Echoes of the Brazilian Nationalism Movement in Four Works for
Viola and Piano (1950-82)

by

Fabiola Belarmino de Farias Amorim

A thesis submitted in partial fulfillment of the requirements for the degree of

Doctor of Music

Department of Music

University of Alberta

© Fabiola Belarmino de Farias Amorim, 2018



il

Abstract

The requirements for this thesis consist of three parts: a recording of four works for viola and
piano by Brazilian composers, which includes: M. Camargo Guarnieri’s Sonata (1950),
Francisco Mignone’s Trés Valsas Brasileiras (1968), Radamés Gnattali’s Sonata (1969), and
Cléaudio Santoro’s Sonata No. 2 (1982), a CD liner notes to accompany this recording, and a final
solo recital with the performance of these four works. The recording was produced in February
and March, 2018 at the University of Alberta’s Convocation Hall on a Hamburg Steinway Model
D-274 concert grand piano with pianist Janet Scott Hoyt. The recital was presented at the same
venue on June 11, 2018. The essay introduces individual analyses of these four works exploring
elements from the Brazilian nationalism movement in the development of the repertoire for viola
and piano. This study also examines the importance of violists Perez Dworecki (1920-2011),
George Kiszely (1930-2010), and Johannes Oelsner (1915-2009) in the growth of the instrument

(viola) in Brazil.
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1. INTRODUCTION

This recording project features four rarely-performed works for viola and piano by well
recognized Brazilian composers: M. Camargo Guarnieri’s Sonata (1950), Francisco Mignone’s
Trés Valsas Brasileiras (1968), Radamés Gnattali’s Sonata (1969), and Claudio Santoro’s
Sonata No. 2 (1982). This collection allows a special focus on a relatively small corpus of
concert repertoire for the viola that also intersects with currents of musical nationalism,
expressed at different times and through different personalities.

While the literature on the Brazilian nationalism movement is significant and varied, the
attention given to the viola repertoire is relatively recent, for example by DeBiaggi (1996), Reis
(2010), and Mizael (2011). This CD and accompanying program notes therefore contribute to the
further exploration and dissemination of a repertoire that shows the influence of the Brazilian
nationalism movement and the later collective known as Grupo Musica Viva.

Apart from Mignone’s Valsas Brasileiras (available online at Sesc Partituras), the scores
for this project were generally unavailable in Brazilian libraries and were obtained through
Brazilian colleagues. Santoro’s Sonata is the only score commercially available, yet errors
discovered during the rehearsal process would justify a new edition. This CD recording will
hopefully stand along other reference recordings of these works', and may spark new interest in a

repertoire created by some of the best-recognized names in Brazil’s classical music.

' The violist Perez Dworecki recorded the sonata by Gnattali and the Valsa Brasileira I by Mignone in 1971 with
pianists Fritz Jank and Claudio de Brito (LP, Fermata label, Sao Paulo), now available on YouTube. Dworecki also
gave a radio performance of the Sonata by Guarnieri with the composer at the piano. However, no recording of this
performance has survived (Mizael 2011, 23). The violist George Kiszely also recorded the Valsas by Mignone (LP,
Mestres da Musica Brasileira, CBS label, 1969) with pianist Clelia Ognibene. The most recent recording of the
Valsas Brasileiras was done in 2009 by Barbara Westphal (viola) and Christian Ruvolo (piano).



2. CONTEXT

2.1. THE VIOLA REPERTOIRE FROM BRAZIL

The literature for viola from most countries could hardly be qualified as large, a fact that British
violist and composer Rebecca Clarke attempted to explain: “Whether for so long no parts of
importance were written for it because there were no good viola players, or whether there were
no good viola players because no parts of importance were written for it, is one of those puzzles,
like a problem of the hen and the egg, that are not easy to solve.”” This scarcity was rather
dramatic in Brazil, where, by André Mendes’ count,” only 17 works were listed viola up to
1950s, inclusive of string quartets and small chamber groups (among those, a String Quartet and
a Duo for Violin and Viola by Villa-Lobos). The tally in the second half of the 20" century
increased to 103 works, a growth attributable in large part to the arrival of many highly-trained
European violists fleeing WWIIL, but also to a general revival of interest in the instrument’s
concert potential and strong incentives for writing music of a Brazilian nature for all instruments.

