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ABSTRACT

This treatise focuses on the chamber music by Brazilian composer Marlos Nobre
featuring the flute. NobreOs catalogue contains more than 250 works, twenty of which feature the
flute in a solo or chamber context. The flute works include solo pieces, to chamber music, and
two concerti Ten of these pieces are original compositions for flute, and the other ten have been
rearranged or re-orchestrated by the composer to feature the instrument. Nobre is one of BrazilOs
foremost composers of the twentieth century. His uniqgue compositional style combineg®leme
of Brazilianfolclore and popular music, with atonal, and at times serial, compositional
techniques.

This document contains a brief overview of Brazilian art music, including how it
originated, developed, and reached a point where it began to be identified as national. It also
includes relevant biographical information and a short description of NobreOs self-identified
compositional periods, and analyses of four of his original works featuring the flute. The goal of
this research project is to identify and describe the elements of national st@eethegsent in
his works written according to contemporary musical practices. The four pieces selected to be
analyzed are: Wind Quintet Op. 2ZB968) Solo | Op. 60 (1984)Amaz ™nia Ignofar baritone,
flutes, piano and percussion Op. 95 (20@BYOpus Lateinamerikéor flute and guitar Op. 108
(2009). | also included as an appendix a list of all of NobreOs works written for the instrument,

which was extracted from his catalogue.



CHAPTER ONE
INTRODUCTION

Overview of Brazilian Art Music

The history of Brazilian Art Music is relatively short. Although Europeans first sailed to
the country in 1500, and began to colontze the 1530s, the music of that time was mostly an
instrument of the Jesuits to convert the native Amerindi@nging the following three hundred
years, the production of music was modest, happening mostly in churches and in the houses of
the upper class, particularly in states where the economy was powered by the trade of sugar, and
gold mining expeditions. Gradually, elements of indigenous melodies and African rhythms,
which arrived in Brazil during the period of the Atlandlave trade, were assimilated and
incorporated to the way art music was being performed and composed. It was only after the
arrival of the Portuguese court of King Da@mo VI in 1808 that a Brazilian art music tradition
begarf

Brazilian nationalist music was first composed in the mid-nineteenth century. Several
classicallytrained musicians began departing from European traditions and writing in a manner
that would become distinctly Brazilian. Small European genres (i.e. Polka) and salon music were
adapted and modified by the addition of rhythms in the accompaniment that were frequently
found in popular music, such J3J3 . Art-music composers were unfamiliar with the music of
the lower class, or the music traditions of the rural areas of Brazil, and even more distant from
the Amerindian musical tradition. Thus, these composers Idokathan forms (songs,
instrumental music, and dances) as sources for the new national music.

Among these first nationalists, three are of great importance: Bras’'lio Itibere da Cunha,
Alexandre Levy, and Alberto Nepomuceno. Bliadtibere, in his fantasp SertanejaQp.15, is
the first to quote popular melodies and systematically incorporate syncopated rhythms, mainly

YvascoMariz. Figuras da Moesica Contempor%onea Brasjlaided.(Bras'lia: Universidade de Bras'lia,
1970, 33

Abid., 37.



the rhythmic patternﬁvIj and variations on it found in urban dances. This pattern, originally
from the Cubamabanerajs commonly found in several genres of Latin American music, and in
Brazil particularly in thdunduand the latemaxixe A Sertanejalso presents frequent
juxtaposition of short passages in major and its parallel minor mode and phrases in the
subdominant. This use of mode mixture is considered to be a harmonic characteristic derived
from the Brazilian popular song-formodinha® The most representative piano piece by
Alexandre Lewvyis Tango Brazileio [sic]. Levy consistently varied tHeabanerapattern,

creating a more complex rhythmic accompaniment with the us 7373 370 1373y

patterns present in the genreaxixeandtango brasileiro* Alberto Nepomuceno frequently
incorporated syncopated rhythmic patterns such af73 /773 , hevertheless this was also a very
common rhythm in Brazilian popular music of the late nineteenth cehtury.

The importance of understanding and recognition of the origin and use of these rhythmic
figures affects the way the syncopations are performed both in Brazilian popular music and in
Brazilian art-music written by nationalistic composers. As it will become eviderapter
three, most of the dance rhythms mentioned above are found in the pieces selected for the

analytical portion of this research paper.

Urban genres in the Nineteenth Century

Several of the common urban music genres in the nineteenth century served as source of
inspiration to the composers who were searching for a national musical identity. Among these
genres were thieindu, themaxixe themodinha,and the latechora®

Thelunduandmodinhaare earlier genres, found in the mid- and late eighteenth century.
Thelunduwas initially an African song form and circle dance brought to Brazil by Bantu slaves

from where it is now Angolalt is characterized by its duple meter, syncopated rhythms, and, in

3 GerardBZhagueThe Beginnings of Musical Nationalism in Bra@etroit: Information Coordinators,
1971, 13.

YIbid., 21.
SIbid., 32.
8bid., 13.

"McGowan, Chris, and Ricardo PessanHae Brazilian Sound: Samba, Bossa Nova, and thelRopu
Music of Brazil(Philadelphia: Temple University Press, 1998.
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its early forms, particularly by a dance movement where the two dancers would touch each
otherOs navels, callethbigada The dance step, considered offensive, slowly fell out of use, but
the genre remained particularly popular in urban areas and made its ways to the salons. Its sung

form was calledundu-cane<o,and later simplyundu The accompaniment was characterized by

the rhythmic patterrfﬁ JJ . The example below shows the systematic use of syncopation in

the melody of théundu Gosto da Negra

NRIBMIBRIBmI)

Example 1.1: Rhythm extracted from the melody ofltimelu Gosto da Negra

The second geniis calledmodinha. Modinhavas a song form of Portuguese origin,
usually written for voice and accompanied by piano or guitar. The melodic material, arranged in
antecedent and consequent, are extremely lyrical, sentimental, and often melancha o eaf|
by Italian art song. The Brazilianodinhafeatures wide leaps, ornamentation, and frequent use
of mode mixturé. In the twentieth century, theodinhabecame obsolete, and it was substituted
by thesamba-cane<o

Themaxixeappeared in the last quarter of the nineteenth century, mostly performed in
the houses of the lower class in Rio de Janeiro. It was an adaptation of European dances, (i.e.
polka, and mazurka), characterized by the modification of their original accompaniment and
melodic lines by the addition of syncopated rhytHfiiEhis transformation happened gradually
and naturally, mostly because the majority of the performers did not read music and played by
ear, freely introducing rhythms from tHenduand the Africarbatuque The mutation of these
European dances into Brazilian genres can be observed in the emergaterenefdiate forms,
such as the Brazilian polka. At the end of the nineteenth century, these popular musicians, whose

8Mario de AndradeEnsaio sobre a Mcesica Brasilgifad ed.(S<o Paulo:Vila Rica, 1972), 143.
°David P. Appleby.The Music of Brazi{Austin: University of Texas Press, 19888.
YGerard BZhaguéMaxixe." In Grove Music OnlineOxford Music Onling

http://www.oxfordmusiconline.com.proxy.lib.fsu.edu/subscriber/article/grousid18147(accessedanuary 20,
2012.



practice nationalized European music, became knowhases, and their improvisational style
of playing as thehoro.

The termchorohas multiple meanings. It refers to a masgenre, to the style of
performing the music, and to the instrumentation used. The group frequently consisted of a flute,
acavaquinhdasmall four-stringed instrument of the guitar family), a guitar, apdraleiro
(hand-held frame drum similar to a tambourine). The instrumentalists, chthegks (weepers),
improvised variations of well-known melodi€sEach of the instruments served a particular
function. Thepandeiroprovided the rhythmic base, tbavaquinhglayed the harmony, the
guitar reinforced the bass line, and the flute improvised the melody. Reports of that time
described particular performance practices that later also became associatediwith e
instrument. The flute playing was virtuosic, and characterized by rapid octave leaps, a technique
implying two voices played by the same instrument, known as compound melody. The line was
varied rhythmically and melodically, and variations of tempaubato, were also used
deliberately** Thechorostyle was also characterized by the interplay between the instruments,
and a flexible adherence to the beat. While the flute rushes ahead and tries to Othihaw offO t
accompaniment, the latterOs virtuosity is demonstrated by quickly adjusting or Ocatcting up.O
The variety of accompaniment styles, characterized by standardized rhythmic formulas used by
the performers;reated several different typesabiora such as thehoro-maxixe, choro-polca,
choro-sambaln sheet music, only the melody is written out and the subtitle indicates what style
of accompaniment the performers should choose. Examples 1.2, 1.3, and 1.4 below illustrate

how these different accompaniment stylestodroare performed.
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Example 1.2: Accompaniment rhythm for ttfgoro-maxixe

Y jvingston, Tamara Elena, and Thomas George Caracasa3ahoro: a social history of a Brazilian
popular musidBloomington: Indiana University Pres?005), 3.

2pppleby, 72

3 ivingston, 9.
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Example 1.4: Accompaniment rhythm for ttigoro-samba

Thechorois the most well known genres in Brazilian popular music, and had a great
impact on popular and nationalistic art music composed in Brazil during the twentieth century.
According to Appleby, Othe process of identification of elements that came to be recognized by
Brazilians as being national in character was hastened by the plaintive music-making of the
Oweepers®.1 other words, musical elements identified as characteristically Brazilian, even if
present in the music of other Latin American countries, were disseminated by the immense
popularity of thechoro,and the many other genres that originated from the music performed by
its initiator. The ternchorois later associated with art music duaseries of pieces employing
the same name composed by Villa-Lobos. Althoudla-Lobos occasionally alludes to this
popular musical genre, he uses the wohdrosmore loosely, and his compositions are not

examples of follkchoro.

Nationalism and National Style in the Twentieth Century

Gerard BZhague identifies two distinct kinds of Nationalism in Brazilian art nmuie i
late nineteenth and early twentieth century. The first is based on the early romantic European
national music tradition, as in the music of composer Carlos Gomes. Gomes wrote a great
number of operas in the Italian style, the most famous tit@darani, which had Brazilian

subject matter. The plot takes place in the 1560s, and tells the story of the daughter of a

“Appleby, 69.



Portuguese nobleman living in Brazil, and her secret love for the son of the chief of a local
Guarani tribé”> The second type of Nationalism is based on the incorporation of actual musical
elements from folk and popular music, as in the work of Heitor Villa-Lobos, and later Mozart
Camargo Guarnieff’

It is the second kind of Nationalism that prevails throughout the twentieth century. As the
access to information abolaiclore grew, the use of their elements in music assumed a social
function, that of promoting and affirming Brazilian culture. Composers abandonethtaeest
in the exotic aspects of Brazilian cultural elements and shifted their focuabiistshg a
national musical identity. Most of those inclined to write in a nationalistic gtgte motivated
by ideas drawn from one of BrazilOs most important writers and ethnomusiceitiists
beginning of the twentieth century, Mario de Andrade.

Mario de Andrade researched and collected rural folk and popular music. In 1928, he
wrote theEnsaio sobre a Maesica Brasileiexplaining the results of his observations, in which
he describes specific elements of Brazilian music as well as his viewpointladoake of the
composer in that particular time period. According to Andrade, at the beginning of the twentieth
century Brazilian art was in a primitive stage of nationalization, a stage that cethare
Brazilian artist to make Brazilian art. ldtatedthis directly: OEvery Brazilian artist that in this
moment in time makes Brazilian art is efficient and has human value. He who makes
international art, unless he is a genius, is useless, and wortHldss@ding to him, composers
should intelligently investigate Brazilian popular music, without rejecting international
influences, in order to develop a true artistic Brazilian music. Subsequently in his writings he
delved into details about what was truly Brazilian in each of these elements: rhytloay mel
harmony, and instrumentatidhThese are elements that will be later investigated in the

analytical portion of this document.

*Gerad BZhague.Guarany, II' In The New Grove Dictionary of Operadited byStanley SadieGrove
Music Online Oxford Music Onling
http://lwww.oxfordmusiconline.com.proxy.lib.fsu.edu/subscriber/article/grousic/O00951&accessedanuary 19,
2012.

*Behayue The Beginnings of Musical Nationalism in Bragil

Y"Andrade, 19. OTodo artista brasileiro que no monant fizer arte brasileira Z um ser eficiente com
valor humano. O que fizer arte internacional ou estrangeira, songeriio, Z um inutilum nulo.O

Bbid.



The rhythmic component most predominant in Brazilian music is syncopation, either by
anticipation or delayed accentuation, along with elements such as dual metrinahtyagshe
superimposition of 3/4 and 6/8 time signature) and cross-rhythms (shift of the accent inside the
beat constantly through a certain period of tifidjhese rhythmic features are constants in
Brazilian popular music, as well as in other South American musical traditions, and are
frequently identified as national music eleméfiBesides the use of syncopation, Andrade also
describes a recurrent practice in some vocal music, which is the predominance of prosody over
the strictness of Western metrical accentuattdn.other words, the natural syllabic stress or
inflection of the Brazilian Portuguese language and its regional variations takes priority over the
accentuation determined by the notated time signature. This practice when combined with the
accompaniment part that emphasizes the beat contributes to the rhythmic variety aethe pie
through the resultant polyrhythm, and eventually cross-accents.

The melodic elements identified in several of the popular songs collected by Andrade are
the frequent occurrence of two modahles: the first is characterized by a lowered seventh
degree, also known as the mixolydian mode, and the second has both a lowered seventh and a
raised fourth degree, sometimes called the acoustic scale. This modalwastigscribed as
early as the nineteenth century by Brazilian nationalist composer Alberto Neporti€eher
noteworthy elements are frequent leaps of sevenths, octaves, and ninths, at the beginning of the
phrase followed by descending melodic motion.

The harmonic characteristics are much harder to identify specifically as natiosial. Fi
they follow voice-leading rules similém European common practice music, and secondly,

harmonic progressions are commonly varied and manipulated in more complex art music. The

*Andrade refers to these elements simplyram@s livresCHowever, in music theory, the English
translation has a different meaning.

pid., 33
Ypid., 38

#20A Epoca Theatrah&evista 0 maestro Nepomucend,Bpoca Theatral (Dec 27, 192A)atedin
GerardBZhagueThe Beginnings of Musical Nationalism in Bra@etroit: Information Coordinators, 197,129
30.. ®have never dedicated myself to this study, but Ehaade, as an amateur, a collection of some eighty
folksongs ad dances... In this work | found a modality which is not regional, §dpitnd in Para, Ceara, and Rio
de Janeiro... This modality, of a melodic and harmonic nature, is @ddyclowering the seventh degree when the
treble tends towards the sixth,afunction of the second and fourth degrees.O



first song forms, accompanied by the piano or guitar, were constructed based on a tonic-
dominant structure, with frequent use of mode mixture. According to Andrade, some polyphonic
practices became traditionally associated with Brazilian popular music, pattidhlechoro?®

The flute not only provided melodic variations, but also improvised a counter melody when a
different instrument carried the melody. The guitar part became more active, and the virtuosic
playing became known dsixaria.

