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The  Choro  and  Egber to  Gi smont i ’ s  7  Ané i s  f or  p iano   

A b s t r a c t  

 

 The  p ro j ec t  t r a ce s  t he  h i s t o ry  o f  t he  Choro  and  ana lyze s  Egbe r to  

G i s m o n t i ’ s  7  Ané i s  f o r  p i ano  so lo .  S i n c e  G i s m o n t i ’ s  c o m p o s i t i o n  i s  a  

p r ime  example  o f  t he  Choro ,  t h e  d i s cus s ion  beg in s  w i th  a  b r i e f  su rvey  

o f  t he  gen re  and  i t s  r o l e  i n  t he  deve lopmen t  o f  B raz i l i an  mus i c .  The  

pape r  t r a ce s  t he  o r i g in s  o f  B raz i l i an  mus i c  back  t o  t he  coun t ry ’ s  

d i s cove ry  i n  1500  t h rough  i t s  expans ion  i n  t he  19 t h  and  20 t h  c en tu r i e s .  

I n  t he  p roce s s ,  t he  e s s ay  de sc r i be s  va r i ous  p r ecu r so r s  o f  t he  Choro  

and  d r aw s  a t t en t i on  t o  t he  impor t ance  o f  t he  p i ano  and  t he  ro l e  o f  t he  

P o r t u guese  l anguage  i n  t he  deve lopmen t  o f  t he  gen re .  H a v i n g  o u t l i n e d  

t he  h i s t o r i c a l  backg round  o f  t he  Choro ,  t h e  pape r  su rveys  t he  ma in  

cha rac t e r i s t i c s  o f  Choro  and  demons t r a t e s  w a y s  i n  w h i c h  G i s m o n t i ’ s  

7  Ané i s  i s  an  example  o f  t he  gen re .  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

The  Choro  and  the  deve lopment  o f  popu lar  mus i c  in  Braz i l  
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    1 . 1  The  roo t s  o f  the  Braz i l i an  Mus i c  

 

Choro  i s  a  mus i ca l  gen re  f rom Braz i l  t ha t  a ro se  i n  t he  l a t e  19 t h  

c en tu ry  i n  t he  c i t y  o f  R io  de  J ane i ro .  The  word  choro  l i t e r a l l y  means  

“a  c ry ,  a  weep”  i n  Po r tuguese  and ,  i n  mus i ca l  con t ex t s ,  i t  i s  

a s soc i a t ed  w i th  w o r k s  h a v i n g  ve ry  exp re s s ive  me lod i e s  and  p l ayed  by  

s m a l l  i n s t r u m e n t a l  g r o u p s .  These  works ,  wh ich  we re  ba sed  on  t he  

Eu ropean  dances ,  we re  p l ayed  i n  ba l l r ooms  and  we re  popu l a r  

t h roughou t  R io  de  J ane i ro  du r ing  t he  19 t h  cen tu ry  (A lme ida ,  1999 :  

22 ) .  S i n c e  i t  p r e s e n t s  a  u n i q u e  b l e n d  o f  i n d i g e n o u s  a n d  E u r o p e a n  

s o u n d s ,  Choro  i s  one  o f  t he  mos t  s i gn i f i c an t  gen re s  o f  B r az i l i an  mus i c  

and  can  on ly  be  unde r s tood  a s  a  byp roduc t  o f  t he  coun t ry ’ s  complex  

h i s t o ry .   

D u r ing  t he  pe r i od  f rom 1500 ,  when  t he  coun t ry  w a s  d i s c o v e r e d  

f i r s t  by  t he  Po r tuguese ,  un t i l  t h e  19 t h  c en tu ry ,  B raz i l  was  a  r u r a l  

co lony  t ha t  was  l a rge ly  i nhab i t ed  by  na t i ve  Ind i ans ,  Af r i c an  s l ave s ,  

and  Eu ropean  emig ran t s .  Each  g roup  con t r i bu t ed  t o  t he  mus i ca l  l i f e  

o f  t he  coun t ry  i n  d i f f e r en t  ways .  Wherea s  t he  con t r i bu t i on s  o f  t he  

Ind i ans  we re  ve ry  modes t ,  t ha t  o f  t he  Af r i c an  s l ave  was  eno rmous .   

A s  M a r i z  e x p l a i n s :   

 
I t  i s  i m p o r t a n t  t o  p o i n t  o u t  t h a t  t h e  s y m b i o s i s  o f  A f r i c a n   

m u s i c a l  f o l k l o r e  w i t h  t h e  d o m i n a t i n g  E u r o p e a n  c u l t u r a l   

b a g g a g e  w a s  v e r y  s l o w  a n d  a l m o s t  i m p e r c e p t i b l e  i n  t h e   

f i r s t  y e a r s  o f  c o l o n i z a t i o n .  E v e r y t h i n g  t h a t  w a s  r e l a t e d   

t o  t h e  s l a v e s  w a s  d e s p i s e d ,  a n d  t h e  p r o g r e s s i v e  r i s e  o f   

t h e  M u l a t t o e s  i n  t h e  B r a z i l i a n  s o c i e t y  d i d  n o t  h e l p  t h e  

a c c e p t a n c e  o f  t h e  A f r i c a n  p o p u l a t i o n .  A c t u a l l y ,  i t  w a s   

t h e  o p p o s i t e ;  t h e  M u l a t t o e s  i n  B r a z i l  d e n i e d  a n y   

r e l a t i o n s h i p  t h a t  c o u l d  l i n k  t h e m  w i t h  t h e i r  c o n t i n e n t   

o f  o r i g i n .  [ … ]  T h e  s l a v e s  a n d  t h e i r  d e s c e n d e n t s  ( w h o   

w e r e  g e t t i n g  w h i t e r  a t  e a c h  g e n e r a t i o n )  b e c a m e  t h e   
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m o s t  s i g n i f i c a n t  p l a y e r s  i n  t h e  m u s i c  f i e l d ,  s i n c e  i n   

t h a t  t i m e  t h e  m u s i c i a n  w a s  e i t h e r  a n  e m p l o y e e  o r  a  s e r v a n t .  ( M a r i z ,  

1 9 8 3 :  3 4 ) . 1  

H e  a d d s :  “M o r e o v e r ,  t h e  e v i d e n t  m u s i c a l i t y  o f  t h e  A f r i c a n s  l e a d  t h e m  

to  be  t he  i dea l  i n t e rp r e t e r s ,  and ,  i n  due  t ime ,  t he  c r ea to r s  o f  t he  mus i c  

t ha t  was  be ing  made  i n  B raz i l . ”  

I t  i s  c l e a r  f r om Mar i z ’ s  de sc r i p t i on  t ha t  A f r i c a n  s l a v es  

i n f l uenced  Braz i l i an  mus i c  no t  so  much  by  impose  t he i r  cu l t u r e  t o  t he  

coun t ry ’ s  i nhab i t an t s ,  bu t  r a t he r  by  i n sp i r i ng  i n f l uenced  t hem by  t he i r  

mus i ca l i t y .  One  o f  t he  r ea sons  fo r  t h i s  i s  t ha t  t he  s l a v e s  c a m e  f r o m  

many  pa r t s  o f  t he  A f r i c a n  con t i nen t ,  e . g . ,  A n g o l a ,  C o n g o ,  and  Yoruba ,  

e ach  pa r t  hav ing  i t s  own  mus i ca l  t r ad i t i ons  (Cançado ,  1999 :  85 ) .  O n c e  

t hey  came  in to  con t ac t  w i th  t he  Eu ropean  mus i c ,  howeve r ,  t hey  

deve loped  i t  i n  r emarkab l e  ways  t o  c r ea t e  a  un ique  A f r o -Braz i l i an  

i d iom (A lme ida ,  1999 :  14 ) .  

Eu ropean  cu l t u r e  i n f l uenced  Braz i l i an  mus i c  occu r r ed  i n  two  

w a y s .  F i r s t ,  w h e n  Jesu i t  p r i e s t s  a r r i ved  i n  t he  16 t h  c en tu ry  t o  co lon i ze  

t he  coun t ry  t hey  b rough t  w i th  t hem a  l a rge  body  o f  moda l  chu rch  

mus i c ,  bo th  p l a inchan t s  and  Rena i s s ance  po lyphony .  Second ,  when  

co lon i s t s  s t r e am ed  i n to  t he  coun t ry  i n  t he  18 t h  and  19 t h  c en tu r i e s ,  t hey  

came  w i th  newer  r epe r to r i e s  o f  t ona l  mus i c .  (A lme ida ,  1999 :  13 ) .  

S i n c e  P o r t u g a l  d i d  no t  have  a  t h r i v ing  mus i ca l  t r ad i t i on ,  much  o f  t h i s  

mus i c  c ame  f rom Aus t r i a ,  Ge rmany  and  I t a l y  (A lme ida ,  1999 :  14 ) .  

Bu t  t he  Po r tuguese  d id  b r i ng  va r i ous  rhy thmic  pa t t e rn s  deve loped  by  

t he i r  Af r i c an  de scenda n t s ,  a s  we l l  a s  a  huge  va r i e t y  o f  i n s t rumen t s ,  

 
1 A l l  t r a n s l a t i o n s  a r e  m a d e  b y  t h e  a u t h o r .  
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espec i a l l y  t h e  f l u t e ,  t he  gu i t a r  and  t he  cavaqu inho . 2 These  i n s t rumen t s  

w o u l d  l a t e r  f r o m  t h e  b a s i s  o f  t h e  Choro . 3  

1 .2  The  Deve lopment  o f  the  Braz i l i an  mus i c   

  

By  t he  f i r s t  ha l f  o f  t he  19 t h  c en tu ry ,  popu l a r  mus i c  i n  B raz i l  

d iv ided  i n to  two  g roups :  t ha t  wh ich  o r i g ina t ed  i n  Eu rope  and  t ha t  

w h i c h  o r i g i n a t e d  i n  A f r i c a  (Ca rva lho ,  2006 :  38 ) .  The  fo rmer  became  

more  i n t ense  when  t he  Po r tuguese  cou r t  r e l oca t ed  f rom L i s b o n  t o  R i o  

de  J ane i ro  i n  1808  i n  o rde r  t o  e s cape  f rom the  i nvas ion  o f  Napo l eon .  

O n  a r r i v i n g  i n  R i o ,  t h e  cou r t  f ound  a  ve ry  sma l l  c i t y ,  w i thou t  any  

s a n i t a t i o n ,  “ w i t h  t h e  b a r e  m i n i m u m  o f  e d u c a t i o n a l  f a c i l i t i e s ,  a n d  

w i t h o u t  p r i n t i n g  p r e s s e s ” ,  n o  l i b r a r i e s  o r  m u s e u m s  (App leby ,  198 3 :  

29 ) .  M a ga ld i  ( 2004 :  xv i )  sugges t s  t ha t  t he  co lon i a l  s e t t i ng  “hos t ed  a  

s m a l l  a r i s t oc r acy  o f  wea l t hy  l andowne r s  s e rved  by  a  ma jo r i t y  o f  

B l acks ,  Mu la t t oe s ,  s l ave s ,  and  f r eedmen ,  and  on ly  a  t h in  s t r a t um o f  

m idd l e - c l a s s  worke r s . ”  None the l e s s ,  R io  de  J ane i ro  became  the  

cap i t a l  o f  t he  en t i r e  P o r t u g u e s e  e m p i r e  a n d ,  i n  a n  a t t e m p t  t o  r e p l i c a t e  

a  mode rn  Eu ropean  c i t y ,  opened  new  p re s se s ,  l i b r a r i e s ,  t hea t e r s ,  

s c h o o l s ,  a s  w e l l  a s  r o a d s ,  p a v e m e n t s ,  s e w e r s ,  o t h e r  f o r m s  o f  

i n f r a s t ruc tu r e .   

The  de s i r e  t o  r e c r ea t e  t h ings  “European”  s t e m m e d  i n  p a r t  f r o m  

a  l a ck  o f  un i t y  w i t h i n  B r a z i l ;  t h e  q u e s t  f o r  B r a z i l i a n  n a t i o n a l i s m ,  

 
2 A c c o r d i n g  t o  t h e  M i c h a e l i s  M o d e r n o  D i c i o n á r i o  d a  L í n g u a  P o r t u g u e s a ,  t h e  
w o r d  C a v a q u i n h o  m e a n s :  l i t t l e  g u i t a r  w i t h  f o u r  s t r i n g s .  A v a i l a b l e  a t :  
< h t t p : / / m i c h a e l i s . u o l . c o m . b r / m o d e r n o / p o r t u g u e s / i n d e x . p h p ? l i n g u a = p o r t u g u e s -
p o r t u g u e s & p a l a v r a = c a v a q u i n h o > .  A c c e s s e d  o n  M a y  1 5 t h ,  2 0 1 2 .  
3 A c c o r d i n g  t o  V a s c o n c e l o s :  “ [ … ]  t h e y  [ t h e  P o r t u g u e s e ]  b r o u g h t  a l l  t h e  b a s i c  
m u s i c a l  i n s t r u m e n t s  s u c h  a s  t h e  f l u t e ,  c a v a q u i n h o  a n d  t h e  g u i t a r  –  w h i c h  w i l l  
h a v e  a n  i m p o r t a n t  r o l e  i n  t h e  f o r m a t i o n  o f  C h o r o  a n d  i n  a l l  o u r  i n s t r u m e n t a l  
m u s i c  p l a y e d  b y  s m a l l  e n s e m b l e s  a l m o s t  f o u r  c e n t u r i e s  l a t e r  -  a n d  a l s o  t h e  
p i a n o ,  t h e  v i o l a ,  t h e  o p h i c l e i d e ,  t h e  c l a r i n e t ,  t h e  v i o l i n ,  t h e  d o u b l e  b a s s ,  t h e  
v i o l o n c e l l o ,  a n d  t h e  a c c o r d i o n .  T h e  P a n d e i r o  –  i n i t i a l l y  i t  d i d  n o t  h a v e  
l e a t h e r  [ … ]  a l s o  c a m e  f r o m  P o r t u g a l . ”  ( V a s c o n c e l o s ,  1 9 8 4 :  2 0  i n  A l m e i d a ,  
1 9 9 9 :  1 5 ) .  
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w h i c h  w o u l d  c o m e  t o  t h e  f o r e  i n  t h e  e a r l y  2 0 t h  c en tu ry ,  was  on ly  

beg inn ing  t o  t ake  s h a p e .  To  quo t e  M a g a l d i :  

 
                  T h e  e m p e r o r  a l s o  m a d e  i t  a  p r i o r i t y  t o  p r o m o t e  a n d   

  s u b s i d i z e  E u r o p e a n  i m m i g r a t i o n .  [ … ]  f o r e i g n  m u s i c i a n s   

w e r e  m o s t l y  r e s p o n s i b l e  f o r  b r i n g i n g  i m p o r t e d  m u s i c  t o   

R i o  d e  J a n e i r o .  [ … ]  C o n t i n u i n g  t o  a r r i v e  u n t i l  l a t e  i n   

t h e  c e n t u r y ,  t h e  i m m i g r a n t s  w e r e  m o s t l y  P o r t u g u e s e ,   

I t a l i a n s ,  F r e n c h ,  a n d  G e r m a n s  w i t h  n o t  o n l y  a s t u t e  e y e s   

( a n d  e a r s )  f o r  m u s i c ,  b u t  a l s o  a  b u s i n e s s  s e n s e  t h a t   

r e f l e c t e d  t h e i r  c l e a r  u n d e r s t a n d i n g  o f  t h e  n e e d  o f  R i o  d e   

J a n e i r o  r e s i d e n t s  t o  u s e  m u s i c  a s  a  m e a n s  t o  s t a n d  o n  a n   

e q u a l  f o o t i n g  w i t h  t h e  E u r o p e a n s . ( M a g a l d i ,  2 0 0 4 :  6 )  

 

 Immig ran t s  b rough t  a  va r i e t y  o f  popu l a r  and  fo lk  mus i c  

i nc lud ing  Scho t t i s ches ,  Mazurkas ,  Wa l t ze s ,  H a b a n e r a  and  Polkas .  

A c c o r d i n g  t o  C a s t agna  (ND:  1 ) :  “ t he se  dances  […]  have  become  so  

common  a s  en t e r t a i nmen t  f o r  t he  e l i t e  i n  R io ,  t ha t  t hey  coun t ed  on  

t he  con t r i bu t i on  o f  compose r s  o f  t he  roya l  pe r i od ,  even  t hough  t hey  

w e r e  d e d i c a t e d  t o  o p e r a  a n d  s a c r e d  m u s i c  c o m p o s i t i o n s . ”   

Bu t ,  a s  A lme ida  ha s  po in t  ou t ,  t h e  i n f l ux  o f  Eu ropean  ve rnacu l a r  

mus i c  c r ea t e d  a  pe r f ec t  env i ronmen t  f o r  t he  deve lopmen t  o f  d i s t i nc t l y  

B raz i l i an  gen re s :   

 
T h e  s t r o n g  t r a d i t i o n  o f  t h e  b a l l r o o m  –  w h e t h e r  p o p u l a r ,   

o r  a r i s t o c r a t i c  -  i n  R i o  d e  J a n e i r o  o f  t h e  1 9 t h  c e n t u r y  h a s   

d e f i n e d  a n  e v o l u t i o n  o f  t h e  B r a z i l i a n  p o p u l a r  m u s i c  f r o m  E u r o p e a n  

b a l l r o o m  g e n r e s .  F r o m  t h e  c o n s t a n t  a c t i o n s  o f  t h e  g e n u i n e l y  

B r a z i l i a n  m u s i c a l  t e n d e n c i e s  t o  t h e  m u s i c a l  c h a r a c t e r i s t i c s  –  

r h y t h m i c ,  h a r m o n i c  a n d  m e l o d i c  –  o f  t h e  E u r o p e a n  d a n c e s ,  

p e r m a n e n t  n a t i o n a l  g e n r e s  a r o s e ,  s u c h  a s  M a x i x e ,  t h e  B r a z i l i a n  

T a n g o ,  t h e  C h o r o ,  a n d  t h e  S a m b a .  ( A l m e i d a ,  1 9 9 9 :  2 1 )   
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 I t  i s  a l so  impor t an t  t o  r emember  t ha t  mos t  pub l i shed  mus i c  

c i r cu l a t i ng  i n  B raz i l  was  p r i n t ed  i n  Eu rope  and  w a s  i n v a r i a b l y  s c o r e d  

fo r  p i ano ,  e i t he r  s o l o  p i ano  works ,  e spec i a l l y  va r i a t i ons  and  f an t a s i a s  

on  popu l a r  ope ra t i c  t unes ,  a r r angemen t s  o f  a r i a s  f o r  vo i ce  and  p i ano ,  

o r  p i ano  r educ t i ons  o f  ope ra s ,  Eu ropean  ba l l r oom dances .  I n  f a c t ,  R io  

de  J ane i r o  a t  t ha t  t ime  “was  an  ex t r eme ly  p ro f i t ab l e  ma rke t  f o r  p i ano  

dea l e r s  and  manufac tu r e s”  (Maga ld i ,  2004 :  8 ) .  The  p i ano  t he r e fo r e  

p l ayed  an  i nc r ea s ing ly  s i gn i f i c an t  r o l e  i n  t he  deve lopmen t  o f  

B raz i l i an  mus i c  s t a r t i n g  i n  t h e  1 9 t h  c en tu ry .    

A l t h o u g h  m u s i c  w a s  c o n s u m e d  b y  a l l  s e g m e n t s  o f  B r a z i l i a n  

s o c i e t y ,  t h e  m u s ic i ans  t hemse lve s  t ended  t o  be long  t o  l ower  s o c i a l  

s t r a t a  a n d  w e r e  g e n e r a l l y  t r e a t e d  a l o n g  t he  s ame  l i ne s  a s  manua l  

l abo re r s .  I n  f a c t ,  B raz i l i an  mus i c  was  gene ra l l y  pe r fo rmed  by  t he  

b l acks  and  Mes t i zo s  (Ca rva lho ,  2006 :  38 ) .  A s  a  r e s u l t ,  B raz i l i an  

mus i c  i nev i t ab ly  acqu i r ed  a  b l ack / Mes t i zo s  f e e l .  Tha t  was  t r ue  

w h e t h e r  t h e y  p e r f o r m e d  t r a d i t i o n a l  Eu rope an  ve rnacu l a r  mus i c  a t  

dance  ha l l s  i n  R io  o r  whe the r  t hey  p l ayed  t he i r  own  types  o f  mus i c .   
 