Table 1 offers an overview of this literature, chronologically situating the works in this recording

(in bold).
Table 1
Selected Repertoire for Viola from Brazil
YEAR COMPOSER TITLE
1923 | Heitor Villa-Lobos A Sertaneja for Voice, and Violin and Viola
Ensemble
1943 Claudio Santoro Sonata No. 1 for Viola and Piano (incomplete)
1946 | Heitor Villa-Lobos Duo for Violin and Viola
1950 | Mozart Camargo Guarnieri Sonata for Viola and Piano
1957 | César Guerra-Peixe Trés Pegas for Viola and Piano
1958 | César Guerra-Peixe Miniaturas for Viola and Piano
1960 | Edino Krieger Brasiliana for Viola and String Orchestra

% See Clarke 1923, 6.
3 See Mendes 2002.



1962 | Francisco Mignone Sonata for Viola and Piano
1962 Osvaldo Lacerda Sonata for Viola and Piano
1963 | Marlos Nobre Sonata Op. 11 for Viola and Piano
1965 | Claudio Santoro Adagio for Viola and Piano
1966 | Claudio Santoro Espacgos for Viola and Piano
1968 | Francisco Mignone Trés Valsas Brasileiras for Viola and Piano
1968 Ernst Mahle Sonata for Viola and Piano
1968 | Marlos Nobre Desafio I Op. 31 No. 1 for Viola and String
Orchestra

1969 Edmundo Villani Cortes Sonata for Viola and Piano
1969 Radamés Gnattali Sonata for Viola and Piano

1971-72 | Claudio Santoro Mutationem IV for Viola and Tape
1975 | Mozart Camargo Guarnieri Choro for Viola and Orchestra
1976 | Radamés Gnatalli Concerto for Viola and String Orchestra
1977 | Osvaldo Lacerda Appassionato, Cantilena and Toccata for Viola

and Piano

1978 José Antonio de Almeida Prado | Os Sertoes for Viola Solo

1978-79 | Jodo de Souza Lima Chorinho for Viola and Piano
1982 Claudio Santoro Sonata No. 2 for Viola and Piano
1982 Claudio Santoro Duo for Violin and Viola
1983 José Antonio de Almeida Prado | Sonata No. 1 for Viola and Piano
1983 César Guerra-Peixe Bilhete de um Jogral para Viola Sozinha
1983 Claudio Santoro Fantasia Sul América for Viola and Orchestra
1984 José Antonio de Almeida Prado | Sonatina for Viola and Piano
1985 | José Antonio de Almeida Prado | Requiem para a Paz for Viola and Piano
1987 Claudio Santoro Duo for Viola and Female Voice
1988 Claudio Santoro Concerto No. 1 for Viola and Orchestra
1991 Ernst Mahle Duetos Modais for Violas

2.2. EUROPEAN VIOLISTS IN BRAZIL
Among the violists who played a significant role in stimulating the creativity of Brazilian
composers were Perez Dworecki (1920-2011), George Kiszely (1930-2010), and Johannes
Oelsner (1915-2009). These violists held positions in Brazil’s major orchestras and main music
schools.

Hungarian-born violist Perez Dworecki, born Sandor Herzfeld (Figure 1) worked as the

principal violist at the Teatro Municipal of Sao Paulo and taught from 1967 to 1982 at the



University of Sdo Paulo.® He was also an avid chamber musician and recorded various works
composed by Brazilian composers.” Dworecki described how his first contact at an orchestra
rehearsal conducted by Guarnieri resulted in a new work for his instrument. According to
Dworecki, “I did not commission the Sonata, I just suggested that Guarnieri write something for
viola. I told him, ‘You’ve written pieces for violin and cello, and you have not written anything
yet for viola, why you do not write something for viola?’” Sometime later, he appears with the
Sonata and we begin to rehearse.”® Dworecki considered this substantial work as one of the most
important examples of the Brazilian literature, mentioning its technical requirements and
colourful references to the Brazilian culture. Dworecki was also the dedicatee of works by Lima
(1898-1982), Gnattali (1906-1988), and Guerra-Peixe (1914-1993).”

