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The career of Osvaldo Lacerda (1927-2011) spanned a critical time in the 

development of Brazilian nationalist music. Though he was an outspoken nationalist 

composer, he was also influenced by European trends and training. Even within his 

nationalist compositions, evidence of a shift in style that mirrors the European 

movements of Modernism and Postmodernism is found in his works. Among his thirty-

six chamber works, three are wind quintets, written between 1962 and 1997. Although 

all three works warrant extended discussion, Variações e Fuga para quinteto de sopros 

is particularly valuable for studying Lacerda’s musical language. It was originally written 

in 1962. However, Lacerda made significant revisions in 1994, completely rewriting and 

expanding it. Through comparing the 1962 and 1994 versions of Variações e Fuga and 

analyzing the significant differences between the two, this document aims show that 

even with his strong stance as a Brazilian nationalist composer, Lacerda was clearly 

influenced by the movements of the broader music world. Examples from his other two 

woodwind quintets, Quinteto de sopro and Suíte pra cinco, written in 1988 and 1997 

respectively, help to support the idea that this change in his musical language was not 

an anomaly, but rather a true evolution of style impacted by his own culture and that of 

the classical music world around him. 
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CHAPTER 1 

INTRODUCTION 

It is difficult to foretell the direction that Brazilian music will take. It is 
to be hoped, however, that our young composers….may seek to 
acquaint themselves more closely with the fascinating Brazilian 
musical soul; and that they will accept the fact that music is not ‘a 
universal language’, but rather a “national idiom universally 
understood.”  

Osvaldo Lacerda 

The career of Osvaldo Lacerda (1927-2011) spanned a critical time in the 

development of Brazilian nationalist music. Due to his musical output, prominent 

teaching positions, awards, and international presence throughout his life, he is 

considered one of the best-known Brazilian composers of the late twentieth century.1 He 

followed a line of composers who championed the discovery of a nationalist voice in the 

country’s music, most notably Heitor Villa-Lobos (1889-1959) and M. Camargo 

Guarnieri (1907-1993), with whom Lacerda studied from 1952-1962. While both Villa-

Lobos and Guarnieri were outspoken nationalist composers, they were also heavily 

influenced by European trends, techniques, and training.  

Lacerda was a student of the first school of composition with “absolutely national 

characteristics” to be founded in Brazil.2 Guarnieri, its founder, spent a significant 

amount of time studying in Europe before the outbreak of World War II and was 

impacted by his time there. This time “further endeared the familiar to the artist…and it 

1 David Appleby, The Music of Brazil (Austin: University of Texas Press, 1983), 170. 
2 Sergio Vasconcellos Correa, “Camargo Guarnieri and the Teaching of Composition,” in Music in Brazil: 
Now, 28. 
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also allowed Guarnieri to adapt certain international techniques.”3 Because of his 

mentor’s well-rounded education and experience, Lacerda was influenced by both 

nationalist and Western art music styles. He spent time in the United States, even 

studying briefly with Aaron Copland at Tanglewood. This variety of influences manifests 

itself in his work.  

Lacerda’s music retained this unique blend of nationalism and neoclassicism 

throughout his career. He commented on his consistency when stating, “There was an 

absolute continuity in my style development.”4 However, evidence of a shift in style is 

found in his works. This gradual change directly mirrors the movements of the larger 

music world at the time. More specifically, characteristics of the Modernist movement 

that reached its peak in the 1950s-1960s, followed by the Postmodernist movement in 

the decades that followed, are found in his works of the corresponding time frames.  

Lacerda was invested in instrumental chamber music, contributing a significant 

number of works to the genre. Among these thirty-six works, three are wind quintets, 

written between 1962 and 1997. Variações e Fuga para quinteto de sopros (1962, 

revised in 1994), Quinteto de sopro (1988), and Suíte pra cinco (1997) all contain 

elements of nationalism. Although research has been done on his music, both during 

his life and posthumously, very little is available regarding any of these quintets. There 

are no recordings available except for a single one of Quinteto de sopro, included on 

Wind Quintet Curitiba’s album of wind quintets by native Brazilian composers. 

                                            
3 Sarah Tyrrell, "M. Camargo Guarnieri and the Influence of Mário De Andrade's Modernism," Latin 
American Music Review / Revista De Música Latinoamericana 29, no. 1 (2008): 43-63. 
http://www.jstor.org/stable/29739144 (accessed January 10, 2018), 51. 
4 Antonio Carlos Guimarães, “Selected Music for Flute of Osvaldo Lacerda,” (DMA diss., University of 
Iowa, 2003), 14. 
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Although all three works warrant extended discussion, Variações e Fuga is 

particularly valuable for studying Lacerda’s musical language. It was originally written in 

1962 and published in 1965 by the Pan American Union. However, Lacerda made 

significant revisions in 1994, completely rewriting and expanding it. This later version is 

only available through manuscripts published in 2011 by the Academia Brasileira de 

Música (Academy of Brazilian Music). Because of the time span covered by the two 

editions, along with the extent and significance of the changes made, this work provides 

a unique opportunity to examine the evolution of Lacerda’s style. While both versions 

feature a strong use of nationalism, the first is more tonally, texturally, harmonically, and 

rhythmically complex. Many of these elements can be traced directly to the Modernist 

movement that dominated most of the Western world after World War II. By the time of 

Lacerda’s revision in 1994, a simpler style emerged that more clearly referenced the 

traditional theme and variations form of earlier periods.  

Through comparing the 1962 and 1994 versions of Variações e Fuga and 

analyzing the significant differences between the two, this document will show that even 

with his strong stance as a Brazilian nationalist composer, Lacerda was clearly 

influenced by the movements of the broader music world. Examples from his other two 

woodwind quintets, Quinteto de sopro and Suíte pra cinco, written in 1988 and 1997 

respectively, will help to support the idea that this change in his musical language was 

not an anomaly, but rather a true evolution of style impacted by his own culture and that 

of the classical music world around him. Because of this intersection of influences, 

Lacerda created works that truly showcase the “fascinating Brazilian musical soul.”5 

                                            
5 Lacerda, “Nationalism,” 16.  
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Examination and analysis will provide an informed introduction to these works and 

assist in establishing them in North America as part of the canon of woodwind quintet 

repertoire. 

  



5 

CHAPTER 2 

REVIEW OF EXISTING LITERATURE 

While some writing and research has been done on the work of Osvaldo 

Lacerda, it is limited in scope and quantity. Even in the research that has been done, 

virtually none is available on his woodwind quintets. His three works in this genre are 

mentioned in passing or briefly discussed in multiple sources and lists, but no writing 

has been published analyzing them. 

Scholars specializing in Latin American music such as Gerard Béhague and 

David Appleby have presented important research on the intersection of folk and art 

music in Brazil. In his book The Beginnings of Musical Nationalism in Brazil (1971), 

Béhague supplies excellent history and context for the development of the twentieth-

century nationalist movement in Brazil. His later book Music in Latin America: An 

Introduction (1979) explores this topic in greater detail, providing an extensive 

consideration of the various styles and composers who contributed to the nationalist 

movement. This includes important perspective on figures that directly influenced 

Lacerda such as Heitor Villa-Lobos and M. Camargo Guarnieri. David Appleby, in The 

Music of Brazil (1983), also examines the history of nationalism in Brazilian art music. In 

addition, he provides overviews of traditional Brazilian genres and hallmarks of their 

style. Appleby discusses Lacerda and his music in more detail than Béhague. However, 

he only focuses on Lacerda’s extensive piano catalog. Numerous other writings provide 

valuable perspective on the music world and tradition in Brazil, including John Murphy’s 

Music in Brazil: Experiencing music, expressing culture (2006), Tamara Livingston-

Isenhour and Thomas George Caracas Garcia’s Choro: A social history of a Brazilian 
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popular music (2005), and Larry Crook’s Focus: Music of northeast Brazil (2009). This 

collective body of work is invaluable in providing context for Lacerda’s compositional 

style.  

The Academia Brasileira de Música (Academy of Brazilian Music) website is an 

important resource both in accessing Lacerda’s works and gathering biographical 

information regarding his life and musical output. This organization holds the Banco de 

Partituras de Música  Brasileira (score bank), where many of Lacerda’s previously 

unpublished works have been digitized and made available for purchase. This was 

specifically helpful in locating the manuscript to Suíte pra cinco, which has never been 

published outside of Brazil.  

Four doctoral dissertations have been written on Lacerda’s life and music. These 

include Osvaldo Lacerda's Sonata for Flute and Piano (1959): A Performance Guide 

with Historical Background of Brazilian Genres Embolada, Seresta, and Baião (2012), 

written by Marilia Gabriela do Nascimento Gimenes. In her writing, Gimenes focuses on 

the background and performance practice of Brazilian music, specifically as it relates to 

Lacerda’s Sonata for flute and piano. In addition, she provides excellent historical 

performance practice information regarding popular Brazilian genres. A list of Lacerda’s 

flute works is included at the end, and it includes all three of the wind quintets. 

Carlos Eduardo Audi and Antonio Carlos Guimarães have written other relevant 

dissertations. Audi, in his writing Osvaldo Lacerda: His importance to Brazilian music 

and elements of his musical style (2006), specifically discusses both the nationalistic 

and non-nationalistic elements of Lacerda’s music. Audi succinctly sums up the 

composer’s style when stating, “…his music, although essentially nationalist with the 
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use of Brazilian musical constants, has traits of impressionism and atonalism.”6 Audi’s 

writing is an invaluable resource, but it does not cover any of the wind quintets. 

Similarly, in Selected Music for Flute of Osvaldo Lacerda (2003), Guimarães analyzes 

and provides complete scores to four flute works by Lacerda. These works are 

Improviso, written for solo flute, and Cantilena, Poemeto, and Toccatina, all written for 

flute and piano. This dissertation is particularly valuable due to the long passages of 

translated interview material between the author and Lacerda regarding his 

compositional style. In Brazilian Nationalistic Elements in the "Brasilianas” of Osvaldo 

Lacerda (2006), Maria J.B. Di Cavalcanti examines Lacerda’s piano collection 

Brasilianas. Here, as well, the quintets are found in an appendix as part of a 

comprehensive list of works. 

Other pertinent dissertations available are The Influence of Folk and Popular 

Music on Twentieth-century Flute Music of Brazil (2000) by Kristen L. Smith, which 

defines and identifies nationalistic elements within select flute works, and Latin 

American Wind Chamber Music for Oboe: An Annotated Bibliography (1995) by John 

Lowell Walker. Smith briefly mentions Variações e Fuga, and Walker provides a brief 

analysis and short review of it. Lastly, while it does not specifically focus on Lacerda, 

Chamber Works for Flute by Marlos Nobre  (2012) by Carlos Feller provides relevant 

context for the classical music scene in Brazil during Lacerda’s lifetime, including the 

significant effect of musicologist Mário de Andrade’s ideals on Brazilian composers. 

                                            
6 Carlos Eduardo Audi, “Osvaldo Lacerda: His importance to Brazilian music and elements of his musical 
style,” (DMA diss., Florida State University, 2006), In ProQuest Dissertations & Theses Global, 
https://libproxy.library.unt.edu/login?url=https://libproxy.library.unt.edu:2165/docview/305329422?accounti
d=7113 (accessed January 10, 2018). 
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Of Lacerda’s wind quintets, only Quinteto de sopro (1988) has been 

professionally recorded. The album Música Brasileira para Quinteto de Sopros 

(Brazilian Music for Woodwind Quintet) features the Wind Quintet Curitiba and was 

released through Elysium Records in 2000. The lack of available recordings provides a 

clear opportunity for future work with Lacerda’s music. 

Other than the sources above that mention at least one of the works, the quintets 

to be discussed in this document are largely ignored in listings and annotated 

bibliographies of works for the genre. This is predominantly due to their lack of exposure 

in North America. The exception to this is from a Brazilian publication. Osvaldo Lacerda: 

catálogo de obras was written by Elizete Higino and published in 2006 by the Academia 

Brasileira de Música. It includes Variações e Fuga, the central focus of this document, 

Quinteto de sopro, and Suíte pra cinco.  

Numerous invaluable primary Portuguese sources are available on Lacerda and 

his contemporaries. Due to their regular use in academic research in the United States, 

some of these sources have already been translated and published in English. One of 

these is Music in Brazil: Now (1973), made available by the Cultural Department of the 

Ministry of Foreign Affairs of Brazil. It is a collection of articles written by four 

distinguished composers, including Lacerda, “covering various aspects of our music to 

give both specialists and those with a general interest in music, a good picture of the 

more important developments and personalities in this field of our National Culture.”7 

One of the articles, “Camargo Guarnieri and the Teaching of Composition” by Sergio 

Vasconcellos Correa, references the premiere performance of Variações e Fuga. 

                                            
7 Brazil, Music in Brazil: Now (Brası́lia: Ministério das Relações Exteriores, 1974), 7. 
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Lacerda’s article, “Nationalism in Brazilian Music,” is included in this publication and 

provides important context for analyzing his music and style. Other important 

Portuguese sources are "O Professor Camargo Guarnieri," (1993) written by Lacerda 

and published in Revista Música, Música Contemporânea Brasileira (2008) by José 

Maria Neves, and Ensaio sobre a música brasileira by Mário de Andrade. 

In summary, while a significant amount of research is available on the collective 

body of Osvaldo Lacerda’s life and work, virtually none has been published regarding 

his wind quintets. These works, particularly the two differing editions of Variações e 

Fuga, provide an opportunity to examine the evolution of his style over three decades 

while also familiarizing North American performers with them.  
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CHAPTER 3 

BIOGRAPHICAL SKETCH AND HISTORICAL BACKGROUND 

3.1 Biographical Sketch and Musical Output  

Osvaldo Costa de Lacerda (1927-2011) was born in São Paulo, Brazil. He began 

his compositional career under the guidance of M. Camargo Guarnieri in 1952. In 1963, 

as the first Brazilian composer to be awarded the John Simon Guggenheim Memorial 

Fellowship,8 he studied composition with Aaron Copland (1900-1990) at the 

Tanglewood Festival and Vittorio Giannini (1903-1966) in New York. He returned to the 

United States numerous times to participate in festivals and Inter-American music 

programs. He dedicated his life to the advancement of Brazilian music, turning down an 

offer to teach at the North Carolina School for the Arts in favor of returning to Brazil to 

“be in contact with Brazilian music and compose in the Brazilian nationalist style.”9 

Lacerda wrote works in a wide variety of genres and instrumentations. These 

include piano, choir, orchestra, and chamber music. Some have been published abroad, 

but many are available exclusively in Lacerda’s own manuscript through the Academia 

Brasileira de Música. He was an outspoken nationalist composer whose works show the 

strong influence of composers such as Heitor Villa-Lobos and Guarnieri.10 He has won 

numerous awards for his work. Some of the most notable are Best Composition of the 

Year through the Brazilian organization Paulista Association of Art Critics (APCA), first 

prize of the First National Composition for Horn and Bassoon of the Musicians Union of 

8 Appleby, 170. 
9 Guimãraes, 21. 
10 Appleby, 170. 
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Rio de Janeiro, and the Guarani Trophy, awarded by the São Paulo State Secretariat of 

Culture as Musical Personality of the Year. 

In addition to working as a composer, Lacerda was a writer, theorist, and 

teacher. He served as Professor of Music at the Escola Municipal de Música (Municipal 

School of Music) in São Paulo, teaching theory and composition. He published 

numerous theory texts:  Compêndio de teoria elementar da música (A Compendium of 

Elementary Music Theory); Exercícios de Teoria Elementar da Música (Exercises of 

Elementary Music Education); Curso Preparatório de Solfejo e Ditado Musical 

(Preparatory Course of Solfege and Musical Dictation); and Regras de Grafia Musical 

(Rules of Musical Writing).  

He was passionate about the development of classical music in Brazil. This can 

be seen through his active involvement with organizations such as the Academia 

Brasileira de Música, where he was elected as the ninth chair in 1972. He founded the 

Sociedade Pró Música Brasileira (Society of Brazilian Music) and served as president. 