1 .3  Spec i f i c  genres  re la t ed  to  Choro   

 

1 .3 .1  M o d i n h a  

 

  O n e  o f  t he  mos t  impor t an t  gen re s  r e l a t ed  t o  t he  Choro  i s  t he  

Modinha .  As  A l m e i d a  ( 1 9 9 9 )  po in t s  ou t ,  i t  w a s  v e ry  popu l a r  no t  on ly  

i n  Po r tuga l ,  bu t  a l so  on  t he  s t r e e t s  o f  B raz i l .  The  word  i t s e l f  i s  a  

d iminu t i ve  fo rm  o f  Moda ,  a  gene r i c  t e rm  fo r  song  o r  me lody .  

A c c o r d i n g  t o  App leby  (1983 ) ,  i t  i s  cons ide r ed  t he  on ly  fo rm  o f  

B raz i l i an  popu l a r  mus i c  t ha t  does  no t  have  a  f o lk  o r i g in .  Gue r r a -P e i x e  

(1954 /2012 )  sugges t s  t ha t  t he  Modinhas  p rov ided  t he  Chorões  i t s  

d i s t i nc t i ve  ba s s  d r i ven  t ex tu r e ,  t he  ba i xar ia . 4 A s  h e  exp l a in s :  

 
4 C h o r õ e s  i s  t h e  n a m e  g i v e n  t o  t h e  m u s i c i a n s  w h o  p l a y e d  t h e  C h o r o .  
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I t  w a s  i n  R i o  d e  J a n e i r o  t h a t  t h e  o l d  c h o r õ e s  f o u n d  t h e   

b e s t  f i e l d  t o  p l a y  t h e i r  s e r e n a t a s . 5 M u s i c a l  e n s e m b l e  f o r  

e x c e l l e n c e ,  t h e  C h o r o  w a s  a l s o  c h a r a c t e r i z e d  b y  t h a t   

m e s t i z o ’ s  o r i g i n a l i t y  t h a t  w a s  i n t r o d u c e d  b y  t h e  B r a z i l i a n s   

i n  t h e  b a i x a r i a  o f  t h e  g u i t a r  ( c o u n t e r p a r t  i n  t h e  b a s s  p a r t   

o f  t h e  i n s t r u m e n t ) ,  s i n c e  t h e  M o d i n h a s  u n t i l  t h e  P o l k a s   

a n d  m o r e  r e c e n t l y  i n  t h e  C h o r o s  ( m u s i c a l  g e n r e ) .  ( G u e r r a -  

P e i x e ,  2 0 1 5 :  2 ) .  

 

There  a r e  n umerous  example s  o f  Modinhas  i n  t he  mode rn  Braz i l i an  

l i t e r a tu r e ,  i nc lud ing  t hose  by  H e i t o r  V i l l a -Lobos  and  An tôn io  Ca r lo s  

J o b i m .  A l m e i d a  ( 1 9 9 9 :35 )  a l so  s ee s  connec t i ons  be tween  Modinha  

and  t he  wa l t z :   

 
I n  B r a z i l ,  t h e  W a l t z  a n d  t h e  M o d i n h a  s h a r e d  m u t u a l   

i n f l u e n c e s .  T h e  M o d i n h a  s t a r t e d  t o  u t i l i z e  a  3 / 4  m e a s u r e ,   

w h i l e  t h e  W a l t z  a d o p t e d  a  s l o w e r  t e m p o  a n d  a s s u m e d  a   

m o r e  m e l o d i c ,  i n t i m a t e  a n d  b u c o l i c  c h a r a c t e r ,  t h u s   

o r i g i n a t i n g  t h e  B r a z i l i a n  W a l t z ,  w h i c h  w o u l d  a b a n d o n   

t h e  d a n c i n g  c h a r a c t e r  a n d  w o u l d  f i r m  i t s e l f  a s  o n e  o f   

t h e  m a i n  g e n r e s  o f  t h e  S e r e s t a  m u s i c  t h r o u g h  t h e  C h o r o  m u s i c i a n s .  

I t  a l s o  d i s t i n g u i s h e d  i n  t h e  s a l o n s  w i t h  t h e   

p i a n i s t i c  c o m p o s i t i o n s  o f  E r n e s t o  N a z a r e t h . 6 

 

H e  c o n t i n u e s :  “N o s t a l g i c  a n d  e v o l v i n g ,  m a i n l y  i n  m i n o r  k e y s ,  t h e  

Braz i l i an  wa l t z  go t  t yp i ca l  i n s t rumen t s  f r om the  Choro  (ma in ly  t he  

gu i t a r  and  t he  f l u t e ) ,  w i thou t  men t i on ing  t he  cha r ac t e r i s t i c s  f r om the  

Choro ,  s u c h  a s  t h e  i n v e r t e d  h a r m o n i e s ,  b r i n g i n g  t h e  e x p r e s s i v e  

 
5 S e r e n a t a  m e a n s  a  r o m a n t i c  m u s i c a l / v o c a l  p e r f o r m a n c e  t h a t  i s  h e l d  u n d e r  
o n e ’ s  w i n d o w s .  
6 S e r e s t a  r e f e r s  t o  t h e  m u s i c  p l a y e d  a t  t h e  S e r e n a t a ,  w h i c h  c a n  b e  i n s t r u m e n t a l  
o r  w i t h  s i n g e r s .  S o m e  C h o r o s  c a n  b e  u s e d  i n  S e r e s t a s ,  b u t  n o t  a l l  S e r e s t a  
m u s i c  i s  C h o r o .  
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mot ion  f rom the  ba s s ,  wh ich  p l ay  coun t e rpo in t  aga in s t  t he  me lody ,  so  

common  to  gu i t a r  f r om the  Choro  and  Sere s ta . ” 7 

 

 

 

1 . 3 . 2  Po lka  

 

The  po lka  was  a l so  an  impor t an t  i n f l uence  on  Braz i l i an  mus i c  

du r ing  t he  19 t h  cen tu ry .  O r i g i n a l l y  f r o m  B o h e m i a ,  t h e  l i v e l y  2 /4  dance  

w a s  i n t r o d u c e d  b y  i m m i g r a n t s  a n d  w a s  i m m e d i a t e l y  p e r f o r m e d  i n  t he  

ba l l r ooms  o f  t he  car ioca  e l i t e . 8 To  quo t e  T inho rão :   

 
I n  f a c t ,  t h e  P o l k a  l a u n c h e d  i n  t h e  c o n c e r t  h a l l s  o f  t h e   

r i c h  a n d  i n  t h e  l i v i n g  r o o m s  o f  t h o s e  w h o  w e r e  m o r e   

w e a l t h y  t h e  r h y t h m  2 / 4  i n  a l l e g r e t t o ,  w h i c h  t r a n s m i t t e d   

t o  t h e  d a n c e r s  s u c h  a  v i v a c i t y ,  v e r y  s i m i l a r  t o  t h e  e u p h o r i c   

m o m e n t  o f  t h e  B r a z i l i a n  e c o n o m y ,  d e s t i n e d  t o  r e a c h  i t s   

p e a k  w i t h  t h e  s u r p l u s  o f  t h e  c o m m e r c i a l  t r a d e  i n  1 8 6 0 .   

( C i t e d  b y  C a r v a l h o ,  2 0 0 6 :  4 1 )  

 

 A l m e i d a  ( 1 9 9 9 :  20 )  con f i rms  T inho rão ’ s  c l a im  tha t  t he  po lka  

w a s  a n  a r i s t o c r a t i c  d a n c e ,  t h o u g h  h e  n o t e s  t ha t  i t  immed ia t e ly  

mig ra t ed  t o  t he  s t r e e t  w h e r e  i t  w a s  p l ayed  by  sma l l  i n s t rumen ta l  

g roups ,  o r  Choro ,  and  i nco rpo ra t ed  i n to  ca r i oca  Ca rn iva l  a c t i v i t i e s .  

I n  h i s  book  O  C h o r o :  r e m i n i s c ê n c i a s  dos  chorões  an t i gos  ( 1936 )  P in to  

goes  even  fu r t he r  t o  sugges t  t ha t ,  l i k e  t he  s amba ,  t he  po lka  i s  a  

B raz i l i an  t r ad i t i on :  “ I t  i s  t he  on ly  dance  t ha t  c l o su re s  ou r  co s tumes ,  

t he  on ly  one  t ha t  c a r r i e s  t he  Braz i l i annes s . ”  (P in to  1936  i n  A lb in ,  

 
7 O n e  e x a m p l e  o f  M o d i n h a  –  a m o n g  t h e  s e v e r a l  e x a m p l e s  a v a i l a b l e  –  i s  t h e  
f i r s t  m o v e m e n t  o f  H e i t o r  V i l l a - L o b o s ’ s  B a c h i a n a s  B r a s i l e i r a s  N o .  1 .   
8 T h e  w o r d  c a r i o c a  i s  t h e  n a m e  g i v e n  t o  t h o s e  w h o  a r e  b o r n  i n  t h e  c i t y  o f  R i o  
d e  J a n e i r o .  
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2012 ) . 9 A l t h o u g h  t he r e  a r e  i ndeed  connec t i ons  be tween  t he  po lka  and  

t he  Choro ,  i t  i s  impor t an t  t o  no t e  t ha t  t he r e  a r e  a l so  s o m e  s i g n i f i c an t  

d i f f e r ences .  Example  1  s h o w s  t h a t ,  l i ke  t he  march ,  t he  po lka  

emphas i ze s  bo th  bea t s  o f  t he  measu re .   

 

 
E x a m p l e  1 :  B a s i c  n o t a t i o n  o f  t h e  a c c o m p a n i m e n t  p a t t e r n s  o f  t h e  E u r o p e a n  P o l k a  

 

 The  Choro ,  howeve r ,  s t r e s s e d  t h e  s e c o n d  b e a t  m o r e  t han  t he  

f i r s t  w i th  t he  me lody  an t i c i pa t i ng  t he  ha rmony .  S u c h  r h y t h m i c  

t r an s fo rma t ions  can  be  s een  i n  Apanhe i - t e  Cavaqu inho ,  a  po lka  

w r i t t e n  b y  t h e  g r ea t  B raz i l i an  Choro  compose r  E rnes to  Naza re th  

(1863 - 1934 ) . 10  A s  s h o w n  i n  E x a m p l e  2 ,  t h e  r h y t h m i c  p a t t e r n s  o f  t h e  

l e f t  hand  c l ea r l y  r e semb le  t hose  o f  a  po lka  (Example  1 ) .  Bu t  t he  

me lody  i n  t he  r i gh t  hand ,  w i th  i t s  t h r ee -no t e  p i ckups ,  s eem much  more  

l i ke  t ha t  o f  a  Choro  t h an  t ha t  o f  a  Eu ropean  po lka . 11 I r on i ca l l y ,  t he  

o lde s t  known  example  o f  t he  Choro ,  J oaqu im  An ton io  da  S i l va  

Ca l l ado ’ s  Flôr  Amorosa  ( 1877 )  w a s  m e a n t  t o  b e  a  p o l k a  ( A l m e i d a ,  

1999 :21 ) .   

 

 

 
9 A v a i l a b l e  a t :  < h t t p : / / w w w . d i c i o n a r i o m p b . c o m . b r / p o l c a / d a d o s - a r t i s t i c o s > .  
A c c e s s e d  o n  M a y  2 1 ,  2 0 1 2 .  
10  T h e  p i e c e  w a s  p u b l i s h e d  a n d  p r o b a b l y  c o m p o s e d  i n  1 9 1 4 .  A v a i l a b l e  a t :  
< h t t p : / / w w w . d i c i o n a r i o m p b . c o m . b r / e r n e s t o - n a z a r e t h / d a d o s - a r t i s t i c o s > .  
A c c e s s e d  o n  M a y  2 2 ,  2 0 1 2 .  
11  A  f u l l  d e t a i l e d  e x p l a n a t i o n  a b o u t  t h e  c h a r a c t e r i s t i c s  o f  C h o r o  i s  
d i s c u s s e d  i n  t h e  f o l l o w i n g  s e c t i o n  o f  t h i s  c h a p t e r .  



 1 3  

 
E x a m p l e  2 :  A p a n h e i - t e  C a v a q u i n h o   
 

1 . 3 . 3   Habanera  

 

F i n a l l y ,  t h e  Choro  w a s  a l s o  i n f l u e n c e d  b y  t he  H a b a n e r a .  

A c c o r d i n g  t o  t h e  O x f o r d  M u s i c  O n l i n e ,  t he  H a b a n e r a  i s :  “A Cuban  

dance ,  pos s ib ly  o f  Af r i c an  o r i g in ,  t ha t  became  popu l a r  i n  Spa in .  I n  

s l o w  2 / 4  t i m e ,  w i t h  t h e  f i r s t  q u a v e r  o f  t h e  b a r  d o t t e d ,  i t  w a s  f u r t h e r  
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deve loped  i n  Sou th  Amer i can  mus i c  a s  t he  qu i cke r  bu t  s im i l a r  

Tango . ” 12 The  pa t t e rn  i s  shown  in  Example  3 .  

 

 
E x a m p l e  3 :  “ H a b a n e r a  r h y t h m ”  

 

 A c c o r d i n g  t o  S a n d r o n i  ( 2 0 0 0 ,  p .  5 5 ) ,  t h e  s o - ca l l ed  “ H a b a n e r a  

r hy thm”  i s  a c tua l l y  one  o f  many  man i f e s t a t i ons  o f  t h i s  r hy thm.  Th i s  

l e ads  h im  to  sugges t  t ha t  t he  Cuban  H a b a n e r a ,  t h e  Argen t i nean  

T a n g o ,  and  t he  Braz i l i an  T a n g o  (Max ixe )  a r e  u l t ima t e ly  i n t e r - r e l a t e d .  

Th i s  i dea  i s  f u r t he r  suppo r t ed  by  t he  f ac t  t ha t  t he se  gen re s  a l l  f u se  

e l emen t  o f  d i f f e r en t  r a ce s .    

O n c e  a g a i n ,  t h e  i s s u e  b e c o m e s  o n e  o f  r h y t h m i c  a r t i c u l a t i o n .   

A c c o r d i n g  t o  Ca rpen t i e r  ( 1985 ) ,  Cuban  mus i c  shows  t he  s ame  sh i f t  i n  

i t s  a ccen tua l  s cheme  a s  B ra z i l i an  mus i c :  

 
W h i t e s  a n d  B l a c k s  p l a y  t h e  s a m e  p o p u l a r  c o m p o s e r s .   

B u t  t h e  B l a c k s ,  t h e y  a d d  a n  a c c e n t ,  e n e r g y ,  s o m e t h i n g   

t h a t  i s  n o t  w r i t t e n  b u t  h a s  a  l o t  o f  s p i c e s .  [ … ]  F o r  t h e i r  i n s i n u a t i o n  

i n  t h e  b a s s ,  [ … ]  a  s e r i e s  o f  d i s p l a c e d  a c c e n t s ,  

a  p l e a s a n t  c o m p l i c a t i o n ,  t h e  “ w a y - o f - m a k i n g ” ,  c r e a t e d  a   

h a b i t  t h a t  b e c a m e  a  t r a d i t i o n .  ( C i t e d  b y  S a n d r o n i ,   

2 0 0 0 :  5 7 ) .  

 

The  fo l l owing  example  shows  t he  way  t he  o r i g ina l  r hy thm cou ld  

be  changed  w i th  t he  add i t i on  o f  a  t i e ,  t he r eby  imp ly ing  ha rmon ic  

an t i c i pa t i on .  Example  4  i s  a  va r i a t i on  o f  t he  “H a b a n e r a  r hy thm”  

 
12  A v a i l a b l e  a t :  
< h t t p : / / w w w . o x f o r d m u s i c o n l i n e . c o m . e z p . l i b . r o c h e s t e r . e d u / s u b s c r i b e r / a r t i c l e / g
r o v e / m u s i c / 1 2 1 1 6 ? q = h a b a n e r a & h b u t t o n _ s e a r c h . x = 0 & h b u t t o n _ s e a r c h . y = 0 & h b u t
t o n _ s e a r c h = s e a r c h & s o u r c e = o m o _ e p m & s o u r c e = o m o _ t 2 3 7 & s o u r c e = o m o _ g m o & s o
u r c e = o m o _ t 1 1 4 & s e a r c h = q u i c k & p o s = 1 & _ s t a r t = 1 # f i r s t h i t > .  A c c e s s e d  o n  M a y  
2 3 ,  2 0 1 2 .  
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s h o w n  i n  Example  3 .  The  r e su l t  i s  s im i l a r  t o  t he  so r t s  o f  syncopa t ed  

pa t t e rn s  f ound  i n  t he  Braz i l i an  mus i c  f r om  the  s econd  ha l f  o f  t he  19 t h  

c en tu ry .   

 
E x a m p l e  4 :  T h e  a d d i t i o n  o f  a  t i e  f r o m  t h e  f i r s t  t o  t h e  s e c o n d  b e a t .   

 

 Example  5  shows  a  Lundu ,  ano the r  r hy thmic  pa t t e rn  t ha t  appea r s  

i n  many  Braz i l i an  p i ece s  o f  t he  s ame  pe r i od :   

 

 
E x a m p l e  5 :  T h e  L u n d u   

  

 S i g n i f i can t l y ,  t h i s  con f igu ra t i on  r e semb le s  t he  rhy thmic  

pa t t e rn s  f ound  i n  many  ea r l y  j a zz  compos i t i ons  such  a s  Sco t t  Jop l i n ’ s  

T h e  E n t e r t a i n e r  ( s ee  Example  6 ) .  N o t i c e  h o w  t h e  l a c k  o f  a  t i e  i n  t he  

l e f t  hand  means  t ha t  t he r e  i s  no  s ense  o f  ha rmon ic  an t i c i pa t i on .  

 

 
E x a m p l e  6 :  S c o t t  J o p l i n ,  T h e  E n t e r t a i n e r   

 

1 . 3 . 4   Lundu  

 

A nothe r  gen re  t ha t  con t r i bu t ed  g r ea t l y  t o  t he  deve lopmen t  o f  

Choro  w a s  t h e  L u n d u .  A f r i c a n  o r i g i n  and  popu l a r  i n  t he  18 t h  and  19 t h  

c en tu r i e s ,  i t  i s  gene ra l l y  comic  i n  cha rac t e r  and ,  a s  e x p l a i n e d  b y  
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V a s s b e r g  ( 1 9 7 6 :  46 ) ,  was  t r an s fo rmed  f rom a  B lack  fo lk  dance  i n to  

an  u rban  popu l a r  s ong .  The  syncopa t ed  cha rac t e r  o f  t he  L u n d u ,  wh i ch  

w a s  a l r e a d y  n o t e d  i n  E x a m ple  5  can  be  hea rd  ve ry  ea s i l y  i n  t he  f i r s t  

movemen t  o f  t he  S in fon ia  do  R io  de  Jane i ro  de  São  Sebas t i ão ,  by  

F r a n c i s  H i m e . 13 

 

1 .3 .5  M a x i x e   

 

 F u s ing  t he  Braz i l i an  po lka  w i t h  t h e  s y n c o p a t e d  r h y t h m s  o f  

Cuban  Habane ra  and  t he  Af r i c an  L u n d u  gave  b i r t h  t o  t he  Max i xe  

(Ca rva lho ,  2006 :  42 ) ,  a  c lo se  cous in  o f  t he  Choro . 14 A c c o r d i n g  t o  

Chas t een  (1996 ) :  

 
O n e  c o u l d  m a x i x e  ( v e r b )  t o  v a r i o u s  k i n d s  o f  m u s i c ,   

i n c l u d i n g  P o l k a s ,  L u n d u s ,  A r g e n t i n e a n  T a n g o ,  a n d   

u l t i m a t e l y ,  S a m b a s .  M a x i x e  w a s  n o t  a  s p e c i f i c  r h y t h m .   

I t  w a s  a  w a y  o f  m o v i n g  o n e ’ s  b o d y  a n d  a l s o  a  w a y  o f   

s y n c o p a t i n g  a n d  a c c e n t i n g  t h e  p e r f o r m a n c e  o f  t h e   

m u s i c .  [ … ]  M a x i x e  w a s  n o t  d a n c e d  i n  t h e  h o u s e s  o f   

“ d e c e n t ”  p e o p l e .  I n  t h e  d i c h o t o m o u s  d i v i s i o n  o f  t h e   

s o c i a l  w o r l d  i n t o  “ h o u s e ”  a n d  s t r e e t ” ,  M a x i x e  b e l o n g e d   

s t r i c t l y  t o  t h e  s t r e e t  ( w h i c h  i n c l u d e s  m o s t  p u b l i c  p l a c e s ) .  

( C h a s t e e n ,  1 9 9 6 :  3 9 ) .  