The instrumentation representative of Brazilian music is rich and varied. From the
traditional aforementionechoroensemble, to the role of the piano and the guitar in the
nineteenth century, to the flutqgfés and violins (abecas built in the rural areas of the
country, and the numerous percussion instruments, there are many timbres associated with
Brazilian music. Nationalist composers included native Brazilian instruments (or those of
African origins used in Brazilian music, particularly those of the percussion family) in their
original compositions. However, composers also frequently provide an optional instrumentation
in order to ensure that the work can be performed in as many places as possible (i.e. the use cow
bells instead of the traditionagjog™™

The writings of Andrade inspired composers in the twentieth century who dedicated their
careers to championing Brazilian art music. Among these composers were Lorenzo Fernandez,
Francisco Mignone, Camargo Guarnieri, Radames Gnatalli, and Osvaldo Lacerda. It is vital to
understand that the type of nationalism Andrade advocated was more than simply incorporating
material from the Braziliafolclore into new compositions; his agenda was to nationalize
Brazilian music, through the transformation of popular music into art music. He felt that
Brazilian identity should be drawn from elements of its rural folk culture, &sdhmatter of
national style and an ideological attitiddénevitably, an opposing school of thought also
appeared, mostly motivated by the emphasis on atonal and experimental music in Europe. In
1939, German-born flutist, composer, and teacher, Hans-Joachim Koellreutter founded the group

Mcesica Vivan Brazil, promoting investigationsy experimental music, which was mostly twelve

ZAndrade, 49.

#GerardBZhagueHeitor Villa-Lobos: the search for Brazil's musical s¢alstin: Institute of Latin
American Studies, University of Texas at Ausfif94), 151.



tone and serial. H&asthe first to introduce many Brazilian composers to serial methods.
Among his students were Claudio Santoro, Marlos Nobre, and Edino Kffeger.

Of particular interest are the works and compositional style of Marlos Nobre. Nobre
studied with Guarnieri, one of the founders of the nationalist movement in Brazil, and with
Koellreutter, responsible for introducing avant-garde techniques to Brazilian musicians. Almost
immediately after a period of study in Buenos Aires, Argentina, in the early 1960s at the
Torquato di Tella Institute, Nobre rejected the strict limitations of both schools of thaught a
began to develop his personal musical style.

This treatise will provide pertinent biographical information about Marlos Nobre,
including an overview of his self-identified compositional periods, then focus on his chamber
music for flute. The purposes of this document are to identify characteristic elements and
performance practices found in Brazilian popular music, including but not limited ¢hohe
and investigate how the composer integrates these elements in selected chamber viateks for f
that were written primarily using modern and/or experimental procedures. The four works that
will be studied in this paper are originally composed for flute, and were composed during a span
of 41 years. The pieces selected as case studies include: Wind Quintet Op. 29 (1968), Solo | Op.
60 (1984) Amaz™nia Ignotar baritone, flutes, piano & percussion Op.(2003), andOpus
LateinamerikaOp. 108 (2009)They do not necessarily fit into NobreOs §igiidentified
stylistic periods in a chronological way, since the composer frequently wrote pieces in
contrasting styles in the same period. The selection displays the skills of a veosagiteser,
whose inspiration was not bound by traditional or experimental methodology, and most
importantly portrays how Nobre deals with his own national musical identity while using
elements of twentieth-century style.

Gerard BZhagueKoellreuter, Hans Joachirhin Grove Music OnlineOxford Music Onling
http://www.oxfordmusiconline.com.proxy.lib.fsu.edu/subscriber/article/grousic/15250accessedanuary 20,
2012.



CHAPTER TWO
MARLOS NOBRE LIFE AN D WORKS

Biographical Information

Marlos Nobre de Almeida was born in 1939 in Recife, the capital city of the northeastern
state of Pernambuco, Brazil. He is considered one of the most prominent Brazilian composers
since Heitor Villa-Lobos, and was called one of the most important and creative living
composers in the entire Iberoamerican continent by Spanish musicologist Marco Tomis during
the ceremony that awarded Nobre the VI Tomas Luis de Victoria international compos#en pri
in 2006%° Nobre was born to a musical family. His parents were amateur musicians: his father
played the guitar, and his mother played the piano. NobreOs first teacher was his cousin Nysia
Nobre, a professional pianist who taught him music theory and piano until 1948, when he was
accepted to the local conservatory, @@nservat—rio de Maesica de Pernamfjudobre
completed his studies at the conservatory in 1955, graduating with certificates in music the
and piand®

During his formative years, NobreOs hometown provided a rich musical environment.
Recife was famous for its street music, especially du€agaval®® The carnavalof Recifeis
very different from the one in Rio de Janeiro. Instead of the well-krsamba in Recife the
most common dances are frevo, maracatyand thecaboclinhos These dances had a huge
impact on NobreOs musical style. He stated that in contrast to BZla Bart—k or Keitobd4,
who traveled and collected folk music to be used later as sources for their compositions, for him

this music was ndblclore, but something he was immersa®he was literally in the streets

%Colegio de Compositores Latinoamericanos de McesidateleONew©
http:/Avww.colegiocompositoreka.org/en/news.asp?id=197 (Accessed March 1, 2011)

?Bernardo Scarambon&he Piano Works of Marlos Nob¢ann Arbor, Michigan: UMI Dissertation
Services, 2007), 5.

“Mariz, 409
#Carnavalin Brazil is afestivalthat happens eveyear forty days before Eastdihe Carnaval do Recife

it is characterized by parades and grofijpscos de carnavair escolas de sambaancing side by siden the
streets
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dancing with the crowd®.On the other hand, in his formal training at the conservatory he was
only taught the classics (Mozart, Beethoven, and others) and he was strictly forbidden to play
anything that resembled street mu¥ighis clash between styles seems to have followed Nobre
throughout his compositional career. He became interested in the mugliadfobos, the

foremost Brazilian nationalistic composer, and Ernesto Nazareth, a Brazilian composer who
wrote in a style that was in between classical and popular. Some of NobreQs early pieces pay
homage to these composers. During his teenage years in the 1950s, Nobre was also exposed to
modern music, and met regularly with other musicians and teachers to listen to and discuss the
works of Hindemith, Debussy, Ravel, Prokofiev, Bartok, Stockhausen, and Me¥siaen.

In 1959, Nobre won his first composition competition with the work Concertino for Piano
and Orchestra Op. 1. The piece is the first of his catalogue, since the composer destroyed
previous ones, considering them as only a preparation for his mature Bftpatprize of this
competition made it possible for Nobre to take pag prestigious music festival in Teres—polis,
Rio de Janeiro. During the festival he took composition lessons with German composer and
pedagogue Hans-Joachim Koellreutter.

Koellreuter was the first to teach dodecaphonic music theory in Brazil beginning with his
arrival in 1937. He was born in Germany, attended the Berlin Academy of Music, and later
studied flute with Marcel Moyse at the Geneva Conservatory in Switzeéfiamd 939,

Koellreutter founded a group dedicated to promote new music nslmgida Vivaln 1946, the
group published a manifesto stating that it would refute academic art, would support everything
new, revolutionary and not reactionary. The goal of the group was to fight against a fake

nationalism, which according to its founder, exalts national superiority and stimulates

%Tom Moore, OAn Interview with Marlos Nobre,O Tom Mo@007 http://mbaz.orgmarlosnobre/
(accessed January 21, 2012).

$15carambongy.
32Tom Moore http://mbaz.org/marlosnobrédccessed January 21, 2012).

#Colling CooperQOSpeaking Internationallyassical Guitarl2, no. 3, November 1993, 11. Quoted in
Sacarambone, 12.

¥Gerard BZhagueéKoellreutter, Hans Joachithin Grove Music OnlineOxford Music Onling

http://lwww.oxfordmusiconline.com.proxy.lib.fsu.edu/subscriber/article/grousic/15250accessedanuary 23,
2012.
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individualistic tendencie¥ While contributing to the development of NobreOs avant-garde
compositiorl techniques, Koellreutter was strictly against the composerOs use of Brazilian
musical references, which he referred to as Ouseless irrevefence.O

In 1960, Nobre won the first prize the Second Competition for Music and Musicians of
Brazil. The recognition for his promising work led composer Camargo Guarniero to invite Nobre
to study and work with him in S<o Paulo starting in 1§6Guarnieri was considered the father
of the nationalistic movement in Brazil, and one of the most important collaborators with Mario
de Andrade. He was born in S<o Paulo in 1907, and consistently composed using Brazilian
themes. In 1950, Guarnieri wrote the fam@yeen Letter to the Musicians and Critics of Brazil,
criticizing the use of serialism and atonality. The letter affirmed that ke paogressive
theories of music were a threat to Brazilian culture and were created by cosmopolitans with
hidden intentions of destroying national charattéteedless to say, Guarnieri disapproved of
any influence of twentieth-century techniques in the compositions of his students. In less than
three years, Nobre had studied with the two most aesthetically opposite figures inBrazilia
music. It was from these conflicting ideologies that he extracted the principles for his persona
style, discarding prejudices and retaining what he believed would serve as expressive musical
meansHis career would prove that it was possible to reconcile both schools of thought,
composing with command of technique, and making music that was a result of his Brazilian
musical background.

In 1963, he won an international competition sponsored by the Rockefeller Foundation
that selected 12 young composers to study in Argentina &tethieo LatinoAmericano de Altos
Etudos Musicale§CLAEM), part of the Torcuato di Tella Institute. For the following two years,
in four to five-hour classes, four days a week, Nobre studied under Alberto Ginastera, Riccardo
Malipiero, Luigi Dallapiccola, Bruno Maderna, Olivier Messiaen, and Aaron Copland. In an
interview to the Colegio de Compositores LatinoAmericano de Musica de Arte, composer and
director of the Electronic Music Studio at McGill University Alcides Lanza, who suatie

*Manifesto 194Gsreproducedn Mariz, 298299,
%MarlosNobre, email message to Scarambone, quoted in Scaramh8ie...irreverencia incetil.O
$'Scarambongel 5.

%Camargo Guarnieri, OCarta Aberta aos Moesicos e €dticBrasilD1950,0
http://www.music.art.br/documents/cartaab.l{fmcessedanuary 23, 2012
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CLAEM during the same time, describes in detail the content of each course. According to
Lanza composition classes were taught once a week by Ginastera and assisted by Gerardo
Gandini. Malipiero taught a course in composition and twelve-tone music. Maderna led
electronic music classes, while Dallapiccola taught a class titleel @ice in the twentieth-

century music and opera,O as well as extensively discussed his own works (Ulisse, Volg di Notte
Canti di Prigionia and Il Prigionero, and Canti di Liberazioni) Messiaen lectured intensively
during the period of three months about Ohis technique, Indian rhythms and ragas, Greek music
and prosody, and analysis of his own organ, orchestral, and piano @Rt@<opland gave

four masterclasses on American music and computer rfiusic.

During the time Nobre spent in Argentina his main professor was Alberto Ginastera, the
founder of CLAEM. An Argentine composer, Ginastera was born in Buenos Aires in 1816. H
compositional style had a profound impact on the Brazilian composer. Ginastera was also
committed to writing music that was authentically Argentine, using folk rhythms and nslodie
but that was also new, modern, and in accord with the most current musical tendencies of the
time. GinasteraQOs style at the time was influenced by the composers of the Second Viennese
School, combining atonal and serial procedures with the use of freefonsicologist Tomas
Marco points out that during the early 1960s, Ginastera himself was departing from a
conservative nationalism to a more avant-garde style, later called neo-Expres&tonism.

Marlos Nobre returned to Brazil in 1965, after concluding his studies in Argentina. It was
due to the success of pieces composed just after his return to Brazil that his national and
international career exploded. The media recognized his contributions to Brazilian art, and he
began international tours sponsored by the Brazilian Ministry of External Affairs, officially
representing Brazil in music festivals in Europe, and at the International Music Council of

%Alcides Lanza, OLAEM [Centro LatinoAmericano de Altos Estudos Musis3 OColegio de
Compositores Latinoamericanosde Maesica de Attig//www.colegiocompositorela.org/articulo.asp?id=65
(accessed March 12, 2012).

*Deborah SchwartKates "Ginastera, Albertd In Grove Music OnlineOxford Music Onling
http://lwww.oxfordmusiconline.com.proxy.lib.fsu.edu/subscriber/article/grousic/11159accessedanuary 23,
2012.

*Tomis MarcoMarlos Nobre: el sonido del realismo migi@dadid: Fundaci—n Aut@GAE, 2006),
21.
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UNESCO*? At the age of 26 Nobre was already recognized as a successful composer with an
even more promising future.

In the 1970s, Marlos Nobre was responsible for a large-scale educational program,
creating a national series titl€bncertos para a Juventud€oncerts for Youth). The work was
sponsored by the Ministry of Education and Culture and by the largest TV channel in Brazil, TV
Globo. The concerts were broadcast regularly from the 1970s to the 80s. The project also
consisted of promoting competitions for young instrumentalists, choirs, bands, and ballet
dancers. Several of BrazilOs internationally renowned musicians benefited from this efiterprise
One of the works to be analyzed in this treatise is a product of this endeavor, the commissioned
piece Solo | for flute Op. 60, written in 1984. Nobre was also the musical director and producer
of the Radio MEC, the official Brazilian government sponsored radio.

During the 1980s, Nobre engaged in several administrative positions. He was the
president of the International Music Council of UNESCO, and the president of the Brazilian
Academy of Music. In the 1990s, he held visiting teaching positions in several universities in the
United States, including the University of Arizona, Yale University, and The JuillidrodBt

Today, Nobrdives in Rio de Janeiro with his wife, prominent Brazilian pianist, Maria
Luiza Corker-Nobre, and daughter Karina. Nobre abandoned all administrative work, as well as
his career as a conductor, and is dedicated exclusively to composition. His catalog@s includ
more than 250 works in all genres, except for opera, a gap that is currently being addressed in on
of his new projects, an opera in three acts, based on the story of the infamous Brazilian
northeastern outlaw Lampi<o. Recently his new Concerto for Orchestra was premiered in
Venezuela, directed by orchestra conductor Gustavo Dudamel.

