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Abstract

This article is devoted to the issues of Brazilian academic music, where symphonic creativity plays a very
important role in the XX century’s Brazilian composers’ legacy. At this time the Brazilian academic music has
completed the first part of the way in forming a composition school, representing the experience of social and
cultural identity of the nation. The process of mastering of symphonic music which is a highest intellectual
sphere of musical art coincided with the development of the national Brazilian music style. The best Brazilian
orchestral scores not only assimilated the achievements of the modern symphony, but also they became as
a center of national and distinctive musical and artistic traditions of Brazil. The aspiration to find their way to
the national development encourages Brazilian composers to a deep understanding of the historical past, the
study of national traditions, one of which is the Brazilian carnival. One of the main features of the «carnival
thinking» is a deliberate amalgamation completely different piece of music in a one single cycle. This tendency
makes a parallel with the idea of the carnival - the union of strangers by the idea of joy and happiness.

The purpose of this thesis is to open up new aspects of the creative process of Brazilian composers,
which are straightly connected with the carnival spirit. The main focus is placed on the most prominent and
artistically valuable music compositions, which had a significant influence on the formation and development
of national music of Brazil.

Keywords: Brazilian carnival, National culture, symphonic music, Heitor Villa-Lobos, Camargo Guarnieri,
Francisco Mignone, national identity.

BPA3W/INSIHbIH CUMO®OHUANbIK MY3bIKACbIHAAFbI KAPHABAJI NPUHLIUNIHIH PE®JIEKCUACDHI

AGcTpakT

KasaKCcTaHHbIH 3aMaHayu AaMyblH - Xanblkapanblk MOVbIHAayFa Me 60/FaH MaeHneTapanblK
KapbIM-KaTblHacbIMeH cunatTayfa 6onafbl. KazaKkcTaHHbIH Xac OyblH 6KinaepiHiH, anablHa KonFaH 6acTbl
MaKcaTTapbIHbIH 6ipi aneMik KeHICTiIKTe e3iH TaHbITy 60Jica, 01 YLWiH 6acKa Aa engepaid MoJeHUeTiH
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3epTTen 6inyi KaxeT. Enb6ackl HypcyntaH Hasap6aeB e3iHiH ongaybiHaa «6acKa ynTTapMeH KapbiM-

KaTblHacC apKblibl FaHa 6i3iH eNniMi3 TabblCKa ETiMN oHe 60/1allakKa biKknanbliH Xacan anagpl» - gen

aTan KepceTeai. bpasnnusanoik My3biKara ereH Kacioun, My3blKaTaHyLWblIbIK Kbl3bIFYLWbIIbIK 3aMaHaym
Kas3aKCcTaHHbIH Xanmnbl 9N1eyMeTTiK-M3/IEHU KOHTEKCTIMEH ThIFbl3 6annaHbicTbl. MaKkana, XX Facblpaafbl
6pasnIng KOMMNO3UTOPNAPbIHbIH, WhliFapMaLlbliblFbIHAAFbI CUDOHUANBIK My3blKa MacenenepiHe apHanagbl.
[oan ocbl yaKbITTa 6pasuiunsiHbiH, akageMusablK My3blKachl YATTbIH ©3iH 63i TaHbITaTblH 9/1€YMETTIK-M3AEHU
TOXipUbeECiH 6ingipeTiH KOMNO3UTOPbIK MEKTENTIH, KanbINTacy *KONbIHbIH, asgKTalfaH TYCblHAA KapKblHAbI
eKniHge anfa WbIKTbl. bpaznnma KomMno3nTopaapbiHbIH Y34iK OPKECTPAIK NapTuTypanapbl 3aMaHaym
CUMPOHUBMHIH XKETICTIKTEPIH Urepin FaHa KoMMaabl, COHAan-aK, YITTbIK-TYPMbICTbIK My3blKa/blK-KOpKeMIiK
J9CTypnep MeH o6pasaapabl XUHaKTagbl. O3iHAIK YATTbIK AaMy XKOJblH TabyFa aereH ymTblibic 6pasunns
KOMMNO3UTOPNAPbIHbIH TAPUXM 6TKEHIH TePEH YFblHYFa, YATTbIK ASCTYPAI 3epTTeyre ceben 60nabl, conapabiH, 6ipi
6pasununanbik KapHasan. byn makana, 6pa3vnns KOMNO3WUTOPAapPbIHbIH, 6Pa3nans XanKblHa TOH KapHaBanablK
OYHUWEHI ce3iHyiMeH 6annaHbICTbl WblFapMallbliblK NPOLECIHIH, XXaHa Kblp/lapblH KapacTblpadbl. bpasuniunsHbly,
YATTbIK My3blKa 6HEPiHiH KanbiNTacybl MEH AamyblHa anTap/blKTan bIKnan acaraH TaHbIMas, KOPKEM KyHAbl

WbiFapManap 6acTbl Ha3apFra ajbiHagbl.