 

The  Max ixe  w a s  o r i g ina l l y  a s soc i a t ed  w i th  pove r ty  and  p romi scu i t y  

bu t ,  t h rough  t he  mus i c  o f  compose r s  l i ke  E rnes to  Naza re th ,  i t  s oon  

moved  t o  t he a t e r s  and  s a l o n s .  A c c o r d i n g  t o  A n d r a d e ,  N a z a r e t h  

 
13 F r a n c i s  H i m e ,  S i n f o n i a  d o  R i o  d e  J a n e i r o  d e  S ã o  S e b a s t i ã o .  B i s c o i t o  F i n o :  
R i o  d e  J a n e i r o ,  2 0 0 0 .  
14 A c c o r d i n g  t o  T i n h o r ã o  ( 1 9 9 8  i n  C a r v a l h o ,  2 0 0 6 :  4 1 ) :  “ I t  w o u l d  b e  f r o m  t h e  

w a y  t h e s e  b a n d s  p l a y e d ,  m a i n l y  t h e  P o l k a s  w i t h  i n f l u e n c e s  o f  t h e  L u n d u ,  t h a t  

i t  w o u l d  s h a p e  t h e  s o u n d  s o  u n i q u e  f o r  t h e  d a n c e r s  o f  t h e  p o o r  b a l l r o o m s  –  

t h a t  s e e m s  t o  b e  c a l l e d  M a x i x e . ”  
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t r an s fo rmed  t he  Max ixe  i n t o  an  au then t i c  B raz i l i an  dance  “ f r ee  f rom 

the  Af r i c an - S p a n i s h  cha rac t e r  o f  t he  H a b a n e r a . ” 15 

 A l t h o u g h  N a z a r e t h  w a s  ce r t a i n ly  a  ve ry  impor t an t  compose r  o f  

t he  Max ixe ,  h e  a c tua l l y  l abe l ed  many  o f  t hem a s  T a n g o s  due  t o  t he  

l ow  s t a tu s  o f  t he  Max ixe  i n  t he  car ioca  s o c i e t y .  Acco rd ing  t o  App leby  

(1983 :  81 ) :  “ t he  mos t  f r equen t  r hy thmic  pa t t e rn s  i n  Naza re th ’ s  t angos  

r e l a t e  t o  H a b a n e r a ,  bu t  h i s t o r i c a l l y  Naza re th ’ s  t angos  r e l a t e  t o  a  

popu l a r  B raz i l i an  dance ,  t he  Max i xe . ”  As  shown  in  E xample s  6a  and  

6b ,  bo th  pa s sages  p r e sen t  t he  Max ixe  i n  d i f f e r en t  ways .   

 
E x a m p l e  6 a :  E x t r a c t  f r o m  O d e o n  ( 1 9 1 0 )  c l a s s i f i e d  b y  N a z a r e t h  a s  B r a z i l i a n  

T a n g o .  

 
E x a m p l e  6 b :  E x t r a c t  f r o m  B r e j e i r o  ( 1 8 9 3 ) ,  a l s o  c l a s s i f i e d  b y  N a z a r e t h  a s  T a n g o .  

 

 A c c o r d i n g  t o  A l m e i d a  ( 1 9 9 9 ) ,  t h e  m a i n  d i f f e r e n c e s  b e t w e e n  t he  

T a n g o  B r a s i l e i r o  and  t he  Max ixe  i s  t ha t  t he  fo rmer  “has  a  s l ower  bea t ”  

and  “ i s  more  e l egan t . ”  The  Max ixe  i s  a l so  more  e l abo ra t e  me lod i ca l l y  

and  h a rmon ica l l y  and  t he r e fo r e  more  amenab l e  t o  l i s t en ing  t han  t o  

danc ing  (A lme ida ,  1999 :  61 ) .  A s  i t  h a p p e n s ,  N a z a r e t h  w as  a l so  

f ami l i a r  w i th  s eve ra l  c l a s s i c a l  compose r s  who  l i ved  o r  worked  i n  R io .  

 
15 A v a i l a b l e  a t :  h t t p : / / e r n e s t o n a z a r e t h 1 5 0 a n o s . c o m . b r / T e x t s / l i s t C a t e g o r y / 1 7 .  
A c c e s s e d  o n  D e c e m b e r  1 7 t h ,  2 0 1 4 .  
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A c c o r d i n g  t o  F e r n a n d e s  ( 2 0 1 0 :  101 ) ,  he  t ook  c l a s se s  w i th  t he  

co mpose r  Cha r l e s  Luc i an  Lamber t ,  who  may  have  i n f l uenced  h im  

abou t  t he  mus i c  o f  Chop in . 16 N a za re th  a l so  knew  H e i t o r  V i l l a -Lobos ,  

w h o ,  l a t e r  o n ,  d e d i c a t e d  t o  h i m  h i s  Choro  #1  f o r  a cous t i c  gu i t a r .  A n d  

he  was  deep ly  moved  by  t he  mus i c  o f  D a r i u s  M i l h a u d ,  who  v i s i t i ng  

R io  i n  1917 . 17 

 

1 . 4    Other  Voca l  R eper to r i e s  

 

The  deve lopmen t  o f  mus i c  i n  B raz i l  a l so  depended  on  voca l  

mus i c  o f  one  so r t  o r  ano the r :  t he  f ado  f rom Po r tuga l ,  t he  Lundu ,  f r om 

the  s l ave s ,  and  t he  Mod inha  f rom Braz i l  (N ico l ay ,  2012 :  59 ) .  F r e i r e  

( 2004 )  ha s  a l so  emphas i zed  t ha t  ope ra  was  e spec i a l l y  p rominen t  i n  

R io :  

 
[ I t ]  w a s  u n d o u b t e d l y  a  p h e n o m e n o n  o f  g r e a t   

i m p o r t a n c e  i n  t h e  c a r i o c a  e n v i r o n m e n t  i n  t h e  1 9 t h   

c e n t u r y .  [ … ]  F u r t h e r m o r e ,  i t s  i m p o r t a n c e  c a n  b e   

t r a c e d  o n  t h e  i n f l u e n c e  t h a t  i t  h a d  i n  t h e  m e l o d i e s   

o f  M o d i n h a s ,  i n  t h e  s a c r e d  r e p e r t o r y ,  a s  w e l l  a s  i n   

t h e  f a c t  t h a t  i t  g e n e r a t e d  t h e  m o s t  p a r t  o f  t h e  p i a n i s t i c   

r e p e r t o r y  o f  t h e  1 9 t h  c e n t u r y  i n  R i o  d e  J a n e i r o   

( r e d u c t i o n s ,  f a n t a s i a s ,  a r r a n g e m e n t s ,  e t c . ) ,  w h i c h  w e r e   

p r e s e n t e d  i n  t h e  c a r i o c a  s a l o n s  d u r i n g  a l l  t h e  c e n t u r y ,   

i n  t h e  v o i c e s  o f  t h e  s i n g e r s  a n d  t h e  p i a n o  o f  a m a t e u r s   

a n d  p r o f e s s i o n a l  p i a n o  p l a y e r s  ( F r e i r e ,  2 0 0 4 :  1 0 2 ) .  

 

 
16 A c c o r d i n g  t o  A p p l e b y  ( 1 9 8 3 ) ,  L a m b e r t  i s  F r e n c h .  H o w e v e r ,  a c c o r d i n g  t o  t h e  
w e b s i t e  < h t t p : / / w w w . e r n e s t o n a z a r e t h . c o m . b r / > ,  h e  i s  f r o m  N e w  O r l e a n s .   
17 A s  s t a t e d  b y  M i l h a u d :  “ T h e  r h y t h m s  o f  t h i s  p o p u l a r  m u s i c  i n t r i g u e d  a n d  
f a s c i n a t e d  m e .  T h e r e  w a s  a n  i m p e r c e p t i b l e  s u s p e n s i o n  i n  t h e  s y n c o p a t i o n ,  a  
l a n g u o r o u s  b r e a t h ,  a  s u b t l e  p a u s e ,  w h i c h  s e e m e d  t o  m e  v e r y  d i f f i c u l t  t o  
c a p t u r e .  [ … ]  O n e  o f  t h e  b e s t  c o m p o s e r s  o f  m u s i c  o f  t h i s  k i n d ,  N a z a r e t h ,  
p l a y e d  t h e  p i a n o  i n  t h e  l o b b y  o f  a  m o v i e  t h e a t e r  o n  A v e n i d a  R i o  B r a n c o .  H i s  
w a y  o f  p l a y i n g  –  f l u e n t ,  i n d e f i n a b l e  a n d  s a d  -  h e l p e d  m e  t o  b e t t e r  u n d e r s t a n d  
t h e  B r a z i l i a n  s o u l ”  ( A p p l e b y ,  1 9 8 3 :  8 3 ) .  
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A c c o r d i n g  t o  F r e i r e  ( 2004 ) ,  t he r e  we re  “mus i ca l  exchanges”  

be tween  h igh  and  l ow  gen re s .  On  t he  one  hand ,  s e r i ous  mus i c  o f t en  

con t a ined  popu l a r  e l emen t s .  Fo r  example ,  Már io  de  Andrade  no t e s  

t ha t  a  p r i e s t  named  J o s é  M a u r í c i o  neve r  l o s t  an  oppo r tun i t y  “ to  

impr in t  a  Modinha  a ccen t ”  on  “ the  adag io s  and  so lo s  o f  h i s  mas se s ”  

(F re i r e ,  2004 :  102 ) . 18 O n  t h e  o t h e r  h a n d ,  p o p u l a r  m u s i c  o f t e n  t o o k  o n  

a  more  s e r i ous  cha rac t e r .  Fo r  example ,  t he  Af r i c an  L u n d u ,  w a s  

t r an s fo rmed  i n to  s o n gs  t h a t  w e r e  p e r f o r m e d  a t  e l i t e  s a lons  (F r e i r e ,  

2004 :  103 ) .   

A c c o r d i n g  t o  A n d r a d e ,  t he  Po r tuguese  l anguage  beca me  e l emen t  

o f  agg lu t i na t i on  o f  i t s  d i f f e r en t  cu l t u r e s  and  he lped  Braz i l  a ch i eve  a  

s e n s e  o f  cu l t u r a l  i den t i t y  and  na t i ona l  un i t y  (P e re i r a ,  Ke r r ,  2004 :  

218 ) .  None the l e s s ,  t he  l anguage  was  o f t en  spoken  and  wr i t t en  i n  

d ive r s e  ways  i n  d i f f e r en t  pa r t s  o f  t h e  c o un t ry .  M e g e n n e y  ( 2 0 0 2 :  588 )  

ha s  a l so  sugges t ed  t ha t  mode rn  Braz i l i an  ve r s i ons  o f  P o r t u g u e s e  a r e  

t he  r e su l t  o f  s ev e ra l  c r eo l e  l anguages  s p o k e n  i n  t h e  c o lon i a l  B raz i l  

and  t ha t  t h i s  d ive r s i t y  en su red  t ha t  e ach  r eg ion  had  i t s  own  accen t .  

The  i s sue  o f  l anguage  i s  impor t an t  t o  t he  p r e sen t  d i s cus s ion  because  

i t  i s  w ide ly  be l i eved  t ha t  t he  Choro  w a s  i n f l u e n c e d  n o t  o n l y  b y  t h e  

mus i c  f r om Europe  ( fo rm ,  ha rmony)  and  Af r i c a  ( rhy thm) ,  bu t  a l so  by  

t he  way  t he  b l ack  com mun i ty  ac tua l l y  s p o k e  t h e  P o r t u g u e s e  l a n g u a g e  

i n  R io  de  J ane i ro .  To  quo t e  A n d r a d e :  “The  so f t  na sa l  sound  and  t he  

d i s c r e t e  c r acked  a r e  cons t an t  i n  t he  Braz i l i an  vo i ce .  They  a r e  p r e se n t  

i n  t he  car ioca ’ s  cho i r  o f  Max ixe”  (P i cco lo ,  2006 :  23 ) .  

 

1 .5  Mus i ca l  charac ter i s t i c s  o f  t h e  Choro  

 

 
18  H e  w a s  a  p r i e s t  a n d  a  s a c r e d  c o m p o s e r .  D u r i n g  t h e  t i m e  o f  D o m  J o ã o  i n  
R i o ,  h e  w a s  a p p o i n t e d  a s  t h e  R o y a l  C h a p e l ’ s  C a p e l a  M e i s t e r .  H i s  w o r k  w a s  
g r e a t l y  i n f l u e n c e d  b y  H a y d n .  A l s o ,  i n  1 8 1 9  h e  p e r f o r m e d  t h e  M o z a r t  r e q u i e m  
f o r  t h e  f i r s t  t i m e  i n  B r a z i l ,  w h i c h  w a s  a c c o u n t e d  b y  S i g i s m u n d  N e u k o m m  a s  a  
g r e a t  m u s i c i a n  w h o  d e s e r v e d  t h e  a t t e n t i o n  o f  t h e  “ E u r o p e a n  c u l t u r a l  w o r l d ”  
( A p p l e b y ,  1 9 8 3 ) .  
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 H a v i n g  d e s c r i b e d  s o m e  o f  t h e  p r e c u r s o r s  o f  t h e  Choro ,  i t  i s  now 

t ime  t o  cons ide r  i t  mus i ca l  cha r ac t e r i s t i c .  N orma l ly  i n  2 /4 ,  t he  Choro  

u sua l l y  h ave  f i ve  s ec t i ons :  t h r ee  s t a t emen t s  o f  a  r e f r a in  s epa ra t ed  by  

i n t e rven ing  s ec t i ons  bu i l t  f r om d i f f e r en t  ma t e r i a l ,  t h e r eby  c r ea t i ng  

t he  fo rma l  s cheme  ABACA .  The  me lod i e s  o f  t he  Choro ,  wh i ch  a r e  

u sua l l y  p l ayed  by  t he  f l u t e ,  a r e  t yp i c a l l y  embe l l i s h e d  w i t h  

appogg i a tu r a s ,  ch roma t i c i sm ,  de scend ing  a rpegg io s ,  l ong  ph ra se s ,  

pa s sages  bu i l t  f r om the  me lod i c  m ino r  s ca l e  ove r  t he  dominan t ,  and  

p rominen t  upbea t  ge s tu r e s  (A l m e i d a  ( 1 9 9 9 ) ,  S a n t o s  ( 2 0 0 2 ) ,  a n d  

Ca rva lho  (2006 ) ) .  Fo r  t he  mos t  pa r t ,  t h e  o ld  Choros  a r e  d i a ton i c  and  

s c a l a r ;  t he  i nd iv idua l  ph ra se s  ve ry  o f t en  have  a  t h r ee -no t e  p i ck  up  a t  

t he  beg inn ing . 19 A s  n o t e d  a b o v e ,  m a n y  m e l o d i e s  h a v e  t h e  r o m a n t i c  

f e e l  o f  t he  Modinha .   

 N o rma l ly  p l ayed  on  a  s e v e n - s t r i n g  g u i t a r ,  t he  ba s s  t end s  t o  

f u l f i l l  t h r ee  ma in  ro l e s :  t h i s  pa r t  e i t he r  p ro j ec t s  t he  unde r ly ing  

ha rmon ie s ,  add s  a  coun t e r - me lody ,  o r  su s t a in s  a  peda l  t one .  I n  t he  

f i r s t  c a se ,  t hey  u sua l l y  do  so  by  mov ing  f rom one  i nve r s ion  t o  

ano the r ,  i n t ens i fy ing  t he  rhy thm a long  t he  way  ( s ee  E xample  7 ) .  

 
E x a m p l e  7 :  E r n e s t o  N a z a r e t h ,  B r e j e i r o ,  m m .  9 - 1 0 .  

 

 I n  t he  s e c o n d  c a s e ,  t he  ba s s  l i ne  i s  u sed  me lod i ca l l y  a s  a  so -

ca l l ed  Baixar ia .  Two  good  example s  a r e  shown  in  Example s  8a  and  

8b  f rom Ernes to  Naza re th ’ s  Bambino .  I n  Example  8 a ,  t he  ba s s  l i ne  

adds  a  downward  a rpegg io  i n  mm.  2  and  4  t ha t  en t e r s  i n to  a  d i a log  

w i t h  t he  me lody  i n  mm.  1  and  3 .  And  i n  Example  8b ,  t he  ba s s  ( he r e  

 
19 R e f e r  t o  E x a m p l e  2 .  
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i n  t he  uppe r  pa r t  o f  t he  cho rds  o f  t he  l e f t  hand )  adds  a  ch roma t i c  

coun t e rme lody  C 3-B2-B ♭2 -A 2  i n  mm.  48 -50  and  t he  de scend ing  

a rpegg io  i n  m .  51 .  

 
E x a m p l e  8 a :  E r n e s t o  N a z a r e t h ,  B a m b i n o ,  m m  2 - 4 .  

 

 
 

 
E x a m p l e  8 b :  E r n e s t o  N a z a r e t h ,  B a m b i n o ,  m m  4 6 - 5 1 .  

 

 I n  t he  t h i rd  c a se ,  t he  ba s s  o f t en  s u s t a i n s  a  s i m p l e  p e d a l  t o n e  i n  

i n t roduc t i ons  o r  t r an s i t i ons .  I n  t he  ca se  o f  Example  9 ,  

 
E x a m p l e  9 :  M a r c e l o  Magalhães P i n t o  C h o r o  L á  e m  C a s a  ( 2 0 0 7 ) .   
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  S ome t imes  t he  me lody  can  ac tua l l y  appea r  i n  t he  ba s s  w i th  t he  

accompan imen t  a s s igned  t o  t he  f l u t e  and  cavaqu inho  ( s ee  Example  

10 ) .   

 
E x a m p l e  1 0 :  E r n e s t o  N a z a r e t h ,  O d e o n  ( 1 9 1 0 ) .   

 

 H a r m o n i c a l l y ,  t h e  Choro  t ends  t o  have  a  ve ry  s imp le  vocabu l a ry  

o f  cho rds :  t he se  cho rds  t end  no t  be  a l t e r ed ,  t hough  t hey  become  more  

s o p h i s t i c a t e d  i n  t h e  f i r s t  h a l f  o f  t h e  2 0 t h  c en tu ry ,  t hanks  t o  t he  

i n f l uence  o f  i d ioms .  F rom a  rhy thmic  pe r spec t i ve ,  t he  mos t  

r emarkab l e  f e a tu r e  o f  t he  Choro  i s  i t s  p rominen t  u se  o f  syncopa t i ons .  

A s  m e n t i o n e d  a b o v e ,  t h i s  p h e n o m e n o n  c r e a te s  a  “de l ay  f ac to r . ”  To  

quo t e  A p p l e b y  ( 1 9 8 3 ) :   

 
T h e  c h o r e o g r a p h i c  f a c t  a n d  t h e  m i n u t e  d i f f e r e n c e s  i n   

a p p l i c a t i o n  o f  t h e  “ d e l a y  f a c t o r ”  g i v e  e a c h  d a n c e  i t s   

s p e c i f i c  q u a l i t y .  W i t h o u t  t h e  k n o w l e d g e  o f  t h e s e  f a c t o r s   

a  p i a n i s t  a t t e m p t i n g  t o  p e r f o r m  t h e  w o r k s  o f  N a z a r e t h  i s  

u n a b l e  t o  c a p t u r e  t h e  c h a r a c t e r i s t i c  q u a l i t y  o f  t h e  s o u n d ,   

w h i c h  h a s  b e e n  t r a n s m i t t e d  b y  a u r a l  t r a d i t i o n  a n d  e s c a p e s   

d e f i n i t i o n  i n  t h e  s c o r e  ( A p p l e b y ,  1 9 8 3 :  8 0 ) .  