Compositional periods

The compositional career of Marlos Nobre is frequently divided in five distinct stylistic
periods. Although this division was proposed by the composer himself, Nobre disagrees with a
tentative compartmentalization of his style in independent phases. According to Nobre, they

**Mariz, 410.

“3Movimento.com [pseud.], OFEMUSC nomeia Marlo®Embaixador do Festiy@l Movimento.com.
Available at http://www.movimento.com/2012/02/femi2§r1 2nomeiamarlosnobreembaixadodo-festival/
(accesse in February 7, 2012)

*Mariz, 416.
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were simply stages in which a particular characteristic received more attention, andreas
prominent than others. His musical style moved from traditional tonal writing, theough
neoclassiism, departdtowards experimentalism, then he reztth mature style, when his

musical technique and language were crystallized, characterized by free use of tor@and at
elements mixed with traditional dance rhythms. The current and fifth period contains personal
traces or Omusical mannerismsO from all previous periods. In fact, musical anachronisms are
very common, works Nobre refers to as Olate fruits of an interrupted h&rvigse. Predominant
element that is observable throughout his works is a music driven by rhythmic vitality,
independent of genf@&.

The first style period spans 1957-1963, corresponding to his works from Op. 1 to Op. 14.
The pieces composed during this period are heavily influenced by the music he grew up listening
to, specifically street music (urban folk music) and the music of Nazareth and Villa-Lidlsos
writing is tonal, with diatonic musical material that slowly expands to more chromatic
harmonies. The heavy influence of northeastern Brazilian dances and folk music aneeefere
in the titles of almost all the works from this period. The majority of the pieces wetenat
piano, and none for the flute.

The second phase, 1963-1968, reflects his studies at the Di Tella Institute in Argentina.
Prominent characteristics present in the works of this time are the use of serialism
dodecaphonism, and aleatoric technigques. Nobre makes a distinction between German
dodecaphonism and Italian, which he preferred. According to Nobre, the German style was
characterized by following rigid rules, while the Italian was sensual and more lyricdtalie
dodecaphonic composers Nobre refers to were those who he studied with during the 1960s:
Dallapiccola, Berio, Malipiero and Bruno Maderna. Nobre works contain examples of the latter,

less strict serialisf. During these years he wrote nine pieces that include flute, in addition to

**Maria EsteiGrebe. ONueve Preguntas a Marlos Nolitewista Musical Chilena3, No. 147(1979: 41

**Marlos Nobre, enail message tauthor, March 8, 201ZEu achava o sistema demasiado r'gido, mas
sobretdo deméado ligado a um "pathos” tipicamente germanico, como de fato o foi emigemara linhagem
Wagner Mabhler,SchoenbergBerg, e Webern. Eu jt sentia as limitas>es da camisa de forea do m£todo
instintivamennte jt me rebelava dele.O

O...eu de repentedia intuie<o de meu caminho a seguir: Dallapiccola, Berio, Malipe de certa maneira
Bruno Maderna, praticavam o que chamei ent«o de cifdaismo alla italiana, onde o sentido I'rico gosto da
sonoridade sensual nunca tinha sido abandonado pdd eles

*"Marlos Nobre, enail message to the author, March 13, 2012.
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larger symphonic works where the flute is part of the orchestra. One of these will be analyzed in
the next chapter: the Woodwind Quintet Op. 29, from 1966. This piece is an example of an
anachronistic work, or as he calls it, an Oold @Withile the harmonic materials are modétn,

is possible to observe several references to northeastern Brazilian rhythms and dances. During
this time, Nobre wrote his most well-known piece, theinmakrinkrinOp. 17 (1964), for

soprano, piccolo, oboe, horn, and piano, and athgortant pieces such as the first works of the
seriesDesafiosOp. 31, for viola and piano, afthythmetrorOp. 37, for percussion ensemble,

both written in 1968.

The third period, 1969-1977, reveals a more mature compositional style, characterized by
the combination of the techniques and aesthetics learned and perfected in Argentina with those
that make apparent his own national musical background. It is during this process of searching
for balance that his personal style d@edefined. Although there are no pieces for flute, some
of his most important works were written during this time. Examples ard;j @Gelo
Nordestinofor Piano Op. 43and the Sonata on a Theme by Bfrtok for Piano Op. 45, from 1977.

The fourth period began in 1980, after a two-year interval without composing, and lasted
until 1989. According to pianist Maria Corker-Nobre, the composerOs main focus during this
period was the formal structure of his pieces. Nobre abandoned the use of preconceived forms
(i.e. sonata) and favored freer structural organizations. The style of the harmonic elésnents a
shifted, departing from serialism to the exploration of tone clu&&maring this time he wrote
three works for flute: Solo I, which will be analyzed in chapter three, and two arrangements of
the Desafio £ihe first for flute, guitar, and cello, and the second for woodwind quintet. In his
Musical BeliefsNobre states that he finds formal structure necessary to clearly present his
musical thoughts, however it is these thoughts that should organically shape tHe piece.

His fifth and current period started in 1990. During this time, Nobre has written seven
important works for flute, including two concerti for flute and orchestraAandz ™nia Ignota
Op. 95 andOpus Lateinamerik®p. 108, both of which will be analyzed in chapter three. The
reason for establishing the beginning of his fifth period was a clear return to the use of larger

forms, and more tonal harmonic materials. However, this is also his longest self-identifie

“*8Maria Lu’za CorkeiNobre. OSon%oncias Ill, @9.de MarlosNobre.Catin American Music Reviehs,
no. 2 (1994)227.

“‘Marlos Nobre. OMy Musical Beliefsh@p://marlosnobre.sites.uol.com.br/index1_i.html (accessed
February 13, 2012).
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compositional period, and while on the one hand he composes traditional, tonal music with
lyrical and warm melodies, on the other he does not abandon his distinctive atonal writing.

In his more traditional works from this time, Nobre frequently recycles a particular
motive or melody. An example of a distinct tonal construction recycled in several of the works
from this period is the main theme of the second movement of theGemdertante do
Imaginirio for piano and string orchestra Op. 74. Variations of this melody appear as the second
movement of th€oncerto ArmorialOp. 98, No. 2and the main theme of the pideeemaOp.
94, which would become a long series for solo instrument and piano, and eventually solo
instrument and string orchestra. Nobre wrote this melody during a trip to Germany, while he
improvised a piece for his wife. Initially hesitant because it seemed Otoo romantiai€@dh©s
can say | am a contemporary composer still capable of writing a beautiful méfddyd@ntrast
to this style, examples of the use of serialism are observed in worldsiae™ nia Igno@p.
95, or Canto a Garcia Lorcdor soprano and cello octet, Op. 104, written in 1999,ymals
LateinamerikaOp. 108. The current period in his career includes works from all previous styles.
He frequently uses tonality, polytonality, atonality, and serialism, sometimes even imthe sa
piece. Nobre states that he reached true maturity as a composer when he abandoned restricting
tendencies or fashions and let his musical ideas determine the most appropriatematisréal|
choices for each one of his works.

**Marlos Nobre, email to authoy April 04, 2011.
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CHAPTER THREE
CHAMBER WORK S FOR FLUTE

Analysis of Selected Pieces

The pieces selected to be analyzed in this chapter are: Wind Quintet QP68 Solo |
Op. 60 (1984)Amaz™nia Ignotar baritone, flutes, piano and percussion Op. 95 (2G0MR),
Opus Lateinamerikéor flute and guitar Op. 108 (2009). The first criterion for the selection of
these compositions was the originality of the material. Although other flute works by Nobre are
performed more often, such as esafiolXa for flute and piano and tHeoema Vithey are
part of long series of versions, when an original pieasadapted to a variety of
instrumentations. The date of composition was also taken in consideration. For example, |
included the Woodwind Quintet Op. 29 and biarinmakrinkrin, both early works, for practical
reasonsNthe latter is a cantata with lyrics written in a natiweerindian dialect from the
Xucuree tribe, and although one of NobreOs most important pieces, it has been the focus of other
research papers. In order to include a piece that contained a vocal part sung in Brazilian
Portuguese, | selected the canfataaz ™nia Igngtavhich also has a flute part that calls for
piccolo, flute, alto flute, and bass flute. Solo | Op. 60 is NobreOs only solo work for the flute. The
interesting use of contrasting compositional styles in this work, free atonal writingraaid se
techniques, displayed in the virtuosic cadenza-like section, call for a closer arnaliysisould
aid the performance of the work. Last@pus Lateinamerikwas chosen because it is NobreOs
most recent composition for flute, it is written for flute and guitar, one of the most traditional
instrumental combinations in Brazilian music, and is NobreOs homage to two popular Brazilian

music genres, thehorg, and tle bossa nova

Wind Quintet Op. 29.

The first piece to be discussed in this chapter is NobreOs Wind Quintet Op. 29, composed
in 1968. The year of 1968 was the last year of NobreOs self-denominated Second Period (1963-
1968), a very prolific phase accounting for eighteen original works. It was a period of
experimentation, and most of his works feature the techniques he studied in Argentina.
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The woodwind quintet genre was very popular with Brazilian art music composers during
the twentieth century; practically all well-known composers wrote at least one work for this
instrumentation. Some, influenced by the nationalistic ideas of Mario de Andrade, drew from
popular and folk music materials, iaghe Suite for Woodwind Quintet Op. 37 (1927) by Oscar
Lorenzo Fernandez (1897-1948), the famQuiteto em forma de ch™vastten in 1928 by
Villa-Lobos, GuarnieriOs Wind Quintet (1933), and the Variations and Fugue (1962) by Osvaldo
Lacerda* Other wind quintets exhibit neoclassical influence likeSheenata a cinc¢1968) by
Edino Krieger, and even modern influences like@henteto de Sopros, dodecaphonic work
written in 1942 by Cltudio Santoro (1919-1989)ind Quintet Op. 29 is one of two woodwind
quintets composed by Nobre. While alluding to works by composers such as Villa-Lobos, the
Wind Quintet Op. 29 contains solely original material. The second, written in 1984, is titled
Desafio XXVifor Wind Quintet Op. 31, and is part of a series of works based on an original
piece for viola and piano also dated from 18%8.

Wind Quintet Op. 29 is written in three movements, in an overall configuratibasii
SlowN Fast This simple architecture is disguised since all movements contain sections pf highl
contrasting tempiT he first movement of this work is written in common time, and is the most
rhythmically rich of the three. The second movement highlights rhythmic ambivalence between
duple and triple meter, a frequent occurrence in the music of many Latin American countries,
known assesquialtera* The third and last movement increases in rhythmic complexity,
consisting of an exploration of syncopation characterized predominantly by the presence of
cross-rhythms and anticipation/delay of note attacks created by tied-over notes.

The work is characterized by a rhythmic writing that explores syncopation, particularly

formulas common in Brazilian popular music, and what Harald Krebs describes as Ometrical

*lEarsense, OWorks for Wind Quintet,O Earsense Chraseerb
http://www.earsense.org/chamberbase/wdssemble=16&nationalityl=25d@essed January 11, 2012)

*2Jo<o Marcos Coelha@Quintetos de sopro brasileit@Quinteto VillaLobos.
http://www.quintetovillalobos.com.bfaccessed January 11, 2012).

**The serieDesafiosOp. 31 will be discussed more in depth in the next chapter.

**The termsesquialteraefers to the superimposition of a duple and a triple metes. dinl metricality is
at times represented in groupings, where the beaming reflectetee
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dissonances,O when multiple layers of pulses simply do not Osound togathesgOmetrical
dissonances are a result of the interaction of multiples voices or layers of pulses. They can be
obtained by the interactions of contrasting grouping of notesésejuialteral3:2) called
Ogrouping dissonancesO, or by layers that are of equivalent cardinality (subdivisions of the beat
agree) but are not aligned (i.e. independent voices playing steady quarter notes, but with
entrances that are a sixteenth note apart), called Odisplacement disséhances.O

In his statement of musical beliefs on his compositional website, Nobre staties that
does not compose with a predetermined form in mind: OAs far as form is concerned, IOm looking
for a balance between unity and variety, at the same time as | allow, up to a certain point, the
musical ideas to create and initiate their own formal organizatiorh® formal structure of the
first movement consists of thirteen interrelated smaller sections, united mostly bypgomm
rhythmic motives or melodic contour. These sections are of contrastmm, consistently
alternating between Slow and Fast, which causes them to group in pairs. Although not a true
Otheme and variationsO form, because there is no main theme being varied rather a number of
small rhythmic and melodic elements, the material found in the subsequent sections of the
movement can be traced back to the opening pair. The form of this movement works in an
organic way, with each subsection branching out from an idea, or variation of an idea presented
early in the piece. Table 3.1 shows the overall structure of the first movement and how these
sections are grouped:

*Harad Krebs.Fantasy Pieces: Metrical Dissonance in the Music diétoSchumann(New York:
Oxford University Press, 1999), 29.

%bid.

*"Marlos Nobre OMusical Bdiefs.Ohttp://marlosnobre.sites.uol.com.br/index1_mhfaccessed January
13, 2012).
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Table 3.1: Woodwind Quintet Op. 29, First movement

Group Section Mm. Tempo

A 1-6 Lento

{ B 7-14 Animato
AO 15-22 Lento

{ BO 2314 Animato
AOO 42-51 Lento

{ BOO 52-61 Animato
C (A) 62-69 LOistesso epo
D 70-81 Meno mosso
AGO 82-91 Piu mosso

{ BO 92-99 Meno
AO 100-107 Poco piu
G 108113 Meno

{ Coda 114125 Piu mosso

In this movement, it is possible to observe the transformation of Brazilian rhythms
present in popular music, such astitesillo®® and 3+3+3+3+2+2, and other common
performance practices through atonal procedures and other twentieth century compositional
technigues. The melodic material almost always derives from the use of complete ichromat
scales. While not limiting himself to strictly dodecaphonic structures, Nobrekisigde
exhaust the harmonic and melodic possibilities of the chromatic*8eaid, frequently writes
melodic gestures that complete the 12-note aggregate.

The following example (Example 3.1.) portrays a variation on the common formula
3+3+2. This grouping is doubled in the flute and oboe parts becoming 3+3+3+3+2+2. This is a
very common accentuation pattern in the music of Marlos Nobre (well exemplified in the
analysis oOpus Latein Amerikéater in the chapter) and is derived from Brazilian northeastern
drumming groups callegharacatu Also, the 3+3+3+3+2+2 is obscured by the contrasting
delayed accentuation in the clarinet and bassoon parts, and the anticipatethdabedmirn. A

second possibility would be grouping the last six notes in the flute and oboe parts as two pairs of

*®Tresillois a measure of 3+3+2 eighth note groupings, which dividem#asure in three neargqua
parts.