Tipek ce3paep: bpa3unuanbik KapHaBan, YNTTblK MAEHUET, CUMDOHUANBIK My3bliKa, AWTop Bunna-Jlo6oc,

Kamapro MBapHepw, ®paHcucKo MurHoHe.

PE®JIEKCUA NPUHLUMUNA KAPHABAJIA B CHM®OHHUYECKON MY3bIKE BPASH/IUK

AGcTpaKkT

CraTbsi NnocBslleHa npo6aemamMm cMMMOHUYECKOM MY3blKK B TBOPYECTBE 6Pa3mnbCKMUX KOMMNO3UTOPOB XX
BeKa. IMeHHO B 3T0 Bpems 6pa3uibcKan akagemumyeckas My3blka B YCKOPEHHOM Temne npoLna nepsbin,
OTHOCMUTENIbHO 3aBepPLUEHHBIN OTPE3OK NyTU GOPMUPOBAHUS KOMMO3UTOPCKOW LUKO/bI, penpe3eHTUpyoLen
OMbIT COLMOKYNBTYPHOM caMonaeHTUDHUKaL MK HaLmK. Jlydlume OpKeCcTpoBble NapTUTYPbl 6PasnibCKUX
KOMMO3WUTOPOB HEe TO/IbKO aCCUMMUANPOBANN JOCTUKEHUS COBPEMEHHOIO CUMGbOHU3Ma, HO U ABASIOTCSA
CpPefoTOYUEM HaLMOHANbHO-CaMOOBbITHbIX My3blKanbHO-Xy40XKECTBEHHbIX TPAAMLMI 1 06pa3oB. CTpemneHune
HaWTK CBOWM HaLMOHaNbHbIM NYTb Pa3BUTUSA NOBYKAAET 6pa3nUNbCKMX KOMMO3UTOPOB K MyO6OKOMY
OCMbIC/IEHMIO UCTOPUYECKOIO NPOLLNOIO, U3YHEHUIO HALMOHaNbHbIX TPAAULMI, OAHOM N3 KOTOPLIX ABASETCA
6pas3nnbCKkuit KapHasan. OgHa U3 raBHbIX 0CO6EHHOCTEN «KapHaBanbHOMO MbILWAEHWUS» - HAMEPEHHOE
o6beanHEeHNe COBEPLUEHHO Pa3HbIX My3blKa/lbHbIX MPOM3BEAEHUN B e4nHbIN UMK, [logo6Hasa TeHaeHUMS
3acTaBnsieT NPOBECTH Napanfienb C Maeen KapHaBana — 06beJMHEHWE HE3HAKOMbIX APYr APYrY NIOAEN OAHOM

naeen pagoctu u Becesbs.

[aHHasa cTtaTbst NO3BOJIUT OTKPbITb HOBbIE CTOPOHbLI TBOPYECKOro npoLecca 6pa3uniibCKUX KOMNO3UTOPOB,
HepaspbIBHO CBA3aHHbLIX C KapHaBabHbIM MUpooLLyLieHeM. OCHOBHOE BHUMaHWe yaeneHo Haubonee
APKUM, XYLOXECTBEHHO LLlEHHbIM COYMHEHUSM, OKa3aBLWWM CYLLECTBEHHOE BIMSIHWE Ha CTAHOBNEHME U
pa3BuTME HaLMOHaNbHOro My3blKanbHOro UCcKyccTea bpasunuu.

KnoueBble cnoBa: 6pa3niibCKUI KapHaBan, HalMoHanbHas KynbTypa, CMMbOHUYecKasa My3blka, INTop
Bunna-Jlo6oc, Kamapro lBapHepu, PpaHcMcKo MUrHOHe.

An intercultural dialogue which has
received international recognition,
characterizes the modern development
of Kazakhstan. For realizing yourself in a
space - and this is one of our goals - the
younger generation of Kazakhstan needs
to learn and know more about other
cultures. In the message of the President
- Nursultan Nazarbayev noted that «only
in the dialogue with other nations, our
country will be able to achieve success and
influence in the future». [1] Brazil is the
biggest economic and investment partner
of Kazakhstan in Latin America. However,
the cultural contacts between these two
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countries has established recently. “To
establish political links between Brazil and
Kazakhstan is the least that can be done,”
- said the Brazilian ex-ambassador in
Kazakhstan Osvaldo Beate Jr. «\We have to
show the Kazakh culture in Brazil and the
Brazilian - in Kazakhstan».[2] Professional
and musicological interest in Brazilian
music fits into the overall socio-cultural
context of modern Kazakhstan.

