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ABSTRACT 

 

 This document illustrates the use of choro, and the maxixe—genres of Brazilian music 

from the end of the 19
th

 and beginning of the 20
th

 centuries—in the piano works of  

Maria de Lourdes Gondim (1901-1987). These genres became representative of music of the 

Brazilian National School. This is also a brief survey on the history of the discovery of Brazil, 

the formation of its population, the Portuguese domain, Brazil’s independence in 1822, and the 

proclamation of the Republic of Brazil in 1889. The development of a national musical identity 

in Brazil was made through the blending of European and African cultural traditions. The 

Brazilian nationalist school is a result of the combination of European roots with African, and 

Native Brazilian influences. In an effort to create music with a national identity, Brazilian 

composers in the late 19
th

 century started to incorporate elements of popular and folk music into 

their works. Maria de Lourdes Gondim was a pianist and composer, with an output of 63 pieces 

for piano. Her works show the combination of the European Romantic tradition with genres of 

the Brazilian popular music of her time. Eleven of her pieces for piano are discussed in this 

paper–four choros and seven tangos. Lourdes Gondim never used the term maxixe for her works, 

adopting the term tango instead, although it is possible to identify characteristics of the maxixe 

among her tangos. The choro and the controversial maxixe pervade the music of almost all 

Brazilian composers of the late nineteenth and early twentieth centuries, among many others 

Ernesto Nazareth (1863-1934), Heitor Villa-Lobos (1887-1959), and Francisco Mignone (1897-

1986). 
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1. INTRODUCTION 

 

This document illustrates the use of choro, and the maxixe—genres of Brazilian music 

from the end of the 19
th

 and beginning of the 20
th

 centuries—in the piano works of Lourdes 

Gondim (1901-1987), who was a pianist and composer with an output of 63 pieces for piano. Her 

works show the combination of the European Romantic tradition with genres of the Brazilian 

popular music of her time, such as the choro and the maxixe.  

The first chapter is a brief survey on the history of the discovery of Brazil by Pedro 

Alvares Cabral, the formation of its population, the Portuguese domain, Brazil’s independence in 

1822, and the proclamation of the Republic of Brazil in 1889. It delineates the process of Brazil’s 

colonization by the Portuguese kingdom and how it influenced the artistic creation in the 

country, tracing the origins of Brazilian art music. 

The second chapter deals with the development of a national musical identity in Brazil 

through the blending of European and African cultural traditions. It discusses the role of dance 

traditions and Brazilian popular music in this process. The Brazilian nationalist school is a result 

of the combination of European roots with African and Native Brazilian influences. In an effort 

to create music with a national identity, Brazilian composers in the late 19
th

 century started to 

incorporate elements of popular and folk music into their works, in particular the syncopated 

rhythms of the dances.  

The third chapter discusses the genres choro and maxixe–their origins, characteristics, 

and occurrence in the repertoire of Brazilian music. These genres became representative of music 

of the Brazilian National School. 
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The fourth and fifth chapters are about Maria de Lourdes Gondim and her music. Chapter 

four presents a brief biography of Lourdes Gondim, and her four choros and seven tangos for the 

piano are discussed in the fifth chapter.  

There is a dispute among researchers of Brazilian music about the usage of the terms 

maxixe and tango to classify pieces of the repertoire. The terms were used interchangeably to 

refer to both genres, which makes it difficult to establish boundaries between them. Lourdes 

Gondim did not use the term maxixe for her works, adopting the term tango instead, although it 

is possible to identify characteristics of the maxixe among her tangos. 

The choro and the controversial maxixe pervade the music of almost all Brazilian 

composers of the late nineteenth and early twentieth centuries, among many others Ernesto 

Nazareth (1863-1934), Heitor Villa-Lobos (1887-1959), and Francisco Mignone (1897-1986). 

The Appendix contains a list of all Gondim’s compositions for the piano, lyrics for some 

of her pieces, facsimiles of three of Gondim’s choros and five of her tangos, an authorized copy 

of the Paulo Gondim edition of the other three pieces, and my edition of Lourdes Gondim’s four 

choros and seven tangos for piano.  

