu/stdiveews/article.html?section=music.03894.2.3.2>.

56 i

Ibid.

7 Julian Rushton: “Hemiola,Grove Music OnlindAccessed 23 May 2006),

<http://www.grovemusic.com.libezp.lib.Isu.edu/shtviews/article.html?section=music.12768>.
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Figure 3.32.Lacerda’s use of hemiola in his “Rancheira”

The third movement of LacerdeBsasiliana No. 3s entitled “Acalanto.” Theacalanto
is a lullaby The wordacalantowas used for the first time by Brazilian composer Luciano Gallet
(1893-1931%2 In Brazil, the majority of thacalantosare of Portuguese origin, and many were
transmitted through oral tradition. However, one can &icalantosn which African words are
mixed with Portuguese. Tlaealantosof Amerindian origin are sweet and involve mystical
elements in the texf. One commonly finds melismatic passages in which the text consists of
vowels at the end of thacalantoto create monotony, which makes the child sleep e¥sily.
Other characteristics of tlaealantoare simple melody, small range, use of onomatopoeia,
monotony, and often the use of texts that incorporate fear. Figure 3.33 shows an example of a

traditionalacalantoentitledBoi da Cara Pretawhich means black face 8%

o]

oJ 4 &4 < 'd";[;[-.ld"' Vs 4

Boi boi  boi boi da ca-ra pre-ta  Pe-gue'es te-me - ni-no-que tem me-do de ca - re - ta.

Figure 3.33.Boi da Cara Preta

*8 CascudoDicionario do Folclore Brasileirg27.

*%bid., 28.

% |bid. Cascudo believes that this mellismatic feateveals some Middle-eastern influence brougttieo
Iberian Peninsula during the Muslim occupation{68-1236).

®1 D'Assumpcao, 133.
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Lacerda’s “Acalanto” is in ABA It is in duple meter in the A Aeolian mode. The
characteristic monotony of tleealantois created by the use of an ostinato figure, played by the
left hand probably to suggest the movement of a rocking chair. This ostinato consists &f i and i
in A Aeolian and creates a state of flux that seems never to resolve. In the rightdwamdal
uses a synthetic symmetrical scale for the A ahsletions and chromaticism for the B section.

Figure 3.34a shows this scale and Figure 3.34b shows its symmetry around the tritone D-G

Figure 3.35 shows the opening of Lacerda’s “Acalanto.”
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Figure 3.34.Synthetic symmetrical scale used in Lacerda’s “Acalanto”
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Figure 3.35.0pening of Lacerda’s “Acalanto”
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Figure 3.36.Excerpt of the B section of Lacerda’s “Acalanto”

Figure 3.36 shows an excerpt of the B section, in which one follows the descending
chromatic motion from €(m. 29) to D (m. 32). The chromaticism used in this section creates
tension and anxiety that might perhaps be associated witttéf@ntosthat incorporate fedf
The piece ends with an expansion of tA¢hifough the use of piled fourths framed by the tritone
F-B creating an unresolved and unfinished felling.

The last movement of Lacerdd@sasiliana No. 3s entitled “Quadrilha.” Thguadrilha
is a ballroom dance of French origou@drille) brought to Brazil by conductors of French
orchestras in the first half of the nineteenth centtirfhe Frenclyuadrille inspired thecielito
and thepericonin Latin America, and the square dances in the United SfafBisequadrille
consisted of five parts: (Le pantalon(2) L'été (3) La poule (4) La pastourelleand (5)

Galop. The music was mostly in 2/4, except for the third dalecpqule and sometimes the

62 Chromaticism is used in Expressionism to achiteeportrayal of fear and other inner emotions. @dn
Grout and Claude PaliscA,History of Western Musi®New York: W.W. Norton & Company, 1996), 733-5.

% The wordquadrille, which comes from the Italissguadriglia(small company of cavalry and later group
of dancers)is a short foquadrille de contredansédset of contradances). Andrew Lamb: “Quadrilléfove Music
Online (Accessed 25 May 2006),
<http://www.grovemusic.com.libezp.lib.Isu.edu/sttviews/article.html?section=music.22622>.

8 Giffoni, 214-5.
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first (le pantalor) and the last ongyélop), which could be in 6/8. The themes were rhythmic
and animated, and the phrases were eight or sixteen bars long. The sections wecktcepea
large extent®

In Brazil, many of the original rhythmic and formal characteristics weisepred, but
several variants appeared, such agjtiadrilha caipira(Sao Paulo)baile sifilitico (Bahia and
Goias),sarué(Central region), anthana-chica(Rio de Janeiro}® Thequadrilhasgradually
moved away from the aristocratic urban circles to become one of the trademarkgapfulze
June Festivals both in the urban and rural ateahequadrilhais a vis-a-vis dance, and a
caller, known asnarcador conducts the change from one figure to anotfigure 3.37 shows a

folk quadrilhafrom Para (North of Brazil) collected by Andraife.

Figure 3.37.Quadrilha

Lacerda’s “Quadrilha” is in rondo in five parts (A, B, A, Ay) with introduction and
coda. The phrases are mostly four bars long, as in thgdalitrilhashown in Figure 3.37. The
rondo form portrays the cyclic characteristic of the fipliadrilha It is in D major, in duple
meter and in fast tempo indicated by the composalegse (allegro); the constant motion

emphasizes the animated character of the movement. Figure 3.38 shows the opening of

8 Lamb, “Quadrille.”

% Marcondes, 649.

" The June Festival§ésta Juninhare annual Brazilian celebrations which take plackine. They
celebrate the Catholic feast days of Saint Anthdoyn the Apostle and Saint Peter.

% Mério de AndradeEnsaio Sobre Musica Brasilei(®&o Paulo: I. Chiarato & Cia, 1928), 44.
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Lacerda’s “Quadrilha.” Table 3.5 shows the key areas and the phrase lengths foceacloke

the piece.

Table 3.5. Key areas and phrase length for the sections of Lacerda’s “Quadrilha”

Section Key Length of the phrases
Intro D major 4
A D major 4+4
B G major 4+4+4+4+1
A D major 4+4
C B, major A4+4+4+5+2
A, D major 4+4
Coda D major 4+5+1
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Figure 3.38.0pening of Lacerda’s “Quadrilha”

3.5Brasiliana No. 4

Brasiliana No. 4is the first piece of the cycle for piano four hands. It was composed in
1968 and employs the following genratobrado, embolada, serestmdcandomblé.The
dobradoas a genre was already discussed irBtiasiliana No. 1 The “Dobrado” of the
Brasiliana No. 4 like Brasiliana No. 1 does not have an introduction and a trio. Itis also in 4/4

and ABA form. The key for the A section is, Brajor and the key for the B section is E minor.
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Table 3.6 shows the formal plan and the functional structure associated with the rigiit and |

hands of both piano parts.

Table 3.6. Form of Lacerda’s “Dobrado”

A (first part) B (forte) A’ (restatement first part)

B, major E minor B}, major
Piano | - RH Canto Centro/ Centro/ Canto
Piano | - LH Contracanto  Contracanto Contracanto Centro/ Contracanto
Piano Il - RH Centro Canto Canto Centro/ Contrazant
Piano Il — LH Marcagéao Canto Marcacéo Marcagao

Other characteristics of tlibradosuch as the use of regular phrase, the characteristic
rhythmic cells (upbeat figures, triplets, dotted eighth note plus a sixteenth moté&yadking”
bass are found in this movement. Figure 3.39 show the opening of Lacerda’s “DolNat®.”
that thedobradosof bothBrasilianas(No. 1 and No. 4) start with the same melodic gesture (an

ascending anacrusis in eighth notes spanning a perfect fourth).

Tempo de marcha (J =126)
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Figure 3.39.0pening of Lacerda’s “Dobrado”
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The second movement of LacerdBimsiliana No. 4is entitled “Embolada.” The
emboladaefers to a poetic-musical conception, in which the melody uses short intervals,
repeated notes, small rhythmic values, and sounds like a poem declamation. Tembaletla
comes from the verbmbolar,which means “to roll like a ball.” This probably has connections
with the fast use of rhymes. The form is fixed refrain alternating with st&hzehe text of the
stanzas may or may not be improvised, and the fixed refrain may be original or taken from
traditionalcocos’® The subject of the text is usually comical and descriptiieis from
northeastern Brazil, and there are historical references to it as etméylaegginning of the 20
century’> Theemboladacan be performed as an independent genre or as the accompaniment to
a northeastern dance calleato-de-emboladd Many popular artists in the urban centers
throughout Brazil incorporated tleenboladan their songs? The main instrument used in the
original emboladas thepandeiro’> Theemboladas in duple meter. Figure 3.40 showso&o

that is also used as a refrain foreambolada’®

Ten-go, ten - g'fer-rei-ro ba-tc'o ma - lho,— Ten-go ten - g'fer-rei-roa-mo-la - dé

Ten-go,

ten - g'fer-rei-ro ba-te'o ma - lho,_ Ten - go, ten - g'ferrei-ro ja ma - 1ho.

Figure 3.40.A refrain of cocoused asembolada

% Gerard Béhague: “Brazil, §lI, 3(iv): Luso-Brazilidolk music traditions: Song genre§tove Music
Online (Accessed 29 May 2006),
<http://lwww.grovemusic.com.libezp.lib.Isu.edu/stdvews/article.html?section=music.03894.2.3.4>.

° Aimeida, 166-7.

" Marcondes, 262.

20n January 1900 was founded an association c@beddores Federaio dance theocoand to sing
emboladasAbelardo Duarte, 65.

3 Marcondes, 262 and Cascudcionario do Folclore Brasileirp367.

" D'Assumpgao, 156.

> A Pandeirois a Brazilian tambourine.

® Almeida, 167-8.
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Lacerda’s “Emboladais built on two main thematic ideas, each one in a different key:
idea x is in G (major, Mixolydian, and northeastern modad idea y is P(Mixolydian). The
alternation of two thematic ideas can be a representation of the musical dialbgae of
cantadoregerforming theembolada These two ideas are transformed by expansion,
contraction, and development. The formal plan is a loose' ABAvhich the A and Asections
consist of dialogues between ideas x and y and the B section consists of the idea xraedompa
by rhythmic chords in the key of y. Figure 3.41 shows the opening of Lacerda’s “Embolada”
and Figure 3.42 shows its formal plan. For the first part, Lacerda uses mixed mietergmw
the other parts he uses duple mefne folkemboladas particularly portrayed in the B section:
the sung melody is depicted by ghemeiro (first pianist) and the percussion-like rhythm is
depicted by theegunddsecond pianist). The use of duple meter, as well as certain rhythmic
values (dotted-eighth-plus-sixteenth) are also found in Lacerda’s “Céco,” thus showing

connectiondetween these two genres.
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Figure 3.41.0pening of Lacerda’s “Embolada”

" The northeastern mode consists of the Mixolydiadenwith raised fourth scale degree. Example: C-D-
E-R-G-A-B). Dale Olsen and Daniel Sheefifie Garland Encyclopedia of World Music, Vo{N&ew York:
Garland Publishing, Inc., 1998), 325.
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m. 1 4 8 12 18 22 26 33 37 39 40 44 48 51

Piano I X4 X5 X3 X4 X5 X3 X4 X4 Ys
Piano II YI Y2 rhythmic accompaniment Y3 y4 X3
A B A’

Figure 3.42.Formal plan of Lacerda’s “Embolada”

The third movement of LacerdaBsasiliana No. 4s entitled “Seresta.” Theerestas a
Brazilian serenade. The name appeared in the beginning of“ihxemDer in Rio de Janeiro,
and is connected with the bohemian musicians and singers who used to perform nostalgic love
songs Modinha} at night in the streets or under the windows of their women. This tradition
comes from Portugal where one finds references to it as early a8®1586serestacan be seen
as an evolution of thenodinhathrough a more intense absorption of the national traditions
influenced by Brazilian literary Romanticiéhin the 1830s, and by thuoro®° at the end of
19" century. Theserestadoes not have a defined style or form but it is usually a piece of slow
or moderate tempo, sung as a lament.

Lacerda’s “Serestas monothematic, in E minor, in moderate tempo, and in ternary form
(AA1A). The theme is transformed throughout the piece by the addition or subtraction of notes
over a very similar harmonic background. In the first section, the theme is preserttediblytt
hand of the second pianist alone, while the left hand plays the accompaniment. In the second
section, the first pianist plays the theme and the second pianist plays the accanpakmrthe
third section, the right hand of the second pianist plays the theme, accompanied by sgarse bloc

chords played simultaneously by the left hand of the second pianist as well as both hands of the

8 Marcondes, 724.

9 One important characteristic of the RomanticisrBiiazil was Nationalism. Tinhoraslistéria Social da
Musica Popular Brasileiral29.

8 SeeBrasiliana No. 11for a definition ofchoro.
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first pianist. The different presentations of the theme in each section ackiuaegture. This
textural variety can be metaphorically associated with an individual (repeeday the theme)
passing through different emotional states. In this metaphor, the more dense tkettextur

more intense the emotional state. The texture is denser in the middle section amdthimene

last section, which resembles a solitary voice accompanied by recit&éwguitar chords in a
seresta The meter also seems to support the metaphor, since it is unstable in the midaie secti
and stable, in triple meter, in the last section. Figure 3.43 shows the last sectioardalsa

“Seresta.”
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Figure 3.43.The last section of Lacerda’s “Seresta”

The last movement of Lacerd@sasiliana No. 4is entitled “Candomblé.” The
candomblés a fetishist cult of African origin, found in the state of Bahia, in which synaresis
less evident compared with other Afro-Brazilian religions, suataadomblé de caboclo,
macumba, and umbanda Therefore, original African traditions, for example language and use

of percussion, are more presentandomblé.Music and dance play important roles in the

8 Olsen and Sheehy, 341.
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rituals of this culf? The music is monophonic and includes responsorial singing, pentatonic and
hexatonic scales, with percussion accompanifitefihe strong ostinato patterns played by the
percussion instruments combined with the continuous and repetitive singing produce a trance
behavior® These rhythmic patterns are associated with specific deities ositéd For

example, the rhythmic pattern shown in Figure 3.44, transcribed by Gerard Béhague, is

associated witl©gum orixa of war®® Tuplets and syncopations appear constantly in this music.

(=Y ] T ]

Agogb /

RumpiandLé H{Zym» oo o oo oo oo 9o 9o io oo 9o o999 es s

D R o S - < - S Y S - SS— S— S—
|4

Figure 3.44.Rhythmic pattern of Ogum®®

The lyrics are mostly in the Yoruba and Fon languages. Even though the exact
translation of these words into Portuguese is a very difficult task, participantsheio\general

significance®” Figure 3.45 shows an excerpt from the cha@xal4, orixa that symbolizes the

8 Marcondes, 145.

8 Qlsen and Sheehy, 342.

8 Alvarenga, 214.

8 Olsen and Sheehy, 343.

8 An Agogois a type of cowbellL, rumpi, andrum areatabaque®f different sizes from the smallest to
the biggest. Aritabaqueis a conical single-headed drum, similar to theoAZubancongadrum. Gerard Béhague:
“Brazil, 8ll, 1(iv): Traditional music: OrganolodyGrove Music OnlingAccessed 02 June 2006),
<http://www.grovemusic.com.libezp.lib.Isu.edu/sttivews/article.html?section=music.03894.2.1.4>.

87 Olsen and Sheehy, 342. A good article that diesithe translation of some ritualssahdomblénto
Portuguese is William W. Megenney, “Influénciasigéénas na Lingua Brasileira dos Terreirdsispania,Vol. 74,
No. 3, Special Issue Devoted to Luso-Brazilian Lueage, Literature, and Culture (September, 1991):32
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positive energy of nature. This chant, enti@fdl( Loréré E was collected by Guarni€fi.

Note that the chant is predominantly pentatonicEc-Gs-B).
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Figure 3.45.0fult Loréré E

Lacerda’s “Candomblé,” in 6/8 meter and ABfArm, is built upon two main sonorities:
(1) pentatonic, which is in keeping with the folk sonorities ofcdwedombléand (2) trichord
[016] and its superset [0167], which shows the influence of avant-garde$hiese
sonorities are juxtaposed in sections A andafpentatonic theme is accompanied by an ostinato
of broken trichords [016] (See Figure 3.46). The collection [0167] appears often in the B
section, in which there is no pentatonic sonority. Besides the pentatonic sonority in the A
section, the use of tuplets and syncopation also shows a connection between Lacerdas’s
“Candomblé”and the folkcandomblé Lacerda’s use of repeated patterns (ostinatos are

indicated with bracket in Figure 3.46) in the A andsActions, and the use of strong rhythmic

8 Alvarenga, 217. Lacerda wrote a piece for chaimgithis folk melody in 1958.

891016] is Allen Forte’s classification for a trictibthat is formed by the juxtaposition of a minecend
and a tritone, for example: E-AsD Forte’s classification does not account for s&gi, so octave displacements do
not change set-class. All four possible subsetkret notes of the tetrachord [0167] are in thenff¥16].
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chords in the B section, represent the hypnotic and trance-like sonorities used inltbé ritua

candomblé Table 3.7 shows the form of Lacerda’s “Candomblé.”