He established the Mobilização Musical da Juventude Brasileira (Musical Mobilization of 

Brazilian Youth), the Sociedade Paulista de Arte (Paulista Fine Arts Society), and the 

Centro de Música Brasileira (Brazilian Music Center). In addition, he was a member of 

the Comissão Municipal de Música (State Commission of Music) and the Comissão 

Nacional de Música Sacra (National Commission of Sacred Music).  

As briefly discussed in Chapter 1, Lacerda’s music exemplifies an intersection of 

styles between nationalist influences and those of the traditional classical music canon. 

According to musicologist David Appleby, his works show “strong neoclassical elements 
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within a nationalist choice of subject matter.”11 As in Variações e Fuga, the primary 

focus of this document, much of his music is based on Brazilian songs, nursery rhymes, 

and folk dances. However, these are often presented within standard forms such as 

sonata or theme and variations. Many of the melodic, rhythmic, and polyphonic 

elements of his music represent what Audi aptly refers to as “Brazilian musical 

constants.”12 However, much of his harmonic language shows strong European 

influence. This cross-section of styles imbues his music with a unique sound and style. 

 

3.2 Notable Nationalist Influences 

Traces of nationalism in Brazilian music did not begin to manifest themselves 

until the end of the nineteenth century. Though the concept of nationalism became well 

established in Europe during the second half of the nineteenth century, Brazil was well 

behind Europe in this aspect of its development. This was due in large part to the fact 

that political emancipation did not happen until 1822. Many years later, Brazil began to 

find its own cultural identity, an amalgamation of the Portuguese, Afro-Brazilian, and 

Amerindian influences. Composers of the late nineteenth century began to incorporate 

elements of Brazilian folk and popular music into their compositions in what Lacerda 

referred to as the “quest for musical emancipation.”13 Alexandre Levy (1864-1892) and 

Alberto Nepomuceno (1864-1920) are considered the first composers to have 

intentionally incorporated national elements into their work. Both studied in Europe and 

eventually settled in Brazil to work.  

                                            
11 Appleby, 170. 
12 Audi, 24. 
13 Lacerda, “Nationalism,” 11. 
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Even so, very little research was available on the variety of native styles and 

aesthetics throughout the country, and it was up to twentieth-century composers like 

Heitor Villa-Lobos and M. Camargo Guarnieri, to help codify a specific national style. 

Villa-Lobos is responsible for a large amount of this research. Through his travels, he 

“sought —successfully — to assimilate the most varied aspects of Brazilian popular and 

folk music: urban and rural, northern and southern, lyrical and playful, civic and 

religious, rhythmic and declamatory….Through this remarkable synthesis he set an 

example for true nationalism.”14   

Integral to the development of nationalism in Brazil were the ideals of writer, 

musicologist, and art critic Mário de Andrade (1893-1945). Andrade heavily influenced 

Brazilian composers such as Villa-Lobos. He wrote a series of important essays, the 

first of which was Ensaio sôbre a música brasileira in 1928. In this writing, Andrade 

explored the varied elements specific to Brazilian music. According to musicologist 

Sarah Tyrell, in Andrade’s opinion:  

The function of the modernist composer was thus to elaborate, in a classical and 
artistic sense, the source material revealed through research to be unique to 
Brazil….As composers liberated the force of folk and popular music, often 
revealing a fine line between the two, the repressed components representative 
of the Brazilian (African, Portuguese, Indian, or other) came to the surface….The 
informed modernist composers could thus build a melody from characteristic 
motivic units based on formulae (limited ranges, repeated motives, and 
descending melodic lines) specific to Brazilian song.15 
 
Andrade’s influence was strong on the following generations of Brazilian 

composers, and he was vital in establishing a standard nationalist style.  

                                            
14 Ibid., 13. 
15 Tyrrell, 45. 
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This style has a variety of common traits. Rhythmically, Brazilian music often 

shows a preference for duple meter, regularly changing from duple to triple pulsations, 

within a basic duple meter.16 Particularly common are the use of eighth note patterns 

organized into 3+3+2 patterns, delayed downbeats, and syncopation, all of which are 

regularly found in Lacerda’s music. Melodically, common nationalist elements include 

descending motion, limited range, improvisatory nature, and lack of symmetry. Some of 

these common nationalist characteristics will be examined in further detail in the 

following chapter within the context of Variações e Fuga. In order to understand 

Lacerda’s work, however, it is vital to have a basic understanding of the Brazilian 

nationalist composers and compositional trends that impacted his music.  

 

3.2.1 Heitor Villa-Lobos 

Heitor Villa-Lobos (1887-1959) has been credited with being the first composer to 

truly establish nationalism in Brazilian music.17 Though there is some ambiguity over the 

actual size of his music catalog, he is believed to have written between six and seven 

hundred works.18 Numerous composers before him explored the incorporation of 

Brazilian folk music, but Villa-Lobos was the first to divorce his music of European 

influence and begin to establish a unique Brazilian voice. Lacerda discusses his 

considerable influence and credits him with being the first composer to do this:  

We are indebted to [him] for the establishment of nationalism in Brazilian music. 
It was his great achievement to convince Brazilians of the possibility of cutting, 
once and for all, the umbilical cord that had always kept them dependent upon 

                                            
16 Appleby, 115. 
17 Lacerda, “Nationalism,” 13.  
18 Appleby, 117. 
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European music. It was also he who first brought international recognition to the 
music of his country, revealing to the world the existence of a new and exuberant 
musical culture.19 
 
His far-reaching impact on the music of the country can be seen through his 

music and that of composers who followed. As with many composers, Villa-Lobos was 

influenced by the ideals of Mário de Andrade. During his travels in Brazil, he researched 

the folk and popular music traditions throughout the country and prioritized finding 

unique ways to incorporate them into his music. After he attended the Week of Modern 

Art in 1922, his style changed significantly, and he used elements of nationalism in 

increasingly innovative ways.20  

Villa-Lobos affected the following generation of Brazilian nationalist composers, 

and his influence can be clearly found in Lacerda’s music. Even though Villa-Lobos was 

focused on codifying a Brazilian style, the European influence in his harmonic language 

is unmistakable. Béhague explains his style as “intuitive,” reflecting “technical 

procedures akin to contemporary European new styles.”21 Part of this style includes 

regular use of polytonality, bitonality, tone clusters, and altered or incomplete chords.22 

In Villa-Lobos’ choros series, these tonal aspects can be found, most notably in Choros 

No. 10, written for orchestra and mixed chorus.23 Lacerda often uses similar language, 

examples of which will be discussed in the following chapter. 

                                            
19 Lacerda, “Nationalism,” 13 
20 Appleby, 122. 
21 Gerard Béhague, Music in Latin America: An Introduction, (Englewood Cliffs, N.J.: Prentice-Hall, 1979), 
243. 
22 Audi, 115-116. 
23 Béhague, The Beginnings of Musical Nationalism in Brazil  (Detroit: Information Coordinators, 1971), 
196. 
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Villa-Lobos’ extensive use of folk melodies as a basis for his works also made an 

impression on Lacerda. Both composers used these tunes as a starting point but 

changed them in a variety of ways. A particularly relevant example of this is in Villa-

Lobos’ work Ciranda No. 14 for solo piano (1926). It is based on “A Canoa Virou,” the 

same melody used in Lacerda’s Variações e Fuga. Villa-Lobos alters the simple duple 

meter significantly. In both versions of Lacerda’s work, the time signature is changed to 

a more complicated compound meter during the fugue subject, the section which most 

clearly references the folk tune. 

The stylized use of standard forms like fugue is another compositional trait that 

the two composers share. Villa-Lobos believed that “the conception and compositional 

procedures of Johann Sebastian Bach and the free improvisatory techniques of the 

most gifted popular musicians of all countries of the world were intimately related.”24 In 

Bachiana brasileira No. 1, the composer titled the final movement “Fugue.” However, as 

pointed out by Appleby, he subtitles the movement conversa (conversation) and 

suggests that the work is representative of four popular musicians taking turns playing 

solos. This “immediately relates the universality of the fugal conception of Bach to the 

everyday practice of Brazilian popular musicians.” Villa-Lobos also includes a “strongly 

rhythmical character…suggestive of the themes of Bach, while the introduction of a few 

well-chosen syncopations suggests the improvisations of popular Brazilian musicians.”25 

This fusion of styles is found in Lacerda’s work as well. In Variações e Fuga, he uses a 

fugue as a significant part of the work. Many of the expected aspects of the form are 

                                            
24 Appleby, 132. 
25 Ibid.,135. 
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included, but he follows them loosely, altering them significantly to represent his own 

style. In addition, his use of strict rhythm with included Brazilian traditional syncopations 

is clearly reflective of Villa-Lobos. 

A particularly notable connection between the two composers is in their interest 

in the phrase “Brazilian soul, “ or “Alma brasileira.” Villa-Lobos wrote Choros No. 5 and 

subtitled it with this exact idiom. This work is a modhina, a popular genre of lyrical 

serenade in Brazil. In the quote included at the opening of Chapter 1, Lacerda uses the 

same expression: “It is to be hoped, however, that our young composers….may seek to 

acquaint themselves more closely with the fascinating Brazilian musical soul…”26 In the 

same article, Lacerda discusses that in the early works of Andre Levy and Alberto 

Nepomuceno, “the Brazilian music soul finds expression for the first time.”27 While it 

cannot be known whether or not this was a direct reference to the older composer, the 

use of the same expression cannot be ignored. Either way, it is clear that Villa-Lobos’ 

impact on the younger generation of Brazilian nationalist composers, including Lacerda, 

was strong.  

 

3.2.2 M. Camargo Guarnieri 

Of the composers who influenced Lacerda, perhaps M. Camargo Guarnieri 

(1907-1993) was the most important. Lacerda studied with him from 1952-1962, and he 

credits Guarnieri with shaping his compositional style. In an interview with Antonio 

Carlos Guimarães, Lacerda stated, “Guarnieri had excellent teaching skills, I owe my 

                                            
26 Lacerda, “Nationalism,” 16.  
27 Ibid., 12. 
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composition technique to him, even though I always kept my own style of 

composition….Guarnieri was an idol for me…”28 Guarnieri wrote a significant catalog of 

almost six hundred works, not counting the ones that he discarded as “inferior.”29 In 

addition, he was particularly important to the Brazilian music because of his dedication 

to education. He began what is described as the “first school of composition with 

absolutely national characteristics to emerge in the artistic realm of the nation,”30 

working with composers such as Lacerda, Marlos Nobre, Sergio Vaseoncellos Corrěa, 

and many others. At a performance of Guarnieri’s students in 1952 in São Paulo, the 

program notes read, “This is the first time that a Brazilian composer of deliberately 

nationalistic orientation brings together a group of young fellow-countrymen, in an 

organized attempt to form with them the embryo of a national school of composition.”31 

A decade later, at a similar performance of Guarnieri’s students, Variações e Fuga was 

first premiered. Of the composers represented, Lacerda was the only one whose music 

was selected for both of the performances. 

Like Villa-Lobos, Guarnieri was heavily influenced by the aesthetic ideals of 

Mário de Andrade, whom he met in 1928. Even though Guarnieri already had some 

formal training, Andrade took the young composer under his wing and “devise[d] a plan 

to bring him ‘up to speed.’ Andrade included him in weekly gatherings “where engaging 

discussions developed over several hours.”32 This helped to shape Guarnieri’s musical 

                                            
28 Guimãraes,18. 
29 Appleby, 145. 
30 Correa, 28. 
31 Ibid., 29.  
32 Tyrrell, 46. 
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identity as a “genuinely militant nationalist composer who opposed the prevailing 

European academicism.”33 While he was influenced by his time in France studying with 

Charles Koechlin, along with his acquaintances with Nadia Boulanger and Darius 

Milhaud, he maintained strongly drawn to nationalism. Tyrrell discusses this when 

saying, 

The 1938 trip to Paris only further endeared the familiar to the artist, a 
phenomenon experienced by North American composers such as Copland and 
Thomson, and it also allowed Guarnieri to adapt certain international techniques. 
The two aesthetic pursuits melded: an undeniably Brazilian stylistic foundation 
effectively afforded his brand of modernism a necessary distinction.34 
 
Guarnieri’s influence can be clearly seen in Lacerda’s music in numerous ways. 

His use of highly developed rhythmic patterns reflects Brazilian nationalist music, a trait 

that will also be explored in Lacerda’s Variações e Fuga. However, the older composer 

regularly avoided direct and clear quotation of folk melodies.35 Similarly, in the 1965 

version of Variações e Fuga, Lacerda did not include a clear statement of the folk 

melody upon which it was based. Instead, the melody is divided into motives that are 

referenced only vaguely. However, in the revised version of 1994, Lacerda included a 

direct statement of the folk melody in its entirety, showing a significant evolution from 

the influence of his mentor.  

Guarnieri was particularly concerned with form and structure. Lacerda 

commented on this, stating:  

In every assignment Guarnieri would correct rhythm, melody, and most 
importantly, the structure….Guarnieri was always very concerned to teach the 
structure in composition, how to develop [a theme. He said that anyone could 

                                            
33 Béhague, The Beginnings of Musical Nationalism in Brazil, 206. 
34 Tyrrell, 51. 
35 Appleby, 148.  
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have good ideas but to transform them into a musical piece is the great 
challenge. When a composer as an idea he has to study that idea and decide 
which musical form suits it better, a Sonata or a movement of a Sonata or a 
Rondo? Think, plan it!36 
 
Like Villa-Lobos, he often fused Brazilian traits such as expression markings and 

references to specific regions with traditional forms. His intentional use of Portuguese 

movement titles and expression markings within the context of standard forms such as 

sonatas, sonatinas, and concertos is an example of this.37 Tyrell points out that even 

though the use of Italian terms was prevalent in Brazil at the time, Guarnieri chose to 

avoid them as early as his 1928 Sonatina No. 1 for piano.38 This same pattern can be 

found many years later in his 1947 Sonatina for flute and piano, where the final 

movement is titled “Saltitante” (bouncing). He instilled in his students the need to have a 

clear structural plan during their compositional process and exhibited this himself in his 

own writing. 

  

3.2.3 Aaron Copland 

Aaron Copland (1900-1990) worked with Osvaldo Lacerda at the Tanglewood 

Festival in 1963. Lacerda gained much from this experience.39 Just as Andrade and 

Villa-Lobos worked to establish a true Brazilian style, Copland believed in finding a 

distinctive American sound in his works. Often called the “Dean of American 

                                            
36 Guimãraes, 19. 
37 Tyrrell, 52. 
38 Ibid. 
39 Guimãraes, 21. 
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Composers,”40 he traveled the United States, Europe, and South America throughout his 

life gaining exposure to a wide variety of styles and composers. It was while he was in 

Paris studying with Nadia Boulanger that he began to find his own American voice. 