Similarly, Budapest-trained George Kiszely (Figure 2) was the dedicatee of the above-
listed works by Krieger (b.1928), Lacerda (1927-2011), Nobre (b.1938), and Mignone (1897-
1986). Established in Brazil from 1947 (at age 17), Kiszely completed university studies with
Bela Mori and won competitions in both Sdo Paulo and Rio de Janeiro.® A founding member of
the Rio de Janeiro String Quartet (1966), he taught at the Municipal School of Music of Sao
Paulo and was also part of the Teatro Municipal orchestras of both Sao Paulo and Rio de

Janeiro.’

* See Bertoni 2011.

3 Unfortunately, some of these recordings are no longer accessible. In 2004 the label Paulus re-issued some of the
old recordings of the violist, under the title Gaiato, with selections by Brazilian composers alongside Vieuxtemps
and Grieg.

® See Mizael 2011, 20.

" See Santos 2011, 30.

¥ Kiszely 1969. In 1962, he won the First National Viola Competition promoted by the Radio Ministry of Education
and Culture (program notes from LP Mestre da Musica Brasileira, CBS label).

? See Santos 2011, 30.



Johannes Oelsner, another violist of note, was born in Dresden, Germany and moved to
Brazil in 1939 after touring in South America with the Fritzsche String Quartet (Figure 3).'" In
1955 Oelsner joined the first formation of the Sdo Paulo String Quartet, and in 1962 Osvaldo
Lacerda wrote a Sonata for him."'
2.3. THE BRAZILIAN NATIONALISM MOVEMENT
Brazilian composers’ interest in the development of a ‘national’ style is reflected in a large
portion of the concert repertoire — and as such should serve as frame and background to interpret
and appreciate this recording’s selections. Such a drive to capture ‘essential’ or ‘unconscious’ ">
aspects of the Brazilian culture, itself a mix of African, indigenous and European influences, can
be perceived in these varied works, the products of distinctive periods or styles of composition.

The Brazilian nationalism movement in music is often traced back to the artistic
movement that converged at the 1922 Semana de Arte Moderna (Week of Modern Art), held in
Sdo Paulo.”” Under the leadership of musicologist Mario de Andrade (1893-1945), musicians
were encouraged to seek ‘“the right of artistic expression, the updating of Brazilian artistic
intelligence, the formation of a national artistic expression, and the elimination of slavish
imitation of European models.”'* Andrade and like-minded composers such as Villa-Lobos
(1887-1959), and Oscar Lorenzo Fernandez (1897-1948) are regarded as the first generation of
Brazilian nationalists (Getilio Vargas was then President of Brazil, promoting a populist agenda

supporting nationalism and social reforms).”” A second generation includes Mignone (1897-

1 The quartet was formed by Gustav Fritzsche, first violin, Lothar Gebhardt, second violin, Johannes Oelsner, viola,
and Volkmar Kohlschutter, cello. See Hesse and Gebhardt 2018, 18.

' Santos 201 1, 32.

2 Schoenbach 1983, 6.

" Gillick 2008, 11.

' Quote of Andrade in the O Movimento Modernista. See DeBiaggi 1996, 3.

'3 Brazil’s political scene in the 1930’s contributed to this, as President Vargas’ government tenaciously raised the
importance of the Brazilian Arts.



1986) and Guarnieri (1907-1993), while Gnattali (1906-1988) is regarded as a third-generation
nationalist.'®

2.4. THE GRUPO MUSICA VIVA

The Second Viennese School, characterized by atonality and serialism, also reached Brazil,
especially through the influence of German flutist Hans Joaquin Koellreutter (1915-2005), who
immigrated to Brazil in 1937. He joined the nationalist circles (in the company of composers
Cosme and Bevildcqua), but in 1944 branched out to develop the Grupo Musica Viva. It was
dedicated to a new form or flavour of Brazilian music'’ that was still inspired by the study of
folk and popular forms, but realized through more modern, forward-looking approaches.'®
Among Koellreutter’s followers and students were composers Guerra-Peixe (1914-1993) and
Santoro (1919-1989).

3. CAMARGO GUARNIERI - SONATA FOR VIOLA AND PIANO

With Andrade’s early endorsement'’ and subsequent public success, Guarnieri (Figure 4) quickly
established himself as a major representative of the Brazilian nationalism movement and held
important positions in Sdo Paulo.”® Guarnieri was a student of Brazil’s popular and folk music:
“Brazilian music, like a product of a young country, will have to seek in popular music its

9.

specific characteristics.”” His compositions, in all genres and using classical forms, not only
make frequent references to indigenous Brazilian styles, such as the more remote African or

Native-Indian traditions, but also draw from more urban practices or genres, often historically

' Schoenbach 1983, 8, Passamae and Vasconcelos 2015, 2, and Gillick 2008, 21.