5Marlos Nobre (Musical Bdiefs.O
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three. The measure would group as 3+3+2+2+3+3, a retrograde versiotresillee This

possibility does not solve all grouping problems since the clarinet and bassoon have accents on
the last eighth note of the bar. The identification of these patterns and their relation to the
abovementioned Brazilian musical genre is essential to the performers solving conflicting note
groupings in each of the individual parts. These metric dissonances need to be precisely and
thoughtfully worked out, since they are essential for capturing the attention of the listener
through the piece and in correctly representing the style.

Coffogp & === v

mf cresc.

Example 3.1: Wind Quintet Op. 29, First Movement, m. 78, variation on the figure 3+3+2

Another rhythmic procedure used by Nobre is the Odisplacement dissonanceO. According
to Andrade, who called thenitmos livresand carefully explained that they are not examples of
syncopatiotf® cross-rhythms are abundant in Brazilian folk music. Here, Nobre implies a
compound meter within the notated simple quadruple meter by the use of ties. Using KrebsO
terminology, the flute, oboe, and clarinet parts are organized as a 3-lay8ngteBpart. The
horn and bassoon parts also result in a 3-layer. The cardinality is equivalent, but the bassoon and
horn entrance is displaced by two eighth notes from the other parts in the quintet. This metrical
dissonance is then laleelD3+2 (where D stands for displacement, 3 is the cardinality of the
layer, and 2 the separation between points of initiation of the second layer).

8%Andrade, 34.
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Example 3.2: Wind Quintet Op. 29, First Movement, mm. 80-82. Metrical dissoriaB¢2:

Example 3.3 shows a third variation on groupings of 3 and 2. Here it is possible to
observe an even more dissonant example of the metrical dissonance phenomenon, characterized
by a complex interaction of layers. The bassoon is playing a repeated asymmetrical figure 3+2
(where to perform the accentuation correctly, one must disregard the bar lines). The horn plays
continuous eighth notes that are accented in groups of four. The label for this grouping
dissonance i65/4(1=8h) (where G stands for grouping, 5 for the 5-layer of the bassoon part,
and four for the 4-layer horn part). Here, the entrance of the horn is delayed by four eighth notes:
it simply omits the first entire group of four of t&&/4 In a grouping dissonan€&s/4the
groups will coincide at every 20 eighth note (5x4), as shown in the third measure of theeExampl
3.3. Interactions between other layers can be described in the same way. For instance, the
bassoon and clarinet layers are of equivalent cardinality. The dissonance is created by the
displacement of the point of initiation of the clarinet part in relation to the bassoon part. This
interaction between the bassoon and the clarinet parts can be labeeeB3aas seen in

Example 3.3.
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Example 3.3Wind Quintet Op. 29, First Movement, mm.108-113, Section G, variations on
3+3+2

The final comment about the example above is the regrouping of the rhythmic figure
mentioned above in hyper-measures. Instead of grouping the bassoon part as 3+2, a very
uncommon pattern in Brazilian music, the composer slowly introduce accent markings that

group the notes as 3+3+2+2, a true doubling ofréllo figure, as seen in Example 3.4:

Hﬂ|m )M IJ”m J ﬁIﬂJ|...

3+3+2+2 3+3+2+2

Example 3.4: Wind Quintet Op. 29, First Movement, mm.108-113, bassoon line
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Finally, Example 3.5 shows the formation of a four-bar hyper-measure, from measure
123 to measure 125 at the Coda section of the first movement, where grouping of 3 eighth notes
(3-layer) imply a compound meter (6/8). All the examples above allude to the African origins of
popular rhythms found in Brazilian music. These syncopated rhythms are crettadlme
patterns a term that refers to the rhythmic accentuation being generated by additive organization

of pulses rather than their subdivisidhs.
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Example 3.5Wind Quintet Op. 29, First Movemer@@pdetta,mm. 122-125

The second movement Woodwind Quintet Op. 29 is notated in 6/8, with a tempo
indication ofLenta In this movement, the composer systematically explores the metrical
ambiguity between the written 6/8 time signature and melodic lines that at timesaate cl

®Richard Miller. "African Rhythms in Brazilian Populltusic: Tango Brasileiro, Maxixand Choro."
LusoBrazilian Reviewd8/1 (2011): 11. http://muse.jhu.edu/ (accessed March 14, 2012).
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perceived in simple triple meter (3/4), a typical bi-metrical situation. As BZhague points out
besides its characteristic syncopation in performance, common Afro-Brazilian rhythms
frequently present this duple-triple ambivaléfithat is referred to aesquialteradual

metricality, or bi-metricality. Nobre emphasizes one or the other 3/4 or 6/8) in differaahsect

of movement two. This second movement has a more traditional formal structure, an arch form
ABCBOAO. Nobre clbadevelops a particular aspect of the bi-metricality; each section is
characterized mainly either by the predominance of either a duple or triple character. Table 3.2

shows the sections of the movement with their major characteristics:

Table 3.2: Form of second movement of Wind Quintet Op. 29

Section Mm. Defining traits Apparent meter
A 1-33 Metrically ambiguous ostinato  Dual metricality
B 34-47 Fast 16™-note figuration, and  Duple compoun®/8

continuous 8-notesin bassoon

C 4851 Reinforcedaccentuation irtop Triple meter3/4
voices
BO 52-61 Continuous 16-note figuration, Duple compoun®/8

and 8"-notesin bassoon

AO 61-68 (bridge) Material from the A section Duple Compounds/8
69-83 A-section melody Dual metricality
84-87 (Coda) (Sudden use of tonality, ending
in C major)

%Gerard BZhague®razil.O InGrove Music OnlineOxford Music Onling
http://lwww.oxfordmusiconline.com.proxy.lib.fsu.edu/subscriber/article/grousic/03894accessedanuary 12,
2012.
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In the palindromic form of the movement, the outer sections A and AQ are characterized
by a metric ambiguity set in motion by the use of a rhythostmata This neighboring-tone
figuration in the horn part first appears in movement one with the indicatidalante, bem
igual (Undulant, very even), in order to avoid accentuations that favor either a duple or triple
meter. Example 3.6 shows that while tdstinatoplayed by the horn can be heard as a 3/4 bar,
the melodic line stated by the clarinet shifts from compound to simple meter at the sasafluti

the line.
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Example 3.6Wind Quintet Op. 29, Second Movememin. 3-5

Sections B (mm. 34-47) and BO (mm. 52-61) are considerably shorter than section A
(mm. 1-33), and the predominant perceived meter shifts to 6/8. This perception is reinforced by
the melodic contour of the continuous eighth-note bass line played by the bassoon under the
flowing sixteenth notes in the upper winds, and the dotted quarter entries on beat 2 (of the 6/8

measure) in the horn part, as seen in Example 3.7.
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Example 3.7: Wind Quintet Op. 29, Second Movement, mm. 34-36
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Section C (mm. 48-51) titlemplo(broad), is the central and shortest of all the sections,
lasting only four measures. Its unique characteristic is the chorale setiegupper winds
playing at dorte dynamic level, reinforcing the simple triple meter (3/4) feeling of the melody.
The metrical dissonance that occurs between the bassoon line and the other wood®81]s is
except that because of the tied over notes in the bassoon part not every measure has an attack on
the down beat. The absence of these beats does not constitute a disruption of the layer, because
the pulse has already been established and the composite rhythm has an accent on every down
beat, as seen in Example 3.8. In this passage, the horn and the bassoon play a descending
chromatic scale in parallel fifths, displaced by suspensions. The metrical dissoreated
between the bassoon and horn parts is a displacement dissonance; due to the varying lengths of

note groupings, no labeling is appropriate in this case.
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Example 3.8Wind Quintet Op. 29, Second Movement, Section C, mm. 48-51

After revisiting material from the B section, the piece gradually progresses to the return
of material from section A. The last unusual turn of the movement happens in its final measures,
when the composer, through stepwise voice-leading, resolves the highly chromatic harmonies to

a C major chord. (Example 3.9)
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Example 3.9Wind Quintet Op. 29, Second Movement, mm. 83-87

The third and final movement of the piece has the tempo indicdtvmnand it is also
notated in 6/8. In the first movement Nobre builds on the characteristic rhythmic motive 3+3+2,
in the second he worked with the ambiguities of the metrical situation knosescasalterg but
the rhythmic ambivalence explored in the previous movem&nts be resolved the finale,
where he explores the various methods of syncopation through anticipation and rhythmic delay.
As we will see in this movement, Nobre exploited a common performance practice inaBrazili
popular music, where the soloist displaces the accents over a continuous rhythmic
accompaniment in order to add rhythmic variety to the pféce.

The overall structure of the final movement consists of eleven sections:
ABABCADAOBCA. The movement is characterized by the frequent return of a refrain (section
A) and a slow central section D. Eeeleven sections group forming a FastNSlowlst
architecture, as follow\B+ABCA(Codetta} D+AOBCA(Coda)Table 3.3 below shows the

overall structure of the movement:

Table 3.3: Woodwind Quintet Op. 29, Third movement

Tempo Fast Slow Fast

Section | A B A B C A Codetta | D AO | B C A Coda

Mm. 1-18 | 1928 | 2944 | 45 |55 | 71-82 | 8390 91- | 119 | 126 | 137 | 145 | 161-
54 70 118 | 125 | 136 | 144 | 160 | 168

®3BehagueOxford Music Online.
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Preceding section A and the material that characterizes it, is a brief 2-measure long
introductory statement, consisting of trills in all instruments with entries a quarteapate
Although notated in 6/8, the impliedatar is 3/4, as seen in Example 3.10.
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Example 3.10: Woodwind Quintet Op. 29, Third movement, mm. 1-3

Section A maintains the implied 3/4 meter, reinforced by wide leaps exchanged between
all voices. These slurred ascending eighth-note intervals frequently appear in groups of three per
measure, beginning the upward leap each time on one of the beats in the 3/4 meter, but are
always accompanied by a short rhythmic moti“3J( ) whose placement seems to ofipose the
establishment of the triple meter, as shown in Example 3.11.
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Example 3.11: Woodwind Quintet Op. 29, Third movement, mm. 10-12

The beginning of section B in measure 19 is marked by continuous sixteenth-note
figuration in the clarinet part and the dotted quarter notes in the oboe, horn, and bassoon parts
that shift the feeling of the pulse back to the notated 6/8 meter. The melody in the flute is
characterized by syncopated rhythms created by notes tied over across the barlines, as shown in
Example 3.12. At times, the flute part seems to be opposing the new meter (6/8) by beginning its
phrases on what would be the third beat of the 3/4 bar. Bi-metrical situations are common in
Brazilian popular music, but the difference here is that the composer is systematigaliyng
all the possibilities of this particular characteristic.
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Example 3.12: Woodwind Quintet Op. 29, Third movement, mm. 19-21
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In Section C, beginning in measure 55, the feeling of 6/8-meter is strengthened,
particularly by the figuration in the bassoon and horn parts. This section also contains a
continuous flow of sixteenth notes, which are now traded among the upper winds, and reinforce
the duple compound meter. The duality of meters 3/4 and 6/8 is not completely abandoned in
section C, however: in the example below (Example 3.13) there is a subtle reference to 3/4 in the
clarinet melody, which is constructed by two transpositions by a whole step of the fragment <C-
F-C-B>.
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Example 3.13: Woodwind Quintet Op. 29, Third movement, mm. 56-58

Section D is the middle slow section of the FastNSlowNFast architecture of movement
three. It spans measures 91-118, with the indicaieno Moss@and metronome marking of
guarter note equal 46. Section D is characterized by chromatic and slow-moving lines. Example
3.14 shows that although not dodecaphonic the section frequently completes gestures that
contain all twelve notes of the chromatic scale. The harmonies in this section, althoegh som
times forming chords found in tonal music, seem to be the result of the interaction of a horizontal

writing style, rather than vertical constructions.
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Example 3.14: Woodwind Quintet Op. 29, Third movement, mm. 91-93

The abridged Section AO spans measures 119-125 and works as a transition from section
D to the return of section B. The material used in this transition is the wide leaps that
characterize section A. However, in section AO these large intervals do not group emphasizing a
3/4 meter as they did in A. instead, the entrances of each instrument are displaced by an eighth

note as showm example 3.15, contributing to the weak sense of meter in these measures.
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Example 3.15: Woodwind Quintet Op. 29, Third movement, mm. 119-122
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The final section of the piece is an 8-bar Coda that starts on measure 161. It is a clear
reference to the Coda of the first movement, including the same rhythmic figure in the flute part
(J337). This Coda also has a counterpart on a short Codetta that starts before the beginning of

the slow section D, in measures 83-90. Example 3.16 shows the last four measures of the piece.
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Example 3.16: Woodwind Quintet Op. 29, Third movement, mm. 165-168

The Woodwind Quintet Op. 29 is an early example of how NobreOs harmonic techniques
developed through his exploration of chromaticism, and how he integrated nationalist elements
with modern musical techniques. The references to rhythms from Brazilian popular music are
evident. However they do not become clichZs because they are frequently transformed by the use
of twentieth-century techniques such as the use of retrograde rhythms and complex layering of
note groupings. Also, they are not used in the same way as in the Brazilian urban genres (i.e.
where a particular rhythmic formula, such asttiesillo, appears as an ostinato through out the
piece). The rhythmic drive, and great variety and inventiveness of metrical situations, hold the
listenerOs attention throughout the whole piece, making this work a great addition to woodwind

quintet literature.
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Solo | for Flute Op. 60

Solo | Op. 60wvas written in 1984, commissioned by FUNARTE (Brazilian Foundation
for the Arts) as a competition piece for the National Young Artist Competition. The pisce wa
dedicated to important Italian composer Goffredo Petrassi (1904-2003), whom Nobre met while
serving as adjudicator at the Queen Elizabeth International Composition Competition in
Belgium® This piece was composed during NobreOs fourth compositional period (1980-89),
which is characterized by frequently combining features of conflicting styles, while
experimenting with freer formal structures. In the case of Sthe Ireferences to Brazilian
popular music are very subtle, and more directly related to the role of the flute in the history of
genres such as tlwhora Thus, there are no rhythenor melodic materials borrowed from
popular or folk music, but the flute is used in a manner traditional to Brazilian mushorn
music, the flute, after presenting the melody for the first time, provides florid variations of the
tune during the repeated and improvised sections of the piece. The techniqueshesuitm
improvise these variations often consist of runs@s$andi,fast arpeggiation, wide melodic
leaps and octave displacement, addition of grace notes, and occasionally fluttertonguing. This
process of transformation of a simple melodic line into a virtuosic display of the teciniisal
of the flute player, using the same improvisational devices mentioned above, can also be
observed in Solo 1 Op. 60.