 

 The  pe r s i s t en t  u se  o f  syncopa t i ons  sugges t s ,  howeve r ,  some  

pos s ib l e  connec t i ons  be tween  t he  Choro  and  Rag t ime .  Ce r t a in ly  t he r e  

a r e  o the r  po in t s  o f  s im i l a r i t y :  bo th  u sed  a  f o rm  wi th  a  r e cu r r en t  

r e f r a in  w i th  modu la t i ons  and  bo th  have  t he  s ame  t ime  s i gna tu r e  (2 /4 )  

de r i v ing  f rom the  Polka .  The  d i f f e r ence  be tween  t he  two  gen re s  l i e s  

i n  t he i r  app roach  t o  improv i s a t i on :  s i nce  t he  Choro  conce ived  o f  

improv i s a t i on  i n  a  ve ry  l im i t ed  s ense  a s  a  means  o f  me lod i c  va r i a t i on  

i n  t he  so lo  vo i ce ,  w h e r e a s  Rag t ime  a l l ows  t he  en t i r e  en semb le  t o  
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improv i s e ,  w i th  t he  so lo i s t  sha r i ng  t he  “ so lo”  w i th  a  me lod i ca l l y  

a c t i ve  band .  Th i s  d i f f e r ence  i s  immed ia t e ly  obv ious  f rom compar ing  

Booga lusa  S t ru t ,  a s  r e co rded  by  S a m  M o r g a n ’ s  N e w  O r l e a n s - s t y l e  

j a zz  band  i n  1927  and  Recordando ,  a s  composed  by  P i x i n g u i n h a ,  a  

p roponen t  o f  t he  ea r l y  Choro . 20 

 A l t h o u g h  t h e  Choro  o f f e r s  t o  me lod i c  i n s t rumen t s  ve ry  l im i t ed  

oppo r tun i t i e s  t o  improv i s e ,  i t  g i ve s  t he  accompany ing  i n s t rumen t s  

cons ide r ab ly  more  l a t i t ude .  As  A lb ino  and  L ima  (2011 )  exp l a in :   

 
S o  t h e  m o s t  o r i g i n a l  s m a l l  g r o u p  o f  o u r  c o u n t r y  –  t h e   

C h o r o  -  w a s  f o r m e d  b y  C a l l a d o .  I t  w a s  f o r m e d  f r o m   

i t s  o r i g i n  b y  o n e  s o l o  i n s t r u m e n t ,  t w o  a c o u s t i c  g u i t a r s   

a n d  o n e  c a v a q u i n h o ,  i n  w h i c h  o n l y  o n e  o f  t h e  c o m p o n e n t s   

k n e w  h o w  t o  r e a d  w r i t t e n  m u s i c ;  e v e r y b o d y  e l s e  s h o u l d   

b e  i m p r o v i s e r s  o f  t h e  h a r m o n i c  a c c o m p a n i m e n t  ( A l b i n o   

a n d  L i m a ,  2 0 1 1 :  7 7 ) .   

 

I n  o the r  words :  “The  chorão  doe s  no t  commi t  h imse l f  w i th  t he  

improv i s a t i on ,  because  t he  me lody  i s  r i ch  enough ,  hence  t he  spo t s  

t ha t  w i l l  be  improv i s ed  a r e  sub j ec t ed  t o  h i s  own  wi l l ”  (SA ,  2000 :  67  

i n  L ima ,  2011 :78 ) .   

 Whe rea s  t he  improv i s a to ry  a spec t s  o f  t he  Choro  w e r e  o r i g i n a l l y  

f a r  more  l im i t ed  t ha t  t hose  o f  j a zz  and  r e l i ed  l e s s  on  t he  me lody  

i n s t rumen t s  and  more  on  t he  accompan imen t ,  t he  s i t ua t i on  changed  

du r ing  t he  cou r se  o f  t he  20 t h  c en tu ry  when  Chorões  c ame  i n to  con t ac t  

w i t h  j a z z .  P e r f o r m e r s  s u c h  a s  P i x i n g u i n h a ,  P a t á p i o  S i l v a  a nd  o the r s  

begun  t o  i nc lude  improv i s ed  s ec t i ons  i n to  t he i r  mus i c .  To  quo t e  

Rosche l  ( 2012 ) :   

 

 
20 B o o g a l u s a  S t r u t  i s  a v a i l a b l e  a t :  
< h t t p : / / w w w . y o u t u b e . c o m / w a t c h ? v = F J 1 E M W 1 8 h k 8 > .  A c c e s s e d  o n  J u l y  2 3 ,  
2 0 1 2 ;  a n d  R e c o r d a n d o  i s  a v a i l a b l e  a t :  < h t t p : / / w w w . y o u t u b e . c o m / w a t c h ? v = B -
u q j O 9 X r l w > .  A c c e s s e d  o n  J u l y  2 3 ,  2 0 1 2 .  
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T h e s e  f i r s t  m u s i c i a n s  w e r e  g a t h e r e d  b y  c h a n c e  a n d   

t h e r e  w e r e  n o  r u l e s  c o n c e r n i n g  t h e  n u m b e r  o f   

i n s t r u m e n t a l i s t s .  D u e  t o  t h i s  i n f o r m a l i t y ,  v a r i o u s   

s o r t s  o f  i n s t r u m e n t a t i o n s  t o d a y  a r e  s e e n  i n  t h e  C h o r o   

g r o u p s .  T h e  m o s t  i m p o r t a n t  s k i l l  t h a t  a  m u s i c i a n  h a d   

t o  h a v e  w a s  t h e  a b i l i t y  t o  i m p r o v i s e  ( R o s c h e l ,  2 0 1 2 :  2 ) . 21 

 

 N o w a d a y s ,  t h e  Choro  has  evo lved  i n to  a  r i ch  and  v ib r an t  gen re ,  

one  t ha t  i s  open  t o  t he  i nc lu s ion  o f  new  sounds ,  a l t e r ed  s ca l e s ,  

modu la t i ons  t o  d i s t an t  keys ,  and  e l emen t s  f r om coun t l e s s  o the r  

gen re s .   

 

1 .6   C o n c l u s i o n  

 

The  gen re  Choro  emerged  a t  t he  end  o f  t he  19 t h  cen tu ry ,  t h rough  

o f  m ix tu r e  o f  A f r i c a n  a n d  E u r o p e a n  cu l t u r e s  i n  R io  de  J ane i ro ,  B raz i l .  

M u s i c a l l y ,  i t  f u se s  e l emen t s  o f  t he  Luso -Braz i l i an  Modinha ,  t he  

Eu ropean  Polka ,  t he  Cuban  habane ra ,  t he  A f r i c a n  L u n d u ,  and  t he  

Max ixe .  T he  Choro  b ecame  an  au tonomous  gen re  w h e n  t h o s e  e l eme n t s  

i n t e r ac t ed  w i th  l oca l  va r i a t i ons  i n  t he  Po r tugese  l anguage .  I n  con t r a s t  

t o  j a zz ,  t he  Choro  r e l i e s  on  improv i s a t i on  i n  ve ry  l im i t ed  ways :  

i n s t ead  o f  f ocus ing  on  t he  improv i s a to ry  na tu r e  o f  t he  me lod i c  l i ne s ,  

i t  a l l ows  t he  ba s s  l i ne  (ba i xar ia ) ,  t o  improv i s e  coun t e rpo in t s  a g a i n s t  

t he  me lody .  D u r i n g  t h e  c o u r s e  o f  t h e  20 t h  c en tu ry ,  howeve r ,  t he  Choro  

has  evo lved  cons ide r ab ly ,  m ig ra t i ng  f rom the  s t r e e t  t o  t he  t hea t e r .  

Compose r s  such  a s  He i t o r  V i l l a -Lobos  r a i s ed  Choro  t o  a  new  l eve l  by  

combin ing  i t  w i th  o the r  gen re s .  F u r t h e r m o r e ,  w i t h  t h e  a d v e n t  o f  j a zz ,  

t he  gen re  expanded  i t s  ha rmon ic  and  me lod i c  vocabu l a ry ,  wh i l e  

 
21  A v a i l a b l e  a t :  < h t t p : / / a l m a n a q u e . f o l h a . u o l . c o m . b r / c h o r o . h t m > .  A c c e s s e d  
o n  J u n e  2 8 ,  2 0 1 2 .  



 2 5  

main t a in ing  i t s  unde r ly ing  rhy thmic  founda t i on .  I t  a l so  began  t o  r e ly  

on  improv i s a t i on  i n  bo ld  new  ways .   

  

2 )   A n  An a l y s i s  o f  E g b e r t o  Gi smont i  in  7  Ané i s  f or  p iano  
 

Egbe r to  G i smon t i  i s  B raz i l i an  mu l t i - i n s t r umen ta l i s t  and  

compose r  w h o  w a s  b o r n  i n  t h e  c i t y  o f  C a r m o,  RJ  (Braz i l )  i n  1947 .  H e  

w a s  i n f l u e n c e d  b y  h i s  p a r e n t s  t o  p l a y  b o t h  t h e  p i a n o  a n d  t h e  g u i t a r  

s i n c e  h i s  c h i l d h o o d ,  wh ich ,  l a t e r  on ,  p roved  t o  be  ve ry  impor t an t  i n  

t he  de l i nea t i on  o f  h i s  mus i ca l  t hough t  a s  a  pe r fo rmer  and  a s  a  

compose r  (Maga lhãe s  P in to ,  2009 :  28 ) .  

Whi l e  l i v ing  i n  Pa r i s ,  he  s t ud i ed  N ad i a  Bou lange r  and  J ean  

Ba r r aqué .  Back  t o  B raz i l ,  h e  f ocused  h i s  work  on  Braz i l an  mus i c ,  

encompass ing  e l emen t s  f r om the  mos t  d ive r s e  r eg ions  o f  t he  coun t ry .    

The  p i ece  7  Ané i s ,  wh i ch  i s  t he  focus  o f  t h i s  pape r ,  was  

ex t r ac t ed  f rom the  a lbum Alma ,  r e co rded  i n  1987 .  The  who le  d i s c  i s  

ba sed  on  h i s  works  fo r  so lo  p i ano ,  w i th  t he  occa s iona l  u se ,  i n  some  

t r acks  o f  o the r  i n s t rumen t s ,  i nc lud ing  e l ec t ron i c  ones .  The  r ea son  o f  

t he  cho i ce  o f  t h i s  p i ece  by  t h i s  r e s ea r che r  i s  due  t o  t he  f ac t  t ha t  7  

Ané i s  s u m m a r i z e s  t h e  p a s t  a n d  f o r e s h a d o w s  t h e  f u t u r e  o f  Choro ,  a s  

w e l l  a s ,  o f  B raz i l i an  mus i c .   G i s m o n t i  d e c l a r e d  t o  B e r n o t a s  ( 2 0 0 8 : 1 )  

t ha t  Choro  i s  t he  ba s i s  upon  wh ich  eve ryone  shou ld  c ro s s  by .   

The  fo rm  o f  G i s m o n t i ’ s  7  Ané i s  f o r  p i ano  f ea tu r e s  t h r ee  

s e c t i o n s :  Sec t i on  1  (mm.  1 -68 )  cons i s t s  o f  t he  t heme  and  f i ve  

va r i a t i ons ;  Midd le  Sec t i on  (mm.  69 -181 )  deve lops  t he  ma te r i a l ;  and  

Sec t i on  2  (mm.  182 -205 )  adds  two  more  va r i a t i ons .  The  t h r ee  s ec t i ons  

a r e  cons ide r ab ly  d i f f e r en t  f r om one  ano the r .  The re  a r e ,  howeve r ,  

s o m e  s i m i l a r i t i e s  b e t w e e n  Sec t i ons  1  and  2 ,  i n  wh ich  G i smon t i  

exp lo r e s  va r i ous  t e chn iques  o f  mo t iv i c  deve lopmen t  and  ha rmon ic  

t r an s fo rma t ion .  I n  t he  p roce s s  o f  ana ly s i s ,  I  w i l l  u s e  t he  t e rm  

“va r i a t i on”  a s  i t  p e r f ec t l y  f i t s  G i s m o n t i ’ s  s t y l e  o f  improv i s a t i on ,  
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w h i c h  r e l i e s  o n  t h e  m a n i p u l a t i o n  o f  s u r f a c e  m o t i v e s  a n d  c h o r d s  

w i t h o u t  c h a n g i n g  t h e  u n d e r l y i n g  m e l o d i c / h a r m o n i c  s t r u c t u r e .  G i v e n  

t he  ways  i n  wh ich  G i smon t i  g r adua l l y  t r an s fo rms  h i s  ma t e r i a l ,  i t  i s  

more  bene f i c i a l  t o  t r e a t  t he se  pa s sages  a s  va r i a t i ons  r a the r  t han  

cho ruse s .  Midd le  Sec t i on  d i f f e r s  i n  f r om o the r  s ec t i ons  a s  i t  m ixes  

mo t ive s  f rom Sec t i on  1  w i t h  m o d a l  e l e m e n t s  c r e a t i ng  a  po lymod a l  

t ex tu r e  and  t r an s fo rming  t he  rhy thmic  componen t s  a l ong  t he  way .  To  

a id  t he  ana ly s i s ,  A p p e n d i x  1  i nc ludes  t he  t r an sc r i p t i on  o f  t he  en t i r e  

p i ece  and  Append ix  2  f ea tu r e s  an  ana ly t i c a l  g r aph .   

 

2 .1  S e c t i o n  1  (mm.  1 - 68 )  
 
 Sec t i on  1  b eg in s  w i t h  a  12  mm.  t heme .  Th i s  t heme  f ea tu r e s  two  

s u b - s e c t i o n s :  one  i s  8  mm.  l ong  (A )  and  d iv ide s  i n to  two  4  mm.  

g roups ;  t he  o the r  i s  f ou r  measu re s  l ong  (B ) .  Taken  a s  a  who le ,  t he  

t heme  u se s  t h r ee  me lod i c / rhy thmic  mo t ive s :  m ot i ve  a  cons i s t s  o f  a  

t h r ee  no t e  p i ckup  ge s tu r e  i n  s i x t een th  no t e s  f o l l owed  by  two  e igh t h  

no t e s  w i th  a  downw a r d  m o t i o n  f o r m i n g  t he  i n t e rva l  o f  a  t h i rd ;  m ot i ve  

b  p r e sen t s  a  g roup  o f  s i x t een th  no t e s  mov ing  downwards  w i th  a n  

upward  l e ap  o f  a  t en th  a t  t he  end ;  and  m ot i ve  c  p ro j ec t s  a  r hy thmic  

pa t t e rn  o f  16 t h - 8 t h - 16 t h .  S ince  m ot i ve  c  ou t l i ne s  t he  ha rmony  occu r r i ng  

i n  t he  l e f t  hand ,  i t  i s  vo i ced ,  mos t  o f t en ,  w i t h  t he  cho rda l  r oo t  i n  t he  

ba s s ,  w i t h  t h e  5 t h  and  t he  3 r d  above .  O c c a s i o n a l l y  t he  cho rd  appea r s  

i n  an  i nve r t ed  fo rm  to  f ac i l i t a t e  a  be t t e r  vo i ce  l e ad ing  ( s ee  Example  

11 ) .   
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E x a m p l e  1 1 :  T h e  t h r e e  m a i n  m o t i v e s  o f  S e c t i o n  1 .  

 

The  ma te r i a l  s h o w n  i n  E x a m p l e  1 1  a p p e a r s  e i g h t  t i m e s :  s i x  

t imes  i n  S e c t i o n  1  ( t he  t heme  and  f i ve  va r i a t i ons ) ,  and  two  t imes  i n  

S e c t i o n  2 .  Each  t ime  i t  appea r s ,  t he  t heme  unde rgoes  mo t iv i c  and  

rhy thmic  deve lopmen t s .  I n  some  i n s t ances ,  mo t ive s  f r om one  

va r i a t i on  r e tu rn  i n  o the r  va r i a t i ons ;  howeve r ,  none  o f  t hem  depa r t  

f r om the  cha r ac t e r i s t i c s  o f  t he  Choro .  G i s m o n t i ’ s  p l ay ing  t hus  i s  

t ho rough ly  t r ad i t i ona l ,  e spec i a l l y  s i nce  t he  ha rmon y  i s  s e ldom a l t e r ed  

and  t he  l e f t  hand  ma in t a in s  t he  s ame  rhy thmic  pa t t e rn .  

 
Theme  (mm.  1 -12 )  
  

The  p i ece  7  Ané i s  beg in s  w i th  m o t i v e  a  i n  G ♭ .  The  f i r s t  ph ra se  

(mm.  1 -5 )  i s  subd iv ided  i n to  two  g r oups  o f  two -measu re  each  and  i s  

immed ia t e ly  r epea t ed  w i th  cha rac t e r i s t i c  o rnamen ta t i on  i n  mm.  5 -8 .  

The  suppo r t i ng  ha rmon ie s  a r e  ma in ly  d i a ton i c  and  t he  rhy thm p ro j ec t s  

two  ha l f  no t e s  pe r  measu re .   

The  ba s s  pa r t  i s  t yp i ca l  o f  a  Choro  g roup  and ,  a s  shown  in  

Example s  12a - 12b ,  u se s  m o t i v e  c  w i t h  r e s t s  o n  t h e  s t r o n g  bea t s .   
 

H a r m o n y   G b        B b m   C b         A b 7 / C   G b / D b    B b 1 3 / D   C b 7 / E b  D b 7  G b  

F u n c t i o n a l  

A n a l y s i s  

  I          i i i  I V m a j 7      I I 6 / 5  P 6 / 4         I I I 6  I V 6 / 5    V 7    I  

M e a s u r e  

n u m b e r  

1  2  3  4  

E x a m p l e  1 2 a :  H a r m o n i c  d e v e l o p m e n t  o f  t h e  f i r s t  4  m e a s u r e s .  
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E x a m p l e  1 2 b :  L e f t - h a n d  l i n e  i n  m m .  1 - 4 :  u s e  o f  h a l f  s t e p  m o t i o n  i n  t h e  b a s s  

f r o m  t h e  t h i r d  o f  G b ,  w h i l e  t h e  u p p e r  p a r t  d e l i n e a t e s  t h e  h a r m o n y .  

 

 Th i s  p rocedu re  he igh t ens  t he  l eve l  o f  s y n c o p a t i o n ,  w h i c h  i s  

a l r e ad y  p r e sen t  i n  t he  pa t t e rn  i t s e l f .  Remarkab ly  G i s m o n t i  k e e ps  t he  

me lod i c  f l ow  con t i nuous  s w i t c h i n g  be tween  t he  rhy thmic  ac t i v i t y  

f r om one  vo i ce  t o  ano the r . 22 

 The  ha rmony  i s  an t i c i pa t ed  s e v e r a l  t imes ,  a lways  by  a  16 t h  no t e :  

i n  m .  1 ,  f o r  i n s t ance ,  i t  o ccu r s  on  t he  l a s t  16 t h  no t e  o f  bea t  2  and  l a s t  

16 t h  no t e  o f  bea t  4 .  F o r  t h e  m o s t  p a r t ,  G i s m o n t i  c a r e fu l l y  con t ro l s  t he  

ha rmon ic  qua l i t y  o f  t he  no t e s  appea r ing  i n  t he  l e f t  hand :  i n  m .  1 ,  t he  

G b 2  on  bea t s  3  and  4  func t i ons  a s  t he  b 13  o f  B b m;  in  m .  3 ,  t he  D 2  

na tu r a l  on  bea t  3  f unc t i ons  a s  t he  3 r d  o f  B b ;  i n  m .  4 ,  C b 3  func t i ons  a s  

t he  b 13  o f  E b m and  a s  t he  7 t h  o f  D b 7  o ccu r r i ng  on  bea t  2 .  The  s t r uc tu r e  

o f  t he  l e f t - hand  pa t t e rn ,  t hen ,  f e a tu r e s  a  smoo th  vo i ce - l e ad ing  

connec t i on  be tween  cho rds ,  wh ich  adds  t o  t he  ove ra l l  f l ow  o f  t he  

mus i c .    

 The  me lody  s u p e r i m p o s e d  o v e r  t he  G b  t r i ad ,  i s  bu i l t  f r om  two  

s m a l l  mo t iv i c  c e l l s :  a s cend ing  (m o t i v e  a )  and  de scend ing  (mo t ive  b ) .  

A l t h o u g h  the se  ce l l s  ou t l i ne  t he  G b  t r i ad ,  t hey  a r e  e mbe l l i shed  w i th  

pa s s ing  t ones ,  shown  in  E xam ple  13 .  The  f i r s t  ph ra se  beg in s  and  ends  

on  G b 3 .  

 
22 P l e a s e ,  c o n s u l t  t h e  s c o r e  ( m m .  1  a n d  2 ) .  
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E x a m p l e  1 3 :  C e l l u l a r  c o n s t r u c t i o n  o f  t h e  m e l o d y  u s i n g  m e m b e r s  o f  a  G b  t r i a d   

 

 The  f i r s t  f ou r  measu re s  a r e  t hen  r epea t ed  i n  mm.  5 -8  ( s ee  

Example s  14a -14b ) .  I n  mm.  5 -8 ,  t he  l e f t  hand  con t i nues  w i t h  m o t i v e  

c  u s i ng  t he  r ea r r anged  p i t ch  co l l e c t i on  f rom mm.  1 -4 .  The  me lody  i s  

d i sp l aced  by  an  8 t h - no t e  r e s t  i n  m .  5 ,  and  h igh l i gh t s  m o t i v e  b  w i t h  

eve ry  o the r  no t e  t r an sposed  up  a  t h i rd .  The  compar i s o n  o f  m .  3  and  

m . 7  s h o w s  t h e  u se  o f  t he  s a m e  s t r u c t u r a l  p i t che s  embe l l i shed  w i th  an  

a s so r tmen t  o f  l ower  ne ighbo r s  and  pa s s ing  no t e s .   

 
E x a m p l e  1 4 a :  R h y t h m i c  a n d  P i t c h  c o m p a r i s o n  b e t w e e n  m m . 1 - 4  a n d  5 - 8 .   