A map of Brazil is also included to situate the reader with the country and its various 

towns mentioned in this document. 
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2. BRIEF HISTORICAL SURVEY OF BRAZILIAN ART MUSIC 

 

Miscegenation–mixing of races– might be the feature that best distinguishes Brazil from 

other countries. The Brazilian population and its culture are a result of the blending of European 

(namely Portuguese), African and Amerindian traditions that occurred during the process of 

colonization.  

 

2.1 Colonial Times 

 

The history of Brazil’s colonization began with the arrival of a Portuguese fleet of 

thirteen ships, carrying a total of 1,200 crew and passengers, commanded by the nobleman Pedro 

Álvares Cabral, in April 22, 1500. The Portuguese Crown claimed the newly discovered 

territory, later known as Brazil, and established a colony there. Upon arrival they encountered a 

huge population of natives from many different tribes, but most of them from the same Tupi-

Guarani culture, still living as in the Stone Age. After a few months in Brazil, the fleet left.
1
 

Some decades later, in 1549, Tome de Souza arrived in Brazil as its first general 

governor. In this expedition, he brought with him approximately 1,000 people, including 

soldiers, colonists, four hundred convicted men banished from Portugal, and six Jesuit priests. 

The priests were on a mission to catechize the native population. They used music as an effective 

                                                           
1
 Thomas Skidmore. Brazil: Five Centuries of Change. 2

nd
 ed. New York: Oxford, 2010, p.9. 
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tool for evangelization, so they might be considered the first music teachers of European music 

in Brazil.
2
 

The Amerindians in Brazil had their own music, always linked to their ritual dances for 

the various activities of their lives. The priests described their ritual music and dances as 

―lascivious and diabolical,‖ probably due to the rhythmic and choreographic aspects and the 

instruments used to accompany the ceremonies: flutes made of human bones, and horns and 

rattles made out of human skulls.
 3
 

The religious missions in Brazil used music teaching mainly as a tool for evangelization. 

The priests aimed at the conversion of the Amerindians and consequently their understanding 

and acceptance of the rules of the Portuguese kingdom. They tried to eradicate the native culture 

in an effort to ―civilize‖ the natives. They imposed upon the natives the religious traditions of the 

Catholic Church, taught them Latin, and in an effort to get closer to the natives, used some of the 

native music settings for sacred texts. They taught them how to sing, dance, and play European 

instruments. The repertoire would include music of Iberian origins and plain chant. They also 

taught them how to build instruments which were used during the liturgical services, such as 

harpsichord, flute, violin, and viola.
4
 

 Some Brazilian musicologists such as Mariz and Kiefer point out that music from the 

native Brazilians did not contribute much to the establishment of a national music idiom. 

Nevertheless, there are some dance/music genres, such as the caterete, the caboclinhos, and the 

caiapos, which have Amerindian origins, and are part of the vast repertoire of Brazilian folklore. 

It is known that the Brazilian folklore inspired and influenced the musical production of the 

                                                           
2
 Bruno Kiefer. História da Música Brasileira. 3dr. ed. Porto Alegre: Movimento, 1982, p.11. 

3
 In a letter from Father Manoel da Nobrega to Father Simão Rodrigues, from 1549. Kiefer, p.10. 

4
 Kiefer, p.12. There is a report from 1583, by Father Fernão Cardin, about the process of evangelization of the 

native communities in Brazil. 
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major Brazilian composers from the late 19
th

 century to today, including Heitor Villa-Lobos 

(1887-1959), Oscar Lorenzo Fernandes (1897-1948), and Francisco Mignone (1897-1986).
 5

 

 As early as 1550, the Portuguese started to bring African slaves to Brazil to work in the 

sugar plantations. The slave trade brought about three million enslaved Africans to Brazil 

between the 16
th

 and the 19
th

 centuries. The estimated number of slaves brought from Africa to 

the coasts of Brazil was 5,000 per year. The slave traffic between Africa and Brazil stopped in 

1850. Slavery was crucial to the economy of the country, so abolition in Brazil only occurred as 

late as 1888. As can be seen in the figure below, until the end of the 19
th

 century, the Afro-

Brazilian population outnumbered both European and Indigenous, and the Brazilian free 

population was mostly multiracial.
 6

  

 

Fig. 1 Brazilian Population Growth by Ethnic Origin, 1978–1872 

  

 

                                                           
5
 Emilia Biancardi. Raízes Musicais da Bahia. Salvador: Omar G., 2000, p. 19. 

6
 Skidmore, p.63. 
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 Miscegenation was a natural process in Brazil. Very few white women emigrated from 

Portugal, so both the government and the church recognized a kind of common-law mixed race 

marriage between white men and black women, resulting in mixed-bloods called mulatos, and 

white men and women from the indigenous populations, resulting in mixed-bloods known as 

caboclos. There is also a third racial group, the cafuzos, resulting of the crossing between the 

Africans and the Amerindians. 