'" Egg 2005, 60 and Ramos 2009, 7.

¥ Egg 2005, 65.

" In 1928 Guarnieri, who was a student of Lamberto Baldi, was introduced to Mario de Andrade, who saw that
Guarnieri’s music was rooted in the Brazilian culture (see Chapin 2016, 19). Guarnieri was also a student of Charles
Koechlin in Paris, a refined harmonist. A comparison with Koechlin’s Sonata for viola and piano, op. 53 (1902)
would be of some interest from a harmonic/thematic perspective and for how it treats the instrument.

*% Schoenbach 1983, 07.

*! Mizael 2011, 36.



derived from Portuguese models (such as the Choro, Modinha, etc.).”? Guarnieri’s production for
stringed instruments is substantial: the 1950 Viola Sonata stands among 7 sonatas for violin, 2
violin concerti, 3 string quartets, and 3 cello sonatas.
3.1. MOVEMENT I - TRANQUILO
The opening movement (marked 7Tranquilo) is in ABA form and conventionally presents themes
in the exposition (Example la-b), a short and rhythmic middle section, and the reinstatement of
the first theme in the recapitulation (the second theme does not appear).”

Example 1a-b

a. Guarnieri, Sonata for Viola and Piano, I, mm. 5-10, first theme
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22 Such as Modinha, Lundu, Maxixe, Chorinho, and others (Behague 1971, 10). Modinha (diminutive of Moda
(Fashion) is a term applied to any type of song employing singing style usually performed at the salons. Lundu is a
form of song and dance of African origin. The Maxixe is a dance that incorporates elements from the Batugues
(African dance accompanied by percussive instruments), the habanera, and the polka. Chorinho or Choro is a
popular instrumental music from the 19" century.

* Mizael 2011, 32-33.



b. Guarnieri, Sonata for Viola and Piano, I, mm. 23-29, second theme
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The development section shows an incisive, percussive rhythm reminiscent of traditional

. . 24
Native-Indian dances.

** As Villa-Lobos did years before, Guarnieri travelled in 1937 to the state of Bahia, collecting materials of Native-
Indian and African origins to later use in his compositions. Mizael 2011, 34.



Example 2

Guarnieri, Sonata for Viola and Piano, I, mm. 50-53
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As should be expected from Guarnieri, who had by now produced multiple sonatas for
different instruments, the Sonata integrates elements from traditional folk music, such as the
basic syncopated rhythm of the popular Northeastern Baido, requesting it to be performed “come
percussione”, that 1s, imitating the Zabumba (Figure 5).

Examples 3a-b

a. Root rhythm of Baido, usually performed by the Zabumba
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b. Guarnieri, Sonata for Viola and Piano, I, mm. 61-72 (piano part)
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Furthermore, Guarnieri appears to refer to the rabeca (‘rough violin’; Figure 6), one of
the leading musical instruments of the popular Northeastern styles. Usually accompanied by a
percussive instrument, the rabeca/viola carries the melody.
Example 4

Guarnieri, Sonata for Viola and Piano, I, mm. 11-13 (rabeca style melody)
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3.2. MOVEMENT II - SCHERZANDO
The contrasting light and fast Scherzando makes clear references to the popular Chorinho or

Choro style often associated with Rio de Janeiro’s performers-composers Chiquinha Gonzaga
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(1847-1935) and Ernesto Nazareth (1863-1934).” The movement also integrates a short
Batuques-style syncopated rhythm within the beat and suggests the popular plucked string
instruments bandolim (mandolin) and cavaquinho, a small 4-string guitar (Figure 6), while the
pandeiro provides rhythmic support. Guarnieri’s opening bars are like Nazareth’s chorinho

‘Odeon’, with a vital rhythmic pattern in the piano.