 
E x a m p l e  1 4 b :  H a r m o n i c  a n t i c i p a t i o n  ( m .  7 ,  b e a t  1 )  a n d  a d d i t i o n  o f  l o w e r  

n e i g h b o r  ( m .  7 )  a n d  a p p o g g i a t u r a  ( m .  8 ) .  

 



 3 0  

 The  change  i n  t ex tu r e  i n  mm.  9 -12  i s  f o r e shadowed  by  a  

s u c c e s s i o n  o f  d e s c e n d i n g  1 6 t h  no t e s  (m o t i v e  b )  a ccompan ied  by  m o t i v e  

c  occu r r i ng  t h e  l e f t  hand .  Th i s  changes  i n  m .  9  a s  t he  r i gh t  hand  

f ea tu r e s  t h r ee  bea t s  o f  m o t i v e  c  and  t he  l e f t  hand  exp lo r e s  a  s t r e am 

o f  16 t h  no t e s .  Bo th  hands  conve rge  w i th  t he  con t i nuous  16 t h  no t e s  on  

bea t  4  o f  m .  9 .  Example  15  shows  t ha t  t he  r a t e  o f  ha rmon ic  rhy thm i s  

doub l ed .  A l t h o u g h  bo th  hands  have  t he  s ame  rhy thmic  ge s tu r e s ,  a  

coup l e  o f  pe r fo rmance  i s sue s  a r e  wor th  no t i ng :  1 )  i n  o rde r  t o  p rope l  

t he  rhy thm fo rward ,  t he  l a s t  16 t h  no t e  o f  eve ry  fou r -no t e  g r oup  o f  t he  

r i gh t  hand  r ece ive s  an  accen t ;  2 )  t he  two  hands  a r e  s l i gh t l y  

d i sp l aced . 23 

 
H a r m o n y  A b m / G b | D b 7 ( b 9 ) / F | G b m a j 7 |

E b m 7  

A b / C | D b / C b | G b

/ B b  

A b m / G b | D b 7 ( b 9 ) / F | G b m a j 7 |

E b m 7  

A b / C | D b 7 |

G b  

F u n c t i o n

a l  

A n a l y s i s  

i i 4 / 2 |  V 6 / 5 |  I  |  i i 7 / V  V 6 / V  |  V 4 / 2 |  I 6  i i 4 / 2 |  V 6 / 5 |  I  |  i i 7 / V  V 6 / V  |  V 7  

|  I  

M e a s u r e  

N u m b e r  

9  1 0  1 1  1 2  

E x a m p l e  1 5 :  H a r m o n i c  d e v e l o p m e n t  i n  m m .  9 - 1 2 .  

 

 Bes ide s  chang ing  t he  t ex tu r e  aga in  i n  mm.  9 -12 ,  G i smon t i  a l so  

a l t e r s  t he  l ayou t  o f  t he  cho rds  so  t ha t  t hey  a r e  a r r anged  i n  c lo se  

pos i t i ons  ( s ee  Example  16 ) .  As  a  r e su l t ,  h a l f  s t ep s  and  t h i rd s  a r e  t he  

mos t  u t i l i z ed  i n t e rva l s .  
 

 

 
23  T h i s  s h o u l d  b e  d o n e  i n  c a s e  t h e  r e a d e r  w i s h e s  t o  p l a y  l i k e  t h e  c o m p o s e r  
p l a y e d  i n  t h e  r e c o r d i n g .  T h e  c o m p o s e r  e x p l a i n e d  d u r i n g  a  l i v e  c o n c e r t  t h a t  t h e  
d i s p l a c e m e n t  o f  t h e  h a n d s  r e p r e s e n t s  t h e  w a y  h i s  f o r m e r  t e a c h e r  u s e d  t o  p l a y .  
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E x a m p l e  1 6 :  H a l f  s t e p  a n d  t h i r d s  a s  a  w a y  t o  c o n n e c t  c h o r d s  i n  m m .  9 - 1 2 .  

 

Example  17  i l l u s t r a t e s  ways  i n  wh ich  G i s m o n t i  r e w o r k s  t h e  m e l o d y  

by  add ing  two  o r  more  no t e s .  

 

 

 
E x a m p l e  1 7 :  M e l o d y  b a s e d  o n  a  t w o - n o t e  g r o u p  f i l l e d  w i t h  c h o r d  t o n e s .  

 
V a r i a t i o n  1  ( m m .  13 - 24 )  
 
  

V ar i a t i on  1  beg in s  j u s t  l i ke  mm.  5 -6 :  t he  me lody  i s  d i sp l aced  

by  a  e i gh t -no t e  r e s t ,  t h e r e  i s  t he  add i t i on  o f  an  appogg i a tu r a  on  t he  

s e c o n d  h a l f  o f  b e a t  1  a n d  t he  add i t i on  o f  G b  on  t he  l a s t  no t e  on  bea t  

3 .  M ot i ve  b  i s  r epea t ed  l i ke  i n  mm.  5 -6 ,  w i th  t he  add i t i on  o f  a  c l u s t e r  

on  t he  l a s t  no t e  o f  bea t  f ou r  (m .  14 ) .  I n  m .  15 ,  m o t i v e  a  i s  r hy thmica l l y  

mod i f i ed  w i th  an  add i t i on  o f  16 t h  no t e s  ( s e e  bea t s  1  and  2 )  and  i n  m .  

16  m o t i v e  b  i s  ex t ended  w i th  a  de scend ing  s ca l e  r epea t i ng  t he  me lod i c  

mo t ive  f rom mm.  2  and  3 .  I n  mm.  13 -16 ,  t he  l e f t  hand  u se s  t he  s ame  

pa t t e rn  a s  be fo r e ,  w i th  excep t i on  o f  t he  s econd  ha l f  o f  m .  16 ,  whe re  

i t  a ccen tua t e s  t he  upbea t s  t o  enhance  t he  mo t iv i c  deve lopmen t  o f  t he  

r i gh t  hand  on  bea t s  3  and  4 .  

 M e a s u r e s  17 - 18  r epea t  t he  rhy thmic  a r r angemen t  o f  m .  13  

add ing  a  9 t h  on  bea t  1  (m .  17 )  and  a  cho rda l  s even th  t ha t  r e so lve s  t o  
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t he  13 t h  on  bea t  3 .  Th i s  ph ra se  con t i nues  i n  m .  18  w i th  e l emen t s  o f  m .  

3  and  t he  me lody  t r anspose d  up  a  t h i rd .  The  s econd  ha l f  o f  m .  18  

ou t l i ne s  a  Lyd i an  ha rmony  on  accoun t  o f  D 4  i n  t he  r i gh t  hand .  

 I n  m .  19  G i smon t i  d i sp l ace s  t he  r i gh t -hand  me lody  by  a n  8 t h -

no t e  r e s t  s i m i l a r  t o  m .  13 .  The  l e f t  hand  u se s  t h e  s a m e  p a t t e r n  e x c e p t  

f o r  a  g roup  o f  16 t h  no t e s  on  bea t  3 .  A  con t i nuous  s t r e am  o f  16 t h  no t e s  

on  bea t  3  p r epa re s  t he  a r r i va l  o f  t he  B  Sec t i on  ( s ee  Example  18 ) .  

 
E x a m p l e  1 8 :  C o n t i n u o u s  m o t i o n  f r o m  t h e  t h i r d  b e a t  o f  m .  1 9  u n t i l  t h e  e n d  o f  m .  

2 0 .  

 

 The  B  Sec t i on  i s  p l ayed  exac t l y  t he  s ame  a s  t he  p r ev ious  ones .  

The  on ly  two  d i f f e r ence  a r e  i n  m .  24 :  t he  t h i rd  bea t  ha s  an  

a rpegg i a t i on  w i th in  a  span  o f  one  oc t ave  beg inn ing  on  t he  G b 3  ( roo t ) ;  

and  on  t he  s econd  ha l f  o f  t he  fou r th  bea t ,  t he r e  i s  an  an t i c i pa t i on  o f  

t he  me lody  o f  t he  nex t  va r i a t i on .  

 
V a r i a t i o n  2  ( m m .  2 5 - 36 )  
 
 V a r i a t i o n  2  i s  cha r ac t e r i z ed  by  a  h igh  p i t ch  r ange  and  s u b t l e  

changes  i n  t ex tu r e .  The  f i r s t  measu re  o f  t h i s  va r i a t i on  ( m .  25 )  beg in s  

an t i c i pa t ed  by  an  e igh t h  no t e .  I n s t ead  o f  u s ing  m o t i v e  c  as  a  pa t t e rn  

fo r  t he  l e f t  hand  on  t he  f i r s t  2  bea t s  o f  t he  measu re ,  t h i s  va r i a t i on  

beg in s  by  u s ing  t he  fo l l owing  rhy thmic  con f igu ra t i on  on  bea t s  1  and  

2 :  one  8 t h  no t e  and  two  16 t h  no t e s .  I n  comb ina t i on  w i th  t he  rhy thm 

p l ayed  by  t he  r i gh t  hand ,  G i smon t i  c r ea t e s  t h r ee  c lo se ly  packed  

s y n c o p a t e d  e v e n t s ,  s h o w n  i n  Example  19 :  
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E x a m p l e  1 9 :  P e r v a s i v e  s y n c o p a t i o n  

 

 The  me lod i c  l i ne  i n  m .  26  i s  t he  s ame  a s  i n  m .  14 ,  bu t  t r an sposed  

up  an  oc t ave .  The  compar i son  o f  t he  l a s t  bea t s  o f  m .  27  and  m .  15 ,  

i nd i ca t e s  t ha t  i n s t ead  o f  r epea t i ng  t he  de scen d ing  s ca l e  w i th  16 t h  

no t e s ,  G i s m o n t i  t i e s  t he  8 t h  no t e  i n to  t he  nex t  measu re ,  wh ich  

d i sp l ace s  t he  me lody .  Th i s  pa r t i cu l a r  d i sp l acemen t  i s  r hy thmica l l y  

and  ha rmon ica l l y  exp lo r ed  i n  t he  s econd  ha l f  o f  m .  28  and  t he  

beg inn ing  o f  m .  29 :  m .  28  f ea tu r e s  t he  # 5  (D 4 )  on  bea t  3  and  # 9  (A3)  

on  bea t  4 ;  m .  29  ha s  a  na tu r a l  9  (A3 )  on  bea t  1 .  I n  m .  29  and  m .  30 ,  

t he  l i ne  i n  t he  r i gh t  han d  ou t l i ne s  t he  ha rmony  w i t h  t h e  roo t ,  t he  9 t h  

and  t he  3 r d  o f  G b .  Y e t ,  m o t i v e  a  i s  expanded  w i t h  t i e d  8 t h  no t e s  t ha t  

con t i nuous ly  d i sp l ace s  t he  unde r ly ing  ha rmony .  Th i s  p rocedu re  ends  

i n  m .  30 ,  whe re  t he  r i gh t  hand  p l ays  s t r a i gh t  8 t h  no t e s  on  bea t  1  and  

2 ,  and  t he  upbea t s  t o  bea t s  3  and  4 ,  s h o w n  i n  E x a m p l e  2 0 :  

 

 
E x a m p l e  2 0 :  C o n d e n s a t i o n  o f  m o t i v e  b  a n d  e x p a n s i o n  o f  m o t i v e  a .  

 

 Th e  me lod i c  con t en t  occu r r i ng  i n  mm.  28 -30  i s  t he  f i r s t  i n s t ance  

o f  improv i s a t i on  i n  t h i s  p i ece .  I n  t he se  measu re s  G i s m o n t i  l e aves  t he  

o r i g ina l  me lody  i n  o rde r  t o  deve lop  a  mo t ive .  I n  m .  31 ,  t he  me lody  

r e tu rn s  a s  i n  m .  19  w i t h  t w o  n o t i c e a b l e  d i f f e r ences :  1 )  t he  me lody  i s  

an  oc t ave  h ighe r  embe l l i shed  w i th  an  app ogg i a tu r a ;  2 )  bea t  3  o f  m .  
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31  f ea tu r e s  a  mo t ion  f rom p i t ch  B b 4  t o  t he  uppe r  ne ighbo r  de l ay ing  

t he  r e so lu t i on  t o  G b 4 .  

 A l t h o u g h  t h e  m e l o d y  i n  mm.  31 -32  r e tu rn s ,  now i t  i s  w i thou t  

t he  cha rac t e r i s t i c  anac rus i s .  The  on ly  me lod i c  a c t i v i t y  occu r  on  bea t s  

3  and  4  o f  m .  32  w i t h  t h e  s t r a i g h t  1 6 t h  no t e s  i n  t he  l e f t  hand  ou t l i n ing  

t he  G b  t r i ad .   

 The  B  Sec t i on  o f  V a r i a t i o n  2  f ea tu r e s  a  mod i f i ed  me lod i c  and  

rhy thmic  s t r uc tu r e ,  wh ich  c r ea t e s  a  s t a r k  c o n t r a s t  w i t h  t h e  o t h e r  B  

s ec t i on s .  A l though  t he  l e f t  hand  u se s  t he  s ame  accompan imen t ,  t he  

r i gh t  hand  emp loy s  16 t h  no t e s  t h roughou t ;  i n  m .  33 ,  t hey  a r e  o rgan i zed  

a s  i n t e r chang ing  g roups  o f  t r i p l e t s  and  s e x t u p l e t s ,  a g a i n s t  f o u r  16 t h -

no t e  g roups  i n  t he  l e f t  hand .  

 The  compar i son  o f  t he  me lod i c  shape  i n  m .  33  and  m .  34  w i th  

t he  o r i g ina l  me lody  i n  m .  9  and  m .  10  s h o w s  t h e  u s e  o f  s i m i l a r  p i t c h  

co l l e c t i ons .  I n  m .  33 ,  t he  me lody  f ea tu r e s  a  d i a ton i c  p i t ch  con t en t  

w i t h  a n  i n t r i c a t e  p o l y r h y t h m i c  o r g a n i z a t i o n :  3  aga in s t  4 ,  and  6  aga in s t  

4 ,  s hown  in  Example  21 :  

 
E x a m p l e  2 1 :  M e l o d i c  s e q u e n c e  a n d  p o l y r h y t h m .  

 

 M e a s u r e s  34 -36  f ea tu r e  add i t i ona l  me lod i c  changes  i n  

compar i son  t o  t he  p r ev ious  s ec t i on :  i n  m .  34 ,  t he  me lody  changes  

d i r ec t i on  by  go ing  down  a  s i x th  on  bea t  1  and  r each ing  t he  o r i g ina l  

me lody  on  bea t  3  i n  t he  s ame  measu re .  O n  b e a t  4  t he  me lody  changes  

aga in ,  mov ing  upwards  and  mod i fy ing  t he  con t en t  un t i l  b ea t  3  o f  m .  

36 .  The  l a s t  change  i n  t h i s  s ec t i on  f ea tu r e s  t he  u se  o f  m o t i v e  c  i n  t he  

l e f t  hand  o f  m .  34  on  bea t s  1  and  2 .  
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V a r i a t i o n  3  (m m.  37 - 48 )  
 
    Thi s  va r i a t i on  e s t ab l i she s  mo t iv i c  and  rhy thmic  con t i nu i t y  w i th  

t he  p r ev ious  va r i a t i on .  I n  m .  37 ,  G i s m o n t i  p l a y s  a  s i n g l e  A b 3  on  t he  

upbea t  o f  bea t  1 .  Th i s  p i t ch  func t i ons  a s  a  common  no t e  and  connec t s  

t he  G b  and  B b m cho rds .   

 The  rhy thmic  mo t ive  appea r ing  i n  mm.  38 -39  s h o w s  s i m i l a r  

cha r ac t e r i s t i c s  a s  t he  mo t ive  i n  mm.  28 -29 ;  t h i s  demons t r a t e s  

G i s m o n t i ’ s  a b i l i t y  t o  c r e a t e  l a r g e- s c a l e  r e l a t i o n s h i p s .  The  me lod i c  

con t en t  i n  mm.  38 - 39  i s  p r ima r i l y  d i a ton i c  and  expands  m o t i v e  a ;  t h e  

me lod i c  expans ions  f ea tu r e  su spens ions  and  ha rmon ic  an t i c i pa t i ons  

s h o w n  i n  Example s  22  and  23 :  

 
E x a m p l e  2 2 :  C o m p a r i s o n  o f  t h e  u s e  o f  t h e  s a m e  m e l o d i c  m a t e r i a l  i n  t w o  

d i f f e r e n t  p l a c e s ,  w i t h  d i f f e r e n t  s e t  u p s .   

 

 
E x a m p l e  2 3 :  M e l o d y  f r o m  m m .  3 8 - 4 1  w i t h  a  n o t e - b y - n o t e  a n a l y s i s  s h o w i n g  
p a s s i n g  n o t e s  a n d  a n t i c i p a t i o n .  
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 I n  mm.  42 -43  t he  me lody  ha s  a  de scend ing  mo t ion  f rom A b 4  t o  

D b 4  t h rough  a  r hy thmic  pa t t e rn  cons i s t i ng  o f  a  r e s t  and  t h r ee  16 t h  

no t e s .  Wi th  excep t i on  o f  t he  l a s t  no t e  o f  t h i s  pa t t e rn ,  a l l  o t he r s  

ou t l i ne  t he  uppe r  s t r uc tu r e  t r i ad  o f  t he  fo l l owing  cho rds :  A b  ( 13 t h  i n  

C b ) ,  G b  (m ino r  7 t h  i n  A b ) ,  F  ( 1 3 t h  i n  A b ) ,  E b  ( 4 t h  i n  B b ) .  Compared  t o  

t he  p r ev ious  va r i a t i on ,  we  s ee  t ha t  t he se  measu re s  a r e  f i t t i ng  t he  

s p a c e  t h a t  w a s  l e f t  e m p t y  i n  r e l a t i onsh ip  t o  t he  o the r  va r i a t i ons  

(p l ea se ,  r e f e r  t o  me lod i c  g r aph i c  i n  Annex  I I ) .  I n  mm.  43 -44 ,  

G i s m o n t i  depa r t s  f r om the  o r i g ina l  me lody  by  exp lo r i ng  d i f f e r e n t  

me lod i c  and  rhy thmic  i dea s .  H e r e ,  howeve r ,  i n s t e ad  o f  a  r e s t  be tween  

t h i s  s ec t i on  and  t he  B  s ec t i on  t ha t  f o l l ows ,  he  keeps  t he  mo t ion  i n  

s t r a i g h t  16 t h  no t e s  un t i l  t h e  end  o f  bea t  1  i n  m .  45 .   

 The  B  s ec t i on  i n  mm.  45 -48  i s  i den t i c a l  t o  t he  p r ev ious  s ec t i on s .  

M e a s u r e  48 ,  howeve r ,  ends  w i th  on  t he  3 r d  o f  G b  t r i ad  t i ed  t o  t he  nex t  

measu re ,  wh ich  i s  ve ry  s im i l a r  t o  t he  e nd ing  o f  V a r i a t i o n  1  i n  m .  24 .  

 

V a r i a t i o n  4  ( m m .  49 - 56 )  
 
 
 
 Thi s  va r i a t i on  beg in s  w i th  a  r hy thmic  pa t t e rn  cons i s t i ng  o f  16 th  

no t e s  o rgan i zed  i n  g roups  o f  5  p lu s  3  no t e s .  Th i s  pa t t e rn  imp l i e s  t he  

u se  o f  compound  me lody  w i t h  a  me lod i c  l i ne  i n  t he  uppe r  vo i ce  t ha t  

move s  u p w a r d  f rom B b 3  i n  m .  49  up  t o  G b 4  i n  m .  52 .  Th i s  me lod i c  

l i ne  ou t l i ne s  t he  G b  s c a l e  t h r o u g h  t h e  c h o r d  c h a n g e s .   T h e  l e f t  h a n d  

con t i nues  i n  m .  49  w i th  t he  m o t i v e  c  p a t t e rn  bu t  changes  t o  a n  i nve r t ed  

ce l l  o f  t he  Baião  pa t t e rn  i n  m .  50  on  bea t s  2  and  4 .  Baião ,  s h o w n  i n  

Example  24 ,  i s  a  mus i ca l  g en re  f rom the  no r thea s t  r eg ion  o f  B raz i l  

and  i s  cha r ac t e r i z ed  by  t he  fo l l owing  rhy thmic  pa t t e rn :   
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E x a m p l e  2 4 :  T h e  B a i ã o .  