 The massive slave traffic to Brazil, a forced migration, enormously affected the cultural 

life of the country. The Africans brought with them in the basement of the slave ships not only 

their labor force, but also their languages, religions, dances, and especially the rhythmic 

complexity of their syncopated musical traditions.  

It is important to point out that African slaves from different ethnic groups were brought 

to Brazil with different traditions as well. They spoke different languages and came from diverse 

cultures with different religions and ways of living. They were all put together at the senzalas,
7
 

creating something very unique–the miscegenation among people from different parts of Africa 

and the blending of their culture and knowledge.
 8

  

A cultural synthesis started to happen in the country along with the racial synthesis. The 

interaction of the racial groups resulted in the interaction of their cultures. Just like the surging of 

these intermediate racial groups, the cultural traditions of each group naturally absorbed 

elements from one another, becoming altered through the process. The religious festivities of the 

Catholic Church incorporated ―foreign‖ elements, and the culture from the dominant class also 

blended in the traditions of the lower class.  

                                                           
7
 The senzala was the slave quarters, the place where the slaves were kept in the farms, while they were not 

working. Men would be separated from women and children. They would sleep on the ground or over straw.  
8
 The majority of the slaves who were brought to Brazil were from the Banto, and Jejê-nagô nations. Biancardi, pp. 

99-101. 
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It is important to notice however, that despite the miscegenation that so naturally 

occurred in Brazil since the beginning of its colonization, there was always a valorization of the 

whiter skin, and everything that was European. The Europeans held the land and the power, and 

their culture was always dominant. The religious music would essentially keep the European 

traditions, while the folk music would mostly carry elements of African and Indigenous cultures. 

Many mulatos, in an effort to achieve a more respected position in society, despised their 

ancestry and tried to ignore any cultural trace of their African origin getting fully acculturated, as 

they embraced European traditions. This was the case of many Brazilian mulato musicians.
9
 

 

2.2 Brazilian Art Music 

 

The history of Brazilian Art Music begins in the state of Bahia. There, Tomé de Souza, 

the first general governor of Brazil, founded the city of Salvador, which remained capital of the 

colony from 1549 until 1763. Salvador was a replica of Lisbon, and Port, the two largest cities in 

Portugal, and by end of the 16
th

 century, Brazil was the biggest producer of sugar from sugar 

cane in the world. The economic prosperity favored the cultural development, and so European 

music started to be performed and produced in the country. It is important to notice that the 

majority of the performers were the African slaves, trained as musicians in the European 

tradition.
10

 

 The music making was mostly associated with religious service. The Brazilian 

musicologist and performer of colonial music Regis Duprat (b. 1930) documented the existence 

of paid positions for choir members and organists at the Cathedral Basilica of Salvador, Bahia, in 

                                                           
9
 José Maria Neves. Música Contemporânea Brasileira, 1

a
 ed. São Paulo: Ricordi Brasileira, 1981,  p.14 

10
 Kiefer, p.14. 
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1559. There are also reports of military, folk and dance music on the streets during festivities, 

and three opera productions a little later, in 1760. There is no reference of authorship for the 

operas, only the titles in Portuguese.
11

  

The oldest extant musical score from a Brazilian composer is from 1759, and was found 

in Salvador, Bahia. It is a recitative and aria in the vernacular for soprano, two violins, and 

continuo, attributed to Caetano Mello de Jesus, Kapellmeister at the Cathedral Basilica of 

Salvador.
12

 Many other Brazilian compositions followed this one throughout the 17
th

 and 18
th

 

centuries, in other states of Brazil as Pernambuco, and Minas Gerais, mostly in the baroque-

rococo style.  