Example Sa-b

a. Nazareth, ‘Odeon’ Choro (1926), mm. 13-15 (from piano score)
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b. Guarnieri, Sonata for Viola and Piano, II, mm. 2-4 (piano part)
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The melodic line is also typically chorinho-like, here perhaps modelled after Nazareth’s

Chorinho Apanhei-te Cavaquinho.*

Example 6a-b

a. Guarnieri, Sonata for Viola and Piano, II, mm.1-4 (viola part)

Viola

% The choro or chorinho (the terms are used interchangeably) is a Brazilian urban music style from the late 19"
century. It features elaborate rhythms and melodies in an improvisatory style. See Santana 2018.
* Mizael 2011, 99.
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b. Nazareth, Apanhei-te Cavaquinho, mm. 1-3 (1914) (piano, right hand)
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The Baido rhythmic pattern reappears in mm. 30-38 and mm. 144-147, shaping a tuneful
sequence.
Example 7

Guarnieri, Sonata for Viola and Piano, II, mm. 144-147(piano part)
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The contrasting cal/mo (trio) section of this movement (mm. 71-78) explores another

tonal area, again showing frequent quartal sonorities.
Example 8

Guarnieri, Sonata for Viola and Piano, II, mm.71-78 (viola part)
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3.3. MOVEMENT III - COM ENTUSIASMO
The final movement sets a tuneful, syncopated march (2/2, reminiscent of a Marchinhas de

Carnaval) against a typical ostinato accompaniment. The initial sonority suggests E major with
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an added 6™ placed in the bass — one of many harmonic ambiguities typical of Brazilian popular

music, and which may yield varying interpretations. In the same example, the initial D#

ascending appoggiatura, mirrored in a descending appoggiatura D-C# two bars later, suggests a

simple dominant-tonic (E-A) motion. However, the ‘sticky emphasis’ of A# and B, rather than

A, suggests a portrayal of authentic traditional sounds, a reference to folk-like modality.
Example 9

Guarnieri, Sonata for Viola and Piano, III, mm. 1-4
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4. FRANCISCO MIGNONE - TRES VALSAS BRASILEIRAS FOR VIOLA AND PIANO

Native of Sao Paulo, Francisco Mignone (1897-1986) returned to Brazil in 1929 after studies in
Milan (Figure 8). Mignone’s first compositional style is infused with Italian and Brazilian
elements, as he adopted the nationalistic ideals championed by Mario de Andrade, his former
Conservatory classmate.”” He was familiar with the practice of Choro and the composition of
popular songs (signing them as Chico Boror6) and worked as a harmony teacher at the Sao Paulo
Conservatory and the Escola Nacional de Musica in Rio de Janeiro. Between 1962 and 1968

Mignone turned to twelve-tone and serial composition.

" Prazeres 2017, 20.
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While prepared in 1968, the Trés Valsas Brasileiras (Three Brazilian Waltzes) are
transcriptions of earlier works for the piano (Doze Valsas de Esquina, or Twelve ‘Corner
Waltzes’, 1938-1943) and are therefore representative of his nationalistic period.”® Although a
European dance, the waltz was popular in Brazil and often associated with nostalgic feelings,*’ a
mood encapsulated in the Portuguese word, saudade. Saudade is derived from the Latin solistas
and is defined as “a feeling of nostalgic remembrance of people or things absent or forever lost,
accompanied by the desire to see or posses them once more.”*” Many Brazilian composers prior
to Mignone explored the feeling of saudade — notably Augusto Calheiros (1891-1956) in his
Valsa da Saudade (1929)’' and H. Villa-Lobos in Valsa Choro No. 3 from Suite Popular
Brasileira (1912).%

The Trés Valsas are dedicated to violist George Kiszely” and form a charming, virtuoso
addition to the viola repertoire. While Valsas I and II are transpositions one semitone higher
from their original versions (No. 5 and No. 11, in B minor and Ab minor respectively), Valsa 1]
remains in G minor (No. 4). Mignone was fond of dance, writing ballets and other sets of
waltzes, such as Valsas Choros for piano (1946-55), and sets for guitar (1970), piano (1979), and
for bassoon and piano (1982).

4.1. VALSA BRASILEIRA I - VALSA LENTA
In a conventional ABA form and with typical fempo rubato indications, Valsa I opens in the
lower register and builds to a climax (fermata) at m. 36. From mm. 33-42, the viola spans C5 to

the lowest C2, in three waves connecting the upper pitches C, B, and A (each approached by a

2 Prazeres 201 7, 16.

» Verhaalen 2001,116.