Despite the fact that Solddp. 60 is the only solo piece for flute that Nobre has
composed to date, it presents compositional traits that are recurrent in this work. The first
common characteristic is the lack of introductory material: in most of his music Nobrdédends
present the main theme, or motive, in the first measures of his pieces, without any introduction.
Secondly, Nobre frequently composes by exhausting possibilities of variation, or transformation,
of a very small number of musical ideas, in this case as an example of developing variation.
Finally, during this period of his compositional career he affirms having rebelled against
established contemporary rules, exemplified by his use of free atonal writing and unexpected
endings to his pieces, avoiding what heamfdavant-garde clichZS.Qobre frequently refers to
his atonal compositional style using the terms non-restrictive and unsystematic.efimsse t
seem to be used loosely by the composer and refer to the fact that he may or may not adhere to

®Marlos Nobre, enail message to author, Mard4, 2011.

8Scarambone, 30.
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common rules of dodecaphonic music writing such as all pitch classes must be used, aihd all pitc
classes must be ordered. All of these characteristics will be discussed inatitai the
chapter.

Solo | Op. 60s divided irto three main sections (ABAO), with section A in measures 1-
41, section B in measures 42-46, and AO measures 47-65. This tripartite division is a general
scheme of the work based on NobreOs use of two contrasting compositional styles: sections A
and AQO are written in the form of developing variations of a four-note motive, while section B is
serial, consisting of basic operations of a tone row. Table 3.4 shows the first layer of the larger

structural scheme of the work.

Table 3.4: Form of Solo | Op. 60

Form Section A Section B Section AO
Developing variation Serial Developing variatia
Measures 1-41 42-46 47-65

Since Nobre used two contrasting compositional styles in SOpA0, one based on
motivic development and the other on serial operations of a tone row, examinationitdfithe p
classcontent and intervallic patterns of section A and AO will make it possible to draw
associations between similar motivic development throughout these sections. Analysiasa t
of tone-rows in section B, reveals links between these rows and the outer sections of the piece.
The purpose of tkianalysis is to explain how the composer achieves unity within the
composition, and to identify distinctive stylistic elements of this period.

The main motive of this work as shown in Example 3.17 is the ordered segment <0, 3, 7,
t>, that first appears in its complete form in measures 4-5. An ascending melodic consuur is al
always associated with this set. The motive is stated ordered from bottom to top, with few

exceptions consisting of repetition of members of the set during the ascending arpeggiation.
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Example 3.17: Solo | Op. 60, mm. 4-5
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Nobre also used subsets of the main motive, including <0, 3>, <0, 3, 7>, <3, 7> and <3,
7, t>. Since the main motive of the piece can also be described as a minor-minor seventh chord
{C-Eb-G-Bb}, with a minor triad formed by the bottom three pitchesHieG} and a major
triad formed by its top three pitches {Eb-G-Bb}, the listener may also perceive its tonal
implications. The composer uses this property of the motive to organize section A in two sub-
sections according to the major/minor quality of the subset used, as seen in Table 3.5.

Table 3.5: Form Solo | Op. 60, second layer

Form: Section A Section B Section AO
Layer 1 mm. 1-41 mm. 42-46 mm. 45-65
Layer 2: Tonal associations Al mm. 126: Serial AB mm. 4652:
Minor Bi’ DMajor Minor Bi’
A? mm. 2332: AB mm.5365:
Major B Tritone-based Major B Tritone-
Dserial based

Sub-section Abegins with a subset of the main motive of the piece <0, 3>, and then <0,

3, 7>. Although the motive appears complete in this subsection and even in its major version in
mm. 22-23, most of section"Avill exploit the minor sonorities obtained from the subsets.

The piece is constructed using a technique called developing variation, where the
composer exhausts the possibilities of variations of a single idea or motive by gradually changing
it. In the case of Solo | each entrance of the motive becomes more complex; the added
complexity is done mainly by rhythmic diminution. The composer also transforms the motive by

maintaining its contour but varying its pitch content, this will be discussed later in the chapter.
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The tables below show different instantiations of the motive in various moments during the piec
in increasingy complex variations: Table 3.6 represents section A, and Table 3.6a represents

section AD.

Table 3.6: Solo I, Motives in section A

Section Measures| Motive Quality
1-2 Catmo (- =ea.56) ,=— _ | Minor
St third
pESymEes !
P ——
3 s Minor
% == triad
* ;[5 —_——
4-5 oy 2 Complet
Al 5 T == ! 7 P
== =5 el
U’ =il +
mf —————— [
20 0 T 4 = Major
= T — third
* P dolce mme———" —
Secton 5324 —— Yoy
A PE ) ajor
= ﬁ\{g = E triad
u‘:.fu /Ie —_ 8 -
27-28 S T Major
g third
X S———dolce — —
, [ 3031 s Major
A gjs E/ triad
—_
3334 e Tritone
%/" £ o based
VA g
b= S e g

Table 3.6a: Solo I, Motives in section AO

Section | Measures| Motive Quality
49 Minor
triad
50-51 Complete
55-56 Major
Section third
AO
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Table 3.6a: Solo |, Motives in section AO (continued)

Section | Measures| Motive

Quality
56-57

Major
triad

61 Tritone-

based

A second salient melodic gesture in the piece is worth mentioning. In sub-seGtthe A
main motive is always followed be either a descending (Example 3.18a) or an ascending
semitone (Example 3.18b). This melodic motions serves to contribute to the ambiguity of the
major/minor mixture. The semitone (ic 1) is worked out in section A into a virtuosic and

idiomatic gesture markedolento(violent), which interrupts the line and the reiterations of the
motive (Example 3.19).

Calmo(J=ca. 56 ) e 6 - =
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Example 3.18aSolo |, mm. 1-3
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Example 3.18bSolo I, mm. 8-9

icl

violento

Example 3.19: Solo I, m. 19
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In sub-section A opposing major and minor sonorities no longer create the implied
harmonic contrast. Nobre presented the major subset of the motive transposed to <4, 8, 11> at
the beginning of the section. He then transforms the motive by using a very similar arpeggio-
figuration to the motive but based on the interval of a tritone as previously seen in Table 3.6. The
increasing tension in sub-sectiohia also created by the compound melody that serves as a
transition to Section B. This section marks the shift from a moliyicaiented to a
dodecaphonic compositional style. Example 3.20 shows the transitional compound melody and
pitch-classes labeled accordingly. (Further analysis of the row shows that this passage was
derived from basic serial operations of the row, as will be demonstrated later in this section.)
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[y —) J \-/ﬁ — _
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10 11 7 5 2 4 9 8 0 11 (11 210

Example 3.20Solo 10p. 60, mm. 35-40

In Section B, we observe NobreOs systematic use of an 11-note tone row as shown in
between brackets in Example 3.14. The first transposition of the row to appgasis® 1, 2,
9,8,0,11, 4, 3, 6>. Some of these rows are connected by the addition of a note as highlighted by
the rectangles. It is important to notice that these are not the complements of each row, but are
also not simply random notes as it will be demonstrated later.
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Example 3.21Solo I, mm. 42-45, Section B
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Based on the first row of this section it is possible to construct the matrix that Nobre
probably used while writing this piece. The matrix below (example 3.22) shows the prime form
of the row (not to be confused with prime form of a pc-set) read horizontally from left to right,
and the Inverted form of the row read vertically from top to bottom. Included for reference is
also the missing twelfth transposition of the row. The rows shaded in gray were used in section B

of the piece.
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L | Is | I L | L | Is | Ip [In | I« | Is | Is | Iio

P, 1 11| 7 8 3 2 6 5 10| 9 0 4

Py 0 |10] 6 7 2 1 5 4 9 8 | 11 3

Pp| 10| 8 4 5 0 11 3 2 7 6 9 1

Pp| 11| 9 5 6 1 0 4 3 8 7 (10| 2

Pg | 8 6 2 3 (10] 9 1 0 5 4 7 11

P, | 4 2 (10|11 6 5 9 8 1 0 3 7

Example 3.22Solo 10p. 60, Matrix (Section B)

In this section (B), the row appears seven times (the origireidPis transposed six
times). Its transpositions reveal a progression: P7 is transposed by T8 twice to obtain P3 and P11.
P11 is then transposed three times by T7 to obtain P6, P1, and P8. Finally, P8 is transposed by
T6 to obtain P4, as shown in Example 3.23.

P P3 Pn Ps P, Py P.

Tx Tx T7 T’i T7 T6
I | |

Example 3.23: Representation of section B through operations
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In the example above, P11 is transposed three times by T7. Transposing by T7 is
transposing by fifthsNthe passage shows a circle of fifths progression. These rows (P11, P6, and
P1) are also the ones to which a note is added at the end of the 11-tone row. The analysis of the
last tetrachord of P1 <10, 9, 0, (11)> finally reveals the origin of this added pitch (11 and its
earlier transpositions): when notated with pitch names the tetrachord becomes <B, A, C, H>.
Nobre makes a double reference to tonal music in this internal section by relating the circle of
fifths progression to the motive B-A-C-H. The next two rows (P8 and P4) no longer contain the
added pc. The composer will use the first two members of the last trichord of P4 <0, 3, (7)> to

link section B to section AQ, as seen in Example 3.24.
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Example 3.24: Solo |, mm. 44-48

After studying the matrixo which these rows belong, it is possible to observe how the
composer is extracting material and using it to link different sections of the piece. fpiexa
the transitional phrase that precedes Section B, shown in Example 3.20, consists of <6, 9, 8, 1, 0,
4,3,10,11,7,5,2,4,9, 8, 0, 11>. This ordered segment is made up of the retrograde inversion
of the row R} and the first seven members of Rixcluding pc 5. (Here I refer to the 11-note
tone row, in other words, when reading the matrix start on the second member of the
corresponding row, since the matrix is constructed as a 12x12 matrix.) In Example 3.25 below is

this transitional section now with the pcs bracketed according to their rows.
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Example 3.25Solo 10p. 60, mm. 35-40

In other sections and small phrases, Nobre seems to be using material from the matrix
more loosely. For instance, the first non-motivic passage in the piece happens in mm. 11-12, as
seen in Example 3.26. Its first five notes also can be derived from the row (11-note tone row)
Rl1o, with pc 5 and 6 reordered.
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Example 3.26Solo 10p. 60, mm.11-12

In the first hexachord of the row, there are two tritones. The first is formed between
columns 1 and 3, and the second between columns 4 and 6. As previously discussed, the third
transformation of the main motive, which first appears in sub-secfigis Aonstructed from
octave-transpositions of a tritone. Since the tritone has such an important role in this giece, it
plausible to assume that the interval derives from this particular property of the hexachord. A

few passages in the piece consisting of short chromatic scales cannot be drawn from the row
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without reordering more than three or four of its members. Due to the nature of this particular
tone row, supercharged with pairs of ic 1, no attempt of linking such chromatic passages to the
row was made.

The final large section of the piece is Section AO. This section marks the return of the
material presented in sub-sections sectioharfl A, and it serves almost as a recapitulation but
maintains the contrast between the minor and major modes. The return of the main idea is
marked by the absence of chromatic transitional passages (i.e. mm.11-12) and virtuosic bursts of
thirty-second notes (i.e. m. 18) from the first section, and since the return of <0, 3, 7>, <3, 7, 10>
and its transposition <4, 8, 11> and <0, 6> is expected there are no embellishments or delay. The
ambiguity is resolved, or at least is much more easily assimilated by the listener. ESa2iple
below shows the beginning of section AO, mm. 46-61, and the clear statements of the motive in

its minor and major versions, as well as its tritone-based transformation.
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Example 3.27: Solo I, mm. 46-61
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The last fragment of the piece | would like to examine consists of its final three nsgasure
mm. 63-65. From m. 59 on, which is the last bar of section AQ, the composer sets up an ending
for the piece. Nobre does that by repeating the ascending tritone figuration, first in the middle
register of the flute and then in the upper register. At the arrival of m.63, he adds a togheC7
original septuplet followed by a fermata on a low C4, setting a false ending to the piece. By
doing this, the composer OresolvesO the piece, from its first note C4 to its assumed lsst note, a
aC4. However, Nobre makes an aesthetic statement by breaking with what he calls a Opseudo-
avant-gardeO clictiing written by his peers at the timgomending followed by a
choreographed stop. He rapidly restates the ascending tritone-based figure, only to modify its last
two notes (B-D), not coincidently an ic 3, and finished the work on the highest note of the range
of the flute in his pieces up to that time (1984), as shown in Example 3.28.

marcato
> =

Y

K |
f f Poase— Vi

violentissimo

3

Example 3.28: Solo I, mm. 63-65

Solo I0p. 60 displays interesting characteristics of serial writing and is without a doubt a
great example of NobreOs serial compositions in the early 80s. In this short and simple but
intriguing piece we observe that the composer is not restricted by the rules of serialism, and is
able to generate both tension and release and suspension and resolution, create and frustrate
expectations, and convey emotions such as calmness and violence, while writing a very
idiomatic and challenging flute piece. The issue of using contrasting compositional teshsique
resolved by the relationships between the main motive and the tone row. From a performerOs
perspective, the piece offers several very specific challenges for the flute playeuléade

expected from a commissioned competition piece.
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NobreOs personal compositional characteristics are present throughout this work. Despite
the use of very economical means, the piece does not lack refinement, and the composer is able
to create a very dramatic and expressive work, while demonstrating command of basic serial
techniques, which are used freely for the sake of expression and likely because he favors
DallapiccolaOs approach (NobreOs music seems similar to Dallapicolarig foniti
transformations used and keeping it basic and simple). Nobre believes that serial music without
the support of the text lacks the power to hold the listenerOs attention for a long peried of t
and for several years Iseenedto withdraw from the use of purely serial techniques in his
instrumental compositions. However, they are not completely abandoned, as seen in the next

piece analyzed in this chapter.

Amaz™nia Ignot®p.95

Amaz™nia Ignof@he Unknown Amazon) Op. 95, a solo cantata in three parts for four
performers (baritone, piccolo/flute/alto flute/bass flute, piano, and percussionyritas in
2003, commissioned by the Apollon Foundation of Bremen, Germany. The text of each
movement comes from three independent poems by late-romantic/symbolist Brazilian poet
Antonio Tavernard.

The poet Tavernard was born in 1908 in Icoaraci, in the northern state of Para, which is a
part of the Brazilian Amazon basifiwhere he absorbed its rich natural and cultural diversity.
The numerous aspects of the fauna and flora peculiar to the rigg@tigious rites, and
linguistic influences from the Amerindian population are manifested in several of his,poems
including the ones used by NobreAma ™nia Ignotalavernard became ill with leprosy in a
time when leprosy was an untreatable and fatal disease, and lived a very difficult and secluded
life. The psychological effects of his physical condition certainly are prominent in his works.
Tavernard demonstrated a particular inteireghemes such as pain, isolation, abandonment,
suffering, death, night, and darknelde.died in 1936 at the age of 28.