Movido (J. = 126 ) J—
. . A e o
Primeiro ey g = i = e —— |
o |4 2 2
[016] mf -
Segundo f0167] urltpaco meno
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—_— o
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Z t\d .‘I h#l I I':f ri ri ..‘I he ‘.Ir-\‘ b .‘I h?l I :"f ri ri I
Figure 3.46.The opening of Lacerda’sCandomblé
Table 3.7. Form of Lacerda’s “Candomblé”
A B A
Piano | Pentatonic theme [0167] [016] ostinato
Piano I [016] ostinato [0167] Pentatonic theme

3.6Brasiliana No. 5

Brasiliana No. 5was composed in 1969 and employs the following gerdesafio,
valsa, lunduandcana-verde.Thedesafio(challenge) is a poetic duel in which two singers
confront each other to exhibit their ability in text improvisafi®rPresent in the folklore of

several cultures, this genre was brought to Brazil by the Portuguese, and it hascemied by

% Gerard Béhague: “Brazil, §ll, 3(iv): Luso-Brazilidolk music traditions: Song genre§tove Music

Online (Accessed 02 June 2006),
<http://www.grovemusic.com.libezp.lib.Isu.edu/sttvews/article.html?section=music.03894.2.3.4>.
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the Amerindian and Afro-Brazilian populatiotsIn Brazil, it occurs in several regions, but it is
particularly important in the northeast. In the other regions, it can be part of daritas suc
cururuandcana-verde? The role of music in theéesafiois secondary compared with that of
the poetry. While in the northeast, instrumental music appears mostly as an intefaster
tempo (calledojao or bai&o) or as single chords played by thela at the end of the verse, in
the other regions of Brazil, tltkesafiois accompanied entirely by tkanfonalaccordion) or the
viola.®® Figure 3.47 showsdesafiocollected by Cascudl. The melody is in the Mixolydian

mode, and the rhythm is an almost constant stream of equal note values.

G == wﬁcﬁwﬁﬁg
T e e S T e ===t

13 J =144 Rojio ou baido de viola

Figure 3.47.Desafio

Lacerda’s “Desafiofs a two-voice fugue in which the subject is built on the trichord
[016]. Figure 3.48 shows a reduction of the subject, which can be described as an ascending
tritone followed by a chromatic descending motion that spans a perfect fourth. The
countersubject (see Figure 3.50) also highlights the [016] collection. Several chrgesaires

occur throughout the piece. The starting pitches of each subject entrance belong tojtite C ma

L Alvarenga, 256.

9 Almeida, 162.

% Marcondes, 240-1.
% Alvarenga, 260.
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scale, organized in alternating interval class 5 and 3, and ending with aHitBigeire 3.49
shows that this scheme also highlights the generative collection [016].

Because of its clear atonal language, the connection between Lacerdaf®*Dashthe
folk desafiois abstract. This connection has two aspects: (1) the use of two voices seems to
portray the twacantadores(2) the fugato technique seems to be a metaphor for the poetic duel
that occurs in the redesafiq in which acantadorproposes a set of obligatory rhymes and
metrics and the opponent must respond accordingly or is considered defeated. Lacesda depict
this situation by presenting the last entrance of the subject in augmentationglibeanther
voice does not answer using the same procedure, the “game”r@gdse 3.50 shows the

opening of Lacerda’s “Desafio.”
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Figure 3.48. Reduction of the subject of Fig. 3.49. Starting pitches of the subject of
Lacerda’s “Desafio” Lacerda’s “Desafio”
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Figure 3.50. Opening of Lacerda’s “Desafio”

% Interval class is the smallest distance in sereidretween two pitch classes (a group of pitchestive
same name, for example, the pitch class C includes;C,,C;,C,,Cs,...00). Interval class 5 refers to 5 semitones.
Joseph Strausntroduction to Post-Tonal Theo(Ypper Saddle River, New Jersey: Prentice Hall 0320D-9.
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The second movement of LacerdBissiliana No. Ss entitled “Valsa.” Thevalsa—the
Portuguese word for waltz—is a dance in triple meter danced by couples in closeeenilr@ac
genre probably originated in southern Germany, Bavaria, Austria, and Bofieifieber’s
Invitation to the DanceQp. 65(1819) was an important piece for the establishment of the waltz
in the concert repertoryf. Chopin’s concert waltz (Op. 18) was influenced by Weber's
Invitation. The form of Chopin’s waltz consists of introduction, several waltzes that are
complete in themselves, a recapitulation, and a coda. Chopin also composed many waltzes in
smaller forms?

Thevalsabecame popular in Brazil at the end of the First Empire (1822-88/Bn
though one finds earlier referencevédsascomposed by Emperor D. Pedro |, and arranged for
orchestra by Sigismund Neukomiffl. The popularity of thealsain Brazil is also observed in
the compilation of more the 1,70@lsascomposed in Rio de Janeiro between 1850 and 1950.
Thevalsainfluenced thenodinhawhich became triple meter at the end of thid déntury.

With the addition of text, thenodinhawas incorporated into theerestady the groups othoro,
and became one of the favorite genres oftresteiros.PopularvValsaswere recorded at the

beginning of the 2‘bcentury and broadcast on the radio in the 18%0s.

% Andrew Lamb: “Waltz, §1: Origins and early form&tove Music OnlinéAccessed 04 June 2006),

<http:/IV\gv7vw.grovemusic.com.Iibezp.lib.Isu.edu/smivdews/article.html?sectionzmusic.29881.1>.
Ibid.

% Konrad Wolff, Masters of the Keyboar@loomington: Indiana University Press, 1990), 218-

% CascudoDicionério do Folclore Brasileirp899.

190 The references are found in Neukomm's journalctvimentions the date of 16 November 1816. Jairo
Severiano, “Valsa,” (Accessed 4 June 2006)
<http://cliquemusic.uol.com.br/br/Generos/Genes?ilu_Materia=29>. Sigismund Neukomm (1778-18&8),
Austrian composer (and pupil of Haydn) who livedirazil between 1816 and 1821, taught music to Earpe
Pedro | and is the author of the first book on misiblished in BrazilHistorical Account of the Life and Works of
Joseph Haydnyhich was a translation of an address by Joachinndten at the Institute de France, in 1810. Luis
Heitor Correia de Azevedo, “Sigismund Neukomm, aisthian Composer in the New World;he Musical
Quarterly,Vol. 45, No. 4 (October, 1959), 480.

191 Tom Moore, “A Visit to Pianopolis: Brazilian Musfor Piano at the Biblioteca Alberto Nepomuceno,”
Notes Vol.57, No. 1 (September, 2000), 63.

192 Marcondes, 803.
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Important composers ehlsasfor the piano were Ernesto Nazareth, Camargo Guarnieri,
and Francisco Mignone. The latter wrote two seriesatsfascalledValsas de Esquinand
Valsas Chorpwhich incorporate the improvisation-like features of¢herosand the melodic
traces of the populanodinhas®® Mignone’sValsas de Esquinare in the minor mode and
mostly in ABA form. Lacerda’s “Valsais in ABA form, in D minor, with the B section in F
major. Figure 3.51 shows the opening of Lacerda’s “Valsa.” Noteworthy are the cleromati

elements, running notes, and an ornamented melodic line that resehdtes
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Figure 3.51. Opening of Lacerda’s “Valsa”

The third movement of LacerdaBsasiliana No. Ss entitled “Lundd.” Thdunduis an
African dance, originally from Angola and Congo, brought to Brazil by the sta¥éghe first
reference to this dance in Brazil was in 1780, in a document written by the Governor of
Pernambuco, in which he mentions African dances, includinigitiaie, that were accused of
being indecent by the Inquisitidf> After being stylized by the influence of Spanish dances, the
lundubecame the first Afro-Brazilian dance to be accepted in aristocratiodrabt’® In the
19" century, thdunduas a dance disappeared gradually and was almost completely replaced by

thelunduas a song. Domingos Caldas Barbosa (1738-1800) was an important figure in the

103 Gerard Béhague: “Mignone, FranciscGfove Music OnlinéAccessed 05 June 2006),
<http://www.grovemusic.com.libezp.lib.Isu.edu/sttlvews/article.html?section=music.18634>.

1% Marcondes, 459.

105 Alvarenga, 149.

196 p'Assumpgao, 50 and Almeida, 73.

52



establishment of theinduas a song (along with tmeodinhg, especially among the aristocracy
of Portugal®” Thelundubecame more languid and sad when it evolved from dance td%ong.
It also acquired malicious and sensual texts with a sense of Heinatthe end of the 19
century, thdundu merged with other dances in duple meter, such aatigg thehabaneraand
thepolca, giving birth to themaxixe the first genuine Brazilian dant®. Thelundualso

inspired therada ™! Figure 3.52 shows an excerpt from kinedu Ma Maliacollected by

Andrade in Sdo Paufd?

—H
=

Ma Ma-1i - a, mi-a mui-é, Ma-ma - li-a, mi-amui - é. Um fa - vd eu vai ti pi-dii Um fa-vd eu vai ti pi-

di: Qua-no rton-da vié mi bu-sun - cd, Qua-no ron-da vié mi bu-sun-cd, O-cé fa-la quieu num ta af O-cé

fa-la qui'eu num t4 ai Sa-la cu - sa-co, Ma Ma-li-a, mi'a mui - é Pe-lo si-na di San-ta Cruiz, li-va num Deu

Figure 3.52.Ma Malia

-

Lacerda’s “Lundu,” of which the opening is shown in Figure 3.53, begins with the same
gesture as the above examp&milar rhythmic patterns are found throughout both pieces (see
measures 1 and 5 of both pieces). Lacerda’s “Lurddiostly in 2/4, in ABAform, and in B
major (with the B section in Gnajor). Lacerda’s “Lundidand the foldkunduare similarin
terms of mode, rhythm, and meter, even though Lacerda uses triple meter sporadididey. U

the folklundu,Lacerda’s “Lundl’is polyphonic and employs modulation.

197 Alvarenga, 150.

198 ' Assumpcao, 50.

199 Tinhor&o,Pequena Histéria da Misica Popu)ds6.

10 Marcondes, 459. Theaxixewill be discussed in thBrasiliana No. 11.
11 Almeida, 78.

112 Andrade Ensaio Sobre MUsica Brasileir87-8.
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Figure 3.53. Opening of Lacerda’s “Lundd”

The fourth movement of LacerdaBsasiliana No. 5t entitled “Cana-Verde.” Theana-
verde(green sugar cane) is a round dance, of Portuguese origin, accompanied by a sarg in 2/4.
It may exist as an independent dance or appear as a part of other dances, such as the dances of
thefandango'** The nameana-verdds probably inspired by its choreography, which consists
of constant changes of direction that resemble sugar cane plants swaying in th& wind.

Although thecana-verdes found in the northeast, it is more common in central and southern
Brazil, and it has several regional variants in the manner of dancing and $ffigiriee texis
usually in strophic-refrain form. The first singer, t@ntador introduces the refrain or fixed
verses to which anotheantadoror any dancer may respond; the verses of the response may or
may not be improvised. All the dancers may participate in the next refrain. When sumg by t
cantadoresthe melody may be sung in thirdé. Thecantadoresnay performdesafioswith the

use of improvised texts® Theviola is the main instrument, although thendeirois sometimes
used, especially in Rio de Janeiro, to accompany the sifigirBased on the examples of the

folk cana-verdd examined, the melody is simple, in eight-bar phrases, using mostly constant

13 Marcondes, 144.
114 Giffoni, 89. Thefandangadis discussed in thBrasiliana No. 3.
115 i
Ibid., 91.
18 pid,
17 Alvarenga, 181-2.
18 Thedesafiowas already discussed in tBeasiliana No. 5.
119 Marcondes, 144.
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eighth note values, and accompanied by tonic and dominant chords. Figure 3.54 shows an

example otana-verde.

— cho-ra mo - re(na) Pri-mei - ro can-ta'o vio - l&(ro) De-pois que'o vio-1€é-r10 can(ta) can-ta'os 6 - tro com-pa - nhé (10)
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| I | T T | i | | | | Py |
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Figure 3.54.Cana-verde

Lacerda’s “Cana-Verde” is in duple meter and AB&m with the A section in F major
and the B section in F minor. Despite the tonal inflections of the melody, the V-I progress
found in the folkcana-verdgsee Figure 3.54)s replaced in sections A and By two [016]
trichords one half step apart. These trichords alternate—imitating V-I—to paogrthe
melodic line built in regular eight-bar phrases. In sections A anthé bass line contains a
similar march-type accompaniment as in the example octfiaverde, as well as the same
perfect fourth interval between the first and the third eighth notes in every melssre
interesting to note that in some rural areas, thedatiaverde is danced in march stép%.The
B section has a tonal accompaniment with sporadic use of the [016] trichord. The opening of

Lacerda’s “Cana-Verde’s shown in Figure 3.55.

120 Giffoni, 90.
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Figure 3.55. Opening of Lacerda’s “Cana-Verde”

3.7Brasiliana No. 6

Brasiliana No. 6ivas composed in 1971 and employs the following genaata, ponto,
toada,andbaido. Theroda (literally circle), also known asantigas de rodar roda infantil, is
a children’s game involving singing and circle dances. The majority of théaswere brought
to Brazil from Portugal, but the repertory also contains traces of Afro-Brazitrench and
Spanish folklord?* Therodawas a popular game played by youngsters at the end of'the 19
century in Brazilian cities. Many of the songs (text and music) used in these wyanee
influenced by Afro-Brazilian and Amerindian culturé$. The music usually comes from folk
and popular songs, and the text comes from fragments of tales and folk fAiymes.

Lacerda’s “Rodais a set of three variations @iranda, Cirandinhawhich is probably
the best-knowmantiga de rodan Brazil. The lyrics refer to th€iranda, a circle dance for
adults, originally from Portugal, but still danced in BraZfl.Figure 3.56 shows the melody and
first strophe ofCiranda, Cirandinha This theme was also used by Villa-Lobos in a piano piece

calledO Ciranda, O Cirandinhdor “Circle Dance” in the English edition).

121 cascudoDicionario do Folclore Brasileirp 785 and Alvarenga, 235-9.
122 y'Assumpcao, 109.

123 Marcondes, 685.

124 |pid., 202.
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Figure 3.56.Ciranda
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Figure 3.57. Opening of Lacerda’s “Roda”

The theme is presented in an unusual way: the folk melody is accompanied by
acciacaturas (a half step belo¥},as one can see in Figure 3.57, which shows the opening of
Lacerda’s “Roda.” In the variations, Lacerda does not focus on melodic embellishneents a
diminutions, but rather works out short fragments of the melody. All the variations aBAin A
form, in which the B section modulates to another key. Variation | uses fragmentsharttee t
in a faster tempo, and preserves the duple meter. Variation Il is slightly sitmeemrubato and
changes of meter, and mixes the minor mode with atonal sonorities. Variation i} fastein
6/8, and the fragmentation is taken to an extreme in which the theme is practically
unrecognizable. Figure 3.58 shows the end of Variation | and the opening of Variation Il, in

which trichords [012], [016] and [026] are indicated.

125 pcciacatura, which means “crushed note,” is a hammonic note played a tone or semitone below any
of the main notes in arpeggiated chords, and imatelgireleased. Robert E. Seletsky: “Acciaccatutapve
Music Online(Accessed 21 June 2006),
<http://lwww.grovemusic.com.libezp.lib.Isu.edu/sttviews/article.html?section=music.00101>.
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Figure 3.58. End of Variation | and opening of Variation Il of Lacerda’s “Roda”

The second movement of LacerdBissiliana No. Gs entitled “Ponto.” Thisis a ritual
chant, used in some Afro-Brazilian cutt§ to invoke theguias(guides)or spirits*?’ Figure 3.59
shows an example ofgontocollected and recorded by tlentro de Pesquisas Folcléricas
Mério de Andradé?® Even though the majority of tip®ntosl perused are in 2/4, | selected this
one in 6/8 because it has a meter similar to Lacerda’s “Pofitee’melodic line in Figure 3.59
falls mostly into the pentatonic scale EG:-B-Cz, but there is a clear tonal direction caused by

the leading tone (B). The traces of tonality in this genre are probably a consequence of the

cultural syncretism.

126 ima, 111-3. The Afro-Brazilian cults originatéttough a syncretism (fusion) of several cults and
religions (Gegé-Nag6é, Bantu, Mina, Catholicism, éism, Amerindian, etc) and receive different deimations
throughout Brazil: CandomblgBahia),Xangd(Pernambuco, Alagoas, and Pafi@mbor-de-MingMaranhao),
BabassugPard) Macumba(Rio de JaneiroBatuque(Rio Grande do Sul), andmbanda(S&o Paulo). According
to Andradepontois a general word for melody, in Afro-Brazilian nmsViario de AndradeAspectos da Musica

Brasileira (S&o Paulo: Livraria Martins Editora, 1965), 157.

127 The chants used in the cult of timmbandafor exampledo not invoke the deities calledixas, like in

thecanbomblébut onlyguiasor spiritssubordinated to a specifirixa. Lima, 111-3.