30 Reis 2009, 21.

31 Calheiros 1929. Re-edition 2012.
32 yilla-Lobos 1912. Re-edition 2002.
3 Reis 2009, 12.
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leap). The transposition from the original B minor probably aims at taking advantage of the
viola’s resonant open C string (Example 10). However, the part is rarely played with the lower
octave. As Reis (2010) observes: “In the most sentimental and nostalgic Valsas there is
predominance of melodies in descending joint degrees combined with ascending arpeggios. The
waltzes in a more cheerful character feature large ascending and descending intervals.”**

Example 10

Mignone, Valsa Brasileira I, mm. 33-42 (viola part)
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Section B, from m. 43, proposes contrasting material, over four strings and featuring
various articulations (legato, staccato, and detaché).
Example 11a-d

a. Mignone, Valsa Brasileira I, mm. 43-51. Theme B (viola part)
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3 Reis 2010, 45.
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c. Mignone, Valsa Brasileira I, mm. 59-61. Theme B staccato (viola part)
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4.2. VALSA BRASILEIRA II - SUAVE E DELICATO
Structured as a theme and variations, Valsa II presents a 16-bar pattern, taken by the viola in
double-stops in mm. 17-31 and in harmonics mm. 41-55 (Example 12a-b). The accompaniment
also differs for Valsa II as Mignone introduces a syncopated counter-melody in the right-hand
part of the piano.

Example 12a-b

a. Mignone, Valsa Il, mm. 16-20
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b. Mignone, Valsa II, mm. 41-45
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4.3. VALSA BRASILEIRA III - VIVO CON ENTUSIASMO
The liveliest of the set, Valsa III opens with an 8-bar melody, marked somewhat faster than the
original.”> As in other celebrated sets of Waltzes (e.g. by Schubert, Strauss, Brahms, and Ravel),
it is not surprising to find several common gestures or thematic relationships (e.g. contour and
rhythm) shared across the different waltzes of a set. Valsa III, for example, shows a close
resemblance to Valsas de Esquina No. 3.

Example 13a-b

a. Mignone, Valsa Il for Viola and Piano, mm. 1-4 (viola part)

poco rit.  a tempo -
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b. Mignone, 3rd Valsa de Esquina, mm. 1-5
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% The original only states con Entusiasmo (in 1). Mignone 2018.
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The three Valsas Brasileiras, all in the minor mode, suggest the Brazilian feeling of
‘saudade’ of a bygone era, belonging to a style more typical of traditions found at the turn of the
century (up to the 1930s) rather than the late 1960s.*

5. RADAMES GNATTALI - SONATA PARA VIOLA E PIANO

Porto Alegre native Radamés Gnattali (1906-1988, Figure 9) trained as a violinist and pianist and
enriched his conservatoire experience through contact with popular musicians — playing the
cavaquinho (guitar) in Serestas (strolling serenaders) and at Carnival parades.>’ He was close to
the popular composer Ernesto Nazareth (1863-1934), developed a career as a conductor and
arranger of popular music (often for the radio), and performed in his Henrique Oswald Quartet
(named after an important pre-nationalism Brazilian composer). His first compositional style
(1931-1940) focused on incorporating Brazilian folk music in a Grieg-like romantic style with
accents of jazz.*® The works from the second period (from 1944) “habitually employ the motives
of the Northeastern populace in his compositions, highlighting — like Ernesto Nazareth —
modality and Afro-Brazilian rhythms (such as the Maxixe and Baido, among others).””

Dworecki premiered Gnattali’s Viola Sonata at the Sao Paulo Teatro Municipal on August 22,

1970.%

3% Nazareth terms his tunes as ‘Brazilian tangos’, which also evoke a similar feeling, shared in the Argentinian
tango. See Cremaschi 2007.

%7 Silva 2013, 9.

3 Translated by the author. Passamae and Vasconcelos 2015, 2.

%% Translated by the author. Passamae and Vasconcelos 2015, 3.

*0 The author attended performances of Gnattali’s concerto and sonata given by Emerson De Biaggi about ten years
ago.
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5.1. MOVEMENT I - ALLEGRO
The first of the Sonata’s three movements is in sonata-allegro form. Its opening measures are
typical of the Marchinha de Carnaval (Example 14a-b), using the same rhythm present in the
Marcha of Gnattali’s Concerto Carioca No. 3.