Amaz™nia Ignots the longest of NobreOs chamber works that include flute, lasting over

thirty minutes. This cantata is written in a very dramatic and dark style, with expresgsionist

*Benilton Cruz OMente, Poeta (Considerac>es sobre o poeta Ant#remard),O Universidade Estadual
de Campinashttp://www.unicamp.br/iel/site/alunos/publicacoes/textos/m00019.htm#notadséact Jarary 25,
2012) The nothern region of Brazil, formed by the states of Amazonas, Acre, AmapdpRian Roraima, and
Para, is where the Brazilian portion of the Amaaamgje is located.
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sonorities similar to those of early works by Arnold Schoenberg. Nobre makes use of non-serial
atonality, and at times opposes a chromatic accompanindiatonic writingin the vocal
line.

Several typical Brazilian elements are identifiabl&imaz ™nia Ignatdhere are frequent
references to nativkmerindian rhythmsn the percussion, neo-folk melodiesthe flutes and
glockenspiel, and a pattern of accentuation based strictly on prosody. Because the text comes
from three different poems, the style and compositional techniques used in each movement are
very distinct. In order to highlight these differences and NobreOs craftsmanship in the use of
Brazilian folk elements, the following paragraphs will examine each movement sepandtely a
more detail.

The first movement is titled Voz da Amaz™r{ihe Voice of the Amazon). The text of
the poem depicts the sounds and noises that make up the OvoiceO of the jungle. Its sounds are
described in the poem as wild and rough, and the text accounts for rivers, trees, and animals, but
also for sobbing and cries of dying Amerindians, their enslavement, and the destructive
exploitation of the area by the white man. The voice of the jungle is portrayed as the music of the
North, abandoned by its loved ones, full of anguish, torture, and agony. Finally, the jungle is
referred to as a heavenly hell, where nature is not always as beautiful as one may expect.

Nobre sets the poem to music in a sectional form. The structure consists of twelve smal
sections, most of which are separated by grand pauses. Most sections function as an independent
variation, or musical scene, rather tlzestevelopment of the opening material. However fitrss
three sections are restated at the end, giving a rounded overall form to the movement. This
causes the internal sections of the movement to group three larger parts, as shown in Table 3.7.

Table 3.7: Form of movement on®Voz da Amaz™nia

Parts | A B AD

Section | Intro a b c d e f g o) Intro a b

Mm. 1-6 7-11 12-26 27-39 | 40-77 78-83 84- | 96 111112 | 123127 128 132-138
95 | 110 131

Tempo | Fulgurante| Grave | Marcato | Lento | Prestissimo| Estttico| -- Vivo | (Vivo) Fulgurante| Grave | Marcato

Part A consists of three sections: Introduction, a, and b. The Intro is purely instrumental

and spans measures 1-6. It is characterized by descending chromatic lines in the low register of
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the piano against high register interruptions of the piccolo and xylophone. Section a (mm. 7-11)
is marked by an obsessigstinatoin the low range of the piano and percussion. Its vocal line
contains grace notes in intervals larger than a second, representing cries or sobbing. Nobre uses
an instrumental technique similar to word painting since anguish, torture and pain are present in
the text sung in this section. A change of character marks the beginning of section b in m.12. The
flute, xylophone, and piano have a melodic interjection resembling simple children songs, over
syncopated piano accompaniment (Example 3.29). This interjection appears fragmented
throughout the section. Also important is the mirrored rhythm in the piano (3+2+3), a twentieth

century technique. The repetition of this figure will actually be perceived as displaced 3+3+2.
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Example 3.29Amaz™nia Ignota Op. $5tst Movementm. 12.

Part B spans measures 27-122 and is divided in sections c, d, e, f, g, and the first
restatement of the material from section b, here called bO. This anticipation of b serves as
bridge to the return of Part A. The music of these internal sections is through composed, with the
changes of character and tempo corresponding to the variations in mood in the text of the poem.
In Section c, the key words in the text are death, heavenly hell, and nosta&gadditk themes
are captured in the music by a slower tempo, and the use of the bass flatenmerhaon the

marimba, creating a mysterious effect. The vocal part is declamatory centered on pitch E5, with
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the strong syllables of the text coinciding with the strong beats of the bar (see example 3.30

below).
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Example 3.3(Amaz™nia Ignota Op. $9rst Movement, mm. 27-28: Vocal part written in a
declamatorygarlandostyle, following the accentuation within the time signature and bar lines

Section d, starting in m. 40, is marked by a sudden change in tempo to Prestissimo, with
metronome marking quarter note equal 208. The strong interlude section is rhythmically driven
by the percussion, alluding to tribal-like rituals where drumming is predominant. The character
shift is also drawn from the text in this section, particularly the winodgno(indigenous large
log drum) andndio (Amerindian). The note groupings are mainly 3+2 and variations on it,

including the use of its retrograde as seen in Example 3.31.
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Example 3.3JAmaz™nia Ignota Op. $59rst Movement, mm. 40-46: Allusions to primitive
rhythms on timpani and wood blocks

Another noteworthy characteristic of section d is the use of distinct simultaneous time
signatures in order to preserve the prosody of the text despite the constinatopattern of
the percussion and piano. This creates a na¢ttissonance between the vocal line and its

accompanimengsshown in Example 3.32.
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Example 3.32Amaz™nia Ignota Op. $5tst Movement, mm. 69-70: Contrasting time signatures
superimposed, favoring natural accentuation of prosody

Section e, consisting of measures 78-83, is written in a much slower tempo, with
metronome marking quarter note equal 56. It is a recitative-like section for voice only
accompanied by sparse interjections of the piano. It begins with a clever use of the word
painting technique. The first word sang by the baritone in this sectol»ss (guitars), and it
is preceded by a slow arpeggiation of the notes <E2, A2, D3, G3, B3, E4> on the piano as seen
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in Example 3.33 below. This arpeggio corresponds to the most common (standard) tuning of the

guitar.

Example 3.33Amaz™nia Ignota Op. 9B, 78 word painting

The characteristics of Section f, starting in m. 84, are quite similar to the onesaf secti
e, and cause them to group as a pair. The only instruments accompanying the voice in this
section are the tubular bells. The word that starts the vess®&(bells). Nobre uses very long
notes in the percussion part to set the entrance of the vocal part. All entrances of the bells a
spaced out and based aaircle of fifths: F#-C#G#-D# // Eb-Bb-F (Example 3.34). The vocal
part is initially declamatory, but moves by semitones through the section. Nobre also portrays
other words in the text such as murmuring and forgotten by pgngssimodynamic markings

and the low range of the baritone voice.

Example 3.340pus Lateinamerikegirst movement, mm. 84-96. Section F
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Section g begins in m.96. The tempo markingii®, with metronome marking of
guarter note equal 84. The musical material is drawn from key words in the text: hoarse screams,
howling, shrieking, wooingandbatuquegdrumming) Section g shares some similarities with
section dNthe most readily perceived is the extensive use of percussion instruments, and its
exciting rhythmic drive. Differently from section d, in this section rhythmic complexity is not
achieved by tactus-preserving polymeters. Nobre creates a perceived polyrhythm by conflicting
note groupings between voices, while preserving the subdivision of the beat. Example 3.35
contains two measures where the accentuation of the eighth notes in each voice atieg:onflic
the flute and the baritone lines follow the note grouping expected in a 12/8 bar: 3+3+3+3 |
3+3+3+3; the notes in the temple blocks are grouped 2+2+2 | 3+3+2+(3)+1; and on the piano,
the grouping is 4+2+4+2 | 4+2+4+2.

Example 3.35Amaz™nia Ignota Op. $5tst Movement, mm. 97-98.

Section bGtating in measure 111, is marked by an unexpected return of the material
from the end of Part A. The difference is that while in section lbshiratowas in the low range
of the piano, in section bO it is in the high register of the piccolo and percussion, as seen in
Example 3.36. The section also marks the end of the descriptive portion of the poem with the

phrase: O...these and many other tones, rough and wild, make up the natural voice of the
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Amazon.O The movement ends with the return of Part A, restating the first four verses of the

poem.

Example 3.36Amaz™nia Ignota Op. $5st Movement, Section bO, mm. 111-114

The second movement of this cantata is tibestro da Selvginside the Jungle). While
the first poem records and describes the terrifying sounds of the forest, the second narrates a
deadly wrestle between thata (tapir) and thesucuri(anaconda$’ The music serves the text in

a way that closely portrays each character, the battle, and nuances such as body movements of

®"The two animals are indigenous to the Amazon. dtita (Brazilian Tapir) is a large mammap to 8
feet in length, and weighg up to 500 Ibs. Theucuri(anacondajs a large constrictor snake, up to 30 feet in length,
known for devouring large mammals agen humans.
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the animals. Each animal is clearly identified by a recurrent musical theme, smnalaitmotif,
that appears modified, fragmented, or supposed according to specific moments of the
narrative. The form of the second movemsithrough composed and based on the text of the
poem.

Theantamotif, indicatedAgitato,is characterized by a strong eighth-note rhythm
accented on the second and fourth beats of the bar in the percussion (timpani), and diasimatic
descending figures in the right hand of the piano, over a background of continuous sixteenth-note
major seventh leapn the piano. These elements are particularly descriptive and related to the
opening stanzas: OHere comes the tapir, heavy, with slow and sudden steps... ... It bumps here
against a tree trunk, there tripsO (see Example 3.37).

Example 3.37Amaz™nia Ignota Op. ®econd Movement, mm. 3-BntaOs (TapirOs) motif

Thesucurimotif is also interconnectealith the text, which reads: OFamished and alert,
the giant anaconda is lurking. The anaconda coils itself, like a ball of death.O Its rfasiéis s
and smoother, indicatgdndulante(Undulating), and consists of slurred chromatic sdaldise
right hand of the piano, the vibraphone, and the bass flute. Nobre carefully writes dynamic
changesdrescendanddecrescendito mimic the movement of the snake. The snakeOs motif is
presented over the same accompaniment for the tapir: continuous sixteenth-naotethes et
hand of the piano. Example 3.38 showsdheurimotif in mm. 31-32:
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Example 3.38Amaz™nia Ignota Op. econd Movement, mm. 31-321&iri motif

The scene of the fight, starting in m. 72, is set to music by superimposing the two motifs.
The bouncyantamotif is presenin the timpani, and theucurimotif is played by the flute
(concert flute) and piano. The tempo/character indication for this sectitarcsto e Pesante.

Example 3.39 shows the scene of the fight and the superimposition of both motifs.
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Example 3.3%Amaz™nia Ignota Op. econd Movement, mm 64-65: The fight, motifs

superimposed

It is also important to consider the style in which the vocal line is written in this
movement. Nobre sets the text in a very natural way, again favoring the spoken stress of strong
syllables. While the baritone is given a very dramatic line, it is distanced from the ermodct
the narrative as if to indicate that he is the narrator of a scene unfolding in front of him. This
particular movement is unigue its exploration of contrasts, evident in the motifs described
above, but also present in the vocal line. The style of the vocal line is very similar to the one in
the first movement. Its main characteristics are ascending chromatic lines aresadtéady
declamatory passagesparlando styleand the use of diatonic passages against the chromatic
accompaniment soundscape. Example 3.40 shows the use of chromatic ascending lines in the
vocal part, beginning in the verse below that starts in measure 80, where the baritone starts an
ascending chromatic scale that will cover the interval of a major seventh over the next.ten bars
The second movement contains long declamatory passages sung over a single note, known as

parlando(speaking) style; one example is shown in Example 3.41. Example 3.42 shows
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NobreOs use of a contrasting diatonic vocal part in the keys of D major / b minor in mm. 71-77,
harmonized by a steady chord of D-E-Ab.

Example 3.40Amaz™nia Ignota Op. $econd Movement, mm. 80-81

Example 3.41Amaz™nia Ignota Op. econd Movement, m. 28

58



Example 3.42Amaz™nia Ignota Op. $econd Movement, mm. 71-75.

The last movement of the piece is titledtre o fter e o L™dBetween Ether and Mire).
In this movement the composer presents a more defined three-part formal structure. The first two
sections, here labeled A and B, are non-developmental, but rather contrasting. The third section
transforms and combines themes from A and B, reconciling their dissimilarities, making the
overall form of the movement is A-B/B.

In section A, the text first describes the night sky in the jungle, the darkness, and the
wind. These are full of funereal references: OThe darkness is wearing half mourning... A weak
and icy wind blows by, like a sighing of someone about to die...O The composer creates this

atmosphere by a fast and unmetered passagework on the piano and the flute. This freedom of
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meter creates a sound mass where the effect resulting from the sum of sounds is more important
than the contour of the line. Through this procedure Nobre portrays Ether. The choice of pitches
used in the opening gestures is also very interesting. First, in m. 2, Nobre uses the chord <10, 6,
0, 5, 4, 11>, a form of the all-combinatorial hexachord (012678), first ordered according to the
contour set (0-2-4-1-5-3), as shown in Example 348 .music theory, it is common to

represent the contour of a melodic line as a set of integers. The lowest note of the group is
labeled zero and the highest note is labeled n-1, being n the number of items in the group. The
aggregate is completed in m. 5 through the operatipand reordering of members 3 and 4 of

the hexachord: <1, 9, 3, (7, 8), 2>, as seen in Example 3.44:

Example 3.43Amaz™nia Ignota Op. 95 Op. Bbird Movement, m. 2. Hexachord <10, 6, 0, 5,
4,11>

6*fEIizabeth West Marvin and Paul A Laprade. ORelatingidél Contours: Bensions of a Theory for
Contour,ournal of Music Theor@1, no. 2 (1987): 22367, http://www.jstor.org/stable/843709 (accessed March
20, 2012).
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Example 3.44Amaz™nia Ignota Op. 9%ird Movement, m. 5. Hexachord <1, 9, 3, (7, 8), 2>

The composer finishes the introductory instrumental part in m. 9 by an ordered segment
containing all twelve tones: <11, 5, 10, 1, 9, 2, 0, 8, 3, 4, 7, 6>, (Example 3.45). The first
hexachord of this gesture (012458) is of a different class than the opening hexachord, but the

texture is still similar to the opening measures of the movement.

Example 3.45Amaz™nia Ignota Op. 9%ird Movement, m. 9 <11, 5,10, 1,9, 2,0, 8, 3,4, 7,
6>
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The row does not return in the next section, but its first trichord <11, 5, 10> is used

throughout section A, in the harmony and melody lines, as seen in Example 3.46

Example 3.46Amaz™nia Ignota Op. 9%)ird Movement, mm. 11-12.