Specifically, it was during this time outside of his home country that he discovered jazz 

as an American-sounding medium.41  

Even though Copland’s experiences in Europe assisted in the development of his 

nationalist style, Boulanger did not focus on specific aspects of nationalism as much as 

individualism within each student. Her “underlying theoretical framework became a 

crucial aspect in her students’ development, carefully avoiding the essentializing 

exteriorities rampant in Paris, while at the same time enabling Copland to explore 

Americanism as an aspect of his individual musical and cultural makeup.”42 It is to be 

imagined that, in part, because of this experience with Boulanger’s teaching style, 

Copland was uniquely prepared to guide Lacerda in refining his own unique voice. He 

maintained a tremendous interest in not only developing an American style, but also in 

national styles in general. His desire was to understand what made the music 

“characteristically itself,” especially among composers from “nations whose music is still 

unformed.”43  

Like Guarnieri, Copland emphasized the need for a clear form and structure.44 It 

                                            
40 Aaron Copland and Malcolm E. Bessom, "Conversation with Copland," Music Educators Journal 59, no. 
7 (1973): 40-49, http://www.jstor.org/stable/3394326 (accessed January 16, 2018), 40. 
41 Annegret Fauser, "Aaron Copland, Nadia Boulanger, and the Making of an ‘American’ Composer," The 
Musical Quarterly 89, no. 4 (2006): 524-54, http://www.jstor.org/stable/25172851 (accessed January 20, 
2018), 524. 
42 Ibid., 536. 
43 Aaron Copland, Music and Imagination, (New York: New American Library, 1959), 95. 
44 Guimãraes, 21.  
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is clear that his philosophies made an impression on Lacerda. Even though his 

compositions are regularly divided into varying periods, when asked in an interview 

whether his approach to composition had changed over time, Copland replied:  

I don’t have any sense of its having changed, basically. I think it has been fairly 
consistent. I have worked with various media, of course, and I have worked in 
more than one style. My twelve-tone music might be considered different from 
music based on American folk themes. But when I write it I feel the same; it 
comes from the same source. It feels natural, and I wouldn’t want to be stuck 
with doing the same thing over and over again.45 
 

Similarly, Lacerda stated in an interview, “Frequently interviewers ask me how many 

phases I have had as a composer, and I answer, only one!...[T]here was an absolute 

continuity in my style development.”46 Like Copland, he commented on the freedom to 

work in a variety of forms and styles: “I use the harmonic system that will fit a specific 

composition. If I want to write a modal piece, I do it. If I want to write an atonal piece 

(free atonal, not twelve-tone) I do it. And if I want to write a piece with tonic and 

dominant in C major, I do it.”47 One of the notable differences between the two 

composers is that Lacerda did not write twelve-tone music. Both he and Guarnieri did 

not believe that dodecaphonic music could coexist with a nationalist style. Other than 

this, however, the sentiment between Copland and Lacerda is almost identical. 

  

                                            
45 Aaron Copland and Malcolm E. Bessom, "Conversation with Copland," 42. 
46 Guimãraes, 14. 
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CHAPTER 4 

AESTHETIC MIGRATION FROM MODERNIST TO POSTMODERNIST 

4.1 Modernism 

Modernism began as a European movement in the late nineteenth and early 

twentieth centuries. Defining broad societal movements is almost always problematic 

because of the variety of beliefs, styles, and views that they encompass. However, 

through a close examination of common traits and beliefs of philosophers, artists, and 

writers of the time, an understanding can emerge. In its most general definition, 

Modernism has been described as “a deliberate philosophical and practical 

estrangement or divergence from the past in the arts and literature occurring especially 

in the course of the 20th century and taking form in any of various innovative 

movements and styles.”48 British musicologist Kenneth Gloag described it as a “radical 

redefinition of art and culture.” In the art and music world, this redefinition was based on 

an intentional desire of artists, composers, and performers to divorce themselves from 

reliance on the traditions of the past.  

One of the principal figures in the Modernism movement was German 

philosopher and writer Theodor Adorno (1903-1969). Through his many writings, 

Adorno played a controversial yet invaluable role in defining the primary issues 

surrounding the art world in the post-World War II Western world. His opinions were 

notoriously pessimistic about the state of current art, and he posed deep philosophical 

dilemmas surrounding it. The negativity that he portrayed, however, was deeply 

48 Dictionary.com. Modernism. Random House, Inc., Unabridged (v 1.1), 
http://dictionary.reference.com/browse/modernism (accessed February 08, 2009). 
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entrenched in the culture as a whole due to the onslaught of horrific events that had 

occurred in the first half of the twentieth century.49 

In Adorno’s Aesthetic Theory, he begins with the statement, “It has become self-

evident that nothing concerning art is self-evident anymore, not its inner life, not its 

relation to the whole, not even its right to exist.”50 For him, the very nature of art itself, 

particularly its relationship to the past, had undergone an important change that laid 

doubt to its place in society. This viewpoint posed a clear dilemma: through breaking 

from the past, art distanced itself from the aspect that guaranteed its place in future.51 

More directly stated, Modernists sought absolute freedom from the expectations of 

society or history. Adorno himself addressed this with specific reference to freedom 

from “cultic function and its images,” or religion, instead being “nourished by the idea of 

humanity.”52 However, did this freedom threaten to shake the foundation upon which art 

was built, reducing its value in society as a whole? 

Another dilemma that arose is that while music functions in society as an ideal 

vehicle for stylistic advancement, it is limited in its ability to most effectively perpetuate 

progress. David Ferris explains Adorno’s viewpoint on these limitations: “What Adorno 

understands by the movement of art is revealed in this return: inasmuch as art moves 

towards a freedom in which its autonomy is absolute, it can only do so as art, but to do 

                                            
49 Max Paddison, Adorno, Modernism and Mass Culture: Essays on Critical Theory and Music, (London: 
Kahn & Averill: 1996), 131. 
50 Theodor Adorno, Ästhetische Theorie, in Gesammelte Schriften, ed. Gretel Adorno and Rolf Tiedemann 
(Frankfurt a/M: Suhrkamp, 1970). Quoted in David S. Ferris, “Politics and the Enigma of Art: The Meaning 
of Modernism for Adorno,” (Modernist Cultures 1, No. 2 (2005): 192-208),192 . 
51 Ferris, 193. 
52 Adorno, Aesthetic Theory, 9. Quoted in Ferris, 194. 
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so as art is to recognize its limitation in relation to the whole, to recognize its 

particularity.”53 In other words, the idea that even though art might divorce itself of all 

expectation, society as a whole will not follow it. This limits how far-reaching its freedom 

can be. 

Though many other factors perpetuated the Modernist movement, this search for 

freedom is what affected its aesthetic the most. As it specifically relates to music, 

Adorno defined “authentic music” as avant-garde. He felt that it should be a “non-

standard, radical music, which formulates its self-reflection within its actual 

compositional structure.”54 These ideals translated into the music in a variety of ways. 

 Through composers’ desire to find new, authentic sounds, music became 

increasingly complex. This manifested itself in aspects of melody, harmony, texture, and 

instrumentation.55 Examples include the abandonment of standard forms, the use of 

non-standard instruments, atonality, fragmentation of ideas, and the use of extended 

compositional forms.56 In addition, when Modernist composers incorporated quotes of 

past works into their music, it was generally with the intent of distorting and completely 

changing it rather than paying tribute to it.57  

                                            
53 Ferris, 195. 
54 Max Paddison, Adorno, Modernism and Mass Culture: Essays on Critical Theory and Music, (London: 
Kahn & Averill: 1996), 89. 
55 Paul Griffiths, "Music in the Modern-Postmodern Labyrinth," New England Review 27, no. 2 (2006): 96-
113. Literary Reference Center, EBSCOhost (accessed February 3, 2018), 106. 
56 Leon Botstein, "Modernism," Grove Music Online. 
http://libproxy.library.unt.edu:2173/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-0000040625 (accessed February 2, 2018). 
57 Jonathan D. Kramer, “The nature and origins of musical postmodernism,” (Current Musicology 66 
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Some of the most notable examples of Modernist music come from the followers 

of Second Viennese School, founded by Arnold Schoenberg (1874-1951). His 

experimentation with compositions outside the bounds of tonality influenced a large 

number of younger composers. Most notably, the use of twelve-tone composition that 

he championed represented an entirely new aesthetic that divorced itself from the tonal 

expectations of the past. His impact was seen in the work of his followers Anton Webern 

(1883-1945) and Alban Berg (1885-1935). Webern took Schoenberg’s ideas of serialism 

even further, applying them to all aspects of the music. German composer Karlheinz 

Stockhausen (1928-2007) represented the later Modernist, avant-garde aesthetic in 

many ways, but most notably through his use of electronic music, non-standard 

instrumentation, creative notation, and microtonality. The movement in France was 

championed by Stockhausen’s contemporary Pierre Boulez (1925-2016), who wrote a 

wide variety of serial works exploring texture and timbre. Other important Modernist 

composers were Italian composers Luigi Nono (1924-1990) and Luciano Berio (1925-

2003). While the composers mentioned are just a few of the many whose music 

reflected the Modernist style, their work presents some of the most readily 

representative examples of the movement in the music world. 

 

4.2 Modernism in Brazil 

The Modernism movement in Brazil was fathered by Mário de Andrade (also 

referenced in Chapter 3.2). While it bore similarities to European Modernism, Andrade 

did not equate the two.58 To him, Brazilian Modernism unequivocally belonged with the 
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concept of nationalism. The two ideas went hand-in-hand. He encouraged composers to 

employ modern compositional techniques to keep their music relevant and interesting. 

However, he considered it equally important to “incorporate native elements to better 

align art music with the hybrid Brazilian heritage,”59 insisting that “music depict social 

reality, to which the recognition and subsequent representation of a multilayered 

Brazilian society was crucial.”60 Andrade’s flavor of Modernism was not unprecedented, 

as many composers such as Béla Bartók (1881-1945) and György Ligeti (1923-2006) in 

Hungary and Alberto Ginastera (1916-1983) in Argentina also experimented with the 

intersection of Modernism and the traditions of their native countries. 

Even though its ideals were centered on nationalism, the movement in Brazil 

bore notable similarities to its European counterpart. One of these was the focus of both 

in advancing compositional procedures and changing past methods. While one sought 

to change the past by standardizing a national style and the other focused on complete 

autonomy and freedom from the past, both worked to alter the way that things had been 

previously done. Similarly, both sought to re-define the expected aesthetics of the 

cultures in which they worked. Tyrell effectively sums up this striking parallel: 

The protest against defined parameters inherent in a compositional “school” 
parallels Andrade’s re-defining of aesthetics: abandon the old canons rooted in 
the institution and abandon the preconceived idea of beauty in order to 
reevaluate what would be the most viable aesthetic values for an enduring 
compositional statement.61  

                                            
59 Here, the reference is to the cross-culture of Portuguese, African, and Indian influences that make up 
the majority of Brazilian society. 
60 Ibid., 43 
61 Sarah Malia Hamilton, "Uma canção interessada: M. Camargo Guarnieri, Mário de Andrade and the 
politics of musical modernism in Brazil, 1900–1950," DMA diss., (University of Kansas, 2003), 97. In 
ProQuest Dissertation & Theses Global, 
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Aside from these similarities, however, there are numerous differences in Adorno 

and Andrade’s versions of Modernism. One of these is the difference in the composer’s 

relationship to the listeners. Different from European Modernism and its focus on the 

philosophical, Andrade found the future of music to be inextricably linked to the culture 

in which an artist worked. Music’s value was in its ability to “maintain a connection 

between ‘sender and receiver.”62 He felt strongly that “only original compositions 

exploitative of native elements would prevent the separation (which modernizing music 

might create) between the Brazilian composer and his audience.”63 In other words, the 

danger in entirely divorcing the past in favor of creating a new modern aesthetic lay in 

alienating the very audience for which the music was written. His solution to this was for 

composers to produce original music based on native elements. Guarnieri shared his 

emphasis on the value of existing music, referencing the “artificial work” created by 

eliminating all societal factors to which a composer was conditioned, whether through 

“snobbishness or because of an intellectual attitude.”64 This seems to be a direct 

reference to tenets of the European movement. 

Andrade disapproved of an abundance of chromaticism, fearing that it would 

ultimately lead to complete atonality. This was again born out of his concern that music 

would become “inaccessible to the majority.”65 This was a stance on which Guarnieri, 

                                            
62 Tyrell, 45. 
63 Ibid. 
64 Flávio Silva, Camargo Guarnieri- o tempo e a música. (Rio: Funarte; Sāo Paulo: Imprensa Oficial de 
Sāo Paulo, 2001) 15-16. Quoted in Tyrell, 55. 
65 Tyrell, 48. 



29 
 

and later Lacerda, differed from Andrade. Both composers experimented with European 

contemporary techniques like atonality and extreme use of chromaticism.  

Andrade’s ideals translated aesthetically into music and composition in a number 

of ways. As mentioned above, he felt that the future of Brazilian art music lay in original 

music written using specific elements of native music. He referred to these elements as 

musical “constants,” a term that Lacerda credited Andrade with coining. These 

constants include aspects of melody, rhythm, polyphony, and harmony.66 Of these, 

melody is the most important, including national traits such as limited ranges, 

predominant descending motion, ending pitches other than the tonic note, and use of 

specific modes.67 Rhythmically, the music should include specific rhythms based on 

Brazilian forms like embolada and baião, in addition to syncopation, ostinato, quick 

repeated notes, and a predominance of 3+3+2 patterns.68 Polyphony was defined by 

Andrade as “the process of sound simultaneity that can display a greater national 

character.”69 According to Lacerda this refers to specific contrapuntal and voice leading 

techniques such as singing in parallel thirds, or terças caipiras (country thirds).70  

Specifically relevant to this document is the observation that Lacerda’s music, 

particularly the original version of Variações e Fuga, reflects the influence of Brazilian 

Modernism through the traits discussed above. However, it also shows evidence of the 
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larger European Modernism aesthetic through its complexity of texture, atonality, 

fragmentation of a traditional folk melody, and altered form. This will be examined in 

more detail in the following chapter. 

 

4.3 Postmodernism 

As with many major societal movements, the demise of Modernism led directly to 

its antithesis: Postmodernism. Because it encompassed a wide range of ideals, it is 

more difficult to define than Modernism and has inspired much debate among scholars. 

In the most general sense, Postmodernism began as a rejection of Modernism, and it is 

a “way of defining the culture after the height of modernism in the 1960s.”71 In complete 

contrast to the abandonment of the past, Postmodernists celebrated the “self-contained 

legitimacy of many contrasting cultural ideas and practices.” In addition, they consider 

music “not as autonomous but as relevant to cultural, social, and political context.” 72 

Interestingly enough, this celebration of cultural ideas and tradition closely shadows the 

nationalistic view of Modernism that Andrade held. 

The music that emerged from the Postmodern era took a step back from the 

constant need for innovation and complexity around which the previous decades had 

been based, returning to simpler sounds and standard forms. In many ways, the 

intentional inaccessibility and elitism of the former era gave way to accessibility and 

simplicity of the latter.73 Rather than intentionally rejecting the approval of listeners, 

                                            
71 Kenneth Gloag, Postmodernism in Music. (Cambridge: Cambridge University Press, 2012), 10. 
72 Ibid., 6 
73 Ibid., 23. 
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composers again became concerned with the reception of their music.74 Reduced 

textures, simplified tonal language, and direct quotation of other music again became 

valuable compositional assets. In summarizing this viewpoint, Gloag explains,”[C]ertain 

composers, and other musicians, have produced music that has an access to an 

audience through the use of already familiar sounds. In some cases, this familiarity 

takes the form of direct quotation of, or allusion to, other, often historical music.”75 This 

trait is clearly reflected in Lacerda’s 1994 version of the quintet.  

As previously mentioned, Postmodernism encompasses a wide range of styles 

and ideals, and composers embraced these in a variety of ways. While this movement 

began in Europe, some of its predominant composers include Americans George 

Rochberg (1918-2005), Steve Reich (b. 1936), Philip Glass (b. 1937), and John Adams 

(b. 1947). In Rochberg’s music, the influence of Postmodernism is shown through the 

use of traditional forms and structure, while the others embrace simplicity through the 

use of minimalism.76 Other important composers of this style include David del Tredici 

(b. 1937) and Ellen Zwilich (b. 1939).  

As is shown in the following chapter, even though he was rooted firmly in the 

national ideals of Andrade and Guarnieri, Lacerda’s later music clearly reflects the 

influence of the Postmodern movement. The existence of two versions of Variações e 

Fuga, set over three decades apart, provide a unique microcosm of his style evolution. 

                                            
74 Jann Pasler, "Postmodernism," Grove Music Online, 
http://libproxy.library.unt.edu:2173/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-0000040721 (accessed February 2, 2018). 
75 Ibid. 
76 Pasler, “Postmodernism.” 
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American composer and theorist Jonathan Kramer explains, “Postmodernists like to feel 

that they can be whatever they wish. Their music can happily acknowledge the past, 

without having to demonstrate superiority to it.”77 Lacerda directly echoed this feeling of 

freedom in a quote from 2003. While this quote was referenced in the previous chapter, 

it is equally relevant here: “I use the harmonic system that will fit a specific composition. 

If I want to write a modal piece, I do it. If I want to write an atonal piece (free atonal, not 

twelve-tone) I do it. And if I want to write a piece with tonic and dominant in C major, I 

do it.”78 The similarity between the two sentiments is evident.  