128 1hid., 117.
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Figure 3.59.Ponto

Lacerda’s “Ponto” is in ABAform, in 3/8, and the melodies of the A ands&ctions are
mostly built upon the pentatonic scale B-F-A)-B), with sporadic use of C. This movement
contains Afro-Brazilian elements such as the use of a pentatonic collection amplasint but
there are no percussion-like chords and ostinato patterns, which are common in traditional
African-influenced ritual$?® Lacerda’s “Pontofs probably based on the chants of those cults
that integrate various musical stylistic features as a result of sgntreAn example of this
integration is the use of the Mixolydian mode in the B section. Figure 3.60 shows the opening of

Lacerda’s “Ponto.”
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Figure 3.60. Opening of Lacerda’s “Ponto”

129 An example of cult with strong African influencieshecandombléwhich inspired the last movement
of Lacerda’sBrasiliana No. 4.
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The third movement of LacerdaBsasiliana No. Gs entitled “Toada.”Thetoada(sung
melody)is a brief lyric song of narrative or descriptive charatteiComic and especially love
texts are frequently uséd The musical characteristics of ttiadavary by region, but many
are in duple meter. The use of four-verse strophes is also common. Exanpéetmstan be
found as independent songs or as part of folk dances, suchjasgband thecururuin the
southern and central regions, as well adbtimaba-meu-baand themaracatuin the northeast. In
the southern and central regions the sentiméodalashave a simple melody moving mostly in
stepwise motion, and mostly sung in thirdsvimteiros (viola players). Figure 3.61 shows a

toadacollected by Andrade in Sdo Padfé.

e e e

Me - cé diz que vai ca-sd Pui déxe des-sa lou-cura Ca-sa cum mui-é ciu - mento Pra ser-vi de su-a'in - juria!

Figure 3.61.Toada

Lacerda’s “Toadafs inspired by théoadasof the southern and central regions of Brazil.
The indicationramorososuggests a connection with the sentimetuiatlasof these regions.
Other points in common are the frequent use of stepwise motion in the entire piecéaas wel
parallel thirds in the outer sections, which are comparable to a refrain. The #BAisvith
key areas in F major (sections A and &nd F minor (B section). A remarkable feature of this
piece is a C pedal that lingers throughout sections A amadonly moves to the tonic (F) in
the last measure. This pedal appears as a constant syncopated low note resenalasg the

string of theviola that accompanies the voices of ttatadoressinging in parallel thirdsThe

130 Almeida, 105-6.
131 |bid.
132 Andrade Ensaio Sobre MUsica Brasileir&9.
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rhythmic figure that appears in the first measure of Figure 3.61 also permaegedd’s
“Toada” in augmented rhythmic values (see the right hand of the third measure ofFeQ)re
This rhythmic figure, along with syncopations, are commonly found in Brazilian fisic.

Figure 3.62 shows the opening of Lacerda’s “Toada.”

l ‘
e | 3 e
\__,/ S — _,/d. > 'V, 'l [
_ = T —_—
T 1.8 t .
—— I ’n‘.l'-’-—-—dl—'):d—-——.i————
== i = =z € e -

Figure 3.62. Opening of Lacerda’s “Toada”

The last movement of Lacerdd@sasiliana No. Gs entitled “Baido.” Thebaidois a type
of dance from northeastern BraZif. The termBaidoalso refers to a fast instrumental interlude

that appears in thgesafio'®

Scholars disagree on the origin of baéq as it is known

today*®® It is generally believed to have come from Ifagano(sometimes calletai&o), a type

of dance that became very popular in th8 é&ntury. Traces of it can still be found today in the
bumba-meu-boi®*’ Figure 3.63 shows an examplebaianofound in thebumba-meu-bobf
Pernambucd®® It seems, however, that thaido evolved from the aforementioned instrumental

interlude, with the addition of some melodic and rhythmic features cbite™° In 1972, Luis

Gonzaga (1912-1989), regarded as the creator tiie, mentions the influence of this

1% 50uza, 2-3.

134 Alvarenga, 156.

135 SeeBrasiliana No. 5.

136 Giffoni mentions that Pereira da Costa believesat created through the mixturens&racatuand
batuquewhereas Rossini Tavares believes it comes frorfati@dango Giffoni, 66. Alvarenga believes it comes
from thelundu.Alvarenga, 156.

37 Giffoni, 66.

138 Andrade Dancas Dramaticas, Tomo 111,33.

139 cascudoDicionario do Folclore Brasileirp 128. Examples afococan be found in thBrasilianas No.
2 and No. 4.
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instrumental interlude on the rhythm of the new géffteThe wordbai&ois already found in the
lyrics of a recording made in 1928. Although this song contains a fashionable rhythm and
dance from that time, it does not yet show the characteristic rhythmic patteabafdoas it is
known today, especially in the instrumental part. Figure 3.64a shows the traditional ofiythm
baido(played by theabumbg as it was developed by Luis Gonzaga in 1946, and Figure 3.64b
shows the moderbai&o, which appeared in the late 1950%.The standard instrumentation for
thebaidoconsists of accordioizabumbaand triangle Thebaido became nationally known

after the recordings of Gonzaga, and it gained international recognition in the 1950s and 1960s

after the recording of the instrumenbaido Delicaddy Valdir Azevedo (1923-1980).

Quan- do'eu vim da mi-nha ter - ra Num vim ca pi-sd che - rem Muitas mu-

-

5 g ot F o F > > F P > F F o > > I
| fan L I r I T = I Il - I Il I 1 va :l 1
U\, - - = E T —— = = - I i i |

la-ta dei-xei, Ca-pi - tdo, Mui-tas mu - la-ta de bem!

Figure 3.63.Baiano da Mulataria
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S()_Hg_ﬁ__x-—d_d]—.ﬂ ® =open stroke soft I:alllm n 7 — ]
A - - H % = muffled stroke Uii T ii
thin stick ¥ V Y V thin stick Y 7 Y
Figure 3.64a. Traditional rhythm of baido Figure 3.64b. Modernbaiéo

Lacerda’s “Baido” is in duple meter and in ABfarm. The A and Asections are in C
Mixolydian and the B section is in C Aeolian. Lacerda’s work presents cleardealuihe

baida the rhythmic cell of the accompaniment and the use of Mixolydian mode. The use of

10 Tinhor&o,Pequena Histéria da Musica Popul&@?21.

141 This recording was made by José Luis Rodrigueazaab, also knows as Jararaca, and can be found in
the LP 10 360-B Odeon, available at the Nirez Arehin Fortaleza, Brazil.

142 Olsen and Sheehy, 332. zabumbds a double-headed bass drum popular in northeeBtazil. It is
played on the top skin with a soft mallet and amtiottom skin with a thin stick.
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repeated notes in the melodic line resemblesdloca Lacerda incorporates two elements that
do not belong to the traditionbhido: (1) modal mixture {1, ,VII), commonly found in popular
music; and (2) unresolved non-harmonic tones that create atonal sonorities. Figure 3.65 shows

the opening of Lacerda’s “Baido.”
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Figure 3.65. Opening of Lacerda’s “Baido”

3.8Brasiliana No. 7

Brasiliana No. Avas composed in 1976 and employs the following gersasiba,
valsa, pregd@andarrasta-pé. Thesambais a popular Brazilian dance and musical genre in
duple meter with syncopated rhythft8. The wordsambais probably a modification afemba
a Kimbundd** word that translates into Portugueseiambigada an invitation to dance by a
touching of the couple’s navel¥ Theumbigadawas a characteristic dance step found in many
Afro-Brazilian dances, including tHetuquega circle dance performed by the slaves, and a

precursor of the sami3&® After the abolition of slavery in 1888, the former slaves of Rio de

143 Marcondes, 704.
144 Kimbundu is a language spoken in Angola. Lisa SHawe Social History of the Brazilian Samba
(Brookfield: Ashgate, 1999), 3.
145 Marcondes, 704, Giffoni, 233, and Gerard Béhatfsemba,"Grove Music OnlinéAccessed 12 June
2006), <Bt6tp://\AMAN.grovemusic.com.Iibezp.Iib.Iswéchared/views/article.html?section:music.24449>.
Shaw, 3.
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Janeiro, along with those who migrated there, moved to théHillst was there, where the
inhabitants used to perform a type of cirséenbathat the urbasambawas born:*® Regional
variants of thesambaexist in Brazil, but they have been overshadowed by the sebaba

which became standardized in the 1920s, especially in*Ribhe samba, with its several
subgenres, eventually became the Brazilian national dance and song. The first popular urba
sambawasPelo Telefonecomposed by Ernesto Joaquim Maria dos Santos (1889-1974), also
known as Donga, in 1927° In concert music, the first known piece to be entiBachbas the

last movement of Alexandre Levy's (1864—-18%Rijjite Brésiliennéor orchestra, written in

1891, and based on a typesainbapracticed in the rural aréa’ Figure 3.66 shows an excerpt
from an early urbasamba In this example, note the rhythmic figutg, which is widely used

52

in thesamba'? The complete standasdmbaensemble is not shown in this example. The

guitar,cavaquinhgand snare drum are missing here.

Voice T T oS

D
urdo a 2 > | - | 2 | > | > | > | > |
o NATTIT T LT T LT T TIT
1 P e P
= ====—=———=—= ==

Pandeiro

Tamborim

Figure 3.66. Example of urbansamba

17 Tinhorao Histéria da Social da Misica Popular Brasileira63-4.

148 Marcondes, 704.

149 Gerard Béhague: “SambaGtove Music OnlinéAccessed 12 June 2006),
<http://www.grovemusic.com.libezp.lib.Isu.edu/sttlvews/article.html?section=music.24449>.

ii David Appleby,The Music of Brazi{Austin: University of Texas Press, 1983), 70.

Ibid.

152 Alvarenga, 295. Aurdois a type of tom-tom, euicais a lion’s roar, and tamborimis a small round
Brazilian drum played with a beater made of seviéealble nylon or polyacetal threads bound togethe

133 A cavaquinhds a small plucked instrument similar to the guitéth four metal strings.
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Lacerda’s “Sambais in duple meter, in ABAform, and in a lively tempo. Sections A
and A are in F major and section B in Biajor. The melodic line, which extensively employs
the rhythmic figure™.?, is played by the right hand in sections A arichdd mostly by the left
hand in the B section. There is also an extensive use of upbeat figures, and the melody shows
the many syncopated notes, characteristic oféineba The two fermatas in this movement
resemble a type sambacalledsamba de brequgreak)*>* The constant running melody and
the use of sequence shows a relationship between this movement and the hylsaihfban

chora Figure 3.67 shows the opening of Lacerda’s “Samba.”

Bem ritmado (J-116)

Ja— — — —
—f"‘ﬁ T T i . - w— ’ ; T } s
e T e e e
- @ [ ~ - * — o e ~F
nf >mf —
A -
£ i ¥ Y
o= 73 3 == ===
i ) . ol X 1
O] T @
sem pedal E‘ (ﬁ)t bi’ -

Figure 3.67. Opening of Lacerda’s “Samba”

The second movement of LacerdBissiliana No. 7s entitled “Valsa.” Thevalsaas a
genre was already discussed inBnasiliana No. 5 This “Valsa”is a transcription of Lacerda’s
Suite Guanabar#&r symphonic band, composed in 1965; it is in the major mode and ih ABA
form. The A and Asections are in C major and the B section is in A major. Some
characteristics athorg, such as chromaticism, sequences, and running notes, are found in this
movement. The bass line gains prominence in the B section with a new theme containing

chromatic notes and slower rhythmic values. These features create a rooveonity s

%4 Thesamba de brequeas interruptions in the melodic flux that somesra#iow the interpolation of
spoken phrases. These breaks are commonly usedreftsecond part. Tinhor@equena Histéria da Masica
Popular,162-8.
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resembling theeresta Figure 3.68 shows the opening of the B section of the “Valsa”

Lacerda’sBrasiliana No. 7.
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Figure 3.68. Opening of the B section of Lacerda’s “Valsa”

The third movement of LacerdaBsasiliana No. 7s entitled “Pregdo."Thepregaois a
street cry, in which the vendors announce their merchahidemay be classified asanto de
trabalho (work song):>® It contains few words, very simple chant, a melodic line that stays
within a small range, and free rhytHif. There are two types pfegdes (1) individual—
spontaneously created or inspired by popular genres, sechiedadas, modinhaandsamba
and (2) group—used by groups of vendors who sell the same merchandise, for example, the
broom sellers in Rio de Janeit§. Figure 3.69 shows tl@regdoCocadacollected by Andrade

in Rio de Janeird>®

155 cascudoDicionario do Folclore Brasileirp731.

15 Marcondes, 150. Theanto de trabalhavill be discussed in thBrasiliana No. 8.
157 Alvarenga, 229.

18 Almeida, 89.

159 Andrade Ensaio Sobre MUsica Brasileir@2.
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Lento recitado
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Figure 3.69.Cocada

Lacerda’s “Pregaotises three individual street cries: Elfa, renda e botadrom Sao
Paulo; (2)Cocadafrom Rio de Janeiro; and (Baranja pera from S&o Paulo. The piece has
three sections, each one employing pregdo. The key areas of the melody for each section
are: F major, Dmajor, and C major. Figure 3.69 showshegaoused in the second section.
In all three sections, Lacerda presentspitegaotwice. Though the original melodies do not
have a regular meter, Lacerda applied meter to them and created tempo fhgtatie end of
each statement of tgegaothemes. Similar accompaniment, consisting of chromatic scales, is
used for the outer sections, even though these sections portray different moods. Thengontrast
middle section is slower, and the accompaniment consists of broken chords in triplete Fig

3.70 shows the opening of the second section of Lacerda’s “Pregé&o.”
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Figure 3.70. Opening of the second section of Lacerda’s “Pregéao”

The last movement of Lacerddsasiliana No. 7is entitled “Arrasta-pé."The

expression means “foot-dragger,” which is a general term that refers totmliahvolving
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animated dance®® As Lacerda mentions in the program notes for this movemersyrista-
péis also a folk march of Sdo Paulo and Minas Gerais. Remarkably, | found similarities
between the “Arrasta-pé” &rasiliana No. 7and the “Cana-verdeasf Brasiliana No. 5 Even
though the references to thgasta-péin the literature are very limited, there are three
connections between Lacerda’s “Arrasta-patl thecana-verde(1) the opening of Lacerda’s
“Arrasta-pé,” especially the accompaniment, is very similar to his “@arae;” (2) the middle
section of his “Arrasta-pé” consists of a melody in thirds, a characterisélyyound in the
folk cana-verde® (3) Giffoni mentions that the foot-dragging is one step found icahe-

verde'®?

and (4) Giffoni also mentions that, in rural areas, thedahaverde is danced in
march stepd®

Lacerda’s “Arrasta-pé” i;n ABA' form. The melody of the first section is atonal with
centricity in F, while the folk-like melody of the second section is in thirds and indét.mapr
both sections, the left hand accompaniment, which is similar to the Lacerda’své€ded-uses
[016] trichords and chromatic sonorities substituting functional harmony. Although the eselodi

of the two sections contrast in sonorities, the march-type accompaniment workdessent ef

unity. Figure 3.71 shows the opening of Lacerda’s “Arrasta-pé.”
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Figure 3.71. Opening of Lacerda’s “Arrasta-pé

180 Marcondes, 45.
161 Alvarenga, 181-2.
162 Giffoni, 96.

183 |bid., 90.
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3.9Brasiliana No. 8

Brasiliana No. 8s the second piece of the cycle for piano four hands. The work was
composed in 1980 and employs the following genoasito de trabalho, frevo, aboiandterno
de zabumbaThecanto de trabalhaes a work song used to help with the coordination of body
movements during work activify* It may be sung as a solo or by a group of workers. The
melody is simple, with few words, and sometimes uses onomatopoeia or interjections to
stimulate work'®® In Brazil, a variety of work songs has existed since the colonial period, when
they were sung by slave workers in rural and urban af&a3olonists liked these songs because
they increased productidfy’

Originally from Portugal and Africa, few Brazilian work songs come from the
Amerindian traditiort®® Among the various work songs of Brazil, the most famous are: (1)
songs of the men who move pianos—very popular in the city of Recife; (2) songs called
aboios'®® used by the vaqueros, consisting exclusively of vowels; (3) songs of the black workers
in the diamond mines of Minas Gerais; and (4) songs of the street vendorspgizaf
With the industrialization of Brazil, work songs became less contifoRigure 3.72 shows a
canto de trabalhof rice planters, used by Lacerda in this movement. This song was collected
by Lima, in 1949, in the rural area of S&o Paulo, and is included in Lacerda’s program notes for

this piece

164 Marcondes, 150.

185 1hid.

166 1hid.

187 b’ Assumpcao, 127.

168 |hid.