The static motion of section A, its slow tempo, freer metric gestures, tremolos on the
mallets and fluttertonguing on the flute, are abruptly interrupted by the beginning of a fast and
vigorous rhythmic section, section B, which spans measures 33-108. It is written in 38 with
metronome marking of eighth note equals 116. The text describes what happens inside the
jungle, down in the mire, and alludes to the unknown side of the forest: OWhoever in them
[nights of Amazon] looks for the gentle poetry of the nightingales will only hear the confused
clamor B croaking of hedgehogs, laughter of sloths... echo of chaos.O Nobre explores this earthy
and coarse scenario in a completely contrasting style. While the right hand of the piano keeps a
steady eighth-note rhythm in the 3/8 bar, the lines of the flute, temple blocks, and left hand of the
piano are written as a three-part imitation, shifted by an eighth note. Example 3.47 shows the
entrance of the piano, then the flute, and finally the temple blocks. The composite rhythm is
simply a continuous subdivision of the beat into sixteenth notes, while the effect is somewhat
stereophonic, with the attack of these note groupings coming from different parts of the stage.
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Example 3.47Amaz™nia Ignota Op. 9%)ird Movement, mm. 35-39

This interesting rhythmic writing becomes increasingly complex as the section develops.
The imitative writing is now compressed, and the entrances are a single sixteenth note apart. In
ordered to maintain the ascending minor third melodic figure characteristic to this section, the
accentuation must be anticipated, and creates syncopation. This layered rhythmic wyiéiag se
to build musical tension and references the poemOs depiction of the forest sounds as Oecho of
chaos.O Example 3.48 shows the displacement dissonance created by the imitative. entrances
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Example 3.48Amaz™nia Ignota Op. 9%ird Movement, mm. 70-73

As seen in the previous example, besides its contrasting tempo, section B is also distinct
regarding its pitch content and harmonization. Nobre abandons serial procedures, and relies
purely on exploration of the possibilities of the chromatic scale, which is a recurrent
characteristic in several of his compositioaspreviously seen in the Woodwind Quintet.

The final part of the poem speaks of an endless tension (drama) between the mire and the
sky, where a toad, in love with the stars jumps, trying to fly, and falls back in the mud. These
final verses reveal a feeling of profound disillusionment and disappointment. In the final strophe,
the poet speaks of himself, of his pain and anguish, and metaphorically asks that the OReason for
AlIO blind all toads or extinguish the light of all stars. This dismal scene of the poem is
transferred to music through two independent elements. The first is a duo prékeriass
flute and the left hand of the piano: a slow, nemating figure of falling tritones that may be
tied to the character of the toad (Example 3.49). The second is the return of the Oether motif,O the
ascending gestures, consisting of the same introductory hexachordal segment <10, 6, 0, 5, 4, 11>,

and followed by its complement.
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Example 3.49Amaz™nia Ignota Op. 99)ird Movement, mm. 109-112

The final line of the poens a loud exclamatiarAmaz ™nia Ignotdhis abrupt and
conclusive line is written astatti in fortissimodynamic. The pitch content of this final phrase is
derived from the ordered trichord from section A <11, 5, 10>, played by the flute and piano, and
by the undulating (ascending by consecutive minor thirds) chromatic movement of section B,

here played on the timpani as seen in Example 3.50.

Example3.50Amaz™nia Ignota Op. 98)ird Movement, mm. 148-150
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The fascinating poems by Tavernard open the eyes of the reader to unknown facets of the
Amazon jungle. Colored by the music of Nobre, the poem comes to life. The composer is able to
set the text to music within his personal musical style, without being repetitive or monotonous.
His exciting treatment of rhythmic evokes century-old indigenous rituals. NobreOs skilled
utilization of simple elements such as the chromatic scale demonstratestitiegiaity,
painting the bulky tapir and the colossal anaconda. Finally, in the last movement, Nobre makes
use of serial techniques when depicting ether, and a complex and layered rhythmic writing when
accompanying terrene characters. It is this recurrent use, in a short period of time, of such a
contrasting range of expressive musical techniques that make NobreOs music so intriguing and
ultimately define his styleAmaz™nia Ignota an exceptional example of a modern writing style
that while very Brazilian does not uses nationalistic clichZs.

Opus LateinamerikeOp. 108

Opus Lateinamerik®p. 108was written as a commissioned piece for the Proj¢eti®
Iberoamerikanische Music fYr Flste und guifdor the 2009 edition of the Festival Con
Guitarra in Leipzig, Germany. The festival was promoted and sponsored by both UNESCO and
the city of Leipzig. Composers from Argentina, Brazil, Cuba, and Spain participaglblic
panel at the Gewandhaus concert hall concerning the trends of new music being written in Spain,
Portugal, and Latin America. They were also commissioned to write works for, or that included,
the guitar. According t&efAlbertz, artistic director of the event, the goal of the festival was to
serve as Oa platform for cross-cultural encounter between the musical worlds of Latin America
and Europe, while connecting tradition and moderrfityopus Lateinmerik®p. 108 is
dedicated to guitarist Sef Albertz and flutist Gary Woolf, who premiered the piece during the
event.

This is the most recent piece written for the flute by Marlos Nobre, and only the second
in his catalogue for this instrumentation. The first, written in 1997, and Dsdfio XXXI1Op.
31, N. 33, is a version for flute and guitadsafio IOp. 31 for viola and string orchestra
composed in 1968. The composer combines these two instruments in larger ensembles on several

occasions since they frequently appear in Brazilian popular music since the nineteenth century.

®Deutsche Press de, OCon GuitdbBhs Festivale fur Neue IberoAmerikanische Musik in Leipzig,0
DeutschePressehttp://www.deutschepresse.de/eguitarra-festivatfuer-iberoamerikanischenusik-leipzig-
pr67291.htmaccesse®ecember7 2011)
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Both works contain references to Brazilian muBiesafio XXXI11Op. 31, No. 33, is based on a
genre very popular in the Northeast of Brazil, desafio(challenge)It consists of singing in
alternation, traditionally not polyphoralty, by two male voices that challenge each other by
improvising over a given subjettNobreOs piece uses the same basic principle: the two
instruments exchange the main theme several times throughout the piece. In this case there are
references to a genre and its performance practices, but no use of melodic/rhythmic elements or
quotations from existingesafiosln fact, the theme of NobreOs composition comes from a
variation of the opening of Villa-Lobd®relude No. 4or guitar’*

Opus Lateinamerik®p. 108 is written in three movementssRISlowN Fast simply
namedParte |, Parte I, Parte 1l.The movements agdayed without interruption, and exploit
both the virtuosic and lyrical qualities of the instruments. In contrast to the works previously
analyzedOpus Lateinamerik@resents characteristics of a postmodern work, freely quoting and
deconstructingvell-known phrases from Brazilian popular songs from genres such elsaiee
andbossa novaThis is highly unusual in NobreOs output, since even in explicit references to
particular genres he tends to write his own folk-like material.

In this piece, Nobre integrates a variety of compositional styles, from neo-popular to
atonaity. The form of each movement, as well as that of the overall work, is cyclical, as is the
majority of his other works. The reiteration of the main theme or motives, which occurs in the
third movement, brings structural unity to the whole work. This is necessary since the work
relies on exploring variations of rhythmic and motivic figures and different well-known tunes.

Parte lis subtittedCommodoand the metronome marking is quarter note equal 92. This
section is mostly rhythmic, and explores a modified version dféisélo. The movement is

written in 4/4 but the accents are consistently organized as:
(3+3+3+3+2+2). Variations of this rhythmic figure are obtained mostly by the subdivision of
each of its notes (i.e. , but the accentuation pattern (3+3+3+3+2+2) and

note attacks remain constant, as shown in Example 3.51.

"0 Gerard BZhaguéBrazil." In Grove Music OnlineOxford Music Onling
http://lwww.oxfordmusiconline.com.proxy.lib.fsu.edu/subscriber/article/grousic/03894 accesseecember 8,
2011.

" Heitor Villa-Lobos.Preludes No. 4 and.%South Berwick, Maine: F C Publishing Co, 1996
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Example 3.510pus Lateinamerik®p. 10§ mm. 1-2 Rhythm 3+3+3+3+2+2 on the guitar

The melodic content d?arte lis remarkably simple. For the first twelve measures it
consists only of a complete descending chromatic scale. The great variety in melodic contour is
obtained simply by octave displacement, a very common device usecchotioghat also
appears in other movements analyzed earlier in this chapter. Example 3.52 displays the
descending chromatic scale in both lines, and the melodic variety achieved by octave

displacement.

Example 3.520pus Lateinamerik®p. 108, m. 5-7
The piece reaches a short slower section in m. 15, m&d@a Meno ThepianissimoG
in the flute part serves to shift the attention to the guitar, which presents a new aimrentuat

pattern. The contrasting effect resulting from this new configuration catches theattdritie
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audience. If the listener is familiarized with Brazillamssa novahe or she may be able to make

a connection of this fragment to a famous Brazilian thBarquinhoby Roberto Menescal and
Ronaldo Boscoll? The melody ofd Barquinhois not quoted in measures 15 and 16, but the

rhythm is the same. Example 3.53 below shows the arrival of the new section, the departure from
the pattern 3+3+3+3+2+2, and also the rhythmic figure that alludes to the song mentioned above.
The confirmation of NobreOs referenc®tBarquinhocomes only in measure 28, as described

in detail later in this chapter.

Example 3.530pus Lateinamerik®p. 108, mm.14-16: First recognizable fragment of the
rhythm ofO Barquinhoin m. 15

The next section startis m. 18, and is marked by the return of the accentuation used in
the beginning of the piece. The melodic content is still formed of complete chronzis.SThe
increasingly denser accompanimental part and its resultant harmonies are constructed by
superimpositions of parallel ascending chromatic lines in increments of one voice by measure,

played over the pedal point D2, as seen Example 3.54.

"2 Roberto Menescal, Ronaldo Bosc@lrlos Lyra, Tom Jobim are usually said to have riee thebossa
novagenre.
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Example 3.540pus Lateinamerik®p. 108, mm. 18-20

The section ends m. 27. Example 3.55 shows the challenging technical passage for the
flute player a fast and violent ascending chromatic scale that reaches D#7, and on thaeuitar,

strumming technique calledsgueadofrequently used in populanusic styles (i.eflamencd.

Example 3.550pus Lateinamerik®p. 108, m. 27: Flute reaches its highest note in the piece
D#7

Measures 28-29 mark the beginning of a new section, éiksao In these two

measures, a transformation of the fragment (the first phrase of the s@h@anfjuinhocappears

in its longest form. In the example below (Example 3.56) there is a transcriptibBafquinhg
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Example 3.56: Transcription @ Barquinhoby Roberto Menescal and Ronaldo Boscoli

Nobre modifies the intervallic content of the original tune, with the exception of its two
initial intervals (a minor second followed by a major third) but keeps the rhythmic s&uctur
almost intact, as shown in Example 3.57. The rhythm on the guitar is also new, with the

displacement of accented notes and note groupings now spanning over the bar lines.

Example 3.570pus Lateinamerik®p. 108, mm. 28-29. The transformation of the tune is
present on the flute part

In mm. 30-31 both instruments play the same melody in imitation, displaced by two
beats. This imitative style, although present in several forms of Brazilian folk nausat, i
necessarily a reference to popular music, and may be the result of writing that is focused on
horizontal lines rather than vertical harmonies. The elements used in mm. 28-31, such as note
grouping that spans over bar lines and imitative writing are developed and repeated until m. 48.

Example 3.58 shows imitative writing from in mm. 30-31.
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Example 3.580pus Lateinamerikanm. 30-31

In mm. 49-52 there is a second clear reference, thisttitie famoudossa novaune
Samba de Uma Nota $‘One Note Samba"). Unlike the original song (Example 3.59), the flute
and guitar play the same melody displaced by one beat (See Example 3.60). The scalar
figuration here is modified, but the rhythmic structure and the contour of the phrase are still very
recognizableParte |ends with repeated sixteenth-note figuratioboth flute and guitar, and a

fermata on an open fifth (Eb-Gb).

Example 3.59: Transcription &&mba de uma Nota yAnt™nio Carlos Jobim

Example 3.600pus Lateinamerik®p. 108, mm. 49-50. Transformation®dmba de Uma Nota
S—

The second movement, titl&ahrte 11, is notated in thenetersignature of 6/4, and is
subtitledGrave b Estftic(static), with a metronome marking of quarter note equals 56. The
composer treats this section much like a recitative, with the flute carrying the melodigand t
guitar occasionally intervening with arpeggiated chords. The melody on the flute is played freely
and slowly, and the part calls for fluttertonguing.
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Nobre uses a different compositional stylé®arte 1l than in the first movement. The
Second movement is composed using a recurring ordered hexachord. The first s&aibe bf
goes from mm. 55-66 and is based on the row <2, 4, 5, 1, 0, 3>. This ordered segment will be
referred to as P2 (for prime beginning on D). Example 3.59 below shows mm. 55-57, containing
the first appearance of P2 in the flute part.

Example 3.610pus Lateinamerik®p. 108, mm. 55-57. P2

The first section of this movement, mm. 55-63, contains four complete transpositions of
the hexachord and can be described by the following transpositions of the ordered segment: P2 b
P4 b P5D P6 b (P7) b (P9). The accompaniment (guitar) sparsely repeats an arpeggiated chord
<1, 6/5, 4, 11> that first appeared in mm. 58-59 (the 6/5 represents an F# appoggiatura to the F).
The sustained chord is <1, 5, 4, 11>, an all-interval tetrachord. The use of this tetrachord by
Nobre was observed in the B Section of Solo | analyzed earlier in this chapter. Due to the
recitative quality of the second movement the chord is arpeggiated freely with little tonnec
the transposition of the flute line. In its first statement the ending note of the chord (E)
determines the transposition level of the next entrance of the flute, but this pattern is not
consistent throughout the second movement. The example below (Example 3.62) shows the first
statement of the chord in mm. 58-60.

Example 3.62: mm. 58-60
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The characteristic of this chord that is most relevant to the piece and to its performers is
the contour of this motive presented by the guitar. The arpeggiated chord in measure 58 can be
notated as (0-2-1-4-3), as seen in Example 3.62. This contour set can represent a variety of
ordered segments since it does not imply any intervallic relationship between its members. In
Section 2 of the movement, the composer makes use of this principle to connect the phrases of
the melody played by the flute.

The transition to section 2 occurs in mm. 64-66 with bird-calls and a held C#6 on the

flute, and a subito descending arpeggio and a pedal point that will carry over on the guitar.