 

 I n  m .  51 ,  wh i l e  t he  r i gh t  hand  con t i nues  t o  p l ay  t he  rhy thmic  

pa t t e rn  i n t roduced  on  t he  beg inn ing  o f  t h i s  va r i a t i on ,  t he  l e f t  hand  

changes  on  bea t  1  t o  a  new  pa t t e rn  (w h i c h  i n  t he  nex t  s ec t i on  w i l l  

become  a  new  mo t ive )  and  keeps  bea t s  2  and  4  w i t h  t h e  i n v e r t e d  ce l l  

o f  Baião ,  t hu s  c r ea t i ng  more  rhy thmic  d ive r s i t y .  

 I n  m .  52 ,  t he  con t en t  o f  t he  r i gh t  hand  r eaches  a  me lod i c  c l imax  

and  changes  i t s  r hy thmic  p ro f i l e .  O n  b e a t  1  o f  t ha t  measu re ,  t he  r i gh t  

hand  u se s  t he  s ame  rhy thm ic  p ro f i l e  a s  t he  l e f t  hand  i n  m .  51  on  b ea t  

1 .  On  t he  fo l l owing  bea t s ,  t he  shape  o f  t he  o r i g ina l  me lody  comes  

back  i n  a  d i sp l aced  fo rm .   

 Bea t s  1  and  3  o f  m .  53  have  t he  s ame  p i t che s ,  r hy thms  and  

accen t s  a s  i n  m .  13 .  The  on ly  d i f f e r ence  i s  t ha t  m .  53  beg in s  w i th  t he  

me lo dy  on  t he  downbea t ,  whe rea s  m .13  commences  on  t he  upbea t  o f  

bea t  1 .  The  p i ece  con t i nues  on  mm.  54 -55  w i th  bo th  hands  p l ay ing  

s i m i l a r  i dea s  i n  compar i son  t o  t he  o r i g ina l  me lo dy .  The  on ly  

d i f f e r ence  appea r s  i n  m .  56  whe re  G i smon t i  i n t roduces  a  G b m a j 7 ( # 1 1 )  

Ly d i an  s ca l e  l e ad ing  t o  G  ma jo r .   

 

V a r i a t i o n  5  ( m m .  57 - 68 )  
 
 
 V a r i a t i o n  5  i s  t he  one  t ha t  ha s  t he  l e a s t  r hy thmic  and  me lod i c  

an t i c i pa t i ons .  Th i s  va r i a t i on  i s  much  more  me lod i c  t han  rhy thmic  i n  

cha rac t e r  i s  sp i t e  o f  t he  p r e sence  o f  m ot i ve  C  i n  t he  l e f t  hand .    The  

me lody  i s  en t i r e l y  d i a ton i c  and  c l ea r l y  ou t l i ne s  t he  unde r ly ing  

ha rmony .  The  B  s ec t i on  enhances  t he  ha rmon ie s  w i t h  f ew  no t e s ,  wh ich  

c r ea t e s  a  s t a rk  con t r a s t  w i th  t he  p r ev ious  va r i a t i ons .  I n  t h i s  va r i a t i on ,  

G i s m o n t i  r hy thmica l l y  deve lops  m o t i v e  c .  The  ha rmon ic  s t r uc tu r e  o f  

mm.  65 - 66  i s  qu i t e  cha l l eng ing :  bea t  1  o f  m .  65  we  s ee  an  Am cho rd .  

F r o m  b e a t  2  o n ,  G i s m o n t i  m o v e s  d o w n w a r d  e i t h e r  b y  s t e p  o r  h a l f  s t e p  
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on  bo th  hands .  Whi l e  i n  t he  r i gh t  hand  o f  m .  65  t he  me lody  f ea tu r e s  

a  s im i l a r  r hy thmic  cons t ruc t i on  o f  m .  9 ,  t he  l e f t  hand  fo l l ows  t he  

mo t ion  downwards  u s ing  t he  s ame  rhy thmic  s t r uc tu r e  o f  t he  r i gh t  

hand ,  wh ich  c r ea t e s  i n t e rva l s  l i ke  ma jo r  and  mino r  s even th ,  s i x th s ,  

and  na tu r a l  and  d imin i shed  f i f t h s .   

 A n o t h e r  w a y  t o  i n t e rp r e t  mm.  65 -66  i s  t o  t r e a t  t hem w i t h i n  t h e  

con t ex t  o f  t he  t on i c  key  –  G b  m a j o r .  I t  s e ems  t ha t  G i smon t i  i s  

s u g g e s t i n g  t he  t on i c  by  u s ing  t he  G b  s c a l e  t ha t ,  i n  combina t i on  w i th  

t he  p i t che s  o f  t he  r i gh t  hand ,  c r ea t e s  s e c o n d s  a n d  o t h e r  d i s sonan t  

i n t e rva l s ,  wh ich  de s t ab i l i z e  t he  unde r ly ing  t ona l i t y .  Th i s  s cena r io  i s  

s h o wn  in  E xample  25 :  

 
E x a m p l e  2 5 :  N o t e s  c i r c l e d  b e l o n g  t o  t h e  G b  s c a l e ,  t h u s  i m p l y i n g  a  r e t u r n  t o  t h e  

t o n a l i t y  o r  a n n o u n c i n g  a  f u t u r e  t e x t u r e  i n  t h e  p i e c e .  

 

I n  m .  67 ,  G i smon t i  con t i nues  w i th  t he  s ame  rhy thmic  pa t t e rn  i n  

t he  r i gh t  hand  wh i l e  t he  l e f t  hand  f i l l s  t he  space  l e f t  by  t he  r i gh t  hand  

w i t h  t h e  f o l l o w i n g  h a r m o n ic  pa th :  Am 7 -D 7 -D 1 3 -D 7  i n  m .  67 .  and  |  A 6 / 5 -

D 7  i n  m .  68 ) .  The  cho rd s  i n  m .  67  a r e  d i s t r i bu t ed  be tween  bo th  hands ,  

w h i c h  c r e a t e s  a  p o l y t o n a l  e f f e c t .  The  l a s t  measu re  o f  t h i s  va r i a t i on  i s  

i n  2 /4 ,  wh ich  i n  combina t i on  w i th  t he  spa r s e  t ex tu r e  i n  m .  65 ,  c l o s e s  

t he  F i r s t  S ec t i on  o f  7  Ané i s  and  u she r s  i n  t he  M i d d l e  S ec t i on .  

 
2 .2  Midd le  Sec t ion  (mm.  69 -181 )  
 
 Th i s  s ec t i on ,  l i ke  t he  p r ev ious  one ,  i s  cons t ruc t ed  w i t h  a  f ew  

rhy thmic  and  me lod i c  mo t ive s  t ha t  a r e  e f f ec t i ve ly  exp lo r ed  and  

t r an s fo rmed .  The  ove ra l l  t h ro ugh -composed  na r r a t i ve  o f  t h i s  s ec t i on  
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mixes  t he  moda l  e l emen t s  f r om the  p r ev ious  s ec t i on  w i t h  t h e  m a i n  

t ona l i t y ,  c r ea t i ng  a  po lymoda l  s t r u c t u r e .    

 The  t r an s i t i on  i n  mm.  69 -70  u se s  a  s imp le  rhy thmic  pa t t e rn  i n  

bo th  hands  t ha t  subsequen t l y  morphs  i n to  a  t r i l l ,  wh i ch  b r i dges  t he  

Sec t i on  1  and  t he  Midd le  Sec t i on .  M e a s u r e s  71 -72  can  be  ana l yzed  i n  

t h r ee  d i f f e r en t  ways .  F i r s t ,  a s  an  ou t l i ne  o f  t he  A  ma jo r  t r i ad  ( I I  o f  

G )  w i t h  t h e  n i n t h  i n  m .  71  (B 3  na tu r a l )  f unc t i on ing  a s  a  pa s s ing  t one  

– s ugges t i ng  G  Lyd i an .   I n  m .  72  i n s t ead  o f  G  Lyd i an ,  a s  announced  

i n  t he  p r ev ious  measu re ,  G i s m o n t i  i n t roduces  p i t che s  t ha t  ou t l i ne  t he  

A  t r i a d  w i t h  an  a s so r tmen t  o f  d i a ton i c  and  ch roma t i c  t en s ions  (13 t h ,  

ma jo r  7 t h ,  and  na tu r a l  and  f l a t  9 t h .  The  s econd  r ead ing  o f  t h i s  s ec t i on  

r e in t e rp r e t s  t he  p i t che s  enha rmon ica l l y  w i t h i n  t h e  o r b i t  o f  t he  

unde r ly ing  t on i c  –  G b ;  t h ey  cou ld  be  v i ewed  a s  uppe r  s t r uc tu r e  o f  t he  

G b 7 ,  wh i ch  imp l i e s  an  a l t e r ed  dom inan t  cho rd .  The  t h i rd  i n t e rp r e t a t i on  

i s  t o  cons ide r  t he  p i t che s  i n  G  ma jo r ,  r e cogn i z ing  e l emen t s  b rough t  

f r om the  Sec t i on  1  i n  G b .  The  rhy thmic  o rgan i za t i on  o f  t h i s  s ec t i on  

f ea tu r e s  t h r ee  d i s t i nc t  f i gu re s  a s  shown  in  Example s  26a  and  26b :  

 

 
E x a m p l e  2 6 a :  M o t i v e s  1 ,  C  a n d  D .  

  

P i t c h e s  G #  E  A  B b  C #  B  F #  E  

K e y  

( G b )  

9  M i n o r  

7 t h  

# 9 t h  3 r d  5 t h  4 t h  R o o t  M i n o r  

7 t h  

K e y  

( G )  

b 9 t h  1 3 t h  4 t h  # 9 t h  # 1 1 t h  3 r d  M a j o r  

7 t h  

6 t h .  

E x a m p l e  2 6 b :  F u n c t i o n a l  A n a l y s i s  o f  m .  7 2  
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  O n  t h e  f o u r t h  b e a t  o f  m .  72  we  have  m o t i v e  d ,  wh i ch  i s  

t r an s fo rmed  i n to  t he  i nve r s ion  o f  m o t i v e  1  i n  m .  73  by  means  o f  

r hy thmic  man ipu l a t i on ,  a l t e r i ng  t he  accen tua t i on  o f  t he  o r i g ina l  

p i t che s ,  wh ich  l e ads  t o  an  a l t e rna t i on  o f  p i t che s  E  and  F # .  Meanwh i l e ,  

i n  t he  l e f t  hand ,  we  s ee  m o t i v e  c  b e ing  i n t roduced  w i th  r e s t s ,  wh i ch  

i s  ve ry  s im i l a r  t o  t he  way  t h i s  s ame  mo t ive  was  i n t roduced  i n  t he  l e f t  

hand  i n  t he  f i r s t  measu re  o f  t he  p i ece ,  a s  s h o w n  i n  Example  27 .  

 
E x a m p l e  2 7 :  T r a n s f o r m a t i o n  o f  a  p a t t e r n  b y  m e a n s  o f  r h y t h m i c  m a n i p u l a t i o n  o f  

m o t i v e  d ,  c o m b i n e d  w i t h  p r e s e n t a t i o n  o f  m o t i v e  c  i n  t h e  l e f t  h a n d .  

 

 The  t r an s fo rma t ion  i n i t i a t ed  i n  m .  73  l e ads  u s  t o  a  new  pa t t e rn  

i n  m .  75 ,  wh ich  i s  a  r epe t i t i on  o f  t r i p l e t s  w i th in  a  span  o f  a  m ino r  

t h i rd  p roduced  by  t he  fo l l owing  p i t che s :  G 4 ,  F # 4 ,  and  E4  

( enha rmon ica l l y  i n  G b :  f l a t  n in th ,  r oo t  and  mino r  s even th ) .  These  

no t e s  c an  be  i n t e rp r e t ed  i n  t h r ee  ways :  t hey  can  be  ou t l i n ing  A 7 ,  

w h i c h  i n  t he  l e f t  hand  ou t l i ne s  t he  ma jo r  t h i rd  o f  A  down  to  t he  n in th ,  

and  i n  t he  r i gh t  hand  w i th  t he  s even th  down  to  t he  f i f t h ;  i t  cou ld  a l so  

be  v i ewed  a s  E  Dor i an ,  wh ich  ha s  t he  suppo r t  i n  t he  r i gh t  hand  o f  t he  

mino r  t h i rd  mov ing  t o  t he  roo t ,  and  i n  t he  l e f t  hand  o f  t he  t h i r t e en th  

mov ing  t o  t he  f i f t h ;  o r  i t  cou ld  be  a  c e l l  o f  t he  G b 7 ( b 9 ) .  M m.  74 -76  

s e e ms  t o  p ro j ec t  E  Dor i an ,  s i nce  un t i l  i t  c l e a r l y  i nd i ca t e s  o the rw i se ,  

t he  mus i c  i s  s t i l l  i n  G  m a j o r .  

The  pa t t e rn  i n  t r i p l e t s  i n  t he  r i gh t  hand  f rom mm.  75 -76  i s  

i n t e r rup t ed  by  an  e igh t h  no t e  r hy thm in  m .  77 ,  a l t e rna t i ng  t h i rd s  on  

down  bea t s  (C # 4  and  E 4 )  and  fou r th s  on  up  bea t s  (F # 4  and  B 4) ,  wh ich  

keep  t he  E  Dor i an  sono r i t y .  M.  78  beg in s  w i th  an  i nve r s ion  o f  m o t i v e  
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1  ( j u s t  l i ke  i n  m .  51 )  on  bea t  one  on  t he  l e f t  han d  (p l ea se ,  r e f e r  t o  

Example  12 ) ,  and  on  bea t s  2  t o  4  i t  changes  t o  m o t i v e  c .  On  t he  r i gh t  

hand  on  bea t s  3  and  4  we  have  t he  m o t i v e  1 ,  wh i ch  r e l a t e s  o r i g ina l l y  

w i t h  m o t i v e  d  ( l i ke  m .  74 ) ,  and  p r epa re s  t he  r e tu rn  o f  m o t i v e  d  i n  i t s  

o r i g ina l  f o rm .  I ndeed ,  i n  mm.  79 -80 ,  t he  l e f t  hand  p l ays  m o t i v e  d ,  

w h i c h  i s  s h i f t e d  t o  t h e  r i g h t  h a n d  i n  m .  81  wh i l e  t he  l e f t  hand  p l ays  

a  ph ra se  ou t l i n ing  E  Dor i an .  Th i s  ph ra se  i s  cons t ruc t ed  i n  t he  

fo l l owing  way :  G i smon t i  p l ays  t h r ee - s i x t e e n t h s  no t e s  t ha t  a rpegg i a t e s  

Em 7 .  A f t e r  t ha t ,  i t  moves  t o  t he  m o t i v e  c  p a t t e rn ,  wh ich  i s  

cha r ac t e r i z ed  by  a  mo t ion  down  to  t he  roo t  f r om the  s even th .   

The  c l ea r  u se  o f  E  Dor i an  r ep re sen t s  t he  de f i n i t i ve  

e s t ab l i shmen t  i n  t h i s  s ec t i on  o f  t he  G  ma jo r  t ona l i t y  o f  t he  Sec t i on  1  

(mm.  57 -68 ) .  The re fo r e ,  w e  h a v e  e l e m e n t s  o f  G b  i n  t he  r i gh t  hand  and  

G  n a t u r a l  i n  t h e  l e f t  h a n d . 24 I n  m .  82  t he  me lody  i n  t he  l e f t  hand  beg in s  

a rppegg i a t i ng  Em 7 ,  j u s t  l i ke  i n  m .  81 .  Ye t ,  i n s t e ad  o f  move  down  on  

t he  s even th ,  i t  move s  u p  b y  s t e p  u p  t o  t h e  f i f t h ,  w h e r e  i t  l e a p s  t o  t h e  

s e v e n t h  a n d  r e t u r n s  t o  t h e  f i f t h  b y  s t e p .  T h i s  p h r a s e  e n d s  by  

a rppegg i a t i ng  Em 7  downwards ,  beg inn ing  on  i t s  f i f t h .  F r o m  m m .  8 5 -

89 ,  wh i l e  t he  r i gh t  hand  keeps  p l ay ing  mo t ive  d ,  G i smon t i  p l ays  

c lu s t e r  ove r  t he  mo t ive  c ,  wh ich  i n  compar i s o n  w i t h  t h e  m e l o d y  i n  

mm.  81 - 84 ,  sh i f t s  f r om E  Dor i an  t o  E  Lyd i an .  I t  cou ld  a l so  be  v i e w ed  

a s  G b 7 .   

 Mot i ve  d  i s  kep t  unchanged  i n  t he  r i gh t  hand  un t i l  m .  100 .  I n  m .  

89 ,  G i smon t i  r e t u rn s  t o  t he  s ame  ma te r i a l  u sed  i n  mm.  81 -84  (E  

D o r i a n  m o d e ) ,  w i t h  a  d o w n w a r d  s c a l e  i n  t h e  l e f t  h a n d  c o n s t r u c t e d  

u s ing  t he  m o t i v e  c  ( bea t s  1 ,  2 ,  and  3 )  and  t he  i nve r s ion  o f  m o t i v e  1  

( bea t  4 ) ,  w h i c h  m o v e s  i n  m .  89  f rom the  t on i c  (E )  down  to  t he  n in th  

 
24 O f  c o u r s e  w e  c o u l d  s a y  t h a t  t h e  r i g h t  h a n d  c a n  b e  a n a l y z e d  i n  G  m a j o r ,  

h o w e v e r ,  G i s m o n t i  a l r e a d y  g a v e  u s  a  c l u e  i n  m m . 6 5  w h e n  h e  m i x e d  t h e s e  t w o  

t o n a l i t i e s .   
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(F # ) .  A l s o ,  t he r e  i s  a  mo t ion  by  fou r th s  i n  t he  l ower  pa r t  o f  t he  me lody  

( l e f t  hand ) :  on  eve ry  l a s t  no t e  o f  eve ry  bea t  we  s ee  i n  m .  89  t he  p i t ch  

E2 ,  wh ich  moves  t o  t he  p i t ch  A 1  i n  t he  nex t  measu re ,  wh ich  moves  t o  

p i t ch  D1  i n  t he  fo l l owing  one .  

I n  m .  92 ,  t he  pa t t e rn  o f  c l u s t e r s  -  w h i c h  o u t l i n e s  E  L y d i a n  o r  

G b 7  on  t he  l e f t  hand  ove r  mo t ive  c  -  i s  back  on  t he  fou r th  bea t  and  i s  

kep t  un t i l  m .  94 .  O n c e  m o r e ,  G i s m o n t i  r e u s e s  i n  m.  95  t he  ma te r i a l  

u sed  i n  mm.  81 - 84  (E  Dor i an  mode ) ,  beg inn ing  i n  t he  l e f t  hand ,  a  

ph ra se  f rom the  f i f t h  down  to  t he  roo t  i n  m .  100 ,  wh ich  i s  cons t ruc t ed  

fo l l owing  t he  pa t t e rn  o f  a  t h i rd  down  and  a  s econd  up ,  a lways  u s ing  

t he  rhy thmic  pa t t e rn  o f  m o t i v e  c .   

 I n  m .  101  we  have  a  change  i n  t ex tu r e  i n  t he  r i gh t  hand :  i n s t ead  

o f  p r e sen t i ng  m o t i v e  d  a s  a  f ou r  16 t h - no t e  pa t t e rn ,  G i s m o n t i  c o n d e n s e s  

i t  i n to  a  s i ng l e  cho rd .  Th i s  cho rd  ha s  a  d i f f e r en t  r hy thmic  pa t t e rn ,  a s  

s e e n  i n  m m .  101 -103 .  I n  t he  s ame  way  t he  l e f t  hand  fo l l ows  t he  t ex tu r e  

change  o f  t he  r i gh t  hand ,  p l ay ing  i n  m .  101  a  me lody  t ha t  r eu se s  t he  

ma te r i a l  f r om mm.  81 -84  (E  Dor i an )  bu t  pend ing  t owards  A  

M i x o l y d i a n .  T h e  r h y t h m  o f  t h e  m e l o d y  i s  c o m p o s e d  m a i n l y  b y  d o t e d  

e igh th  no t e s  p lu s  a  s i x t een th  no t e  pe r  bea t ,  wh ich  i s  a  c e l l  o f  t he  

rhy thm pa t t e rn  ca l l ed  Baião . 25 Th i s  pa t t e rn  changes  on ly  on  t he  t h i rd  

bea t  o f  m .  102  whe re  he  u se s  m o t i v e  c  f o l l owed  by  m o t i v e  1  ( a s  shown  

in  Example  27 )  and  back  t o  m o t i v e  c  i n  m .  103 .  