189 The aboiowill be discussed in the third movement of tBissiliana.
10 Thepregaowas discussed in tHgrasiliana No. 7.

171 pid.
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Figure 3.72.Cantiga de trabalho

Lacerda’s “Canto de Trabalho” is a set of seven variations on the theme shown in Figure
3.72. The central harmonic issue of this piece is the conflict between A anti€h appear as
tonal or atonal centers. Most of the time, Lacerda preserves the meter and thé&eyrigirial
folk song. The theme, in A major, is introduced by the second piano and moves to the first
piano. In the first variation, fragments of the theme, still in A major, are accosdpaythe
[016] collection and by the juxtaposition of A major andhtajor modes. The second variation
has chromatic gestures and atonal sonorities (quartal trichords and [016]), whichnbrieme
theme. In the third variation, the theme is presenteganm#alike rhythm, accompanied by
upbeat atonal and quartal chotds.The fourth variation serves as a continuation of the third
variation because it extends the idea of upbeat chords accompaniment. The theme now is in
small figurations and chromatic notes. In the fifth variation, the fastest, Whiketond piano
plays a chromatic ostinato centered #(B), the first piano plays the theme in A major,
sometimes pointillistically and sometimes as part of broken trichords [016]. lixtihe s

variation, the longest, the conflict between the two centricities A atakEs place in the minor

172 The samba was discussed in Brasiliana No. 7.
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mode. The episode that immediately follows this variation ends with a fragmentioéthe in

E, major. In the final and slowest variation, the theme appears in parallel thirds ity thfeEke
major. The movement ends with a coda built on fragments of the themenajdt,

accompanied by A major chord&igure 3.73 shows the opening of the sixth variation, in which
the first piano starts alone. Note that a top line formed by the first note of evelyteenth

notes contains a melody in A minor, while the bass line formed by the first note of ewery tw
sixteenth notes contains a melody imninor. Another interesting aspect is the extensive use of

tritone, which is the interval between A and E
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Figure 3.73. Opening of Lacerda’s “Canto de Trabalho”

The second movement of LacerdBissiliana No. 8s entitled “Frevo.” Thdrevois an
original Brazilian dance form created in Recife at the endthcmtury?73 The music of the
frevoevolved from the gradual addition of syncopation into various forms, especially the march-
polka, played by the street bands at the end Bfcgdtury'”® The credit for the creation of the

music of thdrevois given to Zuzinha, or Captain José Lourenco da Silva, band conductor in

13 Marcondes, 306 and Tinhor&®equena Histéria da Musica Populak38.
174 Marcondes, 306.
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Recifel”® The wordfrevoderives from the Portuguese véebver (or frever, as it is sometimes
pronounced), and it means “to boil ovéf® The ternfrevowas first mentioned in a Recife
newspaper in 1908, and in 1909 it was already used to describe the effervescence of the people in
the streets during carnival, performing this new dance accompanied by fanfare'grolips.
frevois a fast march, exclusively instrumental, in two-part form and duple meter renttit
syncopated rhythms and a vigorous, brilliant sound. It is performed by brass, woodwind, and
percussion instrumenté®

Thefrevohas its origin in the steps of thapoeiradancers, who used to dance at the
military band paradeX? Difficult to perform, the dance is individual and challenges the

elasticity of the body®° This is a genre in which both music and dance are virttibseigure

3.74 shows the rhythm éfevo?

> > > >
S i i e gaad g ddde

r 1l r 1 rlr 1l r1lrl
uffled

Tom-tom E % IFI}
Figure 3.74. The rhythmic pattern offrevo

Lacerda’s “Frevo” is in ABAform. The melodic lines of the A and gections are in F

major, whereas quasi-atonal sonorities, such as the tetrachord [0268] (French aiigix#n)te

"> Tinhor&o,Pequena Histéria da Musica Populdr42.

76 Olsen and Sheehy, 336 and Marcondes, 306.

" Tinhoréo,Pequena Histéria da Misica Popular43. The wordrevoappeared for the first time in the
edition of 12 February 1908 of tlernal Pequenan Recife, Brazil

178 CascudoDicionério do Folclore Brasileirp414.

179 Marcondes, 306Capoeirais an Afro-Brazilian martial fight that later becara dance. Marcondes,
155.

180 Alvarenga, 301.

181 Tinhor&o,Pequena Histéria da Musica Popular44.

182 This pattern is adapted into the characterisstrimentation ofrevofrom an example originally
written for drum set by Nen®itmos do Brasil para Bateriggdo Paulo: Trama Editorial Ltda., 1999), 19.
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the hexachord [013679] (Petrushka chord), and chromatic gestures abound in the
accompaniment. The rhythmic pattern of ftevois mainly present in the accompaniment

played by the second piano in the A section. Contrasting with the A section, the B seaqtion is i
the key of B major. In this section, the second piano plays the main melodic role while the first
piano intervenes with counter-melodies in a kind of dialogue, resembling the dialoguerbetwe
brass and woodwind instruments in fheva. Figure 3.75 shows an excerpt from the A section

of Lacerda’s “Frevo.”
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Figure 3.75. Excerpt from the A section of Lacerda’s “Frevo”

The third movement of LacerdaBsasiliana No. 8s entitled “Abdio.” Theaboiois a
work song, used by vaqueros to tend their cAtfland is one of the most important types of
rural work songs®* Found mostly in the north and northeast areas of Bf&zheaboiois
monophonic, mellismatic, improvised with free rhythm, and in slow tef¥fpti.is vowel based

and usually ends with free interjections, suck &mi (Hey ox)*®’ The genrerobably

183 cascudoDicionario do Folclore Brasileirp21.
184 Alvarenga, 226.

185 p'Assumpcao, 130-1.

188 |pid.

187 cascudoDicionario do Folclore Brasileirp21.

73



originated in Portugal, where similaboiosare performed® Unlike the traditional types, some
aboiosuse lyrics or spoken text& It is sometimes impossible to write down &imiosusing
traditional notation because of their quasi-recitative rhythms and impreakegitMany of
them require the use of graphical notation. Figure 3.76 shoalsaan transcribed by

Guarnieri, collected in the state of Paraiba in 7838he headless notes indicate spoken texts
(mostly free), and the regular notes can be sung with any vowel. The + sign indicates

approximate pitch, and the waved lines indicate that the pitch should be bent down.

Figure 3.76.Aboio

Lacerda’s “Absio” is in ABA form in which the first section has a melody in G
Mixolydian, accompanied by non-functional tertian harmony, and the second section has a
melody in A Mixolydian accompanied by functional harmony. Whole tone sonorities appear
frequently in this section. The' Aection brings back the G Mixolydian theme, this time played
by the second piano in a low register. Also, fragments of the B section theme come back in
Dorian and Mixolydian. Lacerda’s use of rubato, fermatas, and caesuras is an tattenegte
the tempo flexibility that is characteristic of thlkoio. The piece ends with a whole tone chord

preceded by a succession of perfect fourths quoted from the two notes of the opening (G-D),

188 Alvarenga, 226.
189 Marcondes, 150.
190 Alvarenga, 226-7.
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which may be associated with the expres$idioi (Hey ox) of the folkaboios Figure 3.77

shows the opening of Lacerda’s “Abdio.”
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Figure 3.77. Opening of Lacerda’s “Abdio”

The last movement of Lacerd@sasiliana No. 8s entitled “Terno de ZabumbaThe
terno de zabumbis a folk ensemble, typically from northeastern Brazil, that plays in popular
and religious festivitie$>* The ternternosignifies a group of people who sing and dance in a
religious procession. This type of folk manifestation was brought from Portugal duging t
Brazilian colonial period?® Cascudo mentions that th@bumbas a very popular instrument in
Portugal, where one finds an ensemble callechbg similar to theterno de zabumb&?2 In
some Brazilian northeastern states, this ensemble is known by names teuoh-dg-musicar
esquenta-mulhein Alagoas and Pernambuaabacal in Pernambuco, Paraiba and Ceara; and

banda de couroin Ceard® The instrumentation consists of tpifes onecaixa, and one

191 Marcondes, 771.

192 b’ Assumpcao, 59-63.

193 cascudoDicionario do Folclore Brasileiro925. See thBaiso, last movement dBrasiliana No. 6 for
examples of rhythmic patterns.

194 Marcondes, 771.
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zabumbad®® This ensemble plays original music in northeastern genres, likeie or music
from a varied repertoire including marchésvos valsas sambasetc!®® The twopifes play
the melodies mostly in parallel thirds and sometimes in sixths.

Lacerda’s “Terno de Zabumba” is in ABform. It combines northeastern folk elements
with modern sonorities. The folk elements are the usaidb rhythm in the accompaniment
and the use of Mixolydian and northeastern modes in the melodies. In the A section, the theme,
played in parallels sixths imitating tipges is in A Mixolydian. The main theme of the B
section begins in E minor, after which it is transformed into the northeastern mode oddra m
sonorities are the whole tone and chromatic sonorities. Also, the piece presaniseatiaom
the end of the A section in parallel tritones in the coda. The use of minor seconds, in the very
opening of the piece, resembles the rudimentary quality qfitke when they play in unison.
The composer’s indicatiorcbmo flautas i.e., “like flutes,” corroborates this idedigure 3.78

shows the opening of Lacerda’s “Terno de Zabumba.”
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Figure 3.78. Opening of Lacerda’s “Terno de Zabumba”
195 |pid.

19 cascudoDicionario do Folclore Brasileiro925, Duarte, 118, and Marcondes, 127. The deeve
was discussed in the second movement ofBhasiliana. The genresalsaandsambawere discussed in the
Brasilianas No. 7.

19 Marcondes, 127.
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3.10Brasiliana No. 9

Brasiliana No. 9wvas composed in 1984 and employs the following gerpesteio,
polca, benditoandforr6. Theponteio isa prelude, an instrumental piece with no specific form.
The term comes from the vepontear which means “to play the guitar in finger-sty®® The
guitar players from rural areagdleiros), who play thanoda-de-violasusually play some
improvisatory passages before they start to play a ple@éey call this performance practice

pontear®®

Searching for a nationalistic idiom, Guarnieri used, for the first time, the term
ponteioinstead of prelude. His firgionteiq written in 1931, was the beginning of a series of 50
ponteiosthat represent an important contribution to the Brazilian piano liter&fursiter
Guarnieri, many Brazilian composers, such as Villa-Lobos, Lorenzo Fernandez, andatdébers
compose@gonteios

Lacerda’s “Ponteiofs an etude-like movement in ABAorm, in which voicing and
control of polyphonic playing are required. Another performance issue is the constanthase of t
hands in the same register that forces one hand to play over the other. The piece is an
exploitation of sound effects using acciacatura-like chords and ornaments overilefolk-I
melody?%? In the A section, the upper notes of the chords played by the left hand highlight an F
pentatonic scale in thé"8node. The A section can be divided in two parts. In the first part,

chords are played simultaneously, creating clusters, and in the second part, sonrte notes a

subtracted from the clusters and the chords are played out of phase. Also, some iarngeggiat

198 Marcondes, 637.

199 Themoda-de-violaor modawas discussed in tHgrasiliana No. 2.

20 Belkiss Carneiro de Mendonga, “A Obra PianistiiaCamargo Guarnieri: 0 Tempo e a MUsical.
Flavio Sizlslla (Rio de Janeiro: FUNARTE, 2001), 402.

Ibid.

292 Acciacatura, which means “crushed note,” is a harmmonic note played a tone or semitone below any
of the main notes in arpeggiated chords, and imatelgireleased. Robert E. Seletsky: “Acciaccatutapve
Music Online(Accessed 21 June 2006),
<http://lwww.grovemusic.com.libezp.lib.Isu.edu/sttiviews/article.html?section=music.00101>.
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are added. The B section works as a short intermezzo and the texture is mostlyltear
Brazilian northeastern mode is used in this section to build a folk-like melody. Likai&uar
Ponteiosand following Chopin’s Preludes, Lacerda’s “Ponteio” is a short movement in one

mood and it concentrates on a single pattern or performance technique. Figure 3.79 shows the

opening of Lacerda’s “Ponteio”
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Figure 3.79. Opening of Lacerda’s “Ponteio”

The second movement of LacerdBismsiliana No. 9s entitled “Polca.” The polk&s a
lively European couple-dance in duple métérThe polka is an urban social dance—not a folk
dance—that appeared around the 183bsAlthough there are controversies about its origin, the
Czech nameiilka leads to Bohemi&® The first printed polka was written for piano; it was
published in 1837 in Prague, where the polka became a salon dance. A dancing master from
Prague brought the polka to Paris in 1840, and it later became the favorite dance of Parisia
society’”® The genre was adopted by all famous ballroom dance composers, and became part of

the repertoire of military band&’ The polkas usually in ternary form with eight-bar sections,

293 curt Sachsworld History of the DancéNew York: W.W. Norton & Company Inc., 1937), 435.
204 GracianCernusak/Andrew Lamb/John Tyrrell: “PolkaGrove Music OnlinéAccessed 20 June 2006),

<http://www.grovemusic.com.libezp.lib.Isu.edu/sttlvews/article.html?section=music.22020>.
2% sachs, 435.

206 (ernugak/Lamb/ Tyrrell: “Polka.”
297 |pid.
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sometimes including introduction and cdd&.Examples of the polka’s rhythmic patterns are

shown in Figure 3.8¢°

oot et

Figure 3.80. Rhythmic patterns of the polka

»
»
»

In 1845, the polka was brought from Paris to Rio de Janeiro, where it was performed for
the first time at th@eatro Sao Pedrolt soon became fashionable in Brazil. Composers of
Brazilian popular music wrote many pieces in this genre, adding Brazilianre&iife The
Polca as it is spelled in Portuguese, was playedhmroensembles and blended with other
genres creating hybrid types suchpafca-chorq polca-lundy polca-maxixepolca-militar,
etc”!! Later, it spread to the rural area and became folk mtfsigigure 3.81 shows an excerpt
from apolcaentitledGloria by Eduardo Ribas (1822—-1883), originally published in 1856, in Rio

de Janeirg®*
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Figure 3.81. Ribas’Polca

208 |pid.

209 pid.

219 Almeida, 185-7.

ili Marcondes, 636. Thehoroand themaxixewill be discussed in thBrasiliana No. 11.

2 bid.

23Rio de Janeiro: Album Pitoresco-Musi¢&io de Janeiro: E. Eichner, [1958,1856]), 10.
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Lacerda’s “Polca” is in G major and rondo form (ABA") with coda. The A and B
sections have nine measures each, while the C section has eight. Unlike therfralzéis|
examined, Lacerda’s “Polca” has no immediate sectional repeats. The raappsaf the A
section are varied. The common rhythmic patterns of the polka, shown in Figure 3.80, can be
found throughout the piece. Lacerda’s “Polca” probably shows the influence of the bands that
used to play polkas and other European genres, at the enfl cérit@ry. This influence can be
seen at the first reappearance of A, in which the melody is played by the bass low likass
instruments; also noteworthy is the use of upbeat chords resemblhgpttael ds
accompanimerft* Another interesting feature is the use of accented notes on the second beat,
which differentiates it from the traditional strong downbeats of the European polka§& The
section presents atonal sonorities built upon tritones and minor seconds. Figure 3.82 shows the

opening of Lacerda’s “Polca.”
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Figure 3.82. Opening of Lacerda’s “Polca”

The third movement of LacerdéBsasiliana No. 9s entitled “Bendito.” Théenditois a
religious song of praise, of Portuguese origin and French influence, which is sung inipnscess

home devotions, and funerdls. It is common in the rural areas of Brazil. The woetidito

214 Thedobradowas discussed iBrasilian No. 1
215 Marcondes, 91.
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means blessed and is usually the first word of the’texfThe practice of singingenditosgoes

back to the colonial period, when the Jesuits used Latin Catholic hymns and/or profane melodies
by classical composefs’ These chants were transmitted orally and gradually distofted.

Women play the predominant role when biemditosare sung at honfé® The melodic lines,

usually built upon the Brazilian northeastern and major modes, are sung legato, mossgnn uni

or parallel octaves, and in flexible ten38. In the rural areas of Ceara, | have seen the use of
portamento and heterophony. Figure 3.83 shobenditothat, according to Lacerda in the

program notes of his “Bendito,” was collected by Lima in the rural area of S&o Paulo.
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Figure 3.83.Bendito

Lacerda’s “Bendito” is in theme and variation form, in which the theme isehédito
shown in Figure 3.83. The opening of the theme,,imAjor, is presented in parallel octaves
and then accompanied by functional harmony in moderate tempo. Five variations follow: in
Variation |, the theme retains the same key and tempo and is mostly accompanied by half
diminished seventh and French augmented sixth chords. Variation Il, the fastestpisancts
and has different key signatures for each hand: the right hand plays the legato themajior A
and the left hand plays a staccato bass line in D major. Variation Ill returns to tiggope
moderate tempo without key signature. The juxtaposition of different chordsfante a

dynamic level characterize this variation, creating harsh sonorities ctilmginmaa climax that

218 cascudoDicionario do Folclore Brasileiro154.
27 Almeida, 131-2.

218 pid.

2190lsen and Sheehy, 328.

220 pid.
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dissolves gradually by the reduction of texture, tempo, and dynamics. The top notes of the right
hand present a melodic line, which is mostly in parallel motion with the top notes oft thanef

in major and minor seconds. This melodic line uses barely-recognizable fragmietshaime.