Latin American carnival inseparably
linked to national identity problem in
Brazil. It is a good instrument, which can
create a vision of the cultural identity
of Brazilian people, united by the world
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renewal idea. The study of this issue will
be very helpful in understanding and
finding good examples of solving national
identity problems in our country’s music.
Therefore, the goal of this article is to
reveal features of symphonic music of
Brazilian composers through the prism
of latinamerican carnival. The objects of
study are «Symphony N2 3» by C.Guarnieri,
symphonic picture «Maracatu do Chico
Rei» by F.Mignone and a cycle of nine
suites «Bachianas Brasileiras» by H.Villa
Lobos.

The principle of carnival very widely
embodied in symphonic music. This
area of creation plays an important role
in the Brazilian composers’ legacy. The
stable position in the Brazilian Symphonic
music associated with its two opposite
properties: on the one hand - the ability to
quickly react to social life’s changes; on
the other hand — a great possibility to build
a concept of the world. Many H.Villa Lobos,
C.Guarnieri, F.Mignone and other Brazilian
composers’ symphonies were created as a
direct response to the political and social
events such as the Revolution of 1930.
(H.Villa Lobos «Bachianas Brasileiras»
N2 2; C.Guarnieri — «Symphony N2 1»).
Remaining musical chronicle of the era,
the symphony has never lost its traditional
functions of philosophical comprehension
of a reality in all its complexity. The historic
moment wasn’t only a «trigger». Giving an
impulse to the generalized concepts, a
symphony builds the idea, fills the music
of the specific content. The relationship
between the original impetus of life and
the final artistic result was dialectically
complex.

Extra-musical stimulus is what gave
rise to the content, but the latter could
no longer be reduced to the initial
momentum. It will be inevitably wider.
It has the properties of a generalized,
rich and multifaceted concept. Direct
communication plan with a reality gave to
symphonies a character, full of exciting era
documents and common human sense.

The artist has a possibility to see the
reality from high philosophical position:
therefore a specific historical phenomenon

that was a source of intention became

as a center of a holistic view of the

world. With this understanding of the
symphony, as the unity of the particular
and generalized, topical and universal, we
are facing works of Brazilian composers
of the first half of the XX century. The most
significant figures who have invested a
significant contribution to the development
of symphonic music are H.Villa Lobos,
C.Guarnieri and F.Mignone.

The period of musical art we are
reviewing coincided with the «Vargas
Era» (1930-1945) - the period of Getulio
Vargas’s government. The ideas of unity
and unification of the masses against
the ruling dictatorial regime, the pain
of loss and lust for life - all these things
were reflected in the works of Brazilian
symphonic composers. Symphony
has become the genre that has all the
possibilities to implement these ideas.
Aranovskiy wrote: «If we compare the
symphony with any other genres of art, we
won’t find in them «uniting function» as
in the symphony»[3, p. 25]. Also PBecker
confirmed: «Symphony, which is based
on the emotional and suggestive music
features implemented one of the oldest
functions of music - bringing people
together in the collectivity» [4, p. 103]. The
fact that Brazilian composers actively used
this genre represents the manifestation
of the carnival attitude - in the pursuit of
unity.

H.Villa Lobos’ symphonic legacy is quite
extensive and varied, which requires a
separate study. This outstanding composer
has made a significant contribution to the
development of Brazilian music. «<He was
one of the greatest composers of the XX
century, because he was able to reflect
in his music a variety of aspects of native
Brazilians life» — that’s what Leopold
Stokowski said about this composer[5,
p.162]. He had both the independent
nature of a self-taught artist and the
support of figures like Milhaud, Rubinstein,
Ravel, and Stravinsky. The success of
his Parisian premieres cemented his
reputation as the most celebrated Latin
American composer of his day. In
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«Bachianas Brasileiras» we can find

that composer knowindly combines
separate parts of cycle which were written
at different times into the one whole
composition. This feature of the creative
process of «Bachianas Brasileiras» forces
to hold a paralell with the same idea of the
Brazilian carnival — to combine different to
each other people with the idea of joy and
happiness, relief from the harsh reality as
«the return of a man to himself» [6, p. 6].

Proof of this is the history of writing
«Bachianas Brasileiras» N2 2. This suite
includes four separate pieces written
for different instruments before 1931
Prelude «O canto do capadocio», Aria
«0 canto da nossa terra», Toccata «O
trenzinho do caipira») - for cello and piano;
Dance «Lembranca do Sertao» - for piano.
Subsequently, the composer orchestrated
all four pieces, combining them into the
one composition.

