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My understanding of measures 25-33 as a transsiation can be mainly supportey
four aspects: this section introduces the key signaatewill be used in the B section, where
Villa-Lobos explores the contrast between black keys white keys chords. The new key
signature is presented in a smooth way, for it beiegotirallel major (fact that shows its
relation to both part A and part B). The tempo indarats also a transition between sections
A and B — Villa-Lobos’ marking for this sectionus peu animéa little faster), and for the B
section ismovement de marche, modé(tsEmpo of moderate march). Also, the rhythmic
ostinato used in this transition section is at the sanm peelting the rhythmic pattern in A, as
the same time as introducing the accentuation of thamhgtpatter of B. Finally, the B
section’s melody highlights the interval of ascend#f® and this transition section highlights
also the interval of"3 but descending; so, the interval presented is asedaidth the B

section, but its motion is connected still to the A isect

E'?—ﬁéﬁi-ﬁf A section
| -
p._é
Transition section
= S ————————————e e

Figure 5-5 Exemplification of the rhythmic relations between ostinatos of part A,
transition, and part B
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Figure 5-6 Exemplification of the intervals of desending 2 on sections A, descending®

on transition section, and ascending'3 on B section

The middle section is very rhythmic and strong @gpg the sentimental and lyric
part), with syncopations and accent masd{z)@nd is constituted of dynamics that are in the
range offorte — contrasting with the first section, softer in dynaniWhile the first part had its
melodic idea based mainly on descendifftj 2his part has its melody based in ascendiffy 3

as can be seen in Figure 5-6. This section alsoaegilize triplet figuration present on section
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A — this middle section is mainly a short developn@rgverything that happened so far in the

piece.
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Figure 5-7 Four last measures o€horos no. 5
After this section, the A section returns. The last foeasures of the piece are a subtle
interruption of the previous discourse, and are a bigrast of dynamic. Villa-Lobos’
indication of pedal suggests that all sounds are sudtatneating a big blur of sound, and then,
step by step, each layer of sound gets released, ¢gdngrsolitary E to sound until it dies — see
Figure 5-7. All this aspects suggest a very intimate sentimental approach to this ending, as

illustrated by Carlos Alberto Assis:

The non-restatement of the second theme [here pegsasttransition section] and the
absence of a Coda lead us to an impression of daeéoaterruption, especially with

the sudden irruption of the big arpeggio at the finahsnees. The absence — something
that is kept in the memory — can be compared, metagattiy, to the saudade [the
closest translation would be nostalgia], and thislf@comes relevant concerning the
almabrasileira [Brazilian soul]®®

8 “A nao reexposicdo do Segundo tema e a ausénaiandeCoda nos remete a uma impresigio
interrupcao deliberada, principalmente com a brirsopcdo do grande arpejo dos compassos finais. A
Auséncia — aquilo que fica somente na memdria € ged comparada, metaforicamente, a saudades, e
este fato torna-se muito relevante no que diz iresp@lma brasileira” Carlos A. Assis, “Fatores de
Coeréncia no€horos n° §'Alma Brasileira’) de H. Villa-Lobos,” Per Musi 20 (2009).
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This quote reaches another intriguing factor of thece — its subtitle: Braziliasoul.
Villa-Lobos never explained his reasons for designatigpiece like that — aspect that causes,
until nowadays, many scholars to discuss its meaningieSuggestions can be exemplified
below:

It is an essentially Brazilian piece, as expressed ksulisitle “Brazilian Soul.®

To Choros No. He even added the subtidma Brasileirato emphasise its Brazilian
atmospheré&®

The sorrowful tone of the minor 2nd (of the appoggiato the dominant), the soft

triplets, the sensual vagueness and the sentimemg@éstions included in the extremes

parts of this work (its structure is A-B-A) leaded thehautto call theChoros N° 5of

Brazilian Souf’*

The real reason to the subtitle given to tbisros we may never know. But what is
known to us is that this is an important piece withm phanistic works of Villa-Lobos (and his
works in general), composed using a Brazilian ingjpineof thechorosand its life-style, and

that carries a deep emotional trace, reflecting Villa-lsolblea of the sadness intrinsic to the

Brazilian people.

89 vasco Mariz, Villa-Lobos: Life and Work of the Brazilian Compos@Vashington, D.C.: Brazilian
American Cultural Institute, 1970), 36.

¥ Lisa M. PeppercornThe World of Villa-Lobos in Pictures and Documer(idants, England: Sco-

lar Press, 1996), 129.

%140 tom dolente daquela 22 menor (da apogiatura @aominante), as quidlteras molengas, a vagueza
sensual e as sugestdes de ordem sentimental ntiddrechos extremos da obra (sua estrutura € A-B
A) levaram o autor a denominaCtoros N° 5de Alma Brasileira.” Adhemar Nobredas Choros de
Villa-Lobos (Rio de Janeiro: Museu Villa-Lobos e Ministéd@a Educacéo e Cultura, 1975), 52.
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6 CONCLUSIONS

The music written in Brazil before the twentietmtiey followed strictly European
norms. The Old Continent was the model for maiyg$y among them, the Arts. Brazil’s best
composers would study in Europe and seek recogrttiere, in order to be also recognized in
their home country; for this reason, they wouldteand recreate the models used in Europe.
With the turn of the twentieth-century, socio-pichil changes took place in Brazil. The country
became independent from Portugal, had its slavesiished, and the Republic was establish.
All those rejections to the European dominance egad be shown in the Arts field.
Modernism came, in Brazil, as a perfect aesthetrelbut the foreign influences. Led mainly by
Mario de Andrade’s ideas, Brazilian artists trieccteate a form of Art that would represent their
own land, free from alien influences. The natitsral then, became the main path to follow.