The melody in Variation IV is played by the left hand, accompanied by repeated chords, in
triplets, playedp by the right hand. Rhythmic patterns from the theme are used to form this
atonal melody. The last variation, the slowest, has two key signatynemjér and D major,

and is written in three staves; the damper pedal is used throughout, creating a ected bé

bass has repeated ghords like a drone. The middle and upper staves present the theme in D
major played in thirds by both hands. The piece ends without tonic resolution in a diminuendo to

pppp Figure 3.84 shows the opening of the last variation of Lacerda’s “Bendito.”
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Figure 3.84. Opening of Lacerda’s “Bendito”

The last movement of Lacerd@sasiliana No. 9s entitled “Forrd.” The termforro is
associated with parties and dancing in northeastern Brazil, and its music ésiptaecordion-
based group&* The ternmforré also designates a musical genre that developed from the modern
version of thebaido, which dates from the late 19588. It seems that the name comes from an

abbreviation of the wortbrroboddused in the newspapers when referring to popular balls in the

221 0lsen and Sheehy, 331.
222\hid., 332. Thebaidowas discussed in tHgrasiliana No. 6.
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second half of 1t§c:entury2.23 Theforrd, as a general term, includes various dances in duple
meter such asote arrasta-pé andbaida®** The typical instrumentation of ttierré consists of

the accordion, the triangle, and ttebumba To this group, called the northeastern trio, other
instruments are sometimes added, sucgagd ganz4 and the guitat™ The characteristic
rhythm of the accompaniment of tfard grew up from the rhythmic pattern of thaido, with

the addition of accented up-beats especially for#liimbaand triangle, allowing variety and

free improvisatiorf?® As | could see many times forré parties in my home town of Fortaleza,
theforré musicis in animated tempo, with continuous figurations, particularly for the accordion.
The creation oforré clubs throughout the country popularized the genre natioffallifigure

3.85a shows the rhythmic pattern of modearfioand Figure 3.85b shows the rhythmic pattern

of forrg.?%®

Triangle g oo
soft mallet ﬂ soft mallet 'ﬁ Y- A
Zabumba HE—== o—3 1] ® =open stroke Zabumba = otq
EHH - H % =muffled stroke A1 1
thin stick 7 V b V thin stick | V v l)
Figure 3.85a. Modernbaido Figure 3.85b.Forré

Lacerda’s “Forr@’is in ABA' form, in fast tempo. The texture consists of an
accompanied melody mostly built on running notes. The movement has characteristics of
northeastern music with respect to scales and rhythms. The first and lastssestillate

between D major and D Mixolydiawhile the middle one oscillates between D minor and D

22 Marcondes, 301.

224 0lsen and Sheehy, 332. Thateor chotewas discussed in thgrasiliana No. 2 thearrasta-péwas
discussed in thBrasiliana No. 7 and thebaidowas discussed in tHgrasiliana No. 6.

25 0lsen and Sheehy, 331.ganzéis a type of shaker.

% pid., 332.

227 bid., 332-3.

228 bid., 332.
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northeastern mode. In thé gection, the right hand plays the melody in the low register,
crossing over the left hand’s accompanying chords. The rhythm béiheand variations of it
appear throughout the piece, especially in the A drekétions?®® Figure 3.86 shows the
ending of the A section and the beginning of the B section of Lacerda’s “Fdrn@.first four
measures of this figure show another rhythm—a combination of the figlifellowed by two
eighth notes with an accent in the last one—that | have seen many tifoessn In Lacerda’s

“Forrd,” this rhythm is commonly used in short passages.
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Figure 3.86. Excerpt from Lacerda’s “Forrg”

3.11Brasiliana No. 10

Brasiliana No. 10wvas composed in 1987 and employs the following gergastoria
recortadq canto de cegoandmarchinha Thecantoriais a term used in northeastern Brazil to
designate the singing of tikantadores®® The term refers to songs that use improvised verses

with rhymes. These songs are also calégnteanddesafio®!

22 Thebaidowas discussed in tHgrasiliana No. 6.

230 Marcondes, 149.

1 Elizabeth Travassos, “Cantoria Nordestina: Misi¢zalavra (Review)l'atin American Music Review,
Vol. 25, No. 1, (Spring/Summer, 2004): 126-9. Tesafiowas already discussed in tBeasiliana No. 5.
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Lacerda’s “Cantoria” is an example désafioin ABA'B'A" form, in which the various
sections represent tisantadoressinging alternately. The sections contrast both registrally and
dynamically. The firstantador represented in the A,’Aand A’ sections, is depicted in a
higher register and imf, while the secondantador represented in the B and &ctions, is
depicted in a lower register andgmmezza voceln the A section, the melody uses the
northeastern mode in G, and the accompanimentiai&orhythm?*? Both A and A’ sections
are melodically varied, and"As a shortened version of Aln the B section, the melody is
mostly in G northeastern mode finishing in G Aeolian mode, and the accompaniment has
sporadic guitar-like chords, imitating thimla. These contrasting sections can be compared to a
duel between two differemantadores As in thedesafiosthe winner sings the last strophe. The
dichotomy is also emphasized by Lacerda’s indications for thefirgadoras ‘um tanto rudg¢
(“in a rude manner),” and for the second oneraaissuave’ (“more gentle).” Figure 3.87

shows the opening of Lacerda’s “Cantoria.”

A Moderado (J=104) ulnt:lgtoru:de - - o o
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Figure 3.87. Opening of Lacerda’s “Cantoria”

The second movement of LacerdBimsiliana No. 10s called “Recortado.” The

recortadois a popular dance, in verse-chorus form, that uses hand clapping and foot tapping; it is

232 The northeastern mode in G comprises the followimigs: G-A-B-C#-D-E-F. Theaidowas discussed
in theBrasilianaNo. 6
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found in the central and southern areas of BfaZilTherecortadomay appear independently or
following the catereté another dance with Amerindian origins that uses hand clapping and foot
tapping. This pairing of dances occurs in the central area of B¥azlthough some other
instruments, such as accordion, mandolin, and violin are usedartadosperformed in Minas
Gerais, the basic instrument used in this genre isith@?*> When theecortadoappears
following thecatereté it is generally danced and played only by men. Likettereté the
recortadois accompanied by one or twinleiros, and sung in third&® In contrast with the
catereté therecortadohas a faster tempo and a more complex choreogfaphiyn interesting
feature of the choreography is the switching of places betwelsiros and dancers while they
sing?®® Therecortadowas probably influenced by tihatuque an Afro-Brazilian dancé®®

Both dances use thembigada as well as responsorial chafft. In the music of theecortadq

the refrain is sung by all dancers, and the strophe is sung by soloists, usuatleihes The
refrain has a fixed text, while the strophes can be impro?féetihe examples akcortadol
examined are in duple meter, in major mode, usually with comic text, although soyrecare |
Figure 3.88 shows the rhythmic patterns used for hand clapping and foot tapping in the

recortada®* Figure 3.89 shows a strophe akaortadofrom S&o Paulé*

233 Cascudopicionario do Folclore Brasileirp 770.
234 Giffoni, 227. Thecateretéwill be discussed in thBrasiliana No. 12
235 [|h;
Ibid., 228.
23| ima, 55-6.Violeirosare guitar players from the rural areas.
237 pAlvarenga, 188.
238 |bid.
29 Thebatuques an Afro-Brazilian circle dance performed by ghaves. Shaw, 3.
240 alvarenga, 192-3.
*11bid., 188-93.
42| ima, 63.
3 bid., 64.
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oFprterroie ofprerirH

Figure 3.88. Rhythmic patterns used for foot tapping (a) and
hand clapping (b) in therecortado

Pa can- ta re - cor - ta-du pri - mé-ro can ta'o  vio - 18- ro P4 can-tA o re - cor - ta-du pri -

mé-ro canta'o vio - 1é-ro  De - pois que'o vio-1&- ro an -ta, can-ta'os O-tro com-pa - nhé(ro) ai, ocan-ta'os O-tro com-pa - nhé&(ro)

Figure 3.89.Recortado

Lacerda’s “Recortado’s in ABA' form, in which the A and Asections are in A major
and the B section is atonal. The rhythmic pattern associated with hand clapping is hsed in t
accompaniment of the A and 8ections. As in the follecortadq the melody of these sections
is played in thirds. In the B section, sonorities such as the [016] collection, quartal haanmbny
whole tone scale are used. The use of percussive sounds based on the rhythmic patterns of the
recortadois clear in this section, especially in the passage with repeated secondsw the |
register, which uses the rhythmic pattern of the foot tapping. Figure 3.90 shows the opening of
Lacerda’s “Recortado.Note that the melody of Lacerda’s “Recortatbedins with the same

rhythm as the folkecortadoshown in Figure 3.89.

Movido mas nfio demais (J=104)
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Figure 3.90. Opening of Lacerda’s “Recortado”
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The third movement of LacerdaBsasiliana No. 10s entitled “Canto de Cego.” Found
mostly in northeastern Brazil, this is a type of chant sung by blind street musitiarseg for
money*** This practice has its origin in Portugal, where it can still be féthth the rural
areas, some of these blind men become famous as guitar pfdy&hecanto de cegés
traditionally performed in free markets of northeastern BfaZilThe music is monotonous,
languid, and sad, and it is commonly sung using the nasal sound typical in northeasteffBrazil.

The chant can be solo or may be accompanied by guitabeca*°

The music is simple and
often based on original material, but well-known songs can also be used. The lyricstgre mos
related to lightness and darkness. Depending on whether or not s/he receives the money, the

beggar sings the chant with lyrics that thank or critiéi2eFigure 3.91 shows a fotkanto de

cegofrom Maranhad>*

Te- nha dé des-te coi - ta-do Te-nha dé e com-pai-x3o Que'e-le vi-ve se-pul -ta - do Nu-ma'e - ter - na'es-cu-ri - ddo.

Figure 3.91.Canto de cego

Lacerda’s “Canto de Cego” is in rondo form (ABM""). The theme is presented in
parallel octaves in Pmajor/minor. The B Section is monophonic. In this section, chromaticism
and the [016] collection abound. In thég&ction, the theme is played by the left hand against

ornamental figurations in the right hand. The C section is also monophonic and chromatic. In

244 >’ Assumpgéo, 132.

2% |pid.

246 Almeida, 108 and D’Assumpgéo, 132.

247 Marcondes, 150.

8 |pid.

249 A rabecais a rudimentary violin. D’Assumpgéo, 132 and Mardes, 150.
%0 Almeida, 108-9.

! |pid., 109.
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the A" section, the theme is played by the right hand, accompanied by tertian harmony. The
composer uses the markingste (sad) andamentosqlike a lament); these feelings are evident

in the B and C sections, in which the lack of energy is helped by the use of rubato and fermatas,
and a monophonic texture. The theme was composed by Lacerda; it does not come from the folk
repertoire, nor does it have northeastern characteristics with respecetoauhrhythms. In the

coda, however, the opening of the theme appears in the Mixolydian mode, which is chatacterist

of northeastern musfe? Figure 3.92 shows the opening of Lacerda’s “Canto de Cego.”
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Figure 3.92. Opening of Lacerda’s “Canto de Cego”

The last movement of Lacerd@sasiliana No. 10s entitled “Marchinha.”The
diminutive ofmarcha(march), thenarchinhais an urban genre, in duple meter, written
especially for Brazilian carnival partié. The form began to be called by its diminutive around
1930, when it acquired a lighter charaéfér Originally, themarchawas part of the folk cycles

performed during Christmas; the tempo was slow. Chiquinha Gonzaga (1847-1935) composed

#20lsen and Sheehy, 325.

23 Tinhordo,Pequena Histéria da Musica Populdr]9 and Marcondes, 477-8.
24 Marcondes, 478.
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O abre-alasin 1899; that work is considered the first march written especially for the caftival
Marchasimported from Portugal were also heard in the Brazilian carnival until the late.£810s
After the 1920s, influenced by American jazz bandsptaechabecame faster. Many jazz
bands appeared in southern and southeastern Brazil at that tand, the regular production of
carnivalmarchinhasstarted around that time. The lyrics dealt with contemporary subjects in an
ironic and sometimes malicious way. Tharchinhadiffers from themarcha de rancho
discussed in thBrasiliana No. 1 with respect to tempo, meter, and melodic elaboration. The
marcha de ranchés slower, mostly in 4/4, and more elaborate thamtaechinha®®

Lacerda’s “Marchinhafs in ABA' form, in duple meter, and in fast tempo. The A
section has a melody in G major/minor using a limited range, accompanied by the [0268]
collection in a percussive ostinato in the low register. The accented second beat fhisnd in t
accompaniment is characteristic of the tom-tom parts imdnrehinhaand other carnival
dances, such as tfrevoand thesamba™® The B section is in A minor and mostly in two-voice

texture. The Ais slightly different from A, and is followed by a coda built on whole tone

sonorities. Figure 3.93 shows the opening of Lacerda’s “Marchinha.”
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Figure 3.93. Opening of Lacerda’s “Marchinha”
2% |pjd.
%% Tinhor&o Histéria Social da Musica Popular Brasileira54.
257 [|hi
Ibid.

%8 Marcondes, 478.
%9 Thesambaand thefrevowere discussed in tHgrasilianas No. 7and8, respectively
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3.12Brasiliana No. 11

Brasiliana No. 1lwas composed in 1989 and employs the following geriessyq
maxixe choro,andpolca sertaneja Tangois a Latin American song and dance genre. The term
designated many types of dances and songs in Latin American countries and Spain during the
19" century?®® During the 1850s, Cuban dance rhythms, includingétenera spread
throughout Latin Americ&* The history of thénabaneragoes back to the late 1700s and early
1800s, when French refugees broughtaretredanse¢o Cuba®®® Under the influence of
African rhythms in Cuba, the dance becamectir@radanza habanerand was re-exported to

Europe?®

Thehabanerawas introduced in Brazil by musical theatre companies from Europe,
and it was popularized in Rio de Janeiro in the 18%04n Brazil, Henrique Alves de Mesquista
(1830-1906) was responsible for changing its nantenga®®® The labetango brasileirowas

also used by Ernesto Nazareth (1863—-1932) to designate a genre he helped to establish: the
maxixe which is a fusion ofiabanera polca andlundu?®® After the 1910s, the tertangowas
generally used in Brazil to designate hybrid genpetca-dobradopolca-maxixeetc)?®’
Finally, during the 1930s, with the vogue of the Argentarmgq the termtangq as a

designation of a Brazilian genre, ceased to be used in B¥a#igure 3.94 shows some

rhythmic patterns used by Nazareth in the accompaniment tfrfges all composed for piano.

20 Gerard Béhague/R: “Tango@rove Music OnlingAccessed 28 June 2006),
<http://w2v6vw.grovemusic.com.Iibezp.lib.Isu.edu/shﬂmiews/article.html?section:music.27473>.
l .
Ibid.
252 Thecontredanseés a fast dance movement in duple meter from FraRandel, 201.
253 Frances Barulich (1), Jan Fairley (2): “Habane@rdve Music OnlinéAccessed 28 June 2006),
<http://www.grovemusic.com.libezp.lib.Isu.edu/sttlvews/article.html?section=music.12116>.
%4 Tinhordo,Pequena Histéria da Musica Popul&7-8.
265 |1h;
Ibid.
26 Alvarenga, 292. Theaxixewill be discussed in the next movement. Pagcawas discussed in
Brasiliana No. %and thdunduwas discussed in thgrasiliana No. 5.
22; Tinhordo,Pequena Histéria da Musica Popular01-2.
Ibid.
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et fererd fexeer

Figure 3.94. Rhythmic patterns used in the accompaniment of Nazarethtangos

Although | could not find a definite format for the Brazilt@mgq | will make some
comparisons between Lacerda’s “Tango” and Nazar&hgos Lacerda’s “Tango,” in duple
meter and ABAform, is shorter than Nazarethangos which are also in duple meter but in
rondo form. The A section of Lacerda’s “Tangwhsists of a melody, mostly presented as the
top line of successive chords, loosely inmninor and accompanied by [016] and chromatic
sonorities in the left hand. This method of presenting the melody is commonly found in
Nazareth’dangos The left hand of Lacerda’s “Tangplays a single bass line differing from
the accompaniments of Nazarettdagos which usually use chords, resembling the guitar and
cavaquinho.For the accompaniment, Lacerda chose the first rhythmic pattern of Figure 3.94,
which is also used in the habanera. In the melodic line, it is common to find the second pattern
of Figure 3.94 and some syncopation, which is also present in the melodies of Natangtss
Despite many non-harmonic notes, the B section has clearer tonality—D major—than the A
section, and it also varies the texture through the use of contrapuntal writing, waigh rar

appears in Nazarethtangos Figure 3.95 shows the opening of Lacerda’s “Tango.”

Sem Pressa ( J=60 )
Com o embalo ritmico
proéprio do tango

x|
j3,_NEN
o

Figure 3.95. Opening of Lacerda’s “Tango”
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The second movement of LacerdBimsiliana No. 11is entitled “Maxixe.” This genre
was the first type of urban dance created in BFaZilThemaxixeappeared in the 1870s; it was
derived from the fashionable dance genres of the time, such as the polka and the schottische,
combined with the influence of Afro-Brazilian choreograpfly Three musical genres
contributed to the birth of th@axixe thelundu, with its syncopations and sensual movements,
thehabanerawith its rhythms, and theolca, with its vivid tempd’* The typical ensemble at
that time, thechora brought the European genres from the salons and stages to the suburbs of
Rio de Janeiro, and added the Afro-Brazilian rhythms and syncopatfofiaemaxixeappeared
as a dance (and later as a musical genre) as a consequence of the intermirgdiAdrof t
Brazilian and Portuguese populations in the subtifbhe dance spread to the carnival clubs
and review theaters of Rio de Janeiro, and developed many varied’$tBesause of its
explicit sensuality, the dance was not accepted by the aristocracy & fifstemaxixegained
international recognition when it was performed in Europe, with more sophisticated
choreography, by a famous Brazilian dancer, Antdénio Lopes de Amorim Diniz, also known as
Duque?’® Teaching and performing with his partners, Duque first called the temge
brasileiro, probably because at that time the warakixehad connotations of lower class or

quality?’” The evolution of thenaxixeinto a musical genre started with the evolution of the

269 Alvarenga, 292.

2% Tinhorao Pequena Histéria da Misica Populds8.