The same tendency of joining various
compositions is noticeable in the works
of F. Mignone. Symphonic works such
as «Maracatu do Chico Rei» (1933),
«Babalosha» (1936), «Batucaje» (1937)
and «Auction» (1941) formed a single
symphonic series of «Brazilian fantasies».
C. Guarneri combined the symphony N°
2 «Uirapuru» and «Dedication to Villa-
Lobos» - the composition for the wind
and percussion instruments - into one
composition. It was the tribute to the
genius Brazilian composer.

Regarding to the «carnival» [author’s
note] of C.Guarnieri’s symphonies, in the
article of R.Bernardes that is devoted
to the creativity of the composer there
is a brief description of the first four
symphonies. The abstract dedicated to
the Symphony N¢ 3 draws the most. A
few months earlier F. Toni had published
«The letter to the musicians and the critics
of Brazil». It was a political manifesto
against other aesthetic influence. In other
words it was against the principles of
dodecaphony» [7, p.7]. Thus, «<Symphony
N2 3» was a kind of the musical manifesto.
The opening theme of the symphony was
chosen deliberately. It was the «teiru» - the
song of the paresis tribe living in the state
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of Mato Grosso. It is performed in the
connection with the premature death of
the chief. This melody passes through the
whole Symphony and generates the side
musical themes. Teiru is a symbol of the
carnival where the old dies. It goes through
the each piece of the symphony and
creates new beginning of the things. This
is a good example of using a folk melody
with saving the meaning and performance
conditions of the song.

The using of original folk songs and
dances in our research issue is expected.
According to Kazakh composers’ opinion,
itis the only way to create a national
identity image in music. But the analysis of
Brazilian compositions opens us a different
reality. As we noticed, Brazilian composers
very rarely use folk melodies. Even if
they use — it sounds reasonable and
makes sense. As a proof, we can quote
one of the greatest Brazilian composers
— H.Villa Lobos: «l don’t use folklore, |
am the folklorel» [5, p. 97]. Composers,
which music we are analyzing through
carnival principle, tried to use their own
thematism, in «Brazilian music style» with
its intonations and features. This approach
to creativity, which shows composers high
level professionality, is recommended to
the new generation of Kazakh composers.

Going further, it is hard to determine the
musical form of the works by the Brazilian
composers. They are a kaleidoscope of
various forms combined into one complex
improvisational composition. This allows
you to compare a bright kaleidoscopic
Brazilian folk festival full of joy and fun to
the real picture of life often tragic, thereby
continuing the renewal of the world.
Kaleidoscopic principle is a way to have
a dialogue between the two worlds - the
real life and the life of the «second» one
the «carnival» one according to Bakhtin.
The second part of the «<Bachianas
Brasileiras» N2 2 (1930), and Aria (Canto
de nossa terra) has the subjective
reaction (composer’s) and the objective
(the Brazilian people’s) one to the 1930
revolution. In the extreme sections, the
composer speaks from the first person
through the cello solo. The main theme of
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the cello is tragic and based on short sighs.

The middle section represents the
mass celebrations; it is the relief of the
people who are tired of struggle. As a proof
Bakhtin said: «The festivities have been
associated with the crisis at all stages of
the historical development, they are the
turning points of life, society and man.
Moments of death and rebirth, change
and renewal have always been leading in a
festive outlook» [6, p.6]. For the composer
the feast was the kind of hope for the
perfect life, the escape from the reality.

The manifestation of carnival in
F.Mignone «Maracatu do Chico Rei» has
the instrumental drama. The plot is based
on the King’s election and his victorious
dance Maracatu. The work of J. Murphy
«Music of Brazil: reflecting reality» they
mention the carnival of Recife where along
with samba, they dance maracatu. «The
dancer’s body maracatu always rocks
rhythmically back and forth. One of the
court ladies carries a well-dressed doll
— Kalunga - a symbol of the deceased
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queen». The merriment led by Chico-king is
shown by the kind of feminine (violin 1 and
2)and male (cello and double bass). The
rest court ladies and gentlemen are shown
by the pass-copper wind instruments.
Thus, in their symphonic music
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from the prevailing truth and the existing
system» [6, p.5]. Being a universal
phenomenon, the carnival idea of “old
dying”, celebrating a new life’s coming
became a good instrument in creating
national identity image of Brazilian culture.
And understanding these ways of thinking
will help Kazakh musicians to open new
aspects of creativity.
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