It is important to note that while exhibiting the influence of Postmodernism, the 

revised version of Variações e Fuga does not completely abandon its original 

complexity. At first glance, this fact might seem to be a confusing wrinkle to the 

argument of Lacerda’s style evolution from one aesthetic to another. The work 

maintains many aspects of its original Modernist traits– namely atonality, complexity, 

and fragmented reference to folk melody. However, this is explained by the fact that 

while Postmodernists valued the past in a new way, the very definition of the past must 

then include Modernism. While composers of the former were not constrained by the 

latter, they often included its elements.79 

The difference in the two movements is perfectly summed up by Kramer: 

[T]here is a difference in perspective between modernist and postmodernist 
quotation. Modernist composers often want to take over, to own, to demonstrate 
their mastery of that which they are quoting, either by placing it in modernist 
contexts or by distorting it. Postmodernists are more content to let the music they 

                                            
77 Kramer, 12.   
78 Guimãraes, 14. 
79 Kramer, 12. 
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refer to or quote simply be what it is, offered with neither distortion nor musical 
commentary.80 
The ways in which this is directly reflected in the two versions of the quintet will 

be shown through analysis in Chapter 5. Even though both are rooted in Brazilian 

nationalism in a variety of ways, these elements are more apparent in the latter version. 

While it is impossible to determine whether the influence of Postmodernism on Lacerda 

made his music fundamentally more Brazilian in character, the simplification of his style 

between the 1960s and the 1990s clearly refined his expression of nationalism in a way 

that helped his music to more readily sound Brazilian to listeners. 

  

                                            
80 Ibid., 9. 
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CHAPTER 5 

VARIAÇÕES E FUGA PARA QUINTETO DE SOPRO 

5.1 Overview 

Lacerda wrote Variações e Fuga para quinteto de sopros during his final year of 

study with Guarnieri in 1962, shortly before his first trip to the United States on a 

Guggenheim Fellowship. The original iteration of the work was published in 1965 

through the Pan American Union. It is based on the popular Brazilian nursery song “A 

canou virou” (The Boat Turned Over). Lacerda’s use of folk music as a basis for the 

introduction, variations, and fugue subject shows the obvious influence of nationalism, 

but the way in which he incorporated it is complex, exhibiting Modernist tendencies. His 

compositional style also shows the clear influence of his mentor’s ideals, particularly in 

regard to form.  

As mentioned in Chapter 3, the quintet was premiered at a performance of 

Guarnieri’s pupils held in São Paulo on June 30, 1962. It featured Salvador Cortese, 

flute, Walter Bianchi, oboe, Leonardo Righi, clarinet, Silvio Oliani, horn, and Gistavo 

Busch, bassoon. Even with its publication in 1965, little information is available on its 

performance history since the premiere, and it has not been recorded professionally.81 

The original Pan American Union edition is available in libraries throughout the United 

States. In addition, it was eventually reprinted by Peer Music Publishing and, at the time 

of this writing, it is available for purchase. In 1994, Lacerda significantly revised the 

quintet. This version is only available in Lacerda’s manuscript through the Academia 

81 For the purposes of this document, the original version will be associated with the year that it was 
written (1962) rather than the year of its publication (1965). 
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Brasileira de Música. Even though records of the performance history are practically 

nonexistent, the fact that Lacerda rewrote the work over three decades after it was 

premiered suggests that he considered it an important part of his catalog.  

The differences between the two versions are significant. Though it is the same 

in title and inspiration, the revised music is radically changed in many ways. Lacerda 

altered the form, melodic material, predominant textures, rhythmic material, and 

harmonic language. When examining each of these elements, it is clear that each one is 

simplified in the revised version. For example, the texture becomes more homophonic 

than contrapuntal; the rhythm becomes more straightforward with fewer changes of time 

signatures; and the chords shift from secundal clusters to seventh chords and tertian 

harmonies.  

It cannot be coincidence that the complexity of the original quintet reflects the 

Modernist movement during which it was written. Furthermore, the revisions made in 

1994 directly parallel the aesthetic goals of Postmodernism. Even though, according to 

Lacerda, “there was absolute continuity in [his] style development,”82 the contrasting 

styles of two versions support a clear evolution of compositional style. It is evident that 

he was influenced by not only the culture in which he worked, but also by the 

movements of the global music scene. 

 

5.2 Form and Melodic Material 

5.2.1  “A canou virou” 

It is impossible to properly analyze Variações e Fuga without first looking at the 

                                            
82 Guimãraes, 14. 
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nursery rhyme upon which it is based. “A canou virou,” a traditional Brazilian children’s 

song, is reproduced in full in the score of both versions of the quintet. Lacerda’s choice 

to use it as inspiration for his work reflects the clear influence of nationalism. However, 

the fragmented way that melody is used often obscures it, mirroring Guarnieri’s 

tendency to avoid direct quotation of folk melody.83  

In the original score, the following explanation is written at the beginning: “The 

Variations are not built on the theme itself, but on its motives (a, b, and c). The theme is 

used, in a very modified way, as an Introduction to the Variations and as the subject of 

the Fugue.”84 Lacerda labels each of the three motives. Though the indicated motives 

only represent a portion of the melody, each of the remaining phrases corresponds to 

one of them. This can be seen in Example 1.  

Example 1: “A canou virou” with a, b, and c motives marked 

 
As Example 1 shows, the “b” motive is the most prevalent. It is in the key of C Major, 

beginning on the dominant note of G.  

The simple melody demonstrates numerous common elements of Brazilian folk 

and popular music. The entire range is less than an octave, reflecting the tendency of 

                                            
83 Appleby, 148. 
84 Osvaldo Lacerda, Variações e Fuga para quinteto de sopro, 1962, Published by the Pan American 
Union. (New York: Pan American Union, 1965), 4. 
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Brazilian music to be based on narrow-ranged melodies.85 In addition, rather than 

ending on the tonic note, the melody ends on the third scale degree ( ), yet another 

common trait of folk and popular music in Brazil.86 The tune is based largely on 

descending gestures, with only two moments of ascending leaps from dominant to tonic. 

The predominant descending motion represents a folk music trait observed by 

Andrade.87 Lacerda observes this throughout the quintet, showing a strong preference 

for descending melodic lines. Lastly, the repeated notes that make up the “a” motive are 

a common feature in Brazilian popular music.88 The presence of these traits in “A canou 

virou” made it an ideal melody on which to base Variações e Fuga.  

 

5.2.2 Comparison of Form 

The quintet is a fusion of standard theme and variations and fugue genres. While 

some of the basic benchmarks of these forms are met, Lacerda freely altered them. By 

the time that he revised the work three decades later, he added material that more 

closely referenced the standard form. In the original version, the work begins with a 

short Introduction. This is followed by six variations, each in a different mood and style. 

As mentioned above, Lacerda specifies that the variations are not structured on the folk 

melody as a whole but on its fragmented motives. Because of this, it is often difficult to 

hear the connection between the two. This is exaggerated by the fact that in this 

version, there is no complete statement of the melody. In a standard theme and 

                                            
85 Audi, 55.  
86 Appleby, 115. 
87 Andrade, Ensaio sobre a música brasileira, 47. In Audi, 51. 
88 Béhague, The Beginnings of Musical Nationalism, 26. 
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variations, the theme is presented prior to the first variation. In eliminating the theme 

entirely, Lacerda obscures the connecting thread between the variations. 

The Fugue immediately follows Variation VI, and the subject is based on the 

three motives of “A canou virou.” In the score, Lacerda clearly marks each entrance of 

the four-measure subject, including rhythmically augmented iterations of it. A chromatic 

countersubject can be traced throughout the first half of the fugue, but it eventually 

dissipates as the subject is altered and the texture grows. The work closes with a short, 

unison “Epilogo” (Epilogue) based on an augmented version of the fugue subject. 

The revised version features all of the above sections, in addition to new material 

that changes the overall aesthetic significantly. The most notable of these is in the 

addition of a complete statement of the theme in the oboe, supplemented by a 

chromatic countermelody in the bassoon. While the presence of a theme more closely 

adheres to the expectations of the form, Lacerda unexpectedly places it after the fugue 

rather than before the variations. This retroactively provides a source of reference for 

motives in the variations. His inclusion of a full statement of “A canou virou” shows 

evolution from the original version. However, its non-traditional placement toward the 

end of the work demonstrates his aptitude for expanding the boundaries of conventional 

forms.  

The theme transitions the work to Variation VII. The addition of a new variation 

provides the listener with the opportunity to hear the motives of the melody directly after 

having heard the folk melody in its entirety. Because the theme is placed between 

variations, the work seems to allude to the standard placement while not conforming to 
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it entirely. Variation VII also functions as an organic transition into the coda.89 Each of 

these additions helps clarify the theme upon which the quintet is based and make its 

presence more easily detectable.  

In his revision, Lacerda added two cadenzas. Originally, the clarinet has a short 

solo cadenza that functions as a transition between Variations III and IV (measures 114-

119). The other parts supplement the clarinet with sustained chromatic pitches in 

measures 118 and 120. In the revised version, this cadenza is extended by six 

measures, and it remains a solo clarinet statement until the beginning of Variation IV. In 

the later work, a second clarinet cadenza is added between the end of the fugue and 

the theme. At twenty-one measures long, it is dramatically longer than the first. While 

Cadenza 1 led directly into Variation IV with no significant break, Cadenza 2 ends with 

an extended silence. This effectively facilitates a transition from the bombastic fugue 

into the calm, simple mood of the theme.  

In discussing melodic tendencies of Brazilian nationalist music, Béhague points 

out that through the influence of the choros90, melodies took on an “improvisatory 

peculiarity” with “a fluctuating and unsymmetrical progression.”91 Lacerda’s indication in 

the revised version to play “ad libitum,” in addition to the frequency of marked tempo 

changes and performance instructions, supports the improvisatory character expected 

from the cadenzas. These sections contrast with the thickly layered texture in much of 

                                            
89 The final section is labeled “Coda” in the revised edition rather than the “Epilogo” of the original. 
90 The choro is a broad term, referring to a variety of styles of Brazilian instrumental music. The term 
literally means “laments,” and the genre traces its roots to the improvisatory singing of chorões (weepers). 
Appleby, 70 
91 Béhague, Beginnings of Musical Nationalism, 42. 
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the work, and their expanded presence in the later version contributes to an 

improvisatory character. 

Between the two versions, the expressive markings at the beginning of each 

section are different. Generally, the revised edition is marked with Italian terms and 

performance instructions, while the original uses Portuguese. In most cases, these 

correspond to the same general meaning. In the fugue, however, the original is marked 

“Burlesco” (Burlesque), a term that usually references a comical caricature of a person 

or idea.92 From the eighteenth century on, the idea of Burlesque was popular with 

European composers. It was often used to title works that combined serious and comic 

elements to achieve a “grotesque effect.”93 This label can be found in the music of many 

European composers, including Hungarian composer Béla Bartók in his Three 

Burlesques for piano (1908-1911), Italian composer Alfred Casella (1883-1947) in his 

Sicilienne et burlesque for flute and piano (1914), and French composer Oliver 

Messaien (1908-1992) in his Fantaisie burlesque for piano. Lacerda’s inclusion of this 

term, along with his manipulation of the fugue, seems to imply a parody of the form, 

directly referencing the Modernist tendency of distorting and changing the past. In the 

later edition, this marking is changed to “Quasi Valzer” (Like a waltz), a dance feel that 

is supported by the simplification of the meter and rhythm. Figure 1 below shows a 

direct comparison of the form and sections of both versions. 

 

                                            
92 Merriam Webster Online, s.v. “Burlesque,” accessed March 18, 2018. https://www.merriam-
webster.com/dictionary/burlesque. 
93 Erich Schwandt, Fredric Woodbridge Wilson, and Deane L. Root, "Burlesque," Grove Music 
Online,  http://libproxy.library.unt.edu:2173/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo
-9781561592630-e-0000004381 (accessed April 16, 2018). 
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Variações e Fuga, Original 1965 edition Variações e Fuga, 1994 Revised edition 

 
Introdução- Decidido 
Variation I- Simples 
Variation II- Gracioso 
Variation III- Incisivo 
Cadencia 
Variation IV- Seresteiro 
Variation V- Rápido 
Variation VI- Dramático 
Fuga- Burlesco 
Epílogo 

 
Introdução- Deciso 
Variation I- Andantino con moto 
Variation II- Allegretto grazioso 
Variation III- Allegro moderato, 
                    risoluto 
Cadenza, ad libitum 
Variation IV- Andantino con moto 
Variation V- Vivo, scherzoso 
Variation VI- Deciso 
Fuga- Quasi valzer 
Cadenza 
Tema- Andantino innocente 
Variation VII- Andantino 
Coda 

Figure 1: Comparative chart of 1965 and 1994 editions 
 

5.2.3 Treatment of Folk Melody  

As mentioned above, Lacerda did not write the work based on the “A canou 

virou” melody as a whole but rather the three motives upon which it is built. The way in 

which they are incorporated into each section varies. Most often, the motives are clearly 

referenced through their descending/ascending contour and stepwise/leap motion. At 

times, the original intervals are preserved, but Lacerda also alters the pitches to imply a 

variety of tonalities. This includes the use of modes, examples of which will be 

discussed below. His obscured, fragmented use of the motives as the foundation of 

each section showcases a sophisticated style. This was refined and simplified through 

his later revisions, making the connections to the folk song more apparent.  

 

5.2.3.1 Introduction 

With the exception of one measure, the Introduction is the only section that 

remains largely unchanged between versions. It begins with the descending ‘b’ motive 
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from the folk melody, presented in unison in all parts. This is shown in Measure 1 below. 

Example 2: Variações e Fuga original, Introduction: Measures 1-3 

As in the melody itself, the descending motion of the ‘b’ motive is the most 

prevalent throughout the work. Since “A canou virou” begins on G, the dominant note of 

C Major, the introductory phrase of C-Bb-A ( - - ) implies the key of F Major.94 The 

leap in measure 2 follows the ascending leap in the ‘c’ motive. Rather than landing on 

the expected tonic of F, however, it goes even further, settling on A-flat. In the following 

example, the ‘b’ motive is again referenced, detectable in the upper notes. 

Example 3: Variações e Fuga original, Introduction: Measures 4-5 

                                            
94 Lacerda often omitted key signatures, using only accidentals. This element of his harmonic language 
will be discussed later in the chapter.  
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The Lydian mode is implied frequently in the Introduction. Audi writes that the 

use of modes is a nationalist element in Brazilian music. Supported by his translations 

of a published interview between Lacerda and Cíntia Macedo, he explains that 

Gregorian modes as a melodic aspect are a regular part of Brazilian popular music, 

particularly in northeast Brazil. In particular, Lacerda favored the Dorian, Lydian, 

Mixolydian, and Northeast (Modo Nordeste)95 modes.96 Though multiple modes are 

present in this work, the Lydian mode, and its defining interval of a tritone, are 

predominant. In measure 3, the C-sharp descent to a G is consistent with G Lydian 

mode.  

Example 4: Variações e Fuga revised, Introduction: Measures 1-10 

                                            
95 The Northeast mode is a combination of Lydian and Mixolydian modes, containing a raised and 
lowered. 
96 Audi, 36.  
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Again, in the final four measures, all voices land on an F-sharp before leaping down to a 

final C, again implying a C Lydian mode. The revised Introduction is shown below with 

these intervals indicated.The presence of these modes throughout the work is 

especially evident in the revised version. 

 

5.2.3.2 Variations 

Variation I uses the ‘b’ and ‘c’ motives. Their use is largely based on the contour 

of these motives rather than exact pitch relationships. The ‘b’ motive is expanded, 

forming the basis for most of the phrases in the section. The parts overlap, creating a 

contrapuntal texture with continuous sound. In both versions, the flute part presents a 

clear reference to the ascending leap of a perfect 4th in ‘c’ motive in measures 16-17, 

followed by descending steps in measure 17, as shown in the following example.   