From the 17
th

 century on, there are reports of creations of musical societies, working as 

unions, and the ―Irmandade de Santa Cecilia‖ (Brotherhood of Saint Cecilia) was the most 

important one, following its Lisbon base. Concert halls began to be built to accommodate the 

performances of plays and operas. The operas followed the Neapolitan model of the ―opera 

buffa,‖ in vogue at the time. It is worth noticing that there was already the presence of the lundu 

and the modinha, the first documented Brazilian music genres–which will be discussed later in 

this document–as components of dramas and comedies presented at the concerts.
13

 

There are reports of music making in all the important cities in the colony, from North to 

South Brazil. The music was mostly performed by the mulatos, or the African-Brazilians, but it 

would have been essentially European. In the 18
th

 century, the state of Minas Gerais produced 

the largest number of musicians in the colony–most of them free mulatos, probably because of 

the huge economic development of the region achieved with the exploitation of its abundant 

                                                           
11

 Kiefer, pp. 18-20 
12

 Gerard Béhague. "Brazil." In Grove Music Online. Oxford Music Online, 

http://www.oxfordmusiconline.com/subscriber/article/grove/music/03894 (accessed March 2, 2011). 
13

 Vasco Mariz. História da Música no Brasil. 2
a
 ed. Rio de Janeiro: Editora Civilização Brasileira, 1983, pp.34-5. 
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golden mines. The most important name from this Mineira school was the Jose Joaquim Emerico 

Lobo de Mesquita (1746–1805). 

The musical activity in Rio de Janeiro was very modest in comparison to the rest of the 

country, but there was an important name in Rio, the priest José Maurício Nunes Garcia (1767–

1830), composer and Kapellmeister at the town’s cathedral.  He helped to create the Brotherhood 

of Saint Cecilia in Rio, wrote a method book on playing the pianoforte, and kept a free music 

school at his home for 28 years, where he taught piano, music theory, and solfeggio. He was a 

mulato, from a very poor family. 

  

2.3. The Move of the Portuguese Royal Crown to Brazil  

 

In 1808, because of the Napoleonic war, the Portuguese royal family moved from 

Portugal to Brazil, its most prosperous colony. This move was of fundamental importance to the 

economy of the country, as well as to its musical development.  The royal Crown tried to 

recreate in Brazil the atmosphere of the Portuguese court they left behind, and for which music 

played an important role. Important works of the Western repertoire were performed at that time, 

such the Requiem by Mozart’s, and The Creation, by Haydn, conducted by Nunes Garcia.
14

 

Napoleon sent an army through Spain to invade Portugal, so the entire Portuguese court 

escaped to Brazil, under the protection of Great Britain, its trade partner and long-time ally. In 

January of 1808, the royal Crown first approached the coast of Salvador, Bahia, for a brief stay, 

moving on a month later to Rio de Janeiro, the administrative center of the colony. In February 

                                                           
14

 Kiefer, p. 56. 
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1808, about 15,000 people arrived in the town of Rio de Janeiro, with an impressive fleet of 56 

ships. By then Rio had approximately 50,000 inhabitants.
15

 

 The first act of the prince regent Dom João (later King Dom João VI of Portugal), even 

before he reached Brazil, was to open Brazil’s ports to friendly nations. Until then, Portugal had 

the monopoly upon the trading in its colony. With this act, hundreds of British merchants and 

agents were attracted to the city of Rio, and British manufactured goods started to enter Brazil’s 

market.
16

  

The Portuguese Crown brought a printing press to Brazil, the first in the colony. Brazil 

saw the creation of the National Press, of vital importance to the development of the culture in 

the country. The Gazetta do Rio de Janeiro, the first Brazilian newspaper, started to be printed. 17 

Upon his arrival in Rio de Janeiro, Dom João founded there many new institutions, such 

as the National Library of Rio de Janeiro, the Botanical Garden, the Bank of Brazil, and the 

medical school in Rio and also in Bahia. In 1813, the Real Theater of São João was inaugurated 

in Rio (the biggest theater in South America at that time). The Italian music was the court’s 

favorite, especially the Italian opera. 