Villa-Lobos is, undoubtedly, one of the most fam@&uazilian composers of all time; in
his country and abroad. He is seen as the compds®echanged the path of the Brazilian
classical music, leaving a legacy. But therepsablem: he was not the only innovative
composer during the twentieth-century, so whiygapointed out as the greatest composer and
better representative of Modernism in Brazil? Bradtiberé da Cunha, Alexandre Levy and
Alberto Nepomuceno are some of the composers dhesliadowed the nationalism. It is true
that they did not take it so strictly as Villa-Labdid, but it is also true that other composers
from Villa-Lobos’ lifetime, such as Francisco Migms Guerra Peixe and Camargo Guarnieri,
also based their compositional style in nationialistiting. It is also a fact that Villa-Lobos,
although friends with Mario de Andrade, would ne¢k advice from him, or even bother to
belong to any aesthetics, as opposed to what ez btodernist composers would do. Villa-

Lobos himself claimed that he did not followed &aydencies or had any influences in his
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music, and was always trying to find a “way of bwgn” to compose. The way he found his
identity was through the use of nationalistic elataen his music. For all the reasons listed
above, it is possible to believe that he was n&yerg to sympathize with the Modernist
aesthetics. It may, however, seem that he recogyireeperfect opportunity in the Modernism
and appropriated it.

His works before the Week of Modern Art were, baltjc Post-Romantic and
Impressionist. During the Week, he was exposeldadeas that were emerging in the Arts, and
he could realize that the nationalism was becoraitendency. Itis a fact, however, that pieces
such a’AmazonasndUirapuru, which have considerable nationalistic tendenciese
composed before the Week of Modern Art (they werth lsomposed in 1917). It is possible
that, thanks to the Week, Villa-Lobos recognizeat the path he was seeking for himself was
modern (innovative), and would probably becamenddacy. Therefore, he probably thought he
was in the right way. Also, after his first trip Paris, in 1923, he realized that the exotic and
unknown could be a high-seller element in his mudBrazil, with its forests, animals, people
and traditional music, had all these elements leele@ The fact that he was a raconteur, and
used his stories to gain the attention from theogeans, reinforces that idea.

Villa-Lobos’ set ofChorosare a masterpiece. The idea of naming this siéece set
after a Brazilian urban style of music that wasigédorn and growing during his lifetime, and
that did not use any specific form, was brilliaffthis not only prevented him from being
criticized for not composing well in pre-establidiferms (as the sonata-form, for example),
since thechorowas a genre free of form; but also offered himgagect national element to his

music, without necessarily mean only the music ftbethorbes since thechorowas also a
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“way” of playing any type of music, offering roorarfthe use of any nationalist element (such as
Brazilian instruments in the orchestra, or the @spntation of his native land, for example).

His Choros no. 5s one of his most famous piano pieces, beinghgdexrformed. Its first
section, A, is written in the style of tlseresteiros cariocasand exemplifies the way they would
write their ownmodinhas It contains a bass line representing the guitaenter, representing
the harmony, and a melody, representing the sat@stument - in this case, the voice (the
melody line is perfectly singable, for the intesvdluses, and also for its small range). The
harmony in this section is also simple, and thetmyis carefully written to provide the
syncopate characteristic of Brazilian music; theleeents also illustrate other characteristics of
themodinhas The contrasting B section is the most Moderagt “Villalobian” one. It still
features Brazilian rhythms, but now uses polyrhyghpolytonalism (especially between white
keys and black keys, a typical characteristic dfaMiobos), and explosive effects. It can even
be seen as a representative of Villa-Lobos achggfinconscious nationalism.” The piece is
full with Villa-Lobos’ personality, and can be elgsdentified, at first hearing, as a composition
written by him.

The reason why thi€horosis his only piece called Brazilian Soul is unknowhcan be
speculated, however, within the characteristicaisic present, the reasons for this subtitle.
The work portrays thenodinha which is a lament, a sad type of song. Villa-asbhough that
the Brazilian people were a suffering people, drad $ongs like themodinhawould provide
them an emotional outlet. Villa-Lobos represerterisadness of the people in the A sections;
but also “happy moments,” like in the transitiamMajor key and with syncopated dance
rhythms, which contains a melody that can also merof children’s folklore music; and

exuberant moments, like the development B sectitich can be seen as a representation of
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Brazil's hugeness and diversity. In a poetic whgse sections “describe” Brazil in its social,
cultural and nature features. This is not, howeVéla-Lobos’ only composition to do that, but

it is, still, the one claimed as Brazilian Soul.
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