Example 5: Variações e fuga revised flute, Variation I: Measures 16-18 

 

Tritone intervals are again emphasized throughout the variation, particularly in 

the revised version. At measure 20, the music diverges significantly from its original 

form when the flute and oboe abandon linear phrases to play homorhythmic tritones. A 

similar moment occurs at measures 28-30 between the horn and bassoon, as seen in 

measures 29-30 of the following example. 

 
 
 

Fl. 
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Example 6: Variações e fuga revised horn and bassoon, Variation I: Measures 28-30 

Variation II features the descending contour of the ‘b’ motive within the context of 

the Northeast mode. The distinctive sound of this mode can be heard in the oboe line as 

soon as the melody begins. This melody, which is echoed in the bassoon shortly 

thereafter, uses the pitches F-G-A-B-C-D-Eb. The raised  and lowered  (seen below 

in measures 48, 50, 51, 53, and 54) confirm F Northeast mode.  

Example 7: Variações e fuga original oboe, Variation II: Measures 48-55 

In the later rendering of the work, Lacerda reiterates this mode by adding another 

example of it at the end of the section. In measures 71-73, all parts dovetail in an 

ascending Db Northeast mode pattern, outlining the pitches Db-Eb-F-G-Ab-Bb-Cb. This 

passage is particularly noteworthy due to its absence before the revision. 

Example 8: Variações e fuga revised, Variation II: Measures 71-73 

Ob. 

Tr. 
Fg. 
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The same variation contains another significant motivic difference between the 

two versions of the work. In the original, in measure 67, a short horn solo emerges from 

texture. The solo is the clearest iteration of motives ‘a’ and ‘b’ in this section and follows 

the contour closely. However, in the revision at measure 68,97 the line continues with all 

parts joining in measure 69. The addition of this statement not only reiterates ‘b’ but also 

forms the ascending interval shown in the ‘c’ motive.  

Example 9: Variações e fuga revised, Variation II: Measures 68-70 

 
The rising motion from G# to D in the horn part in measure 69 is a tritone rather 

than a perfect 5th, but the contour is unmistakable. This moment provides a clear 

reference to the folk melody that the original is lacking.  

In Variation III, the predominant motivic use is in the contour of the lines. There 

are many repeated note gestures followed by a scalar descending line that reference 

                                            
97 Measure numbers rarely correspond between the two versions of the work. 

Fl. 
 
 
 
Ob. 
 
 
 
Cl. 
 
 
 
Tr. 
 
 
 
Fg. 
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the ‘a’ and ‘b’ motives. The presence of ‘a’ is exaggerated in the revision due to 

Lacerda’s choice to change the notes in the oboe, clarinet, and horn accompaniment. 

Originally, these three voices play a pattern based heavily on a descending stepwise 

pattern. However, this was simplified to a series of repeated pitches that match the 

rhythm of the ‘a’ motive. The comparison between the two can be seen in the following 

example.  

Example 10a: Variações e fuga original oboe, clarinet, and horn: Variation III: Measures 
75-7898 

 
Example 10b: Variações e fuga revised oboe, clarinet, and horn: Variation III: Measures 

76-7999 

 
A cohesive statement of all three motives is found in the bassoon part. It is set as 

a hemiola against the 3/8 meter, and the principal pitches, indicated in the following 

example, trace the folk melody clearly.  

  

                                            
98 Example 9 is from the original score, which was published with Clarinet in Bb and Horn in F. 
99 Lacerda wrote the revised version of the score with all instruments notated at concert pitch. 

Ob. 
 
Cl. 
 
 
Tr. 

Ob. 
 
Cl. 
 
 
Tr. 
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Fg. 

Example 11: Variações e fuga revised bassoon, Variation III: Measures 90-100 
 

 

 

 

 

While the bassoon line is consistent in both versions, the accompanying material is 

sparse in the later one, allowing the statement to be heard clearly. 

The use of the motives in Variation IV is perhaps the most ambiguous of any 

section of the piece. Particularly in the original version, the connection to them is 

obscured by the complexity of the texture. When examining the pitches in depth, 

however, the motives’ use as a foundation of the variation is clear. The intervals are not 

retained, but their influence is still present, particularly in the clarinet and oboe melodic 

phrases. When extraneous notes are removed, the contour is clarified.100 The primary 

pitches are indicated in the oboe melody below. 

Example 12: Variações e fuga original oboe: Variation IV: Measures 128-135  

In a similar way to Variation III, Lacerda’s later simplification of the accompaniment 

texture helps make the way for the melodic material to emerge. 

                                            
100 The contour based on the motives is as follows: Repeated notes-Descending scalar pattern-Ascending 
leap-Descending scalar pattern. 

Fg 

Ob. 
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The motivic use in Variation V is very similar to the third variation. This section 

predominantly outlines the shape of the ‘b’ and ‘c’ motives, shown in the melody in both 

the clarinet and horn parts. The clarinet statement is shown in the following example.  

Example 13: Variações e fuga revised clarinet, Variation V: Measures 170-179101  
 

 

 

 

The reference to the ‘b’ motive continues in measure 179. The first note of each 

group of two emphasizes the descending motion. It is interesting to note that in the 

original version, the first note of each slur is the same. However, the two-note slurs are 

descending intervals rather than ascending. Because of the range tendencies of the 

clarinet, the revised version makes the descending motive easier to perceive. While 

there are numerous differences between versions, this is the most significant of the 

motivic changes.  

Variation VI, labeled Dramático/Deciso, is reminiscent of the Introduction. The 

opening is played in unison in all parts and includes the shape of all three motives. Two 

contrasting sections, both labeled “tranquillo,” are constructed around a three-note 

gesture. It is introduced during the transition to the “tranquillo” and is comprised of a 

repeated note followed by a descending step. This can be viewed as a hybrid of the “a” 

and “b” motives, indicated in the following example. 

  

                                            
101 Part is written for Clarinet in Bb.  
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Example 14: Variações e fuga revised, Variation VI: Measures 250-251 
 

 

 

 

 

 

 

 

 

 

Lacerda emphasized the importance of this gesture in the revised version by 

adding it to the oboe, clarinet, horn, and bassoon parts simultaneously at measure 255. 

An analysis of the vertical sonorities reveals that the oboe and clarinet move in parallel 

tritones. The horn and bassoon, also separated by a tritone, move together in contrary 

motion to the upper parts. The planing motion between the two sets of instruments 

successfully emphasizes the gesture. The following examples show this passage in 

both versions of the work. The oboe carries the melody, while the rest of the voices 

show significant alterations. 

Example 15a: Variações e fuga original, Variation VI: Measures 240-243 
 

 

 

 

 

Fl. 
 
 
 
Ob. 
 
 
 
Cl. 
 
 
 
Tr. 
 
 
Fg. 
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Example 15b:Variações e fuga revised, Variation VI: Measures 255-257 

 

 

 

 

 

 

 

The final Variation, only present in the revised edition of the work, is structured 

as a flute solo with accompaniment. Even though it is placed after the Fugue, for the 

purposes of this discussion, it has been included with Variations I-VI. With the exception 

of a lyrical bass line in the bassoon, the middle voices play sustained notes almost 

exclusively. The flute is placed mostly in its middle to high register, separating it from 

the other lines. The use of the theme is heavily obscured by technical activity, but traces 

of it are present. However, at measure 426, there is a clear statement of the ‘a’ and ‘b’ 

motives, indicated in the following example.  

Example 16: Variações e fuga revised flute, Variation VII: Measure 425-426 
 

 

  

 
The same gesture functions as a transition into the coda. 

 

a 

b 
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5.2.3.3 Fugue and Coda 

The fugue subject in both versions is based on the opening statement of the 

Introduction and uses the same pitches. The rhythm is adjusted slightly to 

accommodate the 2/4 time signature, but motives ‘b’ and ‘c’ are immediately 

recognizable. It is four measures long in the original version, and the time signature 

changes in each measure. The third bar of the subject directly corresponds to the fourth 

measure of the Introduction, featuring motive ‘b’ in the upper notes of the descending 

leaps, shown in measure 3-4 below. 

Example 17: Variações e fuga original bassoon, Fugue: Measures 1-5102 
 

 

 

 

 

A chromatic countersubject is present until the first episode in measure 21. When 

the subject enters at measure 67, fragments of the countersubject are spread between 

the other instruments. In addition, the statement of the subject in the flute and bassoon 

are separated by only two measures. Another episode leads to a measure of silence. 

This time, the subject entrances are staggered only one measure apart, creating a thick 

texture.  

The 1994 version of the subject uses mostly the same pitches, but it is shortened 

to three measures of 3/8 (See Example 18a). The truncation of the subject will be 

discussed further in the following section. As before, Lacerda clearly marks each 

                                            
102 In the original version, the measure numbers start again at the beginning of the fugue. 
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subject entrance. In the revision, he includes inverted and rhythmically augmented 

versions, an example of which can be seen in measure 357 in Example 18b. It is 

interesting to note that these careful subject markings used throughout the fugue are 

uncommon among other composers of the time. Each statement, including those that 

are inverted and rhythmically augmented, is marked clearly in the score and parts. Due 

to Lacerda’s background as an educator and theorist, it is possible that these indicators 

were added for educational reasons.103 

Example 18a: Variações e fuga revised bassoon, Fugue: Measures 283-285 
 

 

 
Example 18b: Variações e fuga revised flute, Fugue: Measures 355-368 

 

 

 

 

 

There is no consistent countersubject, but the texture is more transparent, 

allowing each iteration of the subject to be clearly recognized. As with the original 

version, the overlap of each statement is gradually increased throughout the fugue. 

While each entrance of the original subject was separated by three measures, the 

clarinet and horn later introduce the same material only one bar apart, shown in 

measures 329 and 330 in Example 19.  

                                            
103 This level of detail is present is many of Lacerda’s scores, including markings indicating not only where 
a part is important, but also where it is no longer prominent.  
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Example 19: Variações e fuga revised, Fugue: Measures 329-334 
 

 

 

 

 

 

 

 

This is tightened even further in measure 335 when the oboe and flute are separated by 

only an eighth note. The final subject entrances begin at measure 369 and are in the 

reverse order than the original version. 

The final section is labeled “Epílogo” in the original version of the work and 

“Coda” in the revision. The music is unrecognizable between the two. In the original, the 

section is set up by an extended silence. All voices then play a rhythmically augmented 

version of the Introduction before accelerating to a dramatic ending. In the later edition, 

however, the transition from Variation VII is seamless. There are traces of the hybrid 

motive used in the sixth variation. The most notable change, however, is a three-

measure flute solo, marked “Lento.”  

Example 20: Variações e fuga revised flute, Coda: Measures 438-440 
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This solo directly echoes the ‘a’ and ‘b’ motives of the melody before the sudden 

“Prestissimo” entrance in the remaining voices that closes the work. Lacerda’s addition 

of this unmistakable reference to the motives demonstrates his increased focus on 

emphasizing “A canou virou.”  

 

5.3 Predominant Textures 

Lacerda’s use of texture is perhaps one of the most striking changes made 

between the two versions of Variações e Fuga. In almost every section of the piece, at 

least one substantial change is made. These revisions fall into two major categories: 

contrapuntal and homophonic writing, and the use of varying solo and chamber music 

textures. Both versions contain a significant amount of complicated counterpoint. 

However, the majority of the revisions serve the goal of simplifying the work. The 

changes not only make the melody and harmony more clearly detectible to the listener, 

but they also make aspects such as balance and intonation more approachable for the 

performers. While not every revision will be discussed in this document, the most salient 

examples will be explored. 

Lacerda included regular use of polyphonic texture. One of the first examples of 

this occurs in Variation I.  In both versions, the horn begins the variation alone, carried 

over from the end of the Introduction, and the horn, oboe, and flute all play independent, 

supporting lines. Each entrance overlaps rhythmically, creating a dense texture in which 

the barlines are obscured and the voices sound equal. The layered texture is shown in 

the following example from Variation 1. In this example, the horn is plays the melody. 
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Example 21: Variações e fuga original, Variation I: Measures 13-22 

When the clarinet enters with the same melody, the texture begins to change 

between the two versions. In the original, the layering of voices continues through the 

variation. However, in the revision, Lacerda changed the horn and bassoon lines to play 

in parallel tritones, moving in exact contrary motion to the clarinet melody. (See Musical 

Example 6 on page 45). The note against note counterpoint highlights the melodic line, 

particularly because of its position in the highest voice. 

In the same variation, all other voices drop out at measure 34, leaving the 

clarinet with the solo melody before the other instruments enter with the same layered, 

independent lines. In the corresponding measure in the later edition, none of the 

competing lines are present. Instead, the melody is punctuated by short eighth notes in 

the lower voices, emphasizing the dominance of the melody. It is only on the last 

sustained note of the clarinet that the oboe enters with a short interjection in measure 

38. The bassoon takes over the melody but only after the oboe has finished its line, as 

seen in the following example.  
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Example 22: Variações e fuga revised, Variation I: Measures 37-40 
 

 

 

 

 

 

 
The way in which the voices take turns is in direct contradiction to the competing lines 

present throughout the entirety of Variation I in the original version. The sparse texture 

underneath the melody in the revised music emphasizes their importance.  

Another important example is found in Variation III. Though Lacerda kept the 

same basic instrumentation and structure in both editions, he changed the notes 

significantly. In the original version of this march-like section, the three inner voices 

begin with a homorhythmic eighth note/two sixteenth note gesture. This immediately 

appears to reference an ostinato, a technique that is regularly featured in Lacerda’s 

music due to its importance in both Amerindian and Afro-Brazilian music.104 However, 

rather than remaining constant, the contrary motion and changing notes in each 

measure create a competing voice to the melody in the flute. In addition, in the third 

measure (measure 77), the rhythm is flipped on the second beat (       ).This creates an 

unstable feeling in the duple meter, placing the agogic accent in different places 

between the melody and accompaniment. In the revision of this variation, the flute 

melody remains largely the same, with the exception of a few notes. However, the lower 

                                            
104 Audi, 78.  
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voices remain consistent with notes and rhythms until after the flute has entered, 

playing a series of repeated pitches. (See Example 10 on page 47.) Rather than 

competing with the melody in the flute, the three lower voices fade into the background, 

providing a framework for the acrobatic flute line. The simplification of the pitches and 

rhythm in the revised version create an altered ostinato, helping to solidify this as clear 

melody with accompaniment rather than competing contrapuntal lines.  

Variation V presents some of the most significant textural changes between the 

two versions of the work. Lacerda sets up the melody with a chromatic line in the flute 

and oboe. This line continues almost nonstop throughout the variation, though in the 

original version it is heavily fragmented. Of the sixty-seven measures, all except for ten 

have every sixteenth note sounding. Even though each instrument often plays as few as 

three notes at a time before passing it to another instrument, all sixteenth notes can be 

heard. This sets up a framework for the melody, which is played predominantly by the 

clarinet and oboe. An example of the dovetailing effect producing a constant chromatic 

line can be seen in the following example.  

Example 23: Variações e fuga original, Variation V: Measures 184-189 

The constant timbre changes create a busy texture. Though a similar effect is used in 

the revised version, as with Variation III, the notes in the chromatic line are changed to 
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be a true ostinato. Rather than this line detracting from the melody, it fades into the 

background. Both use contrary chromatic motion in the flute and oboe, but the later 

edition repeats the same six-note pattern for eight measures, returning to it frequently.  

In the same variation, the oboe part begins a chromatic descending line in 

measure 197. Every fourth note ascends, creating two groups of three in each measure. 

In the first version, this line transitions to the flute for one measure, followed by the 

bassoon, clarinet, and flute again. Underneath, the instruments without the chromatic 

fragment play staccato eighth notes and slurred sixteenth notes, emphasizing the 3/8 

time signature. The chromatic line is indicated in the following example. 

Example 24: Variações e fuga original, Variation V: Measures 195-204 

In the corresponding moment of the revised edition, the oboe plays the entire 

descending line rather than passing it to the other instruments, shown in Example 25. 

This creates a more simple, cohesive line with a consistent timbre.  
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Example 25: Variações e fuga revised, Variation V: Measures 205-210 

In the later edition, Lacerda expanded the variation, adding a ten-measure transition. 