I n  mm.  104 -130  t he  mo t ive  d  i s  kep t  cons t an t  i n  t he  r i gh t  hand  

w i t h o u t  c h a n g e s .  F r o m  mm.  104 -108 ,  G i smon t i  beg in s  a  me lod i c  

pa t t e rn  i n  t he  l e f t  hand  t ha t  cons i s t s  o f  an  a l t e rna t i on  be tween  t he  

p i t che s  G 1  na tu r a l  and  A 1  na tu r a l ,  wh i ch  r e in fo r ce s  t he  A  Mixo l yd i an  

s o n o r i t y  i n  t h e  l e f t  h a n d  a n d  i s  p l ayed  a lways  on  t he  upbea t .  The  s eed  

o f  t h i s  new  pa t t e rn  was  l a u n c h e d  i n  m .  74 ,  whe re  t he r e  was  an  

a l t e rna t i on  be tween  p i t che s  E 4  and  F # 4 .  Th i s  a l t e rna t i on  f i n i she s  i n  

 
25 A s  e x p l a i n e d  i n  E x a m p l e  2 4 .  
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m.  108  whe re  t he  p i t che s  C # 3  and  D # 3  a r e  i n t roduced  i n  t he  l e f t  hand ,  

w h i l e  k e e p i n g  i n  t h e  r i g h t  h a n d  m o t i v e  d ,  w h i c h  r e f e r s  t o  G b  k ey ,  t hus  

s h i f t i n g  f rom A  Mixo lyd i an  t o  A  Lyd i an .  Th i s  mode  i s  con f i rmed  

w h e n  G i s m o n t i  p l a y s  i n  mm.  109 -110  t he  m o t i v e  c ,  i n  wh ich  he  

a l t e rna t e s  be tween  E 3  na tu r a l  w i th  C # 3 ,  and  D # 3  w i t h  C # 3 ,  wh ich  

con f i rms  t he  A  Lyd ian  mode  ( cons ide r i ng  A  a s  t he  roo t  on  bea t  1  o f  

m .  108 ) .   

 I n  m .  111 ,  he  con t i nues  t o  ou t l i ne  A  Lyd i an ,  p l ay ing  t he  t h i rd  

w i t h  t h e  s h a r p  e l e v e n t h  i n  t h e  l e f t  h a n d  u n d e r  m o t i v e  d  i n  t he  r i gh t  

hand ,  w i th  t he  rhy thmic  pa t t e rn  o f  a  s i x t een th  no t e  f o l l owed  by  a  

do t t ed  e igh th  no t e  on  each  bea t s  o f  t he  measu re ,  wh ich  i s  a  ve ry  

s i m i l a r  r h y t h m i c  p a t t e r n  t o  t he  one  u sed  i n  m .  101 .   I n  m .  111 ,  m o t i v e  

c  on  bea t  1  i s  f o l l owed  by  a  qua r t e r  no t e  c l u s t e r  f o rmed  by  t he  t h i rd  

and  t he  fou r th  o f  A  –  w h i c h  b r i n g s  t h e  m e l o d y  i n  t h e  l e f t  h a n d  b a c k  

t o  E  Do r i an .  On  bea t  t h r ee ,  G i smon t i  r e t u rn s  t o  A  Lyd i an  and  moves  

t o  E  Lyd i an  on  t he  l a s t  bea t  o f  t h i s  measu re .   

I n  m .  113 ,  f o r  t he  f i r s t  t ime  we  have  a  G # 1  ( enha rmon ica l l y  A b ) ,  

w h i c h  i n  c o m b i n a t i o n  w i t h  t h e  r i gh t  hand ,  con f i rms  t he  E  Lyd i an  

mode .  Th i s  p i t ch  i s  i n t roduced  i n  t he  l e f t  hand  on  bea t  one .  Ye t ,  on  

bea t  two  we  have  a  c l u s t e r  o f  p i t che s ,  A 2  na tu r a l  w i th  B2  na tu r a l  

f o l l owed  by  t he  t h i rd  and  t he  sha rp  e l even th ,  wh ich  b r ings  t he  me lody  

back  t o  A  Lyd i an .  On  t he  fou r th  bea t  o f  m .  113 ,  G i smon t i  deve lops  i n  

t he  l e f t  hand  a  c e l l  o f  m o t i v e  1  ( 2  s i x t een th  no t e s )  t h rough  a  ch roma t i c  

mo t ion  upwards  by  means  o f  b roken  oc t aves ,  f r om the  p i t ch  G 1  up  a  

ha l f  s t ep  t o  A 1  and  back  t o  G 1  by  s t ep .  Th i s  mo t ion  occu r s  on  bea t s  

1  and  2  o f  m .  114 .  On  t he  fou r th  bea t  o f  t h i s  s ame  ba r  (m .  114 ) ,  

G i s m o n t i  c o n t i n u e s  w i t h  t h e  s i x t e e n t h  n o t e  p a t t e r n ,  p l a y i n g  t h e  

me lod i c  ma te r i a l  o f  m .  112 ,  wh ich  b r i ngs  t he  me lody  back  t o  E  Lyd i an  

( cons ide r i ng  A2  na tu r a l  a s  a  d i s sonance ) .  The  a l t e rna t i on  be tween  A 2  

and  B b 2 ,  and  C # 3  and  E b 3  con t i nues  i n  mm.  115 -116 ,  a lways  u s ing  t he  

m o t i v e  c  a s  a  r hy thmic  pa t t e rn .  
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O n c e  a g a i n ,  G i s m o n t i  r e u s e s  i n  m m .  116 -117  t he  s ame  ma te r i a l  

o f  mm.  113 -114  (b roken  oc t aves ) .  Ye t ,  i n s t e ad  o f  r epea t i ng  t he  b roken  

oc t aves  pa t t e rn  f rom p i t che s  G1  up  t o  A 1 ,  he  goes  f rom p i t ch  G1  up  

t o  B1  i n  t he  fo l l owing  way :  t he  mo t ion  upwards  i s  ch roma t i c  (G 1  t o  

B1 )  and  t he  de scend ing  mo t ion  i s  by  s t ep .  By  t he  way  t h i s  pa t t e rn  i s  

s t r uc tu r ed ,  we  cou ld  s ay  t ha t  i n  m .  117  on  bea t s  1  and  2  we  have  E  

Lyd i an  and  on  bea t s  2  and  4  E  Dor i an .   

I n  m .  118 ,  we  s ee  once  aga in  t he  c lu s t e r  o f  mm.  115 - 116 ,  wh ich  

b r i ngs  t he  me lody  back  t o  E  Lyd i an  o r  G b  M i x o l y d i a n  u s ing  t he  s ame  

rhy thmic  pa t t e rn  o f  m .  111 .  I n  m .  119 ,  t he  c lu s t e r s  con t i nue  ove r  t he  

m o t i v e  c  pa t t e rn ,  wh ich  i s  i n t e r rup t ed  i n  m .  120  by  t he  t h i rd  

appea rance  o f  t he  b roken  oc t ave  pa t t e rn .  Th i s  pa t t e rn  i s  expanded  a  

l i t t l e  more  i n  r e l a t i on  t o  t he  l a s t  one :  i t  b eg in s  i n  G 1  and  moves  

upwards  ch roma t i ca l l y  up  t o  B1  na tu r a l .  F rom th i s  p i t ch  t he  me lody  

ha s  a  l e ap  up  t o  D2  na tu r a l  and  de scends  i n  t he  E  Dor i an  s ca l e .   

 I n  m .  122  we  s ee  t he  l e f t  hand  a l t e rna t i ng  be tween  F # 1  and  G 1 ,  

u s ing  m o t i v e  1  ( 2  s i x t een th  no t e s )  on  bea t s  1  and  4 .  Th i s  a l t e r n a t i o n  

con t i nues  un t i l  m .  126  whe re  t he  l e f t  hand  moves  up  f rom F # 1  t o  C # 2  

i n  m .128 .  I n  t he  nex t  two  measu re s  (mm.  129 -130 ) ,  G i smon t i  p l ays  

t he  c lu s t e r s  w i th  a  do t t ed  e igh t h  no t e ,  wh ich  ou t l i ne s  A  Lyd i an .   

The  i n t roduc t i on  o f  A  Lyd ian  i n  t he se  two  measu re s  (mm.  129 -

130 )  p r epa re s  a  comp lex  po lyphon i c  s t r uc tu r e  i n  mm.  131 -134 .  Th i s  

s t r u c t u r e  b r e a k s  t h e  m o t i v e  d  pa t t e rn  t ha t  was  i n i t i a t ed  i n  m .  81  and  

w a s  k e p t  i n  m o t o  pe rpe tuo  un t i l  m .  130  (w i th  a  f ew  in t e r rup t i ons ) .   I t  

i s  d iv ided  i n  t h r ee  vo i ce s .  Rhy thmica l l y ,  i t  i n t roduces  t he  Ba ião  

r hy thmic  pa t t e rn  i n  i t s  o r i g ina l  f o rm,  s h o w n  i n  E x a m p l e  2 8 . 26 I n  mm.  

133 -134 ,  we  s ee  a  c l e a r  r e t u r n  t o  t he  A  sono r i t y  o f  t he  beg inn ing  o f  

t h i s  s ec t i on  (m .71 ) .   

 
26 P l e a s e  r e f e r  t o  m m .  5 1  a n d  1 0 1 .  
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E x a m p l e  2 8 :  P o l y p h o n i c  t e x t u r e  i n  t h r e e  v o i c e s .  

 

G i s m o n t i  con t i nues  i n  t h e  r i gh t  hand  o f  m .  135 ,  t he  pa t t e rn  

e s t ab l i shed  i n  t he  l a s t  f ou r  measu re s ,  w h i l e  i n  t h e  l e f t  h a n d  h e  p l a y s  

m o t i v e  c  on  bea t s  1 ,  3 ,  and  4 ,  wh ich  ou t l i ne s  A  Mixo lyd i an .  On  bea t  

2  o f  t h i s  s ame  measu re ,  we  s ee  a  g roup  o f  f ou r  16 t h  no t e s ,  wh ich  

r e tu rn s  on  bea t  2  o f  m .  136 .  The  4  bea t s  o f  m easu re  136  p r e sen t s  

a lmos t  t he  s ame  rhy thmic  con f i gu ra t i on  a s  m .  135 :   bea t  1  ha s  m o t i ve  

c ,  f o l l owed  by  a  g roup  o f  f ou r  16 t h  no t e s  on  bea t  2 ,  and  by  an  i nve r s ion  

o f  m o t i v e  1  on  bea t  3  and  by  t he  o r i g ina l  f o rm  o f  t h i s  s ame  mo t ive  on  

bea t  4 .   

I n  m .  137 ,  t he  l e f t  hand  f ea tu r e s  f ou r  16 t h - no t e  g roups  (p l ayed  

on  bea t  2  o f  mm.  135 - 136 )  morph ing  i n to  m o t i v e  d  p l ayed  by  t he  l e f t  

hand .  The  r i gh t  hand  p l ays  t he  5 t h  and  3 r d  o f  t he  A  ma jo r  cho rd  on  t he  

upbea t ,  ove r  t he  m o t i v e  d .   Ha rmon ica l l y ,  bo th  hands  con t i nue  t o  

ou t l i ne  A  Mixo lyd i an .    

The  new  pa t t e rn  o f  m o t i v e  d  e s t ab l i shed  i n  mm.  137 -138  i s  

s m o o t h l y  t r a n s f o r m e d  i n  m .  139 ,  whe re  t he  new  fo rm  o f  m o t i v e  d  i s  

p l ayed  w i th  t he  o lde r  f o rm  a t  t he  s ame  t ime .  Whi l e  t he  l e f t  hand  p l ays  

t he  new  fo rm  o f  m o t i v e  d ,  t he  r i gh t  hand ,  wh ich  fo r  t he  l a s t  8  measu re s  

w a s  p l a y i n g  s p a r s e  n o t e s  o n  t h e  u p  b e a t ,  n ow  ( m .  139 )  ha s  a  t h r ee -

s i x t een th  no t e  g roup  on  bea t  1  t ha t  i s  f o l l owed  by  m o t i v e  c  on  bea t  2  

and  back  t o  m o t i v e  d  on  bea t s  3  and  4 .  Me lod i ca l l y ,  i n  m .  139  t he  f i r s t  

no t e  o f  t he  r i gh t  hand  func t i on  a s  an  appogg i a tu r a  t ha t  r e so lve s  on  
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t he  head  o f  bea t  2 .  A l t hough  t he  pa t t e rn  o f  m o t i v e  d  i s  b rough t  back ,  

w e  c ou ld  s ay  t ha t  ha rmon ica l l y  t he  A 7 ( b 9 / # 9 )  i s  t he  ha rmony  t ha t  i s  

be ing  ou t l i ned ,  w h i c h  c h a n g e s  t o  A 7 ( # 1 1 )  i n  t he  nex t  measu re  whe re  t he  

l e f t  hand  r e tu rn s  w i th  t he  c lu s t e r s .   

The  c lu s t e r s  o f  m .  140 ,  wh ich  a l t e rna t e s  be tween  D # 3  and  E3 ,  

and  C # 3  and  D # 3 ,  a r e  a t  f i r s t ,  p l ayed  u s ing  t he  pa t t e rn  o f  m o t i v e  c .  

Th i s  pa t t e rn  w i l l  be  t r an s fo rmed  i n  m .  144  whe re  i t  i s  sh i f t ed  t o  s e t  

o f  t r i p l e t s  on  bea t  one ,  wh ich ,  i n  t he  s ame  way  i s  t r an s fo rmed  t o  a  

g roup  o f  f ou r  s i x t een th  no t e s  on  bea t  2  o f  t he  s ame  measu re ,  l e ad ing  

f i na l l y  t o  a  s ex tup l e t  s i x t e e n t h  n o t e s  i n  m .  146 .  The  r i gh t  hand  a l so  

ha s  i t s  t ex tu r e  changed :  i n  m .  143  G i smon t i  p l ays  E 5  (p r eceded  by  a  

D # 5  appogg ia tu r a ) ,  wh ich  a l t e rna t e s  w i th  a  D 5  na tu r a l  ( p r eceded  by  a  

C # 5  appogg i a tu r a ) ,  a lways  s t r e s s ing  t he  upbea t .  Th i s  t ex tu r e  change  

i n  t he  r i gh t  hand  l e ads  t o  a  s t r a i gh t  e i gh t -no t e  c l u s t e r  pa t t e rn  i n  m .  

144 ,  cons i s t i ng  o f  E 4 - D # 4  and  E5 -D # 5 .  Th i s  pa t t e rn  i n  comb ina t i on  

w i t h  t h e  p a t t e r n  o f  t h e  l e f t  h a n d  c r e a t e s  t en s ion ,  s i nce  i t  i s  r epea t ed  

i n  mm.  145  and  146  -  w h e r e  t he  r i gh t  hand  t r an spose s  i t  one  oc t ave  

up ,  wh i l e  t he  l e f t  hand  p l ays  s ex tup l e t s - ,  t hu s  i nc r ea s ing  t he  t en s ion  

even  more .  

The  t en s ion  gene ra t ed  i n  mm.  143 -147  i s  pa r t i a l l y  r e l ea sed  i n  

m .  148  w i th  a  change  o f  t ex tu r e ,  wh ich  i s  o rgan i zed  i n  g roups  o f  two  

measu re s  and  ha s  t he  rhy thmic  pa t t e rn  i n  t he  r i gh t  hand  o f  a  16 t h  no t e  

r e s t  p lu s  s e v e n  16 t h  no t e s  i n  bo th  measu re s  o f  t he  g roup .  The  l e f t  hand  

i s  a l so  o rgan i zed  i n  g roups  o f  two  measu re s  bu t  w i th  d i f f e r ences  f rom 

one  g roup  t o  ano the r :  t he  f i r s t  g roup  (mm.  148 -149 )  ha s  a  16 t h  no t e  

f o l l owed  by  a  do t t ed  e igh t  no t e  r e s t  on  t he  head  o f  bea t  1  and  3  i n  t he  

f i r s t  measu re  o f  t he  g roup ,  wh ich  i s  a  i nve r t ed  ce l l  o f  Baião ,  and  i n  

t he  s econd  measu re  i t  h a s  t he  s ame  ce l l  on  bea t  one  fo l l owed  by  t he  

m o t i v e  c  on  bea t  3  and  t he  Baião  pa t t e rn  on  bea t  4 .  The  s econd  g roup  

(mm.  150 -151 )  ha s  t he  m o t i v e  c  p a t t e rn  i n  bo th  measu re s .  The  t h i rd  

g roup  (mm.  152 -153 )  ha s  a  va r i a t i on  o f  t he  Baião  pa t t e rn  i n  t he  f i r s t  
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measu re  and  t he  f i r s t  ha l f  o f  t he  s econd  measu re ,  w h e r e a s  i n  t h e  o t h e r  

ha l f ,  i t  h a s  t he  m o t i v e  c  p a t t e rn .  The  fou r th  g roup  (mm.  154 -155 )  i s  

l i ke  t he  s econd .   Me lod i ca l l y ,  w e  h a v e  o n  t h e  r i g h t  h a n d  t h e  A 7 ( # 1 1 ) ,  

w h i c h  i s  s u p p o r t e d  o n  t h e  l e f t  h a n d  b y  t h e  r o o t  a nd  s even th ,  a s  shown  

in  Example  29 :  

 

 
E x a m p l e  2 9 :  U s e  o f  t w o  r h y t h m i c  p a t t e r n s :  B a i ã o  a n d  m o t i v e  c .   

 

 I n  m .  156  t he  cho rd  t ha t  ou t l i ne s  A  Lyd i an  i s  p l ayed  a lone  by  

t he  l e f t  hand  on  bea t  one .  F rom the  s econd  ha l f  o f  bea t  2  t he  r i gh t  

hand  p l ays  a  me lody  i n  e i gh th  no t e s  ou t l i n ing  A  Mixo lyd i an ,  w h i c h  

i s  an swered  i n  t he  nex t  measu re  i n  t he  l ower  r eg i s t e r  o f  t he  p i ano ,  

u s ing  t h e  s ame  rhy thmic  s t r uc tu r e .   The  o rgan i za t i on  o f  t he se  two  

measu re s  i s  r epea t ed  i n  mm.  158 -159 ,  a lways  ou t l i n ing  A  Mixo lyd i a n .  

The  ma te r i a l  o f  mm.  160 -163  i s  t he  s ame  ma te r i a l  f ound  i n  mm.  152 -

155 .  

 G i v e n  t h e i r  c o m p l e x i t y ,  mm.  164  and  165  a re  qu i t e  cha l l eng ing  

t o  t r an sc r i be ,  t hough  G i s m o n t i  s e e m s  t o  o u t l i ne  a  C 7 s u s 4  cho rd .  

M e a s u r e  166  marks  t he  s t a r t  o f  a  t r an s i t i on  t o  V a r i a t i o n  6 :  G i smon t i  

p l ays  i n  t he  r i gh t -hand  pa t t e rn  i n t roduced  i n  m .  148 .  Bu t  i n s t ead  o f  

r epea t i ng  t he  s ame  cho rd ,  he  adds  a  d e s c e nd ing  l i ne  on  t he  t op  o f  t he  
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cho rd  f rom the  fou r th  down  to  t he  roo t ,  wh ich ,  i n  combina t i on  w i th  

t he  l e f t  hand  t ha t  p l ays  ove r  t he  m o t i v e  c  p a t t e rn ,  ou t l i ne s  t he  A 7 s u s 4  

mov ing  t o  A 7 .  A s  i n  mm.  148 -149 ,  t he  mus i c  p ro j ec t s  two-measu re  

g roups :  m .  167  ha s  t he  s ame  s t ruc tu r e  o f  m .  166 ,  t hough  i t  adds  a  

r i s i ng  s ca l e  on  bea t s  3  and  4  t ha t  ou t l i ne s  A  Mixo lyd i an .  

 The  ma te r i a l  o f  mm.  166 -167  i s  r epea t ed  i n  mm.  168 -169 .  

M e a s u r e s  170 -171  t r an spose  mm.  166  and  168  up  a  m ino r  t h i rd  and  

t hus  ou t l i ne  C 7 s u s 4  mov ing  t o  C 7 .  J u s t  l i ke  mm.  166 -167 ,  t he  f i r s t  ha l f  

o f  m .  170  i s  r epea t ed  i n  m .  171  w i t h  a  r i s i n g  s c a l e  m o t i o n  t h a t  ou t l i ne s  

C  Mixo lyd i an .  Th i s  i s  po in t  a t  wh ich  G i s m o n t i  r e t u r ns  t o  t he  g loba l  

t on i c  G b .  A s  s h o w n  i n  E x a m p l e  3 0 ,  h e  u se s  B b  t r i ad  a s  a  b r i dge  t o  G b  

t r i ad ,  wh ich  sha r e s  t he  p i t ch  B b  as  a  common  tone ,  a s  shown  in  

Example  30 :  

 
E x a m p l e  3 0 :  M o d u l a t i o n  f r o m  B b  t o  G b  u s i n g  t h e  p i t c h  B b  a s  a  c o m m o n  t o n e .  