271 Alvarenga, 292. Thpolcawas discussed iBrasiliana No. 9and thdunduwas discussed in the
Brasiliana No. 5.

22 Tinhordo,Pequena Histdria da Musica Populd8-63. Thehorowill be discussed in the next
movement.

3 pid., 61-3.

2% Marcondes, 494.

275 pAlvarenga, 292 and Cascuddicionario do Folclore Brasileirp569.

7% Marcondes, 494.

2" Tinhorao,Pequena Histéria da Misica Popula5-82.
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polcainto thepolca-maxixelabeled first apolca-tangoto avoid the wordnaxixe?’® The word
maxixegradually became accepted, and publishers at the end of%er]iﬂry began to use the
word in their sheet music collectioflS. Themaxixeis in duple meter, fast tempo, and in
sectional form. It has a playful character and mixes rhythmic patterng@igzap habanera and
lundu Figure 3.96 shows tHenduCho, Araluneacollected by Andrade in Rio Grande do
Norte?®® According to Tinhor&o, thisinduwith characteristics of thmaxixewas originally by
Xisto Bahia (1841-1894), and was danced es&ixein the review theater in Rio de Janeiro, in

1885. Later it became folk mugit

n | | I F . | I Il T 1 - ]
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Te- nho o meu pas - so  preto'A - ra-u - na! que me Vvéi-o do Pa-rda A-ra-u- nal
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Meu pas - so pre-to'¢ li - gé-ro A-ra - u-na! Num dé - xa nin - guém pe - gal A - ra-10 - na!

Figure 3.96.Chd, Arauna

Lacerda’s “Maxixe,” with monophonic texture, is in rondo form, ABA"', in which the
A section is varied with each repetition. Staccato notes in fast tempo contriligtgracious
character. Lacerda indicates the charactgimagando(*with swing).” The melody moves from
one hand to the other in different registers. The ‘AaAd A’ sections are mostly in the lower
register, while the B and C sections are in the higher register. The keyrareslatad by

thirds: the A, A, and A’ sections are in lEmajor, the B section is in C minor, and the C section

8 pid., 63.

27 pAlvarenga, 292 and Marcondes, 494.

280 Andrade Dancas Dramaticas, Tomo 1146.

81 Tinhordo Pequena Histéria da Misica Populato.
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is in G minor. The melody presents rhythms similar to the folk example shown in Figure 3.96,

with extensive use of.. Figure 3.97 shows the opening of Lacerda’s “Maxixe.”
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Figure 3.97. Opening of Lacerda’s “Maxixe”

The third movement of LacerdaBsasiliana No. 11is entitled “Chéro.” The wordhoro
(weep or lamentilesignates a type of performing group, a style of performing, and a?genre.
As a type of performing group, consisting basically of flueaquinhgand two guitars, it
appeared around the 1870s, when the popular musicians of Rio de Janeiro started giving their
own interpretation tpolcas whichwere very popular at that tinf€® The flutist Joaquim
Antonio da Silva Callado (1848—-1880) was an important figure in the establishment of gtese fir
groups ofchoro?®* The musicians associated with these groups were chltgées(weepers).
As a style of performing, thehoroworked as a kind of filter through which various European,
such agolkas schottischesandwaltzespassed. Improvisation, nostalgic and melancholic
character, and unpredictable modulations, used as kind of challenge amongst the plegers, we
always present in the reinterpretation of these foreign genres biyahes™® These
characteristics gradually helped to establishctimoas an independent genre. It is difficult to

say exactly when this happened, but it was probably before 1920, when Villa-Lobos wrote the

282 Appleby, 85.

283 Tinhordo,Pequena Histéria da Musica Populd)3. Thepolcawas discussed in tHgrasiliana No. 9.
84 Marcondes, 200.

2% |pid.
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first piece of his series entitlé€thoros®®® Since that time, thehorohas always been present in
Brazilian musical life, and its popularity has increased since the 1970s.

Lacerda’s “Choro” is in AAform and in duple meter. Thé Bection is truncated, and it
is followed by a coda. The right hand presents a melodic line in C minor in moderate tempo,
with chromaticism. The texture is contrapuntal and the bass line also uses chisomatiaking
a kind of dialogue with the melodic line, similar to the way the flute does so with tlae iguit
the populachoros Staccato notes contrast with legato articulations. At the end of each section
the harmony moves away from the tonal center, perhaps to represent the unpredictable

modulations used in trehora Figure 3.98 shows the opening of Lacerda’s “Choro.”
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Figure 3.98. Opening of Lacerda’s “Choro”

The last movement of Lacerdd@sasiliana No. 11s entitled “Polca Sertaneja.This
piece is based on a typemdica a genre already discussed in Brasiliana No. 9 Thepolca
287

combined with several genres, creating hybrid genres symbiasmaxixepolca-lundy etc:

Thepolca sertanejariginated in the rural areas; the genre has a faster tempo thasidhand

2 villa-Lobos wrote 14Choros The first one is for guitar. Villa-Lobos used therd always in the plural.
Camargo Guarnieri (1907-1993), with whom Lacerdaistd composition, used the word as a synonym of
“concerto.” Lutero Rodrigues, “Outros Concertos,Oamargo Guarnieri: 0 Tempo e a MUsieal. Flavio Silva
(Rio de Janeiro: FUNARTE, 2001), 479.

287 Marcondes, 636.

96



is traditionally accompanied lwolasand accordions. When it is sung in duet, the melodic lines
are in parallel thirdé®®

Lacerda’s “Polca Sertaneja” is in ABAThe A section consists of a compound melodic
line in C major and sporadic descending chromatic gestures in the right hand, accompanied by
the [016] collection and chromatic ascending lines in the left hand. The rhythm of the A and A
sections consists mostly of eighth-note figures in staccato. In the B sectidnttimic
figuration of the right hand uses sixteenth notes. The left hand mostly follows the compound
melodic line of the right hand in parallel motion, often by intervals of a sixth. Figure 3.98 show

the opening of Lacerda’s “Polca Sertaneja.”
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Figure 3.99. Opening of Lacerda’s “Polca Sertaneja”

3.13Brasiliana No. 12

Brasiliana No. 12is the third piece of the cycle for piano four hands. This work was
composed in 1993 and employs the following genreatereté, canto de bebiba, cancamd
maracatl. The cateretéis a type of rural dance found in the central and southeasternofreas
Brazil, as well as in some parts of the northé¥stin the state of Minas Gerais, the word

cateretéhas meanings related to a popular ball or f€4sfThe cateretéis considered the most

28 Marcondes, 544-5.
289 Giffoni, 104.
290 Marcondes, 181-2.
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commonly encountered rural dance in S&o Patldther names for the dance aratima, xiba

or chiba batepé funcdg and pagode Probably of Amerindian origiff* the cateretéis
considered half profane and half religidts. The Amerindians used to sing Catholic texts taught
by the Jesuits, who employed a precursor of this dance;athtereté in Catholic festivities
during the colonial perioth*

The dancers, usually male, perform in two lines with ¢aotadoresn each corner
playingviolasand singing in parallel thirdS> The choreography differs from region to region
and alternates sections of singing, hand clapping, and foot te3pifige songs, which are in
factmodas are used only during the breaks in the daht&he dance is accompanied by the
violasor by the rhythms produced by hands and ¥efhecateretéusually ends with the
recortado,a faster dance in which the dancers also Sth@he melodies of theateretéare
monotonous, in duple meter, and employ simple rhythms. The verses have varied subjects,
some of them humorod&® Figure 3.100 showsraoda-de-violaof acatereté&from the village

of Carapicuiba, in Sdo Pault

Sa - 1 da Conso - la - ¢éo Sem des-ti - no sem ten - ¢éo Sa - i da Conso - la -

Figure 3.100.Moda-de-violaused in thecatareté

291 Giffoni, 106.

292 Marcondes, 181.

293 Giffoni, 104.

294 bid.

29| ima, 54.

29 Giffoni, 106.

27T Themodawas discussed in tigrasiliana No. 2
2% Marcondes, 182.

29 Therecortadowas discussed in thgrasiliana No. 10
300 Giffoni, 105.

301 | ima, 60.
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Lacerda’s “Catereté&s in duple meter and in sectional form. Each section may
correspond to parts of the fatlatereté These sections are grouped in a type of AIBAM, in
which the A and Asections correspond to theodasung in the follcatereté and the B section
corresponds to the hand clapping and foot tapping that occurs during the dangaod@he
markeddolceg is presented in parallel thirds by the primo, preceded by an introduction that
represents the instrumental prelude played byitilasin the folkcatereté. Thismoda—n D
major—appears twice in the A section and once in theeétion. Contrasting with the A
section, the B section, indicated witlhuale character, consists of staccato chords, built on the
whole tone scale, depicting the hand clapping (primo) and foot tapping (secondo). Lacerda
himself indicates this programmatic idea. Figure 3.101 shows the opening of theoB sEcti

Lacerda’s “Catereté.”
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Figure 3.101. Opening of the B section of Lacerda’s “Catereté”

The second movement of LacerdBissiliana No. 12s entitled “Canto de Bebida,”
“drinking song.” The practice of singing and drinking together is common in Anglo-Saxon

countries but not in Latin Ameri¢a?> Some Brazilian drinking songs show Portuguese

302 ' Assumpgéo, 136.
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influence, with subjects related to navigation or Catholic saint$he genre is falling into
disuse in Brazil, but some examples can still be found in the state of Minas &efetie most

famous one is thBeixe Vivg shown in Figure 3.102, which is popular in the city of

05

Diamantina’

Co-mo po-de'o pei-xe  vi-vo vi-ver fo -ra da'd-gua fri-a? Co-mo po-de'o pei-xe  vi-vo vi-ver

T
S, v oo o —_— P — —

fo -ra da'd-gua fri -a? Co-mo po - derei - vi - ver Como po -derei vi-ver_ sem a

tu-a, sem a tu-a sem a tu-a com-pa-nhia?__sem a tu-a, sem a tu-a sem a tu-a com-pa - nhia?

Figure 3.102.Peixe Vivo

Lacerda’s “Canto de Bebida” is in ABB' form and employs two folk tunéom Minas
Gerais:Tim tim 0 la 1§ used in the A section, afeixe Vivgoused in the B section. In the A
section, the first folk theme (mm. 1—38), in F major and triple meter, is presented bintbe pr
alone: the right hand plays the melody and the left hand accompanies it with [026] trichords.
This is followed by a transitional section, in which the secondo has chromatic and [016]
sonorities. Afterwards, the primo plays an atonal melody built on the rhythms of theghéme
the secondo provides the accompaniment in [016] trichords. The A section ends with an
ascending arpeggio and a chord, both employing two different whole tone*$tdtethe B
section, the second folk theme (mm. 66—79), imfjor and duple meter, appears slightly

changed from the original folk tune, shown in Figure 3.102. This theme is accompanied by tonal

393 |pid., 137-8.

304 Marcondes, 149.

395 p'Assumpgéo, 137.

3% There are only two possible whole tone scales-E-B-G:-A: and G-D:-F-G-A-B.
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harmony. The Asection presents the first theme in parallel minor seconds played by the primo
and accompanied by whole tone chords, chromatic gestures, and the [016] collection played by
the secondo. In the final section, fragments of the second theme return, transforme@b§jthe [
collection and accompanied by low diatonic clusters with mixed meter, free tempaodaled s
dynamic changes, in imitation of a drunkard. Lacerda marks this seotiomse fosse um

bébado cantanddas if it were a drunken person singing.” Figure 3.103 shows the opening of

the B section of Lacerda’s “Canto de Bebida.”
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Figure 3.103. Opening of the Bsection of Lacerda’s “Canto de Bebida”

The third movement of LacerdaBsasiliana No. 12s entitled “Cancéo,” “song.” The
wordslundu, moda modinha romancetoada serestaandcantigadenote types of Brazilian
songs with particular characteristics associated with their formadribetand musical aspects.
The history of Brazilian song can be traced back to tfecgBtury. In Brazil, the people in the

colonial cities produced the first popular solo songs, which were accompanied by guitars or
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violas*®’ In art music, thenodinha which was accompanied by piano or harpsichord, acquired
characteristics of the arias of the Italian operas in the beginning of“fh&ammry?os Even the
language used in most art songs was lItalian, contrasting with that of the folk somhswasi
Portuguesé” In the second half of ih9century, European romanticism influenced Brazilian
composers, who became conscious of a national movement. The efforts of Alberto Nepomuceno
(1864—1920) helped to establish the use of the Portuguese language in concétf Sditigs.
Lobos also employed folk themes and texts in his sOfig&ther important composers of songs
in Brazil are: Camargo Guarnieri, Claudio Santoro, Guerra Peixe, and Osvalddal, adeo
composed almost 100 songs.

Lacerda’s “Cancaois an instrumental song in ABAorm, in which a cantabile melody
is the predominant musical aspect. In the A section, an accompanied melody in E minor is
presented by each player alone in a type of dialofuthe B section, the melody shifts between
E major and E minor, and is played by the primo and accompanied by the secondo; later they
switch roles. In the Asection, the melody is played by the primo throughout and accompanied
by the secondo. In this section, the composer asks for a slower tempo, perhaps to accommodate
the ornamented notes. Noteworthy are the uneven phrase-lengths and the varied rhythmic
figuration of the melody, creating a narrative character and a romance-likg.feEhe coda
ends with a pedal note accompanying fragments of the opening melody. Figure 3.104 shows the

opening of Lacerda’s “Cancéo.”

397 Tinhor&o Histéria Social da Musica Popular Brasileirag.

308 Alvarenga, 284-5.

399 Marion VerhaalenCamargo Guarnieri — Expressdes de uma \(i8&o Paulo: Edusp, 2001), 244.

:i’ Vasco MarizA Cancao BrasileirgRio de Janeiro: Ministério da Educacéo e Cultlieh9), 25.
Ibid., 28.
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Figure 3.104. Opening of Lacerda’s “Cancao”

The last movement of Lacerd@sasiliana No. 14s entitled “Maracat."Themaracatu
is a semi-religious carnival parade representing the coronation ceremonfeisari Aobles™?
In its sacred origin the parades paid homage to Our Lady of the Rosary or the patrorigaint be
the paradé®® Themaracatuis found in Paraiba, Alagoas, Ceara, and in Pernambtatbere a
group ofmaracatuis callednacéo(nation). There is no specific choreography, and the singing,
sometimes responsorial, is accompanied by percussion instruments playing a monotonous
ostinato®*® Figure 3.105 shows a typical rhythmic pattern ofrtis@acatuof Pernambuco,
played by ayongué(type of cowbell*'® Figure 3.106 showsraaracatuof Nacdo Costa

Velha3’

(=Y ] I

H)—re—moo—po oo oo
IR o s ey e~

Figure 3.105. Rhythmic pattern ofmaracatu

312 Marcondes, 475 and D’Assumpgao, 79.

313 cascudoDicionario do Folclore Brasileiro553.
314 D' Assumpgéo, 79-80.

315 Marcondes, 476 and Almeida, 2609.

318 Andrade Dancas Dramaticas, Tomo 1174.

317 Almeida, 269.
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Figure 3.106.Maracatu

Lacerda’s “Maracatu,” subtitleBassacalha e DangdPassacaglia and Dance), is a theme
with seventeen variations, followed by a dance. The piece opens with a four-measui@ ostina
similar to the rhythmic pattern of tlgwngué shown in Figure 3.105. This ostinato, a [0167]
tetrachord broken into minor seconds and played by the primo in the high register, accompanies
the theme and the first variations. The ostinato gives way to other rhythmic patterns
restated in the dance section, in low register, this time sounding like a bass drum
accompaniment. The theme is centered on B, and consists of a four-measure bassgdir®y play
the left hand of the secondo; it is literally repeated for nine variationgariation X, a
rhythmic variant of the theme, played by the secondo, is imitated canonically by tle jmim
Variation XIII, the theme, played mostly in octaves by the primo, becomes more medatic
episode connects the variations with the dance. Here, the theme appears with thgthame r
but modified into the [016] collection. The dance is in a loose ‘ABAn, in which two themes
are presented. The first, presented in the A section, is in F Dorian and the seconddpresente
the B section, is in E Aeolian. In the gection the first theme of the dance is restated in B
Dorian. The piece ends with the theme of the passacaglia played by the secondo In paralle
octaves. Noteworthy is the use of the [016] collection as an element of unity: it apgbars

opening three notes of the passacagkane, in the introductory ostinato, and in the large-scale
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key areas of the piece, as shown in Figure 3.107. Also, the tritone B-F, which appears in the
opening theme of the piece, is the interval between the pitch center of the pas¢Bg¢agld the
pitch center of the dance’s first theme (F). Figure 3.108 shows the opening of Lacerda’s

“Maracatu.”