The transition material is particularly important to this discussion due to its homophonic 

texture. While the flute continues the chromatic line that the oboe began, the oboe and 

clarinet punctuate the hemiola groupings of the notes with chromatic descending 

staccato eighth note tritones. The other instruments join, and all parts play the same 

rhythm for six measures, building to a grand pause in measure 220. 

Example 26: Variações e fuga revised, Variation V: Measures 215-220 
 

 

 

 

 

 

 

The homophonic writing in this added section creates a significant moment, leading 

back into an ostinato similar to the beginning and clearly emphasizing the rhythmic 

element of hemiola. 
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It is important to note that at the return of the chromatic ostinato,105 Lacerda 

changed the pitches in the later version. The flute, oboe, and clarinet notes are altered, 

and the flute and oboe relationship is of specific interest. In the original, the two 

instruments begin on F# and F-natural respectively. The gesture proceeds in note-

against-note counterpoint with contrary motion. While the clarinet line moves in the 

same direction as the oboe, the two parts stay a half step apart. In the revision, Lacerda 

changed the flute and oboe lines to move in parallel thirds for the entirety of the line. 

The clarinet maintains contrary motion.  

Example 27: Variações e fuga revised, Variation V: Measures 221-222 
 

 

 

 

 

 

 

These parallel thirds eliminate some of the extreme dissonance from the original 

version. Furthermore, they are a common trait of Brazilian folk polyphony, making their 

addition striking.106  

The end of Variation VI is another example of a significant textural change. This 

variation features a predominant use of unison writing, supporting the “dramatic” 

                                            
105 Measure 204 in the original version and measure 221 in the revised version. 
106 Béhague, Music in Latin America, 116.  
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performance instruction at the beginning. The original version ends with a fast, forceful 

hemiola gesture that begins in the flute. Each instrument enters in score order one beat 

apart, creating a natural crescendo. This layered effect culminates in a homorhythmic 

declaration that is reminiscent of the beginning of the variation. (Shown below in 

measure 266) In the revised version, Lacerda eliminated the layered gesture in favor of 

a two-measure clarinet solo. Rather than ending forcefully, a soft quarter note triplet is 

played together in the flute, oboe, clarinet, and horn parts (measure 280), making way 

for the descending bassoon solo that ends the variation.  

Example 28: Variações e fuga original, Variation VI: Measures 264-266 
 

 

 

 

 

 

 

 
Example 29: Variações e fuga revised, Variation VI: Measures 280-282 
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Because of the difficult rhythmic entrances in the original version, the latter is 

considerably easier for performers and creates a more sophisticated transition into the 

following Fugue.  

In addition to his manipulation of contrapuntal and homophonic textures to 

emphasize the most important lines, Lacerda also made full use of many instrumental 

combinations within the woodwind quintet. In both versions of Variações e Fuga, there 

are numerous examples of textural variety. However, in the later edition, solo, duet, and 

trio textures are more prevalent. Numerous parts that had originally been played by at 

least three instruments were made into solos and duets. The overall effect of these 

changes is that of a reduced, simpler sound, in keeping with a Postmodern aesthetic.  

This reduction occurs as early as the Introduction, where all five instruments play 

in unison. This section is one of the few places that Lacerda did not change any notes 

or rhythms in the revision. However, rather than maintaining the thick unison texture 

throughout, he took away the top four voices in measure 4, leaving only a bassoon solo. 

This provides textural contrast to the Introduction.  

Another example of Lacerda’s reductive texture is in Variation IV. This variation is 

a seresteiro (serenade). In the original version, the clarinet and bassoon interact with 

complementing melodic lines. These phrases are supplemented by short punctuations 

in the oboe and horn. While these lines add to the texture, they also obscure the long, 

soaring melody in the clarinet and bassoon. In the revised edition, the first eight bars 

are written as a duet between the two instruments. Though the measure numbers 

correspond between versions, the time signatures, notes, and rhythms are altered. The 

bassoon part is more active, and many of the rests are eliminated, creating seamless, 
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constant sound. The use of ties, slurs, and syncopation effectively obscures the barlines 

in both versions, a trait that shows the traces of European influence. However, as will be 

discussed in the following section on rhythm, the use of syncopation is also a trait of 

Brazilian nationalism.107 The transparent texture of the later version more clearly 

showcases Lacerda’s fusion of the European and Brazilian traditions.  

In the same variation, the oboe picks up the melody where the clarinet ends. 

Lacerda again removed contrapuntal inner lines from the original version (measures 

129-135) in favor of homophonic, supporting triads in the revision (measures 135-141). 

These chords are tonal and function entirely as accompaniment, solidifying the oboe 

and bassoon as the primary voices. There are numerous places in the revised version 

of the work that maintain the thick texture of the original. However, Lacerda’s choice to 

vary the texture, featuring multiple solos and instrument combinations, makes these 

moments more impactful.  

 

5.4 Rhythmic Material 

Rhythm, one of the unique identifying factors in Brazilian music, was considered 

by Andrade to be one of the “musical constants” in nationalist music of the country. The 

majority of the predominant rhythmic elements are of African origin and eventually 

established themselves as standard parts of folk and popular music.108 These include 

the predominant use of syncopation, delayed downbeats, regular changes between 

duple and triple divisions within a duple meter, and traditional brasileirinho and 

                                            
107 Appleby, 115. 
108 Ibid. 
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embolada109 rhythms.110  Many of these elements are present in Variações e Fuga, 

examples of which will be explored in the following analysis. The primary focus will be 

on the 1994 revisions and how they helped to accentuate these elements. 

The use of syncopation is integral to Brazilian music,111 and examples of it can be 

found throughout both versions of the work. Its importance is established from the 

beginning, where an example is found as early as measure 4 in the Introduction (See 

Example 2 on page 42). In the original version, all of the instruments play descending 

two-note slurs. The start of the slur on the second half of the first beat automatically 

emphasizes the upbeats in the measure. However, the presence of a crescendo and 

decrescendo over the entire phrase seems to undermine the feeling of syncopation. As 

mentioned above, when making revisions, Lacerda reduced the texture of this measure 

to solo bassoon. This time, the crescendo is removed in favor of accents on the 

upbeats, emphasizing them further.  

Example 30: Variações e fuga revised bassoon, Introduction: Measures 4-5 

While this may seem like a relatively small change, it shows Lacerda’s increased focus 

on unexpectedly accentuating the notes between the beat from the beginning of the 

piece. Even though no tie is present, as might be expected in a syncopated passage, 

the accented upbeats conflict with the expected emphasis on the downbeats, providing 

109 Explanations of these rhythms are given on pages 70 and 74-75, respectively. 
110 Ibid., 80, 115, 125. 
111 Béhague, Beginnings of Musical Nationalism, 42. 
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a syncopated feel. 

In measure 6 of the Introduction, both versions include a delayed downbeat. A tie 

from the previous measure sets this up. The unison texture of this section makes the 

accented entrance on the offbeat particularly jarring. Another notable example of this 

technique is at the end of Variation I in the revised version. As one of the large sections 

that Lacerda completely reworked, the end of the variation is completely unrecognizable 

from the early edition. While the original boasted heavily contrapuntal lines and ever-

changing time signatures, the revised version ends with an ascending B Major scale, 

dovetailed between the oboe and flute and reinforced by the descending bassoon line. 

However, the scale is left unresolved on its leading tone of A-sharp in the flute, seen in 

measure 44 below.  

Example 31: Variações e fuga revised, Variation I: Measures 43-46 

It is eventually resolved, but only after a measure of silence, effectively delaying the 

expected downbeat. The addition of this entire gesture from the original provides an 

opportunity to feature a traditional Brazilian technique in an exaggerated way.  

Variation IV features pervasive use of syncopation throughout. This is largely in 

Fl. 
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the form of ties between measures. The beautiful melodic line is supported with 

countermelodies throughout the whole variation. In the original version, the individual 

voices very rarely move together. The constant activity, punctuated by a variety of 

syncopations in each voice, complicates the aesthetic and obscures the melody. As in 

numerous other cases, Lacerda later altered the non-melodic lines to function as an 

accompaniment. In measures 157-163, the oboe and flute play the melody in octaves, 

while the original version, the two play competing lines. These corresponding passages 

are shown in Example 32. The prominent syncopation over the bar line emerges from 

the texture significantly in the later edition. 

Example 32a: Variações e fuga original flute and oboe, Variation IV: Measures 149-150 

Example 32b: Variações e fuga revised flute and oboe: Variation IV: Measures 158-159 

As implied by its name, brasileirinho is the most common Brazilian syncopated 

rhythm.112 This characteristic rhythm is made up of a sixteenth note, and eighth note, 

and another sixteenth note. (                  ) While this figure is regularly found in 

Lacerda’s music, Audi points out that he used it sparingly in order to avoid making the 

112 Audi, 63. 
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music become boring and stereotypical. Andrade also held this concern regarding the 

gesture and syncopation in general.113  

The brasileirinho is the primary gesture that comprises Variation II. It first 

appears in the solo oboe in the opening measure and remains predominant throughout 

in both versions of the piece.  

Example 33: Variações e fuga original oboe, Variation II: Measures 48-50 

A noteworthy change is made in the accompanying voices at measure 58, however. 

Originally, the clarinet, horn, and bassoon join the oboe and play a series of descending 

two-note slurs. However, Lacerda changed this by giving the melody to the flute and 

altering the rhythm in the remaining voices. They are given an augmented version of the 

brasileirinho, shown in Example 34.  

Example 34: Variações e fuga revised, Variation II: Measures 58-59 

113 Ibid., 73. 
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Similarly, Lacerda altered the rhythm in Variation IV to contain this augmented form of 

the gesture more pervasively than in the original version. An example of this is found in 

the clarinet melody at the beginning of the variation. The corresponding measures can 

be seen in Example 35. 

Example 35a: Variações e fuga original clarinet, Variation IV: Measures 120-126 

Example 35b: Variações e fuga revised clarinet, Variation IV: Measures 128-134 

The altered rhythm can be seen in the latter example in measures 130 and 132. While 

the brasileirinho is limited in the work, the revisions increase its frequency significantly. 

The relationship of duple and triple pulses is another important factor in the 

rhythm of Brazilian music. One of the most common ways that this manifests itself is in 

the use of a three-plus-three-plus-two unit pattern (3+3+2). Appleby notes that this is 

“one of the most characteristic elements in the rhythmic formations of Brazilian urban 

popular music.”114 While this traditionally refers to an eighth note pattern within a duple 

114 Appleby, 80. 
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meter, Lacerda often stylized it. References to duple and triple pulsations are found 

many times in the work, but they are not always presented in the expected eighth note 

pattern. Variation II contains one of the first examples of this. The pattern is clearly 

presented in sixteenth notes in the horn. This stays consistent between both versions. 

This is shown in the following example in measures 68-69. 

Example 36: Variações e fuga revised, Variation II: Measures 68-70 

The phrase stands out from the texture due to the sustained pitches in the remaining 

instruments. As shown in the above example, Lacerda made an interesting revision in 

the following measure. Following the  time signature, he inserted a measure of  

All instruments repeat the horn line with the exception of a missing eighth note. While 

the added measure does not strictly follow the expected 3+3+2 pattern, the presence of 

the second part of it in unison draws attention to the gesture. 

Another example of this rhythm is in Variation V. The clarinet plays a clear 3+3+2 

gesture in both versions. Because of the triple meter of the variation, dotted eighth 

6 2
16

4 5
16
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notes are used for the last grouping. The presence of this pattern within a triple rather 

than duple meter is an example of Lacerda’s stylized application of a traditional rhythmic 

gesture. While it does not follow the usual use of equal eighth notes grouped into a 

3+3+2 pattern, it clearly references the configuration. The important difference between 

the two versions comes in the accompanying voices. In the original, the chromatic line 

in the flute and oboe enters on the upbeat of the first pulse, destabilizing the rhythm and 

placing the agogic accent on the second beat of the measure. However, in the 

corresponding moment in the revision, Lacerda moved the chromatic line to the 

downbeat of the measure. This effectively places the emphasis on the first note and 

helps the listener to hear the 3+3+2 pattern. Both versions are shown in Example 37. 

The clarinet part contains the rhythmic gesture in both examples. 

Example 37a: Variações e fuga original, Variation V: Measures 172-174 

Example 37b: Variações e fuga revised,Variation V: Measures 182-184 
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The pattern emerges again toward the end of the variation. Originally, the horn begins 

but passes it to the bassoon before it is completed. Later, Lacerda changed this to be a 

complete statement in the horn alone.  

An important element in Brazilian folk and popular music is the presence of 

embolada rhythm. Embolada is a traditional form that is improvised by a vocal soloist 

and accompanied by percussion instruments.115 It is characterized by repeated sixteenth 

notes played over a syncopated rhythm. While the examples of this in Variações e Fuga 

are limited, there are stylized references scattered throughout. The most obvious of 

these is in Variation III. Though the details of this variation have been discussed in 

section 5.2 (Example 10 on page 47), it is important to note the connection of the 

revised version to embolada. As previously mentioned, the original version featured 

changing notes and contrary motion. However, in the revised version, the quick, 

repeated notes in the oboe, clarinet, and horn lines are reflective of the associated 

ostinato. The alteration of the expected sixteenth note pattern was not unprecedented, 

having been similarly used by Villa-Lobos in his Bachianas Brasileiras No. 1.116  

The time signatures are dramatically altered between the two versions of the 

work. While Lacerda’s manipulation of meter does not specifically reflect a nationalist 

style, the 1994 changes work to simplify the overall texture of the work. The most 

striking of these adjustments is in the Fugue. The original subject is four measures long, 

changing meters every measure. For reference, this can be seen in Example 16 on 

115 Marilia Gabriela do Nascimento Gimenes, “Osvaldo Lacerda's Sonata for Flute and Piano (1959): A 
Performance Guide with Historical Background of Brazilian Genres Embolada, Seresta, and Baião,” (DMA 
diss., University of North Texas, 2012), 17.  
116 Béhague, Music in Latin America, 198-199. 



73 

page 51. In order to make the other voices work in conjunction with the subject, the 

resulting texture is forced into a dense and rhythmically complex puzzle. The revised 

fugue subject is reduced to three measures of 3/8 (Example 18 on page 53). This 

reinforces the new “Quasi Valzer” feel of the section. The truncated subject shortens the 

overall fugue. Its abridged length and simplified meter make room for more clarity in the 

supporting lines, creating a simpler aesthetic. Each statement of the subject is 

emphasized more clearly, again resulting in an overall reduction of the complexity of the 

section. 

5.5 Harmonic Language 

Of the “musical constants” identified by Andrade, harmony is least independent 

of European influence. He felt that because elements of traditional harmony were used 

globally, they did not have a national identity.117 As such, Lacerda’s compositional style 

incorporates a variety of European styles, including tonality, bitonality, atonality, and an 

affinity for specific chords. Variações e Fuga exhibits each of these characteristics.  

Some elements remain constant between both versions of the work. Most 

notably, they are written without a key signature and use accidentals throughout. While 

the music generally does not follow expected tonal chord progressions or key areas, a 

number of tonal centers emerge, often changing frequently. Around a given tonal 

center, the pitches may suggest major and minor, modal, or bitonal harmony. In 

addition, Lacerda writes with a pervasive use of chromaticism, both linearly and 

vertically, that guides much of the harmonic content.  

117 Audi, 24. 
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There are significant differences between the original and revised versions of the 

piece. As with the melody, form, texture, and rhythm, the changes implemented in 1994 

work toward simplifying the music. Lacerda incorporated more tonal sections, 

reinforcing and clarifying standard implied harmonies that were already present. In 

addition, he added more augmented 6th chords, minor chords with a major 7th, and 7th 

chords with added pitches. Each of these is a standard element of Lacerda’s music.118 

Both versions show many examples of his harmonic language. However, in the large 

majority of cases, the altered chords in the revised version represent a move from 

dissonance to increased consonance.  

Throughout the work, F is regularly emphasized as the primary tonal center. This 

is established at the beginning of the Introduction and reiterated frequently. As 

previously discussed, the nursery rhyme upon which the piece is based begins on the 

5th scale degree of a major key. In clear reference to this, the Introduction begins with 

the ‘b’ motive and outlines F Major before quickly moving to G and C Lydian modes. 