Example 3.630pus Lateinamerik®p. 108, mm. 64-67. Transitional section

Section 2 of the second movement starts. 67. The increasingly denser harmonies are
created by the superimposition of the elements identified so far (the hexachordal segment, the
arpeggiated chord <1, 5, 4, 11>, and freer bird-call like melodic gestures). This section begins
with a rapid statement of <1, 6/5, 4, 11> played by the flute, but the malddy flute returns
to the expressive character of the beginning of the movement. The use of the original ordered
hexachord as the source for the melodic lines is abandoned, instead, the melody consists of
descending chromatic scales displaced by octaves, as in the first movement@fe¢hEhpi
phrases are now related by the contour (0-2-1-4-3), with the same contour presented initially by
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guitar and then by the flute. Example 3.64 compares mm. 68-71 to mm.72-76. The first phrase
shows the contour discussed above (0-2-1-4-3) separated by three consecutive instances of pitch
interval +11, and the second phrase shows the same contour obtained by the use of three
different pitch interva: +3, +4, +11. The identification of these relationships should help the
performer on decisions of phrasing and correct placement of breath marks in ordered to reinforce
the importance of contour in this section.

Example 3.640pus Lateinamerik®p. 108, mm. 68-76
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The beginning of Section 3, titl&glalmo Esttticois based on the transitional material
between sections 1 and 2. It consistg@olofiguration exchanged in an imitative style
between the flute and the guitar, as seen in Example 3.65.

Example 3.650pus Lateinamerik®p. 108, mm. 77-81

The final phrase of the second movement ends with the return of the first trichord of the
tone row in its P10 form, but the row is abandoned at the Db, where the contour (0-2-1-4-3)
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reappears and the movement finishes with an unexpected Bb major chord. A tonal-oriented
audience may notice the ambiguity created by the arpeggiat@&b#Bb{Bb minor) chord by the
flute (assuming C, F and Gb as passing and neighboring motions in the melody), and the Bb

major resolution by the guitar, as seen in Example 3.66.

Example 3.660pus Lateinamerik®p. 108, mm. 81-85. Initial trichord (P10), resolution of the
section in Bb major

The last movemenRarte lll, is the fastest of all the movements. Other than the
metronome marking of quarter note equals 116, it does not have any indications of style in the
flute part. The indications of character are made clear by the instructions given to the:guitaris
como um bandolim ou uma charan@g&e a mandolin or @harangg, as seen in Example 3.67
It starts with dastrhythmic accompaniment on the guitar, similar to the use of the instrument in
popular music settings. While the rhythms in the flute remain the samdras the opening of
the piece (3+3+3+3+2+2), they are now superimposed over the new grouping structure in the

guitar part: 5+3+4+4.

Example 3.670pus Lateinamerik&®p. 108, mm. 86-87.

77



The third movement is based on material drawn from the A section of movement one,
establishing the cyclical structure of this work. The first sectidPaofe 11l, mm. 86-94,
although slightly different in character, is equivalent to mm. 1-14 in movement one. It has the
function of reestablishing the main rhythmic pattern from the beginning of the piece. The
increasing tempo and the continuous sixteenth-note motion, along with the indicdtae of
sempregrants its finale a vigorous character.

The transition in mm. 95-99 starts with a diatonic three-note pattern in the flute. In m. 97
it becomes a chromatic ascending pattern that creates a wedge-shaped melody as seen in
Example 3.68. This section reaches its highesit with the flute playing C#7, a technically
demanding passage for the performer.

Example 3.680pus Lateinamerik®p. 108, mm. 97-99. Three note ascending chromatic pattern

Measure 107 is the equivalent of m.15 in the first movement. It brings back fragments of
the quotation of the rhythm of the tu@eBarquinho.The difference is that the melody in the
flute is transposed up a half step, while the guitar is still in the original pitch levele The
harmonic conflicts are not resolvegimilar libertieswith the transposition of a single part are
taken in other places in the piece. The difference in the dynamic markings in the flute part may
indicate that the composer intended for the performer to emphasize this transpositibnal clas
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Examples 3.69 and 3.70 below show a comparison of measure 15 and measure 107, where the

transposition occurs only in the flute part.

Example 3.690pus Lateinamerik®p. 108, mm. 14-15

Example 3.700pus Lateinamerik®p. 108, m. 107. Note transposition of flute part only

The closing section starts in m. 117, developing musical material originally presented in
mm. 28-41. It contains the final quotation of the first phrase of MenescalOs tune, and quickly
grows in intensity, dynamic, and speed. The ending consists of an explosively fast ascending
scale up to C7 on the flute, similar to the one at the end of section A in the first movement. On
the guitar, the piece ends with fast repeated notes (D3) and the final chord (D3-B3-F4-Bb4-D5-
E5).

It is important to notice in this piece aesthetic elements that are favoritedd. Nirst
is the extensive use the chromatic scale as the source for the melodic line. It wasthisdust
piece discussed in this paper, the Woodwind Quintet. It was also used by Argentine composer

Astor Piazzollajn the last movement of a more well-known piece for flute and guitar, the

79



History of the Tangatitled Modern-day concei® In both cases, chromaticism is used over
common rhythmic motives of popular styles to endow the traditional with a modern sonority.
Secondly, the recurring reference to an external musical source is also observed in this piece. In
accordwith his view on nationalistic music, using these references does not make his music
particularly Brazilian or nationalistic. Among other things, this would mean an intentional drive
to promote the musical tradition of his country. In this case, it is that they are not merely the
result of an Ounconscious filtrationO of his musical background, but intentional choices of the
composer. Thus, this piece does not contradict his views, but constitutes an exception, in the
sense that being an homage, making the references not only necessary but also indispensable.
Finally, what seems to be unusual in this piece is the very source of these references. As
discussed above, these quotes come from the music of Rio de Janeiro, and are very different
from those of his hometown, to which allusions are present in a great number of his
compositions. It seems that the Brazilian elements us@pus Lateinamerikaeven if seen as
clichZs, give the piece its light and humortas.
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CHAPTER FOUR
CONCLUSION

The pieces analyzed above epitomize NobreOs musical style. In some cases these flute
works were composed after the corresponding one of NobreOs stylistic periods with which the
techniques are most associated, but they all share similar features: the senskoof tebe
clashing of traditional and avant-garde, the juxtaposition of opposites. As mentioned before, this
tension originated back in NobreOs formative years, during his training with composers of
aesthetically opposite schools of thought, Koellreuter and Guarnieri. In his search for a personal
musical identity and faced with a choice between these two schools of thought, NobreOs
alternative was to become independent from both Nationalistic music, including the tdea tha
rural folklore was the source for the true identity of the Brazilian people, and from strict
applications of atonal and dodecaphonic techniques, wlail@ing to be pure and absolute,
restricting his choices based on what the composer had to express. According to the composer,
by abandoning ideological agendas and compositional rules he is free to be creative and
inventive in the utilization of elements from seemingly conflicting musical styleseMer, after
the analysis of his works | believe that Nobre is very aware of the agendas, and compositional
rules, while claiming to be free of them. This may be the result of a strong emphasis on
originality, typical posture for composers working after 1945. Corroboration for this argument is
found in NobreOs own writings: Ol am an inventor of music motivated by the desire to create my
own language, synthesis of my auditory and intellectual experiences organized in such a way as
to achieve written compositions of the outmost rigour [sic.]. | prefer an "impure" but living
language to a "pure" dead languagET@e search for Ohis own languageO ultimately motivates
the musical choices Nobre makes.

While the pieces discussed above do not describe a progressive evolutional arch, they
contain, with the exception of electronic and aldatmusic, the majority of NobreOs musical
influences. From the popular traditions, Nobre distilled a powerful, syncopated, and intricate
rhythmic writing style that challenges performers and captivates the listener. Alsafkom f

3 Marlos Nobre, OMy Musical Beliefs 200ttp://marlosnobre. sites.uol.com.br/ artentdic_i.html
(accessed 2Bovember 2011).
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influences come the exploration of different and occasionally native instrumentation, the
manipulation of timbre, and folk-like modal melodies. His training in serial and twelve-tone
music, and his exposure to avant-garde music at an early age resulted in his proficiency in free
atonal writing, propelling his exploration of the possibilities of the chromatic scale.

It is interesting to notice that while AndradeQOs idea was to create or establish anBrazili
national identity through the transformation of rural folklore into art, it is NobreOs rich and mixed
musical palette that truly reflects the culture of BrazilOs society; a country whossiposil
formed by people of all ethnic backgrounds, European, African, Asian, and Amerindian, through
centuries of miscegenation.

Marlos NobreOs Catalogue contains 20 pieces written or featuring the flute.
Unfortunately, only a few of them are performed, and most remain unknown. NobreOs flute
works range in difficulty from intermediate to advanced. The first two pieces analyzed in
Chapter Three, Woodwind Quintet Op. 29 and Solo | Op. 60, are suitable for undergraduate flute
performance majors, and present challenges in some technical passagework, variety of
articulations, intonation and ensemble, and moderate rhythmic difficitesz ™nia Ignota
contains very frequent changes of meter and note groupings not commonly found in the solo
flute literature that the player may be familiar with until advanced or graduate studieesBesi
the challenges with ensemble playing, other difficulty ofpleee is in the use of all instruments
of the flute family (piccolo, flute, alto, flute, and bass flute) frequently playing in the exteme
their registers. This requires a very flexible and quickly adaptable embouchure. Probably the
most difficult of the pieces analyzed in this papedjmis Lateinamerikdt contains very fast
and intricate passagework in the upper third and fourth octaves of the flute. Above all, it
demands from the duo a great sense of rhythm since the metrical dissonances created by two
voices is a constant throughout the piece. Some familiarity with the popular genres quoted in the
piece may also help the performers. Although most of Nobres pieces are technically demanding,
each one of them is written very idiomatically for the instrumehis paper and the analysisn
to shed light on some of these works, and introduce the contemporary flute player to intriguing

new repertoire from Brazil.
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APPENDIX A

List of NobreOs Compositions for Flute
The list contains all flute works featuring the flute written by Marlos Nobre to the date
with the exception of his orchestral works. The letter OaO is included after the Opus aumbe
number of composition, to indicate that the work is a transcription or reinstrumentation of a piece

originally written for a different formation.

1. Ukrinmakrinkrinfor voice, wind instruments, and piano, Op.17, 1964
Soprano, piccolo, oboe, French horn, piano.

2. Modinhafor Voice, Flute & Guitar Op. 23, 1966

Voice, flute, and guitar

3. Canticum Instrumentaltr flute, harp, piano & Timpani Op. 25, 1967
Flute (and piccolo), harp, piano and timpani

4. Desafio IXafor Flute & Piano Op. 31 nj 9a, 1968
Flute and piano

5. Wind Quintet Op. 29, 1968
Flute, oboe, clarinet,dss@n and French horn

6. TropicaleOp. 30, 1968

Piccolo, clarinet, piano and percussion

7. Sequencia(Ballet) Op. 29a, 1968
Based on Wind Quintet (fl/ob/cl/horn/bsn)

8. (Ballet) Convergencia€Op. 28a, 1968
Picc/fl/ob/cl/fg/horn/tpt/trbo/piano/perc (2 players)
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9. Desafio IXfor Flute & String Orchestra Op. 31a nj 9, 1968
String Orchestra (minimum: 4.3.3.2.1)

10. Son%oncias Op. 48a, 1980
Flute, guitar, piano and percussion (1 player)

11.Sdo | for flute solo Op. 60, 1984

12.Desafio XXfor Flute, Guitar & Cello Op. 31a, nj 20, 1984

13.Desafio XXVIifor Wind Quintet Op. 31a, nj 26, 1984

14.Desafio XXXldor Flute & Marimba Op. 31a, nj 31a, 1994

15. Desafio XXXllIfor Flute & Guitar Op. 31a, nj 33, 1997

16.Poema Vifor Flute & Piano Op. 94a nj 6, 2002

17.Amaz™nia Ignotar Baritone, flutes, piano & percussion Op. 95, 2003

Picg flute, flute in G, Bass flute, piano & percussion (1 player: Xylophone, Vibraphone,

Marimba, Glockenspiel, Tubular Bells, 3 Wood blocks, 5 Temple blocks, Snare Drum,

Timpani, 4 Tom-Toms, 4 Cow-bells, 4 Roto-Toms, 3 Conga Drums).

18. Concerto Armorial NjXor flute & orchestra Op. 43a, 2004
2.2.2.2./2.2.1.0./perc(2 players), timpani, and strings

19. Concerto Armorial Nj Zor flute & String Orchestra Op. 98, 2004
String Orchestra (minimum: 4.3.3.2.1)

20.0OPUS LATEINAMERIKA, Op. 108, for flute and guitar, 2009
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APPENDIX B

Authorization for the use of musical examples by the composer sent to the author by
email:

From: Marlos Nobre <marlosnobre@....>

To: Carlos Feller <carlosfeller@.....>

Sent: Thursday, March 8, 2012 1:06 PM

Subject: Re: Exemplos Musicais - direitos de uso, etc

AUTORIZA,IO

Pelo presente documento, eu MARLOS NOBRE, autor e detentor do copyright
integral das obras QUINTETO DE SOPROS OP. 29, AMAZONIA IGN OTA OPUS 95,
OPUS LATEINAMERIKA OPUS 108 e SOLO | (em conjunto com a edito ra Vitale)
AUTORIZO O SR. CARLOS FELLER A INCLUIR TRECHOS DAS CITADAS OBRAS
NA TESE QUE EST¢ PREPARANDO SOBRE MINHA OBRA DE CAMARA PARA
FLAUTA.

UMI/PQIL (ProQuest) has the permission to reproduce the app roved material.

ass. MARLOS NOBRE

Rua Pres. Carlos de Campos 115 BI.02/902
Rio de Janeiro, RJ, Brasil

telefon: +55(21)25536222

Translation:
[AUTHORIZATION

By this document, I, MARLOS NOBRE, author and holder of the integral copyright of the works

QUINTETO DE SOPROS (wind quintet) OP. 29, AMAZONIA IGNOTA OPUS 95, OPUS
LATEINAMERIKA OPUS 108 e SOLO | Op. 60 (in conjunction with Editions Vitale), authorize Mr. Carlos
Feller to include excerpts of the works above mentioned in his treatise being prepare about my Chamber

Music for Flute.

UMI/PQIL (ProQuest) has the permission to reproduce the approved material.

Signed: MARLOS NOBRE
Rua Pres. Carlos de Campos 115 BI.02/902
Rio de Janeiro, RJ, Brasil

telefon: +55(21)xxxxxxxx]
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