Passacaglia | Dance
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) o (o) I
7 o O I

© T ©

Figure 3.107. Large-scale structure of Lacerda’s “Maracatu”
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Figure 3.108. Opening of Lacerda’s “Maracatu”
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CONCLUSION

Lacerda’sBrasilianas, a series of twelve suites for piano, is a representative example of
Brazilian musical nationalism. In each of the suites, characteristicapiliBn folk songs and
dances are described and presented in a refined manner. The forty-eight movements of the
suites show a diversity of musical genres that reflects Brazil’'s clticinaess. Lacerda’s
skillful use of folk elements and his successful handling of variation technique make the
Brasilianas a useful tool for the study of composition. This work is also good pedagogical
material for pianists, as it includes varied rhythms, cantabile melodies, polymtayiity, and
contemporary sonorities.

In theBrasilianas, Lacerda uses textures, scales, forms, folk tunes, and programmatic
ideas to convey the characteristics of each genre. He also uses the Portaguese lor the
performance and character indications. General characteristicsBratneanas are: (1) lack of
key signatures (except in tBendito, in which he uses key signatures to indicate bitonality); (2)
fragmentation of themes, especially in those pieces employing variation &rexténsive use
of ABA form; (4) blending of sonorities (e.g. tonal melody accompanied by atonal sonprities
(5) frequent use of Neapolitan and French augmented sixth chords; (6) frequent use of the [016]
collection; and (7) frequent use of the Brazilian northeastern mode. With its unique d@mnbina
of neo-classical and contemporary musical language, Lac&8dasidianasis an attractive

introduction to the world of Brazilian music.
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APPENDIX A. LIST OF WORKS BY OSVALDO LACERDA

Voice and Piano (94 works)

1949

1950

1951

1952

1953

1955

1962
1964

1965

1967
1968

1970

Minha Maria
Quando entardece
Teus olhos

Menino doente
Cantiga |
Lembranca de amor
Noturno

Felicidade

Poema erotico
Duas cancgoes

1. “Menina, minha menina”

2. “Trovas de amigo”
Modinha
Desafio
Auséncia
Quatro miniaturas de Adelmar Taveres

1. “A luz desse olhar tristonho”

2. “Nao chega bem ao meu ombro”

3. “Ando triste”

4. “Dei-te os sonhos de minh"alma”
Mandaste a sombra de um beijo
Poema tirado de uma noticia de jornal
Cantiga Il
Murmdario
Trovas:

. “Eu quero bem”

. “Chamaste-me tua vida”

. “Se eu fosses pé de pau”

. “A noite, quando me deito”

. “Fui no livro do destino”

Uma nota, uma sé mao

Martirio

A um passarinho

Queixa da mocga arrependida

Tudo 0 mais sdo penas

Ladainha

Rotacéao

Quando ouvires o0 passaro

Ponto de Oxala

Cantiga de ninar escrava

Duas cancdes de Rangel Bandeira
1. “O alcoviteiro”

abrhwnNBEF-
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1971
1973
1974
1975
1979

1980

1982

1984
1985

1986

1987

1988

1989

1990
1991

2. “Delirio vao”
Moinho
Bem-te-vi
Retrato
Sabenca
Vocé
Minha carta a vocé
Teu nome
A valsa
Se eu fosse apenas
Cantiga de viluvo
Outra voz, outra paisagem
Bilheteria aquela que ainda esta por nascer
Cancdes de Ofélia
1. “How should I your true love”
2. “Tomorrow is Saint Valentine’s day”
3. “And will he not come again?”
Relance
Boca
Amargura
Receita para o amor
Carnaval do desamor
Relodgio
Lamentag&o da hora perdida
Mistério
Cancao do dia inutil
Basta de ser o outro
Minha mée
Acalanto para minha mae
Atropelado
So6 tu
Contricéo
Prece
Da-me as pétalas da rosa
Vida, que és o dia de hoje
Porque?
Alguém bateu a minha porta
Cancdao a-toa
Seresta antiga
Promessa
Viola de Lereno:
1. “Declaracéo de Lereno”
2. “Efeitos da saudade”
3. “Amar nao é brinco”
4. “E bem feito, torne a amar”
Castigo de amor
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1992

1993

1995

1996

1997

2000

Mozart no céu
Em uma frondosa roseira
Lira
Se eu morresse amanha
Cancéo do exilio
Farei o que tu fizeres
Desejos de doente
Otelo
Beijos mortos
Saudades
Descrente do amor
Louvacao de emboada tordilha
Eco e o descorajado
Conselhos de amor
Trés miniaturas de Cassiano Ricardo
1. “Relégio”
2. “Serenata sintética”
3. “No circo”
Trés miniaturas de Ribeiro Couto
1. “Tédio”
2. “Cancao do beijo suave”
3. “Solidao”
Cinco haikais de Guilherme de Almeida
1. “Filosofia”
2. “Infancia”
3. “Noturno”
4. “Historia de algumas vidas”
5. “Romance”
Cancao da despedida
Herdi que matara o reizinho inimigonini-drama)
Valsa roméantica
Cancgao para a minha morte
A maldicéo
Sao Francisco
Minha pequenina terra
Ultimo beijo
4° Motivo da rosa

Two Voices and Piano (5 works)

1967
1993

1998

Ponto de Méae Sereia
Fuga saudosa

O estrangeiro

A cancao do tédio
Pensamentos
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Three Voices and Piano (1 work)

1982 Mucama

Harmonizations for Voice and Piano (2 works)

1965 Marilia de Dirceu

1975 Duas harmanizagdes
1. “Marilia, tu ndo conheces”
2. “Ora, adeus, senhora Ulina”

Voice and Various Instruments (13 works)

1952 Ave Maria
1967 Trés Salmas
1. “No. 22"
2. “No. 127"
3. “No. 129"
1968 As dadivas
Véacuo
Saudade
Queixa de moca arrependida
Ponto de lemanja
Hiroshima meu amor
1970 Cantos de meditacao
Losango Caqui No. 6
1972 Festa chinesa
1992 Ogum
2000 Oracao a Nossa Senhora Aparecida

A Cappella Choir in Unison (1 work)

1990 Dedicacdo a uma igreja

Choir in Unison with Instruments (2 works)

1968 Proprio para a festa de Nossa Senhora

. “Entrada”

. “Salmo aleluiatico”

. “Ofertorio”

. “Comunhao”

1983 Hino & Universidade Federal de Uberlandia

A OWNPRF

Two-voice Choir a Cappella (2 works)

1982 Suite coral No. 5

113



A OWNPRP

. “Leilao de jardim”

. “Lua depois da chuva”
. “O eco”

. “Jogo de bola”

Suite coral No. 7

1.

2.
3.
4.

“Sao Francisco”

“A galinha d”Angola”
“As borboletas”

“O marombondo”

Two-voice Choir with Instruments (3 works)

1966 Missa a duas vozes

1.
2.
3.
4.
5.

“Kyrie”
“Gléria”
“Credo”
“Sanctus”
“Agnus Dei”

1979 Suite coral No. 4

1.
2.
3.
4.

“O elefantinho”
“O reldgio”

“O pato”

“As abelhas”

1987 Suite coral No. 9

1.
2.
3.

“Eu pedi a Oxald”
“Oracao”
“O” Doum”

Three-voice Choir a Cappella (3 works)

1971 Quadrinhas

1.
2.

“De saudade”
“De amor”

1977 Suite coral No. 2

1.
2.
3.

“Cana verde”
“Modinha”
“Baido”

1982 Suite coral No. 6

1.
2.
3.

HMée"
“Saudade”
“A porta”

Three-voice Choir with Instruments (3 works)

1971 Missa a trés vozes iguais

1.

“Kyrie”
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. “Gloria”

. “Credo”

. “Sanctus”

. “Agnus Dei”

1978 Suite coral No. 3

. “Ou isto ou aquilo”
. “A bailarina”

. “Uma palmada”

. “O chao e o pao”

. “A pombinha da mata”
. “A'lingua do nhem”
1989 Canto ao canto

ab~wiN

OO WNPE

Male Choir a Cappella (3 works)

1959 Ponto de Ogum
1970 Moda dos quatro rapazes
1983 Suite coral No. 8
1. “Trovas de amor”
2. “Tudo passas”
3. “Conceitos”

SATB Choir a Cappella (32 works)

1952 Padre Francisco
1953 O mana, deixe eu ir
Boi tungao
1958 Candieiro
Capim de prata
Ofull loréré
1966 Missa Ferial
1. “Kyrie”
2. “Sanctus”
3. “Agnus Dei”
1967 Poema da necessidade
Romaria
Quadrilha
1968 Céu vazio
O poeta
1969 Ponto de Sdo Manoel
Suite coral No. 1
1. “Catereté”
2. “Lundu”
3. “Marcha rancho”
Trés pontos de caboclo
1. “Ponto dos Tamoios”
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2. “Ponto do caboclo Tupinambas
3. “Ponto do caboclo Cobra Coral”
Fuga proverbial
1971 Quatro estudos para coro
1. “Unissono”
2. “Insisténcia”
3. “Forte-piano”
4. “Onomatopaico (dobrado)”
Desafio
1974 Salmo No. 129 (De Profundis)
A anunciacédo a Maria
1978 Pai nosso
1979 Ave Maria
1980 Ladainha
A primeira missa e 0 papagaio
1982 Natal, Deus conosco
Poema de Natal
Frases de caminhéo
1. “Se o amor é cego”
2. “Filosofia”
3. “A mulher”
1983 Automacao
1984 Balada do Rei das Sereias
1997 Canto de Natal
Oracao para aviadores
2000 Dai-nos for¢a, Senhor

Mixed Choir (S-Mezzo-A-Baritone) a Cappella (1 work)

1989 Suite coral No. 10
1. “Para que tanto sofrimento?”
2. “Seresta antiga”
3. “Congada”

SATB Choir with Instruments (2 works)

1967 Missa Santa Cruz

1. “Kyrie”

2. “Gloria”

3. “Sanctus”

4. “Benedictus”

5. “Agnus Dei”
Préprio do Espirito Santo
1. “Entrada”

2. “Aleluia”
3. “Ofertoério”
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4. “Comunhao”

Pedagogical Works for Choir (1 work)

1975 Apresentacao do coro

SATB Choir with Orchestra (1 work)

1970 Provérbios
“No.
“No.
“No.
“No.
“No.
“No.
“No.
“No.

Piano (60 works)

17
o
3
4
5
6 (2 provérbios)”
7
g

1953

1955
1956
1958

1960

1961

Variagdes sobre “ Mulher Rendeira”
Toada
Ponteio No. 1
Ponteio No. 2
5 Invencgdes a Duas Vozes
. “Magoado”
. “Movido”
. “Sem pressa”
. “Melancolico”
. “Com flexibilidade, ndo muito rapido”
Valsa No. 1
Valsa No. 2
Suite miniatura
. “Chorinho”
. “Toada”
. “Valsa”
. “Modinha”
. “Cana-Verde”
Estudo No. 1
Série na clave de sol
1. “Desafio”
2. “Ciranda”
3. “Valsa”
4, “Modinha”
5. “Arrasta-pé”
Suite No. 1

GO wWNPEF

GO wWNPEF
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1964

1965

1966

1967

1968

1969

1970
1971

A OWNPRP

. “Dobrado”
. “Choro”

. “Toada”

. “Baiao”

Valsa No. 3
Ponteio No. 3
Brasiliana No. 1

1.
2.
3.
4.

“Dobrado”
“Modinha”
“Mazurca”
“Marcha de Rancho”

Brasiliana No. 2

1.
2.
3.
4.

“Romance”
“Chote”
“Moda”
“Cbco”

Brasiliana No. 3

1.
2.
3.
4.

“Cururu”
“Rancheira”
“Acalanto”
“Quadrilha”

Ponteio No. 4
Ponteio No. 5
Brasiliana No. 5

1.

2.
3.
4.

Estudo No.
Estudo No.
Estudo No.
Estudo No.
Estudo No.
Estudo No.
Estudo No.

“Desafio”
“Valsa”
“Lundu”
“Cana-verde”

NoOoOOohWwWN

Brasiliana No. 6

1.
2.
3.
4.

“Roda”
“Ponto”
“Toada”
“Baidao”

Ponteio No. 7
Cromos (1o. caderno)

1.

2.
3.
4.

“No balanco”
“Pequeno estudo”
“Lamurias”
“Sanfoneiro em ré”
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1972

1973
1975

1976

1979
1981

Cromos (20. caderno)
1. “Menino manhoso”
2. “Valsinha sincopada”
3. “A flauta do indiozinho”
4. “Tagarelice”
Pequenas licdes (10. caderno)
1. “Seis por oito sincopado”
2. “Polegares presos”
3. “Mudanca de compasso”
4. “Maos cruzadas”
Cromos (30. caderno)
1. “Pingue-pongue”
2. “Jogando xadrez”
3. “Gangorra”
4. “Brincando de pegador”
Pequena cancao
Galopando
Estudando piano
. “Melodia na esquerda”
. “De duas em duas”
. “Contra- ritmo”
. “Legato e staccato”
. “Tercas”
. “Oitavas na esquerda”
. “Oitavas na doreita”
. “Ornamentos”
Toada No. 6
Estudo No. 9
Valsinha Brasileira
Cromos (40. caderno)
1. “Mixolidio”
2. “Dorico”
3. “Lidio”
4. “Pentafbnica”
Estudo No. 10
Brasiliana No. 7
. “Samba”
. “Valsa”
. “Pregao”
. “Arrasta-pé”
Estudo No. 11
Estudo No. 12
Ponteio No. 6
Pequenas licdes (20. caderno)
1. “Contratempo”
2. “Segundas”

O~NO OTh WN P
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1982
1983

1984

1987

1988

1989

1990

1991

1995
1996
1998
2000

3. “Canto do polegar”
4. “Notas repetidas”
Ponteio No. 8
Ponteio No. 9
Ponteio No. 10
Brasiliana No. 9
1. “Ponteio”
2. “Polca”
3. “Bendito”
4. “Forrg”
Brasiliana No. 10
1. “Cantoria”
2. “Recortado”
3. “Canto de cego”
4. “Marchinha”
Cromos (50. caderno — Aparelhos)
1. “Metrbnomo dodecafbnico”
2. “O canto do ventilador”
3. “Caixinha de musica”
4. “Maquina de escrever”
Brasiliana No. 11
1. “Tango”
2. “Maxixe”
3. “Choro”
4. "Polca sertaneja”
Valsa No. 4 (binéria)
Sonatina No. 1
1. “Allegro moderato”
2. “Andante com moto”
3. “Allegreto”
Sonatina No. 2
1. “Allegro non tropo”
2. “Lento”
3. “Vivace”
Sonatina No. 3
1. “Con moto moderato”
2. “Andante lento, sostenuto”
3. “Commodo con grazia”
Berceuse de um gato que morreu
Oito variacdes e fuga sobre um tema de Camargo Guarnieri
Cinco variacdes sobre “ Escravo de J6”
Acalanto singelo

Piano Four Hands (4 works)

1948

Trés corais
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1. “Freu dich sehr, o meine Seele

2. “Ich freu mich in dir”

3. “Sei gegrusset, Jesu gutig”
1968 Brasiliana No. 4

1.
2.
3.
4.

“Dobrado”
“Embolada”
“Seresta”
“Candomblé”

1980 Brasiliana No. 8

1.
2.
3.
4.

“Canto de trabalho”
“Frevo”

“Abdio”

“Terno de zabumba”

1993 Brasiliana No. 12

1.
2.
3.
4.

Harpsichord (1 work)

“Catereté”

“Canto de bebida”
“Cancgao”
“Maracatd”

1975 Sonata

1. “Allegro giusto”
2. “Andantino con moto”
3. “Allegro vivo”
Solo (18 works)
1959 Ponteio — violao
1961 Valsa - violao

1964
1974

Choro — violino
Melodia — trompa

Rondino — trombeta
Improviso — oboé

VariacOes e fugueta sobre um tema infantil — fagote
Melodia —

clarineta

Improviso — flauta

1985
1988

Queixas e reclamacdes — fagote
4 Melodias — clarineta
1.
2.
3.
4.

“Nordestina”

“De duas em duas”
“Cromatica”

“Scherzino pentafénico”

4 Mini-melodias — clarineta

1.
2.