(See Example 4 on page 43).  

The importance of F is confirmed in the last chord of each variation. While this is 

true of both versions, the revisions often exaggerate it. With the exception of Variation 

III, each section ends on an F chord. The first significant change occurs in Variation II. 

The original version ends with the pitches F-A-C-B, prepared by chromatic half steps in 

the other voices. In the revision, Lacerda added an E to the chord, creating a FMM7 

chord with an added raised eleventh. The addition of a seventh to the chord works with 

the augmented tertian harmony of provides a jazzy sound to the end of the variation 

118 Ibid., 102-124. 
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while also referencing the Lydian mode. It also reflects Lacerda’s frequent use of 

seventh chords with added pitches. In addition, the original horn and clarinet lines, 

written with pitches from B Major, are eliminated in favor of a bassoon solo that further 

reiterates the centricity of F. 

Example 38a: Variações e Fuga original, Variation IV: Measures 160-161 
 

 

 

 

 

 

 

 

Example 38b: Variações e Fuga revised, Variation V: Measures 168-169 

 

 

 

 

 

 

 

 
Similar changes occur in Variations IV and V. In both, Lacerda altered the voicing of the 

final chord. In Variation IV, both versions feature F minor7 chords in the final measure. 

However, in the revision, the seventh is raised a half step to E natural, creating an 



76 
 

Fl. 
 
 
Ob. 
 
 
Cl. 
 
 
Tr. 
 
 
Fg. 

Fl. 
 
 
Ob. 
 
 
Cl. 
 
 
Tr. 
 
 
Fg. 

FmM7. The significance of this chord is discussed further below. However, in addition to 

its quality, Lacerda changed the voicing to include an F in the top and bottom voices, 

further emphasizing the tonic note. Both are shown in Example 38. 

Similarly, in Variation V, the final chord was originally written as an FMM7 chord 

with a missing 5th and added 4th. However, in the revision, this is changed to a single F 

across the quintet. This takes away the dissonance of the original version and sets up 

the dramatic unison entrance in Variation VI. This change is shown in the following 

example. 

Example 39a: Variações e Fuga original, Variation V: Measure 226-228 
 

 

 

 

 

 

 

Example 39b: Variações e Fuga revised, Variation V: Measures 241-242 
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Fl. 
 
 
Ob. 
 
 
 
Cl. 
 
 
 
 
Tr. 
 
 
Fg. 

The last chord of Variation VI features a significant change. Originally, the chord is a 

secundal tone cluster comprised of the pitches C-D-Gb-G#-D-Bb. However, in the later 

version, this becomes a simple C7 chord. As an expected dominant harmony in F Major, 

It successfully sets up the beginning of the Fugue, as shown in Example 40. 

Example 40a: Variações e Fuga original, Variation VI: Measure 282  
 

 

 

 

 

 

 

Example 40b: Variações e Fuga revised, Variation VI: Measure 268-269  
 

 

 

 

 

 

 

 

 

 
It is important to note that in both versions, the final chord in Variation III is a 

Bbm7 chord with an added Eb, a minor subdominant chord in the key of F major. The 

Fl. 
 
 
Ob. 
 
 
Cl. 
 
 
Tr. 
 
 
Fg. 
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significance of this lies in the fact that the tendency to modulate to the minor 

subdominant in the minor mode is common in Brazilian popular music and is one of the 

few harmonic traits that can be considered a feature of Brazilian nationalism.119 While 

the use of Bb minor as a key area is not clear throughout the variation as a whole, it is 

implied by this chord. In addition, the statement of motives ‘a’, ‘b’, and ‘c’ in the bassoon 

part begins on an F. Since the first note of this theme is generally  of the key area, the 

use of F implies a tonic note of Bb. This is the only Variation that does not end on F, 

further reiterating its significance. 

One of the most significant tonal changes can be found in the fugue subject 

entrances. In the original version, the statements are found in measures 1, 5, 9,13, and 

17 are on the pitches C-D-E-F#-Ab (G#). This forms a whole-tone scale. The use of this 

scale can be traced directly to Villa-Lobos and his use of Impressionism in his 

harmony.120 However, in the revised version, the subject entrances in measures 283, 

286, 290, 293, and 296 are on the pitches C-G-C-G-C.121 Each of the answers is real, 

rather than tonal, following the exact intervals of the original subject. The use of tonic 

and dominant statements of the subject follows the expected tonal language of a 

standard fugue. This significant change from the original version demonstrates 

Lacerda’s incorporation of the past in a more obvious way in the later version. 

The work ends, unsurprisingly, on an F in every voice. This is true in both 

versions. However, the chord that sets this up is of particular interest. While the original 

                                            
119 Audi, 100. 
120 Béhague, Music in Latin America, 243.  
121 This excludes the sixteenth note embellishment added to the beginning of some entrances. 



79 
 

boasts a short, dissonant CMM7 chord with an added Gb in the bottom voice (Example 

41a), the revised version strikes a CMm7 with a missing fifth (Example 41b). This chord 

is presented in the middle voices for two measures while the flute and bassoon play a 

chromatic scale in contrary motion. The use of a C dominant chord, in addition to its 

persistence for two measures, provides the cadential closure expected of tonal works. 

Example 41a: Variações e Fuga original, Epílogo: Measures 118-120 
 

 

 

 

 

 

 

 
Example 41b: Variações e Fuga revised, Coda: Measures 442-445 

 

 

 

 

 

 
 

 
In addition to the implications of F, there are several moments that Lacerda 

provides clear triads and seventh chords in the revised version where they were not 

present in the original. One of the most noticeable of these moments is in Variation IV. 
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In the original version, between measures 149-160, the melodic material is interwoven 

between the flute and oboe lines. When the active clarinet, horn, and bassoon lines are 

examined, in detail, chords can be found. However, the constant motion and presence 

of chromatic pitches make identifying them difficult. For example, in measure 149, the 

underlying implication of the measure is GbMM7. This is followed by a similar measure 

of a DbMM7 chord. The following example shows these two measures. The bottom 

three voices contain the majority of the pitches in the chords mentioned.  

Example 42: Variações e Fuga original, Variation IV: Measure 149-150 
 

 

 

 

 

 

 

 

 

 
In the corresponding moment of the revised version, the clarinet and horn lines 

are dramatically simplified, containing longer sustained notes. While chromaticism is 

present, the chords are much easier to identify and follow a clear progression. The first 

four of these measures is shown in the following example. The melody is in the flute and 

oboe lines. 
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Fl. 
 
 
Ob. 
 
 
 
Cl. 
 
 
 
Tr. 
 
 
Fg. 

AM                     BMm7         BbM        EbM       AbMM7      BMm7                   CM 

Example 43:Variações e Fuga revised, Variation IV: Measure 158-161 
 

 

This represents a rare traceable chord progression in this work, and the way that it is 

presented is dramatically different from the original.  

Example 44:Variações e Fuga revised, Fugue: Measures 321-329 
 

 

 

 

 

 

 

 

 

A similar change is found in the Fugue, from measures 321-329. Because this 

section of the piece is structured differently between versions, an exact corresponding 

Fl. 
 
 
 
Ob. 
 
 
 
Cl. 
 
 
Tr. 
 
 
Fg. 

     
     Fm                             DbMM7                      FMm7                       Bbm            CM             
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moment does not exist in the original. Here, Lacerda added homophonic pitches under 

the fugue subject statements in the bassoon and flute parts. The inner voices play the 

following chords, in a variety of inversions: AM-BMm7-BbM-EbM-AbMM7-BMm7-CM. 

This passage is shown in Example 44. 

The functions of the chords in this complex progression can be analyzed as 

beginning in A Major, before modulating to Ab Major through a Neapolitan pivot chord in 

measure 324. However, the BMm7 chord in measure 327 functions as a secondary 

dominant       ( ) in the original key of A Major. This implies that measures 324-326 

were simply borrowed chords from Ab Major.  As mentioned earlier, many of Lacerda’s 

harmonies are dictated by linear chromatic motion. This is the case in both measures 

327 and 329. In both cases, the unexpected harmonies come from each voice resolving 

outward chromatically. (The exception to this is the bassoon part between 328 and 329, 

which resolves down by a whole step.) Because of this, the progression of chords as it 

relates to a standard Roman numeral analysis is somewhat irrelevant. The important 

aspects here are the simplicity of the writing and voicing and the clear presence of tonal 

triads and seventh chords as compared with the earlier version of the work.  

As mentioned above, Lacerda regularly used specific harmonic devices in his 

music in clear reference to the influence of Guarnieri and Villa-Lobos. These include 

augmented sixth chords, seventh chords with added pitches, and minor chords with a 

major seventh. Each of these is more prevalent in the later work. An excellent example 

of this is in the minor chords with major seventh found at the end of Variation IV in the 

revised version. Originally, this chord was an Fmm7 in root position. However, in 

addition to changing the voicing, Lacerda also moved the E down a half step to Eb. This 
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effectively changes the chord to an FmM7, a standard chord that can be observed in his 

work. This chord can be seen in the following example. As with many of the other 

harmonic elements discussed in this section, the frequency of this chord increases in 

the revised edition of the work.  

Example 45: Variações e Fuga revised, Variation IV: Measure 168-169 
  

 

 

 

 

 

 

 

Another important change in the overall tonal language of the two versions is 

shown in the use of secundal chord clusters. While many of these are present in the 

original, they are often changed in the revision to be seventh chords with added pitches. 

An example of this occurs in Variation II. In measures 59-60 original edition, the horn 

plays a descending line while a D minor chord with a major seventh is held in the other 

instruments. The clarinet and bassoon pitches resolve down chromatically on the 

downbeat of the following measure, creating a chord cluster with the sounding pitches 

C#, C, F#, and F, as seen in Example 46 below. 

  

Fl. 
 
 
 

Ob. 
 
 
 

Cl. 
 
 
 

Tr. 
Fg. 
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Fl. 

 

 

Ob. 

 

 

 

Cl. 

Example 46: Variações e Fuga original, Variation II: Measures 59-60 
 

 

 

 

 

 

In the comparable moment of the later version, the descending melodic material 

has been moved to the flute part, and the four other instruments move together through 

a Bb minor chord with a major seventh, followed by a passing C Major chord. This 

resolves on a simple D minor triad rather than the secundal tone cluster of the earlier 

edition, seen in Example 47. 

Example 47: Variações e Fuga revised, Variation II: Measures 59-60 
 

 

 

 

 

 

 

 

Because Variation II is centered on F, as discussed earlier, the D minor triad of 

the latter version works more effectively to emphasize the tonal center than does the 

chord cluster of the original. Similar moments occur frequently throughout the work. It is 

Fl. 
 
 
Ob. 
 
 
 
Cl. 
 
 
Tr. 
 
 
Fg. 
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important to note that both tone clusters and chords with added pitches are typical of 

Lacerda’s music. While neither represents a specifically nationalist style, the latter 

provide a less dissonant sound in many cases. In the case of this work, the simpler 

aesthetic that has been shown through a variety of aspects is further supported by the 

use of triads and seventh chords rather than tone clusters.  In each of the harmonic 

areas examined, Lacerda made significant changes throughout Variações e Fuga, 

effectively simplifying its original complexity. 
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CHAPTER 6 

BRIEF OVERVIEW OF QUINTETO DE SOPRO AND SUÍTE PRA CINCO 

6.1 Quinteto de sopro 

Written in 1988, Quinteto de sopro (Quintet for winds) falls chronologically 

between the two versions of Variçóes e fuga. Having been written only six years before 

the revised edition, it provides an excellent opportunity to further demonstrate Lacerda’s 

style evolution. Of the three wind quintets in his catalog, Quinteto de sopro is perhaps 

the most well known. This is due in part to its inclusion in Quinteto de Sopros de 

Curitiba’s album Música Brasileira para Quinteto de Sopros, released in 2000. In 

addition to its publication by the Academia da Brasileira de Música in 2011, it was also 

made available in the United States by Editions Viento in 2006.122  

This work has many of the same chromatic tendencies of the early version of 

Variaçóes e fuga, but the overall aesthetic and texture reflects the revised version of the 

quintet. While some of the complexity of the 1962 version is present, a clear change of 

style can be seen, reflecting the elements that he would later alter in his existing work. 

While a full analysis of the melodic, textural, rhythmic, and harmonic elements of this 

work are outside the scope of this dissertation, select examples will be shown to further 

reiterate the simplification of language that Lacerda embraced between the time of the 

two versions of Variaçóes e fuga.  

The predominant textures in Quinteto de sopro are the most apparent gauge by 

which a shift of style can be measured. The emphasis on melody and supporting 

harmonies is apparent throughout the work. The clear hierarchy of lines directly 

122 Editions Viento is now owned by TrevoCo Music Publishing. 
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contrasts with the complexity observed in his earlier music, and the transparency of the 

texture draws the listener to the melodic line. This is manifested in every movement in 

some way. One of the most salient examples is in the first movement, “Moderadamente 

movido.” It begins with staccato, repeated chords on each downbeat. Over this sparse 

texture, the oboe enters with a lyrical melody. Measures 1-5 are shown in the following 

example.  

Example 48: Quinteto de sopro, Movement I: Measures 1-5123 
 

 

 

 

 

 

 
In the second movement, “Animado,” Lacerda emphasizes the melody by 

alternating statements of it between instruments. As each instrument begins its turn with 

the melody, the other voices play an accompaniment figure. This is in direct contrast to 

the competing lines throughout all parts in the early version of Variaçóes e fuga. In the 

following example (measures 16-27) the bassoon begins the fast eighth note gesture. 

When the clarinet picks up the melody three measures later the bassoon line becomes 

very sparse. The same thing can be seen in the subsequent oboe and flute entrances, 

as shown in the following example. 

  

                                            
123 The score was published with Clarinet in Bb and Horn in F. 
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Example 49: Quinteto de sopro, Movement II: Measures 11-27 

Another way in which Lacerda focuses the listener on the melody is through the 

use of a homophonic texture underneath the primary voice. This happens frequently 

throughout the work and is directly comparable to the revised version of Variaçóes e 

fuga. In each of these moments, the melody is lengthy, finishing each thought before 

transferring to another voice. In Example 50, the flute plays an active triplet line while 

the four remaining instruments move together in a sequence of C Major chords.  
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Example 50: Quinteto de sopro, Movement III: Measures 53-55. 

The overall structure fulfills the standard expectations of a four-movement work, 

clearly showing the influence of standard European forms (Moderate-Fast-Slow-Fast). 

While the 1962 quintet referenced the Baroque fugue form without strictly maintaining 

all expectations of it, this work much more closely follows the standard form. The first 

movement is in sonata form, while the second reflects a scherzo. Movement III is a 

through-composed song, and the work ends with a spritely dance in Movement IV.  

Melodic elements throughout the piece reflect a significantly different focus from 

his earlier work. One of these is in the increased presence of an improvisatory feel 

through the addition of multiple cadenzas. As discussed in the previous chapter, an 

asymmetrical, improvisatory feel is characteristic of Brazilian folk and popular music. 

While the early quintet contains a single, short clarinet cadenza, the revised version 

expands it and adds a second one later. This work also reflects this move through the 

presence of bassoon cadenzas in Movement I and at the opening of Movement III, in 

addition to a clarinet cadenza in Movement IV.  
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The use of modal melodies, another Brazilian folk trait, is found frequently 

throughout Quinteto de sopro. A particularly noticeable example of this is in the flute 

melody in Movement IV. While it switches often, a hybrid of Bb Mixolydian, Bb minor, 

and Bb Lydian modes can be traced. The Bb tonality is confirmed through Lacerda’s 

rare indication of a key signature, in addition to the starting pitches of Bb and F in the 

bassoon line. The Ab (lowered ) indicates the Mixolydian mode, while the addition of 

Db’s in measure 10 is consistent with the parallel minor mode, supported by the vertical 

sonority of Eb minor. The addition of an E natural in measures 11 and 13 references the 

Lydian mode. The following example shows the flute part during this passage. 