 

 I n  m .  172  t he  l e f t  hand  keeps  p l ay ing  m o t i v e  c  p a t t e rn  ou t l i n ing  

t he  G b  and  D b  h a rmon ie s  i n  t he  fo l l owing  way :  r oo t -  f i f t h  –  t h i rd  on  

bea t  one  and  f i f t h -  r oo t  f i f t h  on  bea t  two  o f  G b ,  f o l l owed  by  t h i rd–

roo t - f i f t h  on  bea t  3  and  roo t - t h i rd - roo t  on  bea t  4  o f  D b .  Th i s  way  o f  

d iv id ing  t he  cho rd  i s  t h e  s ame  way  a s  t he  one  u sed  i n  Sec t i on  1 .  The  

r i gh t  han d  on  bea t s  one  and  two  p l ays  t he  t h i rd  and  t he  roo t  o f  G b  i n  

s t r a i g h t  s i x t e e n t h  n o t e s ,  w h e r e a s  o n  b e a t s  3  a n d  4  i t  p l a y s  t h e  f i f t h  

and  t he  t h i rd  o f  D b .  On  t he  f i r s t  bea t  o f  m .  173 ,  t he  ha rmony  sh i f t s  t o  

t he  v i  deg ree  o f  G b ,  and  on  bea t s  3  and  fou r  t o  an  a l t e r a t i on  o f  t he  V  

o f  G b .   

O n  b e a t  1  o f  m .  174 ,  G i s m o n t i  k e e p s  t h e  p a t t e r n  o u t l i n i n g  D b  on  

bea t s  one  and  two  and  G b  on  bea t s  3  and  4 .  F rom m.  175  un t i l  mm.  

181 ,  G i smon t i  p l ays  a  dominan t  peda l ,  wh i ch  i s  o rgan i zed  i n  t he  
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f o l l owing  way :  m .  175  t he  roo t  i s  i n  t he  r i gh t  hand  and  i n  t he  l e f t  

hand  t he r e  i s  a  r e s t  on  eve ry  down  bea t  o f  a l l  f ou r  bea t s ,  wh ich  i s  

f o l l owed  by  a  g roup  o f  t h r ee  s i x t een th  no t e s  ou t l i n ing  D b 7 ( b 9 ) ;  i n  mm.  

176  and  177  t h i s  s ame  cho rd  w i th  t he  s ame  rhy thmic  s t r uc tu r e  sh i f t s  

t o  t he  r i gh t  hand ,  wh i l e  t he  l e f t  hand  p l ays  a  c e l l  o f  t he  Baião  pa t t e rn  

i n  oc t aves ,  on  a  de scen d ing  mo t ion  ou t l i n ing  t he  E  Mixo lyd i an  s ca l e  

o r  t he  D b a l t 7 .  I n  t he  l a s t  f ou r  measu re s  o f  t h i s  s ec t i on  we  have  a  D b  

p eda l   (C #  enha rmon ica l l y ) ,  ove r  wh ich  t he  4 t h  and  t he  f l a t  9 th  a r e  

a lways  p r e sen t .  The re  i s  a  i nne r  mo t ion  i n  t he  l e f t  hand  i n  m .  178  

depa r t i ng  f rom the  7 t h ,  mov ing  t o  13 t h  i n  m .  179 ,  mov ing  t o  t he  5 t h  i n  

m .  181 .   

 
2 . 3   S e c t i o n  2  
 
 V a r i a t i o n  6  ( m m .  182 -193 )  
 
 Thi s  va r i a t i on  beg in s  i n  m .  182  w i th  a  mo t ion  f rom the  4 t h  t o  

t he  9 t h  i n  t he  r i gh t  hand  and  a  G b  cho rd  on  t he  down  bea t s  one  and  

two  o f  t he  l e f t  hand .  T he  r i gh t  hand  moves  by  a  f ou r th  on  bea t s  3  and  

4  wh i l e  t he  l e f t  hand  adds  B b m  cho rd  on  t he  down  bea t s  o f  bea t s  3  and  

4  (he r e  w i th  t he  add i t i on  o f  t he  fou r th ) .  M e a s u r e s  183 -184  t hen  

ou t l i ne  t he  o r i g ina l  ha rmony  w i th  d i a ton i c  no t e s .  S i g n i f i c a n t l y ,  t he  

r epea t ed  no t e  o f  m .  183  i s  deve loped  i n  t he  r i gh t  hand  i n  mm.  183 -

189 .  A l t h o u g h  t h e s e  m e a s u r e s  u s e  m a n y  o f  t h e  s a m e p rocedu re s  a s  

be fo r e ,  G i s m o n t i  e x t e n d s  t h e  d o m i n an t  on  bea t s  3  and  4  o f  m .  185  

r a the r  t han  t he  p l ay ing  t he  t on i c .  The  B sec t i on  o f  t h i s  va r i a t i on  

fo l l ows  B sec t i on  o f  t he  V a r i a t i o n  1  (mm.  21 -36 )  up  an  oc t ave .   

 
V a r i a t i o n  7  ( m m .  194 - 205 )  
 
 The  p i ece ’ s  l a s t  va r i a t i on  i s  ve ry  s im i l a r  t o  i t s  f i r s t  an d  s econd  

va r i a t i ons .  The  ma in  d i f f e r ences  appea r  i n  mm.  184  and  186 :  w h e r e a s  

t he  me lody  i n  m .  184 ,  t he  me lody  beg in s  on  t he  downbea t  f o rming  a  

c l u s t e r  w i th  t he  n in th  (wh ich  i s  r epea t ed  on  t h e  up  bea t  o f  t he  t h i rd  
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bea t  o f  m .  184 ,  whe rea s  i n  mm.  13  t he  me lody  i s  d i sp l aced  by  one  

e igh t h  no t e .  Ye t  bo th  va r i a t i ons  co inc ide  on  t he  fou r th  bea t .  I n  mm.  

186 ,  G i s m o n t i  c o m b i n e s  t h e  o r i g i n a l  t h e m e  w i t h  V a r i a t i on  2 :  bea t  one  

o f  m .  186  r e semb le s  t he  o r i g ina l  t heme  and  bea t  3  r e ca l l s  t he  s ame  

s p o t  i n  m .  27 .  I n  mm.  197 - 202 ,  va r i a t i on  7  i s  j u s t  l i ke  va r i a t i on  1 .  

The  l a s t  measu re  d i f f e r s  f r om a l l  o the r s  because  on  bea t  3  i t  h a s  a  

mo t ion  upwards  o f  s ex tup l e t s ,  wh ich  a rppegg i a t e s  G b ,  end ing  t he  

p i ece  one  oc t ave  h ighe r  on  t he  downbea t  o f  bea t  4 .  

 

3  C o n c l u s i o n  

 

 A f t e r  a n a l y z i n g  t h e  p i e c e  7  Ané i s ,  we  s ee  t ha t  t h i s  p i ece  i s  

app roached  i n  two  d i f f e r en t  ways :  t h e  f i r s t ,  wh i ch  i s  ve ry  t ona l ,  ha s  

a  t heme  o f  12  measu re s  t ha t  i s  t r an s fo rmed  by  means  o f  va r i a t i ons .  I n  

t he se  va r i a t i ons ,  G i smon t i  works  ove r  r hy thmic  and  me lod i c  pa t t e rn s ,  

w h i c h  m o v e  a w a y  f r o m  t h e  o r i g i n a l  t h e m e  a s  t h e  v a r i a t i o n s  o c c u r .  

Y e t ,  w e  s e e  t h a t  t he r e  a r e  some  t h ings  t ha t  r ema in  i n  a l l  t h e  

va r i a t i ons ,  l i ke  fo r  i n s t ance ,  t he  rhy thmic  pa t t e rn  u sed  fo r  comp ing  

i n  t he  l e f t  hand .  

 Thus ,  when  we  compare  t h i s  p i ece ,  o r  a t  l e a s t  S e c t i o n s  1  a n d  2 ,  

w i t h  t r a d i t i o n a l  w o r k s  f r o m  t h e  Choro  r epe r t o i r e ,  we  s ee  t ha t  t h i s  one  

ha s  many  d i f f e r ences  i n  many  r ega rds ,  l i ke  fo r  i n s t ance  t he  fo rm,  

w h i c h  i s  o rgan i zed  i n  va r i a t i ons ,  i n s t ead  o f  hav ing  more  s ec t i ons  t ha t  

w o u l d  h a v e  a  r e c u r r e n t  t h e m e  i n t e r c a l a t i n g  w i t h  t h e m ,  l i k e  a  

A A B A C A.   Y e t ,  w e  d o  s e e  i n  t h e s e  v a r i a t i o n s  t h a t  a l l  m u s i c a l  

e l emen t s  o f  Choro  a re  fu l l y  emp loyed  and  exp lo r ed :  t he  t h r ee -no t e  

p i ck  up  ge s tu r e  a t  t he  beg inn ing  o f  ph ra se s ;  t he  rhy thmic  pa t t e rn  o f  

s i x t e e n t h -no t e / e igh t - no t e / s i x t een th -no t e ,  wh ich  i s  u sed  a s  t he  

founda t i on  i n  t he  l e f t  hand ;  t he  i nve r s ion  o f  ha rmon ie s ;  t he  

accen tua t i on  o f  t he  l a s t  s i x t een th -no t e  on  t he  B sec t i on  o f  eve ry  
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va r i a t i on ;  and  t he  man ipu l a t i on  o f  t he  rhy thm by  means  o f  

d i sp l acemen t ,  t hus  c r ea t i ng  s y n c o p e .   

 Compar ing  t he  S e c t i o n s  1  a n d  2  w i t h  example s  o f  E rnes to  

N a z a r e t h ,  w e  s e e  t h a t  e v e n  t h o u g h  G i s m o n t i ’ s  p i e c e  i s  w r i t t e n  i n  4 / 4  

i n s t ead  o f  2 /4 ,  he  u se s  p r e t t y  much  t he  s ame  e l emen t s  u sed  by  

N a z a r e t h ,  y e t ,  w i t h  a  g r e a t  d i f f e r e n c e :  t h e  w a y  G i s m o n t i  s e t  u p  t h e  

me lody  and  t he  accompan imen t  c r ea t e s  a  complex  po lyphon i c  t ex tu r e  

i n  wh ich  t he  r e su l t  i s  much  c lo se r  t o  New Or l eans  po lyphony  t han  t o  

Choro .  An  example  o f  t h i s  c an  be  found  r i gh t  i n  t he  t heme  (mm.  1 -

12 )  whe re  he  e s t ab l i she s  a  con t r apun t a l  t ex tu r e  i n  t he  A sec t i on ,  

w h i c h  i n c l u d e s  a  c o m p o u n d  m e lody  on  t he  l e f t  hand  ou t l i n ing  t he  

ha rmony  and  p ro j ec t i ng  t he  ba s s ,  i nc lud ing  a l l  t he  expec t ed  ba s s  

i n t e rven t i ons / r e sponse s / improv i s a t i ons  ( Baixar ia ) .  A l l  o f  t h i s  i s  

comb ined  w i th  a  l i ve ly  me lody  i n  t he  r i gh t  hand  t ha t  i s  cons t ruc t ed  

fo l l owing  t he  t r ad i t i on  o f  Choro :  p i ck  up  ge s tu r e s ,  l ong  ph ra se s  f u l l  

o f  o rnamen ta t i ons ,  va lo r i z a t i on  o f  syncope ,  e t c .   

I n  t he  s ame  way ,  i n  t he  B Sec t i on ,  we  s ee  how h i s  t hough t s  po in t  

t owards  coun t e rpo in t  and  po lyphony :  a s  exp l a ined  be fo r e  t h i s  s ec t i on  

i s  cons t ruc t ed  hav ing  t w o  v o i c e s  i n  e a c h  h a n d  t h a t  a r e  d i s g u i s e d  i n  

two  s i ng l e  l i ne s .  He  cou ld  have  p l ayed  t he  l e f t  hand  l i ke  Naza re th ’ s  

w o r k  Apanhe i - t e  Cavaqu inho  i n  Example  2 .  Ra the r ,  he  u se s  a  me lod i c  

pa t t e rn  o f  s t r a i gh t  s i x t een th  no t e s ,  t ha t  i n  add i t i on  t o  an  accen t  on  

eve ry  f i r s t  and  l a s t  no t e  o f  e ach  fou r  no t e s  g roup ,  ou t l i ne s  t he  

rhy thmic  pa t t e rn  o f  m o t i v e  c ,  wh i ch  keeps  t he  s ame  g roove  o f  t he  A 

Sec t i on .  

 We  cou ld  a l so  compare  t he  app roach  g iven  by  G i smon t i  i n  t he  

Sec t i on  1  w i t h  o n e  o f  t h e  a p p r o a c h e s  g i v e n  t o  i m p r o v i s a t i o n  i n  mode rn  

j a zz ,  whe re  wee  s ee  a  complex  d i s cou r se  ba sed  on  mo t iv i c  

deve lopmen t .  I t  i s  t r ue  t ha t  i n  mode rn  J azz ,  when  one  i s  improv i s i ng ,  

t he  d i s t ance  f rom the  o r i g ina l  me lody  i n  t he  f i r s t  cho rus  may  be  more  

accen tua t ed  t ha t  t he  d i s t ance  o f  t he  t heme  and  t he  f i r s t  va r i a t i on  i n  
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G i s m o n t i ’ s  w o r k .  Y e t ,  i t  i s  v e r y  c l e a r  t h a t  t h e  f u r t h e r  h e  i s  f r o m  t h e  

t heme ,  t he  more  complex  t he  t ex tu r e  ge t s .    

A c t u a l l y ,  t h a t  i s  p r e c i s e l y  t h e  m o s t  d i f f i c u l t  p r o c e d u r e  i n  j a z z :  

be ing  ab l e  t o  cons t ruc t  ove r  a  p r ede t e rmined  ma te r i a l  a  d i s cou r se  t ha t  

un fo ld s  na tu r a l l y  t o  somewhere ,  u s ing  t he  min imum amoun t  o f  

mo t ive s  t o  a ccompl i sh  i t .  And  t ha t  i s  wha t  he  does  i n  Sec t i on  1 :  h e  

u se s  t ha t  t heme  a s  h i s  ba s i s  f o r  i nc r ea s ing  t he  t en s ion ,  wh ich  l e ads  t o  

t he  Midd le  Sec t i on .  

The  Midd le  Sec t i on  i s  pa r t i cu l a r l y  i n t e r e s t i ng  because  i t  b eg in s  

by  summing  up  Sec t i on  1 ,  by  u s ing  a t  t he  s ame  t ime ,  e l emen t s  t aken  

f rom the  G b  t ona l i t y  (Theme  and  Va r i a t i ons  1  t h rough  4 )  w i th  new  

moda l  e l emen t s  t ha t  we re  t aken  f rom the  G  ma jo r  t ona l i t y  o f  Va r i a t i on  

5 .  These  e l emen t s  con t i nue  t o  u se  a  f ew  mo t ive s  ( e i t he r  me lod i c  o r  

r hy thmic )  t ha t  a r e  t r an s fo rmed  i n  such  a  way  t ha t  i t  i s  imposs ib l e  t o  

d iv ide  t h i s  Midd le  Sec t i on  i n t o  sub - s e c t i o n s ,  w h i c h  h a p p e n s  d u e  t o  

i t s  “ t r ans fo rma t iona l ”  app roach  i n  wh ich  each  even t  na tu r a l l y  un fo ld  

t o  t he  nex t  one ,  a lways  u s ing  t he  s ame  mo t ive s .  

Thus ,  we  s ee  t ha t  G i smon t i  does  no t  u se  t he  t r ad i t i ona l  f o rm  o f  

Choro  w i t h  a  r e c u r r e n t  t h e m e  t h a t  i s  i n t e r c a l a t e d  w i t h  o t h e r  m a t e r i a l s .  

Ra the r ,  he  expands  t he  t r ad i t i ona l  f o rm  by  deve lop ing  t he  t heme  and  

i n se r t i ng  i n to  i t  t h e  Midd le  Sec t i on ,  wh i ch  dea l s  w i th  e l emen t s  t ha t  

a r e  f o r e ign  t o  t he  gen re :  po lymoda l i t y ,  “ t h rough  com posed”  s ec t i on ,  

and  s p o t s  w i t h o u t  a n y  m e l o d y .  

Tex tu r a l l y ,  t he  p i ece  deve lops  on ly  two  t ex tu r e s ,  wh ich  a r e :  

me lod i ca l -  i n  wh ich  t he r e  a r e  compound  me lod i e s ;  and  pe r cus s ive ,  i n  

w h i c h  t h e  r h y t h m i c  p a t t e r n s  b e c o m e  t h e  “ m e l o d y ” .  T h i s  k i n d  o f  

app roach  i s  no t  new  to  t he  Braz i l i an  mus i c .  He i t o r  V i l l a -Lobos  ha s  

s e v e r a l  e x a m p l e s  t h a t  a r e  v e r y  s i m i l a r  t o  t h e  a p p r o a c h  g i v e n  b y  

G i s m o n t i  i n  h i s  p i e c e .  F o r  i n s t a n c e ,  t h e  p i e c e  Pro le  do  Bêbe  No .1  h a s  

s e v e r a l  e x a m p l e s  o f  m o t i v i c  t r a n s f o r m a t i o n ,  p o l y p h o n y ,  u s e  o f  

r hy thmic  pa t t e rn  a s  a  un i fy ing  e l emen t .  
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F o r  t h o s e  w h o  w h i s h  t o  l e a r n  h o w  t o  p l a y  Choro ,  t h i s  p i ece  i s  

one  o f  be s t  examp le s  o f  wha t  c an  be  ach i eved  i n  t he  gen re .  I n s ide  i t  

w e  c a n  t r a c e  t h e  s e e d s  o f  t h e  e a r l y  c o m p o s e r s  -  w h i c h  g r o u n d s  t h e  

mus i c  i n  h i s t o ry  –  a s  we l l  a s  t he  i n f l uences  o f  mode rn  j a zz .  A l s o ,  f o r  

s o m e o n e  w h o  h a d  n e v e r  b e e n  i n  c o n t a c t  w i t h  t h e  g e n r e ,  t h e  p i e c e s  

g iven  a s  examp le s  o f  Choro  i n  t h i s  work  a r e  ve ry  u se fu l  t oo l s  f o r  

l e a rn ing  t he  gen re  a s  we l l .  
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<h t t p : / /www.academia . edu /1082767 /A_MÚSICA_URBANA_DE_SAL

Ã O _ N O _ S É C U L O _ X I X>.  Acces sed  on  J anua ry  5 th ,  2015 .   
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D a n c i n g  i n  R i o  d e  J a n e i r o  1 8 4 0- 1917 .  J ou rna l  o f  La t i n  Amer i can  

S t u d i e s ,  V o l .  2 8 ,  N o .  1 .  C a m b r i d g e  U n i v e r s i t y  P r e s s .  1 9 9 6 .  

 

Coe lho ,  Tadeu  and  Ko id in ,  Ju l i e .  T h e  B r a z i l i a n  C h o r o :  H i s t o r i c a l  
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D i c i o n á r i o  C r a v o  A l b i n  da  Mús i ca  Popu l a r  B ra s i l e i r a .  A v a i l a b l e  a t :  

<h t t p : / /www.d i c iona r iompb . com.b r /po l ca /dados - a r t i s t i co s > .  

A c c e s s e d  o n :  M a y  2 1 ,  2 0 1 2 .  

 

F e r n a n d e s ,  Dmi t r i  Ce rbon t i n i .  A In t e l i gênc ia  da  Mús i ca  Popu la r :  A  

“ A u t e n c i d a d e ”  n o  S a m b a  e  n o  C h o r o .  Te se  de  Dou to rado .  

U n i v e r s i d a d e  d e  S ã o  P a u l o .  S ã o  P a u l o .  2 0 1 0 .  

 

F r e i r e ,  Vanda  L ima  Be l l a rd .  Ó p e r a s  e  M á g i c a s e m  T e a t r o s  e  S a l õ e s  
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Rev i s t a  de  Mús i ca  La t i noamer i cana ,  Vo l . 25 ,  No .  1 .  Un ive r s i t y  o f  

Texas  P re s s .  2004 .  
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A s s o c i a t i o n  o f  T e a c h e r s  o f  S p a n i s h  a n d  P o r t u g u e s e .  2 0 0 2 .  
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M a y  1 5 t h ,  2012  a t :  
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N i c o l a y ,  R i c a r d o .  O  F a d o  d e  P o r t u g a l ,  d o  B r a s i l  e  d o  m u n d o .  
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2006 .  
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