“Toada paulista”
“Modinha”
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3. “Afro-brasileira”
4. “Valsinha desconjutada”
1994 Ostinato — flauta
1995 VariagBes sobre “Escravos de JG” — flauta
Canconeta — vibrafone
Improviso — clarineta
Invocacao e danca — clarineta
1999 Improviso No. 2 — flauta

Duet (14 works)

1953 Invencdao pra flauta e fagote
1954 Invencao pra clarineta e trompa
Invencao pra oboé e clarinete baixo
Invencao pra trombeta e trombone (la.)
Invengéo pra trombeta e trombone (lla.)
1957 Duo pra clarineta e fogote
1. “Tempo de marcha”
2. “Magoado”
3. “Bem humorado”
Toccatine e fuga — clarineta e fagote
1973 Trés duetos — flautas doce soprando e contralto
1. “Moderato sempre bem ritmado”
2. “Moderadamente movido”
3. “Vivaz”
1974 Choro-seresteiro — dois contrabaixos
1979 Variagao sobre “O cravo brigou com a rosa” — saxofone contralto e marimba
1995 Balada — flauta e harpa
1996 Marcha de rancho e fuga — flauta e fagote
1998 Choro-seresteiro e fuga — clarineta e violino
1999 Fuga e postludio — violino e viola

Piano with another instrument (50 works)

1954 Oito varia¢des sobre um tema folclérico — violino e piano
1959 Sonata — flauta e piano

1. “Moderado”

2. “Moderadamente lento”

3. “Alegre”
1962 Sonata — viola e piano

1. “Decidido”

2. “Gantante”

3. “Alegre”

Valsa — choro — clarineta e piano

1964 Seresta —violino e piano
1967 Sonata — flauta doce soprano e piano
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1968

1972

1973

1974

1975
1977

1978

1980

1981

1983

1. “Vivo”
2. “Lento”
3. “Tema e variacoes”
Seresta — oboé e piano
Invocacéao e ponto — trombeta e piano
Invocacgéo — violino e piano
Trés dancas brasileiras antigas — violino e piano
1. “Chote”
2. “Lundu”
3. “Valsa”
Abdio — oboé e piano
Aria — violoncelo e piano
Variagdes sobre uma velha modinha — clarineta e piano
Poemeto — flauta e piano
Momento lirico — flauta e piano
Cantilena — flauta e piano
Toccatina — flauta e piano
Toada — oboé e piano
Primeira valsa — oboé e piano
Segunda valsa — oboé e piano
Canto lirico — oboé e piano
Variagdes sobre “Carneirinho Carneirdo” — oboé e piano
Romantica — flauta e piano
Andante — trombone tenor e piano
Appassionato, Cantilena e Toccata — viola e piano
Canto e rondo — tuba e piano
Quatro pecas para clarineta e piano
. “Chalumeau”
. “Clarino”
. “Improviso”
. “Toccatina”
Concerto pra flautim e orquestra de cordas (reducao)
1. “Vivace spiritoso”
2. “Andante”
3. “Allegro inquieto”
Momentos musicais — flauta e piano
“No. 1”
“No. 2"
“No. 3”
“No. 4”
Trés pecas — trompa e piano
1. “Cantiga”
2. “Seresteira”
3. “Danga ritual”
Aria — trompa e piano
Pequena suite — trombeta e piano

A OWONPRE
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1984

1985

1986

1989

1990

1991

1992
1996

1999

1. “Dobrado”
2. “Cancao”
3. “Final”
Cancéo e danca — trompa e piano
Trés melodias — fagote e piano
1. “Allegro con troppo”
2. “Moderato”
3. “Moderato”
Trés pecas breves — fagote e piano
1. “Andantino con moto”
2. “Moderato”
3. “Allegro”
Suite — fagote e piano
1. “Contraponto”
2. “Cantilena”
3. “Rond¢”
Trés momentos musicais — clarineta e piano
1. “Andantino”
2. “Andantino”
3. “Allegro”
Sonata — fagote e piano
1. “Moderato”
2. “Andantino con moto”
3. “Allegro”
Sonata — oboé e piano
1. “Moderato”
2. “Lento, mas ndo muito”
3. “Movido”
Elegia — violoncelo e piano
Canconeta - violoncelo e piano
Acalanto pentafonico — violino e piano
Toccatina - violino e piano
Magoado - violino e piano
Insisténcia em la - violino e piano
Seresta — tuba e piano
Sonata — flautim e piano
1. “Esperto”
2. “Lento, mas nao muito”
3. “Vivo”
Cromos — piano e orquestra (reducao)
Sonata — trombeta e pian
1. “Andantino con moto, quase allegretto”
2. “Andante”
3. “Vivace”
Choro na clave de d6 — trombone e piano
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Trios (5 works)

1954

1969

1972

1990

Invengao para flauta, fagote e trompa
Invencao para trombeta, trompa e trombone
Trio — violino, violoncelo e piano
1. “Lento”
2. “Movido”
Seis melodias brasileiras — flauta doce soprano, contralto e tenor
1. “Candieiro”
2. “Danca do caroc¢o”
3. “Acorda, donzela”
4. “Meu rico povo”
5. “Pobre cego”
6. “Cana-verde”
Trés movimentos — trés trombetas em si b
1. “Festivo”
2. “Melancalico”
3. “Alegre”

Quartets ( 9 works)

1952

1972

1979
1993
1994

1995

Quarteto No. 1 — quarteto de cordas
1. “Preltdio e fuga”
2. “Aria”
3. “Danca”
Canconeta — flautas doces soprando, contralto, tenor e baixo
VariacOes sobre “Peixe Vivo” - flautas doces sopranino, soprano, contralto,
tenor
Seis temas do folclore brasileiro — flautas doces soprano | e I, contraltos | e Il
1. “Casinha pequenina”
. “Senhora Dona Rita”
. “Teird”
. “Toada de Lauro Louro”
. “E Lamp, é Lamp, é Lamp”
. “Tatu e cabloco do sul”
Lidio — quarteto de cordas
VariagOes sobre “Tutu Maramba” — flautas transversais
Pequena Suite — quarteto de cordas
1. “No balango”
2. “Valsinha sincopada”
3. “Modinha”
4. “Sanfoneiro e Ré”
Quarteto No. 2 — quarteto de cordas
1. “Andante con moto”
2. “Allegro animato”
3. “Andante”

OO WN
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4. “Allegro”
2001 Quarteto No.3 (Concertante) — quarteto de cordas
1. “20. Violino — Andante lento, religioso”
2. “Violoncelo — Allegreto elegante, quase andantino”
3. “Viola — Andantino”
4. “10. violino — Vivace”

Quintets (5 works)

1962 Variagdes e fuga — quinteto de sopro: fl, ob, cl e corno (trompa)
1977 Fantasia e Rondo — quinteto de metais: ttas | e Il, cor, tne e tu
1988 Quinteto — quinteto de sopro — fl, ob, cl, fg e corno (trompa)
1. “Moderadamente movido”
2. “Animado”
3. “Quase recitativo; moderado”
4. “Vivo”
1990 Quinteto Concertante — quinteto de metais —ttas | e Il, cor, tne e tu
1. “Chote (trombone)”
2. “Scherzo (trompa)”
3. “Seresta (tuba)”
4. “Rondo6 (trombetas)”
1997 Suite para cinco — quinteto de sopro — fl, ob, cl, fg e corno (trompa)
1. “Dobrado”
2. “Embolada”
3. “Toada”
4. “Candomblé”

Large Chamber Ensemble (3 works)

1968 Trilogia — metais — 4 ttas, 4 cors, 3 tnes, 1 tne baixo e tuba
1. “Allegro mosso”
2. “Andantino”
3. “Allegro animato”
Dobrado, Ponto e Maracatu — metais - 4 ttas, 4 cors, 3 tnes, 1 tne baixo, tuba e
percussao.
1993 Suite — 8 violoncelos
. “Dobrado”
. “Chote e pizzicato”
. “Fuga seresteira”
. “Rondo final”

A OWNBE

String Orchestra (8 works)

1959 Ponteio No. 2
1964 Concerto para Orquestra de Cordas
1975 Quatro Pecas Modais
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1976

1987

1988

1995

1999

. “Dorico”
. “Pentafbnica”
. “Lidio”
. “Mixolidio”
Quatro Movimentas
. “Fortepiano”
. “Trinados e trémulos”
. “Pizzicato”
. “Ostinato”
Pequenos estudos
1. “De duas em duas”
2. “Basso ostinato”
3. “Melodia em oitavas”
4. “Sanfoneiro em Ré”
Andante para cordas
Quarteto No.1
1. “Preladio e Fuga”
2. “Aria”
3. “Danca”
Suite No.1
1. “Céntico”
2. “Danca (Xotis)”
3. “Elegia”
4. “Final”

A OWNPF

A OWONPE

Symphony Orchestra (6 works)

1956

1962

1972
1982
1992

Toada
Variagdes sobre “Mulher Rendeira
Suite Piratininga

1. “Dobrado”

2. “Toada”

3. “Valsa”

4. “Choro”

5. “Baiao”
Abertura No. 1
Abertura No. 2
Quatro Momentas
. “Romantico
. “Jovial”

. “Religioso”
. “Dancante”

A OWNPEP

Symphonic Band (2 works)

1965 Suite Guanabara
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. “Dobrado”

. “Modinha”

. “Valsa”

. “Invocacéo”

. “Marcha de Rancho”
Estacio de S& (dobrado)

GO WONPEF

Soloist with Orchestra (8 works)

1968

1973
1980

1992

1994
1998

1999

Invocacao e Ponto — trombeta e orquestra de cordas
Seresta — oboé e orquestra de cordas
Variagdes sobre uma velha modinha — clarineta e orquestra de cordas
Concerto para Flautim e Orquestra de Cordas
1. “Vivace spiritoso”
2. “Andantino”
3. “Allegro inquieto”
Cromos — piano e orquestra sinfénica
. “Andantino quase allegretto”
. “Con moto moderato”
. “Vivo”
. “Moderato”
. “Moderato”
. “Andante lento, solene e religioso”
. “Allegro scherzoso”
. “Andantino quase allegretto”
Aria — violoncelo e orquestra de cordas
Concertino para Xilofone e Orquestra
1. “Allegro”
2. “Andantino”
3. “Allegro vivace”
Suite No. 2 — flauta e orquestra de cordas
. “Dobrado”
. “Embolada”
. “Cangao”
. “Valsa”
. “Arrasta-pé”

O~NO O WNE
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Percussion (5 works)

1966

1968

Trés Estudas
1. “Introducéo e Fuga”
2. “Cantilena”
3. “Rondo”
Trés Miniaturas Brasileiras
1. “Sambinha dodecafbnico”
2. “Interludio”
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3. “Embolada”
Trés Cancgdes pra canto com acompanhamento de conjunto de percussao

1974 Suite — xilofone e piano (20. mov. Marimba)

1979

1. “Arrasta-pé”
2. “Ponto”
3. “Toccata”
Variagdes sobre “O crava brigou com a rosa” pra saxofone contralto e marimba

Transcriptions of Other Composers’ Works (5 works)

1948 Trés antigos corais protestantes — piano a 4 maos

1982 Apanhei-te, cavaquinho — Ernesto Nazareth

1986 Ave Maria — Frutuoso Viana

1989 Noite Feliz — Josef Mohr e Franz Gruber

1993 Ponteio No. 39 e No. 44 — Camargo Guarnieri
Books

1967 Compendio de Teoria Elementar da Musica

1975 Regras de Grafia Musical

1959 Curso Preparatorio de Solfejo e Didatica Musical

1988 Exercicios de Teorias Elementar da Mdsica
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APPENDIX B. REQUEST OF PERMISSION |

Baton Rouge, 13 de outubro de 2005

Caro compositor Osvaldo Lacerda,

Meu nome ¢ Maria José Bernardes Di Cavaleanti. Estou no Gltimo ano de
doutorado em piano na Universidade Estadual de Louisiana (Estados Unidos). Entrei
em contato telefénico com o senhor no domingo passado. dia 9 de outubro, sobre a
possibilidade de analisar as “Brasilianas” como tema da minha dissertacao. O ponto
principal da dissertagdo ainda estd em fase de decisdo mas a principio preciso ter uma
idéia da série completa.

Para isto, agradeceria se pudesse me fornecer as seguintes informagdes:

1. Ja existe algum trabalho académico escrito sobre as “Brasilianas™?
Ja existe algo escrilo sobre a sua linha composicional?

Como posso adquirir as pegas?

Foe ek

O “copyright™ da obra é seu? Senin, como posso entrar em contato com o
) )

responsdvel?

Estou incluindo em anexo o formulario de “copyright” exigido pela universidade
para que eu possa dar inicio ao trabalho de pesquisa. Agradego antecipadamente se puder
preencher este formuldrio e envia-lo ao meu endereco postal indicado abaixo ou

escaneado e enviado via correio eletrénico (dudadicavalcantii@vahoo.com) em formato

tif. jpeg. ou pdf.

Sinceramente,

aria José Bernardes i Cavaleant
375 W. Roosevelt St, Apt, 2222
Baton Rouge, LA 70802
United States of America
Tel: 225-334-5025
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APPENDIX C. LETTER OF PERMISSION I

Copyright Permission

Permission to Quote/Reproduce Copyrighted Material

I, Osvaldo Costa de Lacerda , ,owner ofthe copyright
to the series “Brasilianas” by composer “Osvaldo Lacerda,” hereby authorize
Maria José Bernardes Di Cavalcanti to use these musical compositions as part
of her doctoral dissertation to be submitted to Louisiana State University. 1 further
extend this authorization to University Microfilms, Inc., Ann Arbor, Michigan, for
the purposes of reproducing and distributing single microform copies of the

dissertation on demand for scholarly uses.

Date Sao Paulc, October 28, 2005

Signature:
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APPENDIX D. REQUEST OF PERMISSION II

hHOO! MAIL Print - Close Window

Date: Thu, 1 Jun 2006 13:24:49 -0700 {PDT}
From: "Duda Di" «<dudadicavalcanti@yahoo.com>
Subject: Sclicitacao de Copyright

To: editorasp@vitalz.cam.br

Caro 3r. Amaral,

Conforme comiinamaos ao telefons, estou enviando este e-mail para solicitar 2 permissac da maos Yitale para utilizar
exempios musicais exiraidos das Brasilianas 1,2,2,4,5,6,7.8 e 9 do compesitor Osvaido Lacerda na minka monografia de
doutorado, o gual eslou cursando na Louisiana Stale University, Baton Rouges, Louisiana, Estados Unidos.

Em anexo ha dois documentos em POF:

1) Permissao do compositor Osvaldo para analisar a3 Brasiianas utilizando exemplos musicais.

2) Farmulario a ser preenchido, assinado pelo responsavel e enviado em formato digital para o meu e-mail ou em papsl para
o endereco abaixo espedficado, Se o senhor enviar num sistema rapido posso ressarcir as despesas de correio atraves de
Doc eletronico, bastando para isso gue o senhor me envie o nome do banco e os numeras da agencia, conta e Chd da
emoresa.

Alenciosalmente,

Maria Jose Bemardas Di Cavalcanti
375 W Roosevelt 3t Apt. 2222
Baton Rouge, LA 70802

UsA

Tel.: 225-334-5025
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APPENDIX E. LETTER OF PERMISSION Il

Copyright Permission

Permission to Quote/Reproduce Copyrighted Material

IND. E COM.. owner of the copyright to the Brasilianas 1.2,3.4.5.6,7.8. 9 by composer

“QOsvalde Lacerda’ hereby authonze Maria José Bernardes Di Cavalcanti to use these musical compositions as part

of her doctoral monograph to be submitted to Louisiana State University. I further extend this authorization to
University Microfilms, Inc.. Ann Arbor, Michigan, for the purposes of reproducing and distributing single microform

copies of the monograph on demand for scholatly uses.

S#o Paulo. June 23. 2006

Signature:

7]
,"'r f |

A | e
JINAALADSA
1

¥

IRMAOS VITALE §/A IND. E COM.
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APPENDIX F. REQUEST OF PERMISSION Il

hHOO!@ MAIL Print - Close Window

Date: Thu, 1 Jon 2006 13:27:22 -0700 (PDT)
From: "Duda Di" =dudadicavalcanti@yahoo.com>
Subject: Solicitacao de Copyright da Brasilfana 10 de Osvalde Lacerdz

To: ricordi@ricerdi.com.br

Caro 3r. Osmar Nogueira,

Conforme combinamos ao telefone, estou enviando este e-mail para solicitar 2 permissao da Ricondi para ulilizar exemplos
musicais extraidos da Brasiliana 10 do compositor Osvaldo Lacerda na minha monografia de doutorado, o qual estou
cursando na Louisiana State University, Baton Rouge, Louisiana, Estados Unidos.

Em anexo ha dois documentos em POF

1) Permissao do compositor Osvaldo para analisar as Brasilianas utilizando exemplos musicals.

2) Formulario a ser preenchido, assinado pelo responsavel e enviado em formato digital para o meu e-mail ou em papel para
o endereco abaixo especiicado. Se o senhor enviar num sistema rapido posso ressarcir as despesas de correio atraves de
Doc eletronico, bastando para isso gue o senhor me envie o nome do banco e os numenos da agencia, conta e CHJ da
empresa.

Atenciosalments,

Maria Jose Bemardes Di Cavalcanti
375 W. Roosevelt St Apt. 2222
Baton Rouge, LA 70802

USA

Tel.: 225-334-5025
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APPENDIX G. LETTER OF PERMISSION IlI

RICORDI

Copyright Permission

Permission to Quote/Reproduce Copyrighted Material

L Ricord/ Bras, i/ rA S/A . owner of the copyright

to the “Brasiliana 10” by composer “Osvalde Lacerda,” hereby authorize Maria
José Bernardes Di Cavalcanti to use this musical composition as part of her
doctoral monograph to be submitted to Louisiana State University. I further
extend this authorization to University Microfilms, Inc., Ann Arbor, Michigan, for
the purposes of reproducing and distributing single microform copies of the

mongraph on demand for scholarly uses.

Date Oi/Oé//oQOGG

Signature:

RICORDI BRASILEIRA S.A.
Alameda Eduardo Prado, 292 - CEP 01218-010 - Tel: (0xx11) 3331-6766 - Fax: (Oxx11) 222-4205
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March 1962. She received her Bachelor of Music degree from Universidade Estadual do
Ceara (Brazil) in 1987. She also studied piano with José Alberto Kaplan from 1991 to
1995. In 1997 she received a scholarship from the Deutscher Musikrat to study piano
with Ernst Ueckermann in Wurzburg, Germany. She received her Master of Music
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