Example 14a-b

a. Gnatalli, Viola Sonata, I, mm. 1-2
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b. Gnatalli, Concerto Carioca No. 3, I, m. 9
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The viola’s opening statement introduces a main motive, amidst a tonally ambiguous
environment, leaning on modality, non-tertiary structures, and even polytonality, in the lineage

of H. Villa-Lobos and Guarnieri.

* Carioca generally refers to Rio de Janeiro’s inhabitants. Lobo 2014.
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Example 15

Gnattali, Sonata for Viola and Piano, I, mm. 1-2 (motivic cell, boxed)

Viola

Piano

The concluding Lento section chromatically and polyphonically converges on the pitch C
(supported over 3 octaves - the pitches Eb, D, and Db are however missing in the chromatic
contrary motion leading to this cadential moment). While mm 127, 129 and 131 appear
rhythmically related to the above-mentioned motivic cell, it now features octave displacements.

The piano harmonies are particularly intriguing, apparently bitonal (each hand in its own key).
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Example 16

Gnatalli, Sonata for Viola and Piano, I, mm. 127-134 (coda)
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5.2. MOVEMENT II - ADAGIO

This movement, in regular 3/4 meter, is reminiscent of the Brazilian Seresta, a popular
serenading tradition in Rio de Janeiro (with roots back to 18™ century Por‘[ugal).42 During the
Serestas, performers would offer tuneful Modinhas accompanied by string instruments such as
guitars, mandolins, or cavaquinhos.” This movement is in the form of a simple song, with the
viola introducing the theme that will be later taken over by the piano. The first movement’s

motivic cell re-appears in m. 5, in sixteenth notes.

42 See Seresteiros de Conservatoria 2018.
* Guerra 2017, 21.
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Example 17

Gnatalli, Sonata for Viola and Piano, II, mm. 5-7
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The recapitulation, featuring some light improvisatory variation, is supported by triplets,
creating a richer rhythmic texture.
Example 18

Gnatalli, Sonata for Viola and Piano, II, mm. 33-35
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5.3. MOVEMENT III - CON SPIRITO

The final movement, Con Spirito, is in a sonata rondo form featuring varying meters (mostly in

5/8, and 2/4), a mixture often observed in traditional folk music. The main themes are contrasted:



23

Example 19a-c

a. Gnattali, Sonata for Viola and Piano, III, mm. 1-4 (viola, I* theme)

b. Gnattali, Sonata for Viola and Piano, III, mm. 19-24 (viola, 2nd theme)
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c. Gnattali, Sonata for Viola and Piano, III, mm. 19-24 (viola, 3rd theme)
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6. CLAUDIO SANTORO - SONATA NO. 2 FOR VIOLA AND PIANO

Manaus-born composer Claudio Santoro (1919-1989, Figure 10) first studied in Brazil, and his
first compositional phase (1939-1947) focused on dodecaphonic techniques associated with the
Grupo Musica Viva. A second, transitory period (1947-49), shows the influence of Nadia
Boulanger (in Paris),** who apparently introduced him to a variety of styles. A nationalism
period followed (1950 to 1960). *

Santoro is an important figure for the viola literature in Brazil. Besides his solo works,
Santoro’s chamber music includes string quartets and pieces for small orchestra, where the viola
always plays a significant role. The 1982 Viola Sonata is probably best understood as an atonal
work with more abstract references to traditional Brazilian music, its harmony defying

conventional analysis.

* Silva 2005, 7 thanks to a scholarship sponsored by the French Government.
* Santoro’s compositional style after 1960 did not receive a specific classification because it presented constant
changes. Silva 2005, 14.
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At the time of writing, there is no available information concerning the premiere of this

work, as well as its performance and recording history.

6.1. MOVEMENT I - MODERATO

The first movement, Moderato, shows the lasting rhythmic influence of Chorinho and features
ascending arpeggiated figures reminiscent of guitar playing, punctuated by chordal responses.

Example 20

Santoro, Sonata no. 2 for Viola and Piano, mm. 1-2

-
o=
-
- —
Viola ]
A | |
P~ S 1 - | T =
F al = [ F ] [ 1 - ¥ . . i
™ F - T | - i [
4 e 3 ﬁ
[y o
. = =
Piano
44— ¥} g w —
Z 1.1 1 -~ Y
4 :
't

Traditionally, the choro’s bandolim sustains tremolo figures to fill in the harmony.*® This

effect is imitated by the viola in m. 4, against a strongly accentuated motive, which was first

stated in mm. 2-3, in descending fourths.