Example 51: Quinteto de sopro flute, Movement IV: Measures 1-19 
 

 

 

 

 
It is interesting to note that when listening to the melodic voice alone, its modal 

sound stands out. However, as typical of Lacerda’s harmonic language, the underlying 

accompaniment does not always reflect the expected chords. For example, in measure 

11, the harmony seems to stay in the minor mode of the previous measure, forming a 

Gb Major chord. However, this melody is so dominant that one cannot help but hear it 

modally. While not presented as cohesively as the revised version of Variaçóes e fuga, 

the use of both Mixolydian and Lydian modes reflect the Northeast mode discussed in 

Chapter 5.2. Many of the melodies throughout the work are based on these modes. 
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Fl. 
 
 
 
 
Ob. 

The importance of Brazilian rhythmic elements is clear from the beginning. As 

with the melody, the transparency of the overall texture makes their presence 

perceivable. One of these elements is the use of the brasileirinho rhythm, discussed in 

Chapter 5.4. This is predominant throughout the work, especially in Movements I and III. 

The augmented version, seen multiple times in Variaçóes e fuga, is shown from the 

beginning. The oboe presents it in the first melody, as seen below. The rhythm can be 

seen in measures 2, 4, and 6. 

Example 52: Quinteto de sopro oboe, Movement I: Measures 1-9 
 

 

 

 
 

Another important rhythmic pattern discussed in Chapter 5 is a 3+3+2 pattern. 

Lacerda includes this in the work in numerous places. An example of this is in the first 

movement, measure 90. Here, the flute and oboe present the gesture in octaves, with 

the exception of the final group of two. This is punctuated by two short notes in the 

clarinet, horn, and bassoon parts. The rhythmic pattern is shown in the following 

example. The doubling of the pattern in two voices further emphasizes its importance. 

Example 53: Quinteto de sopro flute and oboe, Movement I: Measure 90 
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The harmonic language of the work demonstrates significant elements of tonal 

harmony. Chromaticism and dissonance are still pervasive, but the presence of 

dominant to tonic motion and triadic language is interspersed throughout. The first 

movement begins with a Bb minor triad, though there is no key signature. In the 

recapitulation at measure 70, the triad is an unexpected A minor before returning to the 

home key. The movement closes with BbmM7, a chord commonly used by Lacerda. 

The second movement shows more tendencies toward dissonance, reflecting the 

secundal clusters of the 1962 quintet. However, rather than a full tone cluster, the 

chords at the beginning are octave G’s with one F# in the oboe. This is shown in the 

following example. 

Example 54: Quinteto de sopro, Movement II: Measures 1-2 
 

 

 

 

 

 

 

 

 

 
The abrasive sound of these chords, coupled with accents, is reminiscent of 

Stravinsky’s Rite of Spring.  
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Fl. 
 
 
 

Ob. 
 
 
 

Cl. 
 
 
 

Hn. 
 
 

Bsn. 

Movement III presents a moment of clear tonality. After the bassoon cadenza, 

the first chord is an FmM7. In addition to the final chord of F minor with an added 9th, the 

tonal center is confirmed by CMm7 to F minor  (V7-I) progression from measures 17-18. 

This is shown in the following example.   

Example 55: Quinteto de sopro, Movement III: Measures 17-18 
 

 

 

 

 

 

 

 

 

The Db on the downbeat of measure 18 is a non-chord tone, resolving down to C on the 

upbeat. 

It is impossible to ignore the simplification of the musical language of Quinteto de 

sopro from Lacerda’s 1962 wind quintet. It is directly reflective of the same changes 

discussed in Chapter 5. It is unsurprising, given this change, that in 1994, Lacerda’s 

revisions of a piece written decades earlier parallel this style.  

 

6.2 Suíte pra cinco 

Suíte pra cinco (Suite for five) was written in 1997. Only available in Lacerda’s 

manuscript, the work was made available through the Academia da Brasileira de 
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Música after his death in 2011. It has never been published outside of Brazil. This work, 

written three years after the revised edition of Variaçóes e fuga, shows a continuation of 

the style observed in his 1988 and 1994 works. Suíte pra cinco demonstrates even 

more clearly his use of nationalism. Each movement of the suite represents a standard 

Brazilian genre: dobrado, embolada, toada, and candomblé. The collection of stylized 

traditional genres shows clear reference to the dance suite of the European Baroque. 

Further supporting this is the organization of the movements into moderate-fast-slow-

fast arrangement, with Movements I and IV emphasizing the same tonal center.  

Suíte pra cinco features many style similarities to Lacerda’s later work. As with 

Quinteto de sopro, this is largely in regard to the striking textural differences from the 

original 1962 version of Variaçóes e fuga that emphasize the elements of Brazilian 

nationalism within. The latest work is highly chromatic and features extreme 

dissonance. In keeping with his later quintets, this is interspersed with moments of 

simple triads and seventh chords. Through his use of form, texture, rhythm, and 

harmony, Lacerda successfully fuses his national style with the simplified aesthetic of 

the postmodern art music world.  

As with the other works discussed, this quintet also reflects the importance of the 

melodic line. Lacerda emphasizes this by marking each solo in the score and signifying 

the end of it with an asterisk. While numerous moments of dialogue are found between 

instruments, the voices predominantly alternate over a sparse background. This can be 

seen immediately in the first movement, “Dobrado.” This military march genre is marked 

by a duple meter and simple, short phrases in dialogue between melody and 
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accompaniment.124 The opening texture is very similar to the first movement of Quinteto 

de sopro (See Example 55 above). Reflecting the tradition of the dobrado, the clear 

interaction between the flute melody in measures 4-7 and accompaniment in measure 8 

is shown in the following example. 

Example 56: Suíte pra cinco, Movement I: Measures 1-9 
 

 

 

 

 

 

 

 

 

 

 

 

 

At the end of this movement, Lacerda uses the technique of dovetailing to complete a 

chromatic scale. The clarinet begins, followed immediately by the oboe and then the 

flute, shown in Example 57.   

                                            
124 David Pereira de Souza, “Historical Recordings of Wind Bands (1902-1927): Waltzes, Polkas, and 
Dobrados in Brazil,” in Made in Brazil: Studies in Popular Music, ed. Martha Tupinambá de Ulhôa, 
Cláudia Azevedo, and Felipe Trotta (New York: Routledge, 2015), 64. 
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Example 57: Suíte pra cinco, Movement I: Measures 110-114 
 

 

 

 

 

 

This can be directly traced to the B Major scale in the revised version of Variaçóes e 

fuga, shown in Example 31. In both places, the accompaniment is sparse, helping the 

rising line to emerge from the texture. 

The second movement, “Embolada,” also features interaction between voices. As 

discussed in the previous chapter, embolada is a vocal form characterized by 

improvised, competing vocal lines. In this movement, this call and response is shown 

throughout. An example of this is begins in the clarinet in measure 1 and is followed by 

a response from the bassoon in measure 5. 

Movement III, “Toada,” features another textural device. This movement depicts 

the tendencies of the popular Brazilian song genre of the same name through its use of 

long, lyrical lines and the doubling of the melody in parallel thirds.125 The melody is clear 

throughout the movement, emphasized by the consonant sound of the thirds. The 

accompaniment is simple, providing a framework for the melody. The beginning is 

shown in the following example, and the thirds can be found in the flute and oboe lines, 

                                            
125 Appleby, 101.  
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beginning in measure 3. The clarinet joins on the last beat of the fifth measure, in many 

cases completing the triads suggested by the other two voices. 

Example 58: Suíte pra cinco, Movement I: Measures 1-7 

 

 

 

 

 

 

Example 59: Suíte pra cinco, Movement III: Measures 1-10 
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When compared with Lacerda’s treatment of lyrical sections in each of his previous 

quintets, the connection between this and his later works is clear. Rather than 

competing, contrapuntal lines, the other voices support the melody and draw the listener 

to it. 

Because the movements in this work are based on standard genres of Brazil, 

each one unsurprisingly features strong nationalist rhythmic elements. As with the 

previous works, these include use of specific gestures like brasileirinho, embolada, 

3+3+2 patterns, and ostinatos. The brasileirinho rhythm is prevalent throughout, 

especially in the first and third movements. Every time, however, it is presented in 

augmented form. (            ) The importance of this rhythm to the melodic lines is seen in 

the opening flute and oboe melody. In the following example, the gesture is shown in 

measures 6, 9, 12, and 13.  

Example 60: Suíte pra cinco flute, Movement III: Measures 1-13 
 

 

 

 

 

 
In addition to the brasileirinho, the embolada rhythm is also featured. This rhythm is 

characterized by repeated sixteenth notes in one voice against a syncopated gesture in 

another.126 Because the second movement is modeled after an embolada, it follows the 

                                            
126 Gimenes, 17. 
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interactive dialogue characteristic of the genre while using a stylized form of the rhythm. 

This is shown in the following example. 

Example 61: Suíte pra cinco, Movement II: Measures 15-26 

 

 
The repeated notes of the embolada rhythm are depicted in the flute part, beginning in 

measure 21, while the characteristic syncopation is played together in all of the other 

parts. The homorhythmic texture of measures 15-20 further emphasizes this 

syncopation.   

Harmonically, Suíte pra cinco is highly chromatic and dissonant, both linearly and 

vertically. As with many of Lacerda’s works, there is no key signature, and it is often 

difficult to find a tonal center. However, he also includes many sections of clear tonal 

influence, especially in the later quintets. Movements I and IV show a strong emphasis 
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of F. In the first measure, the bassoon sets up the march feel through alternating F and 

B pitches. The repeated use of a tritone, in addition to the simultaneous Eb, Ab, and D 

in the other voices emphasizes the F within a highly dissonant context. In measures 38-

39, the F and B relationship is shown again. However, this time, each pitch is fully 

supported by major chords. The following example shows the BMm7 and FM chords. 

Example 62: Suíte pra cinco, Movement I: Measures 38-39 
 

 

 

 

 

 

 

 

 

The importance of this chord relationship is shown again in measures 113-114. The 

final two sonorities of the movement are declamatory BMm7 and FM chords, stated 

together in the bottom four voices.  

The fourth movement emphasizes the importance of F through the use of modes. 

As with the other works, modal writing is a central element of Brazilian nationalism. The 

opening horn solo in Movement IV enters over a rhythmic ostinato that is characteristic 

of a candomblê.127 The solo uses the pitch collection F-Ab-Bb-C-D-Eb, and the C-F 

                                            
127 The candomblê is an Afro-Brazilian cult worship song and is often based on antiphonal voices 
interacting over a rhythmic ostinato. (Appleby 107) 
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Bsn. 

   BMm7                     
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opening interval confirms the centricity of F. The presence of a lowered  and  

indicate the minor mode, while the raised  signifies the Dorian mode. This is shown in 

concert pitch in the following example. 

Example 63: Suíte pra cinco horn, Movement IV: Measures 4-13 
 

 

 

 

 

As shown above, the D is lowered in measures 12-13, changing the tonality to minor. 

The other parts join in the descending minor scale, further drawing attention to the 

moment.  

In measure 22 of the fourth movement, the clarinet plays a melody over the 

ostinato. This time, it begins in the F Northeast mode, indicated by the presence of a B 

(raised ) and an Eb (lowered ). Similar to the horn at the beginning, the mode 

switches to F Dorian in measure 26, indicated by addition of Ab, Bb, and D.  

Modal writing is predominant throughout the rest of the work. This is especially 

true of Movement II, which utilizes the Mixolydian and Northeast modes.  

The clear presentation of these characteristic modes in Lacerda’s writing is more 

dominant throughout the chronological progression of his wind quintets. 

In addition to the centricity of F, Lacerda included many passages of triadic and 

seventh chord harmony. An example of this is in the third movement, discussed above. 

The parallel thirds, characteristic of a toada, provide a basis for the triads, and 
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Lacerda’s addition of the clarinet to this texture further emphasizes them. Another 

example of this is in the final movement. Between measures 50-55, a long passage of 

homophonic chords is found in the bottom four voices of the quintet, shown in the 

following example. 

Example 64: Suíte pra cinco, Movement IV: 50-55 

While the chords do not function in a clear progression, the presence of this 

many triads and seventh chords in a row is striking, especially when compared with the 

previous wind quintets. In measure 54 (beats 1 and 2), Lacerda superimposed an E 

minor chord in the two upper voices over the F major pitches in the horn and bassoon, 

creating a polychord. It is also important to note that measure 52 (above) demonstrates 

the clear use of planing among all the voices. 

As shown in this brief examination of Quinteto de sopro and Suíte pra cinco, the 

style of these works corroborates the changes made in the 1994 revision to Variaçóes e 

fuga. Through his use of texture, melody and form, rhythm and harmony, Lacerda 

      Em   BbMm7      Em       FMM7     Emm7 CMM7 Amm7   FMM7 EbMM7         Em/FMM7              AMm7 
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simplified the overall aesthetic of his music, shining a spotlight on the elements of 

nationalism present within it.  
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CHAPTER 7 

CONCLUSION 

This dissertation has explored the work of Brazilian composer Osvaldo Lacerda 

(1927-2011). In particular, it has focused on Variações e Fuga para quinteto de sopros 

(Variation and Fugue for wind quintet) and its cultural context not only in Brazil, but also 

in the broader music world. Because the work was originally written in 1962 and revised 

in 1994, it provides a unique lens through which we can observe the evolution of 

Lacerda’s compositional language. Though his primary identity was as a nationalist 

composer, the influence of European styles and trends can also be observed. The 

amount and type of changes made by Lacerda in the revised version of Variações e 

Fuga show the significance of this influence. 

Heitor Villa-Lobos and M. Camargo Guarnieri, giants of the Brazilian nationalist 

style, heavily influenced Lacerda. In addition, his time with American composer Aaron 

Copland affected him and helped him to shape his musical language. Chapter 3 

examines each of these men’s impact not only on the development of Brazilian 

nationalism in the music world, but also on Lacerda himself. Chapter 4 provides a look 

into the Modernism and Postmodernism movements in the mid-twentieth century and 

how this related to the musical culture in Brazil. Vital to these discussions are the 

positions of German philosopher Theodor Adorno and Brazilian musicologist Mário de 

Andrade. While the focus on complexity and progress in the European Modernist 

movement caused many composers to move beyond the expectations of the past, 

Andrade encouraged the same amount of progress but through the lens of Brazilian folk 

and popular music. His ultimate goal, shared by Villa-Lobos, Guarnieri, and eventually 
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Lacerda, was to standardize and define a unique Brazilian sound. Even though 

Andrade’s work is considered Modernist in Brazil, many of his viewpoints reflect traces 

of the European Postmodernist movement and its focus on embracing the past in an 

organic, simple way.  

Chapter 5 comprises the majority of this document. The significance behind his 

revisions is explored through comparative analysis of the two versions of the quintet. 

This is examined in regard to the form and melodic content, predominant textures, 

rhythmic material, and harmonic language. The importance lies in the fact that the 

original version of the quintet, while clearly a nationalist work, shows many signs of the 

complexity of the European Modernist movement during which it was written. The 

analysis shows that in the revised version, Lacerda made significant changes in each of 

the above areas that reflect the simplified Postmodern aesthetic. Even though he stated 

that there was an “absolute continuity” in his style development, this work shows a 

significant evolution over three decades that reflects the cultural movements of the 

broader music world. A brief look at similar compositional style traits in his other two 

wind quintets, Quinteto de Sopro (1988) and Suíte pra cinco (1997), proves that this 

change was not an anomaly, but rather an organic development reflecting the world 

around him. While both works simultaneously represent both the Brazilian national style 

and European aesthetic preferences, the revised version makes the former elements 

easier for the listener to perceive.  

It is my secondary goal to help assimilate the wind quintet music of Lacerda into 

the regular catalog in North America. Since there are no published recordings of 

Variações e Fuga or Suíte pra cinco, there is a clear opportunity for these works to be 
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performed regularly and recorded. Lacerda’s work contributed greatly to the collection of 

Brazilian art music. His sizeable catalog provides excellent opportunity for more 

research, and I hope to continue contributing to this body of work in the future.  
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