46 Adolfo 2006, 118.
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Example 21

Santoro, Sonata no. 2 for viola and piano, I, mm. 1-6
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6.2. MOVEMENT II - LENTO E EXPRESSIVO

The short second movement, Lento e Expressivo, explores a range of meters, textures, registers,
and colours. The recurring falling semitone, soon followed by the leap of a major seventh,
suggests a plaintive style. This soft, dream-like movement (note the ‘libero’ marking when the
opening solo viola theme returns in m. 54), touches on the saudade character with frequent arch-

like gestures.
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Example 22

Santoro, Sonata no. 2 for viola and piano, II, mm. 1-7
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The arpeggios in mm. 23-24 suggest a plucked instrument like a guitar.
Example 23

Santoro, Sonata no. 2 for viola and piano, II, mm. 23-24
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In m. 39 Santoro brings back the gesture (expanded) from the first movement, reaching the

loudest point in the viola part.*’

7 Although the score shows the previous measure as 4/4, measure 39 presents only 2 beats, but does not show any
meter change.



27

Example 24

Santoro, Sonata no. 2 for viola and piano, II, m. 39
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6.3. MOVEMENT III - ALLEGRO BARBARO
The last movement, Allegro Barbaro, in 6/8, features a percussive (martellato) repeated note
figure and syncopated effects throughout, with occasional appearances of the first movement’s
ascending motive.

Example 25

Santoro, Sonata for Viola and piano, IIl, mm. 1-3
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A more lyrical theme (m. 7) showcases the viola in a high register while the piano spans over

four octaves.
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Santoro, Sonata for Viola and piano, III, mm. 7-9
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The familiar intervallic sequence starting with a descending minor second followed by a leap

re-appears in the bass of the second movement as it enters the developmental section (m. 87,

Meno).

Example 27

Santoro, Sonata for Viola and piano, III, mm. 85-88
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7. CONCLUSION

A survey of the Brazilian concert literature for viola lists many composers whose works exhibit a

recurring emphasis on traditional Brazilian musical styles and instruments, echoing (and at times

directly stating) the expression of a national identity — as championed by the Brazilian
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nationalism movement or the Grupo Musica Viva. Even though many changes took place in the
style or outlook of these diverse compositions (notably in the level of harmonic sophistication —
similar in this respect to the evolution of jazz), many nationalistic characteristics (such as typical
rhythmic motives, references to traditional instruments, and melodic styles) remained artistically
distinctive. As a result, those nationalistic aspects may have guided the intended listeners to
accept or readily absorb the evolving, more abstract, musical language. However, the non-
Brazilian listeners or performers could not have been expected to fully appreciate these works
without being first introduced to these characteristics or exposed to them in their original
contexts. This recording allows such a brief but limited introduction.

The attention given to the viola as a solo instrument in Brazil is also worth mention. A
sign of the global change of attitude toward the instrument’s neglected qualities, it also points to
the artistry and historical influence of a few prominent Brazilian performers such as Dworecki
and Kiszely. The writing in these works is generally idiomatic for the instrument and, as Rebecca
Clarke pointed out, substantial enough to interest international performers.

This collection of recordings and supporting document will hopefully help contextualize
these works, highlight some of their many qualities, and encourage others to further explore the

viola repertoire from Brazil.
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Figure 1

Violist Perez Dworecki and pianist Isabel Mourdo in recital (Mizael 2011)

Figure 2

Violist George Kiszely (Prazeres 2017, 17)
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Figure 3
Fritzsche String Quartet. From left to right: Lothar Gebhardt and Johannes Oelsner (standing),

Gustav Fritzsche and Volkmar Kohlschutter (seated) (Tamino Autographs 2018)
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Figure 4
From left to right: Mario de Andrade, Lamberto Baldi, and Camargo Guarnier (Colarusso,

2017)




Figure 5

Zabumba (Satomi 2016)

Figure 6

Rabeca (Todos Instrumentos Musicais 2018)

Figure 7

Cavaquinho (Cursos Tecnicos Brasil 2017)
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Figure 8

Francisco Mignone (Piano Rare Scores 2018)

Figure 9

Radamés Gnattali (Assem 2017)

Figure 10

Claudio Santoro (Oliveira 2018)
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