The Capela Real (Royal Chapel) was also created in Rio, and its first Kapellmeister was 

Maurício Nunes Garcia. The Chapel had an intense musical life. Castrati and many other 

musicians were brought from Europe to perform, and it was center of many religious festivities, 

and family and political celebrations.18  

  

 

                                                           
15

 Skidmore, p.42. 
16

 Skidmore, p. 43. 
17

 Bruno Kiefer. História da Música Brasileira: dos primórdios ao início do século XX. 3
a
 edição. Porto Alegre: 

Editora Movimento, 1977. p. 47. 
18

 Kiefer, p. 48. 
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2.4. Brazil’s First and Second Empires  

 

The period from 1808 to 1822 comprised Brazil’s First Empire. The Royal Crown had to 

move back to Portugal in 1821, and only 4,000 people out of the 15,000 who first arrived in Rio, 

left the country. Don João VI left in Brazil his son, Don Pedro I, who became Brazil’s first 

emperor, upon its independence from Portugal in September 7, 1822. Brazil experienced then the 

period of its First Empire, with Don Pedro I as its first emperor.  

In 1831, Don Pedro I was forced to return to his home land. His father, Don João VI of 

Portugal, died in 1826, so the Portuguese crown needed the throne’s heir there. On the Brazilian 

side, due to political reasons, the higher military wanted Pedro I out of the country. He left 

behind his 5 year old son, Don Pedro II, who became the second and last emperor of Brazil. 

Brazil’s Second Empire began in 1840 and ended in 1889, when the country declared itself a 

republic. 

 The cultural life of the country went through a process of quick change and great 

improvement. The population started to have access to instruction, didactical materials, new 

publications, and newspapers, which provided favorable conditions for the development and 

consolidation of a national identity.19 

 

 

 

 

                                                           
19

 Kiefer, p. 50. 
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3. BRAZILIAN IDENTITY 

 

 Around 1830, a new and ascending middle class started to organize public concerts. In 

1833, the Brazilian composer Francisco Manuel da Silva (1795-1865), a student of Nunes 

Garcia, created in Rio the first musical society, the Sociedade Beneficência Musical. It had the 

important role of promoting local musicians. Many other societies all over the country followed 

this one. Toward the second half of the 19
th

 century, more and more people would gather to pay 

and listen to music. Solo, chamber and symphonic masterpieces from the European repertoire 

were primarily performed along with the new works from Brazilian composers.
20

 

The new Brazilian society was eager to enjoy the same privileges of the noble upper 

class, and besides attending public concerts, they also started to develop the habit of making 

music in their households. 

The first European pianist documented to have visited Brazil was the Austrian Sigismund 

Neukomm (1778-1858), a disciple of Joseph Haydn. Neukomm remained in Brazil from 1816 to 

1821, and had among his students the composer Francisco Manuel da Silva. Ironically, the first 

documented work to use a Brazilian theme is Neukomm’s Capriccio for piano, O Amor 

Brasileiro, (Brazilian Love) inspired on a lundu.
21

 Many other great pianists visited Brazil, such 

as the Swiss Sigismond Thalberg (1812–1871), and the American Louis Moreau Gottschalk 
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(1829–1869). Their visit caused a great enthusiasm for the instrument. Hundreds of pianos were 

brought to Brazil during the 19
th

 century.
22

 

In 1843 the first musical periodical was founded: the romantic Ramalhete das Damas 

(The Lady's Small Bouquet). Also in this decade, music teaching became official in Brazil, with 

the creation of the National Conservatory of Rio, today known as the School of Music from the 

Federal University of Rio de Janeiro. Similar institutions were formed across the country.23 

 The major center of musical activity shifted from the church to the theater. One of the 

most important events, which favored the development of Brazilian music, was the creation, in 

1857, of the ―Music Academy and National Opera.‖
24

 The institution aimed, primarily, toward a 

better education of the national artists, and the realization of concerts and spectacles in the 

national idiom, with Brazilian, or foreign operas translated into Portuguese.
25

 

 So, in addition to the great pieces of Rossini, Bellini, Verdi, Donizetti, and many others, 

Brazilian works started to be presented. The first Brazilian composer to establish a reputation 

and even enthrall European audiences was Antonio Carlos Gomes (1836–1896). Although he 

followed the Italian model, he used Brazilian themes, as in his operas ―Il Guarany,‖ and ―Lo 

Schiavo.‖ In these operas, he used the Brazilian genre modinha in some of the arias.
26

 

 

3.1. Late 19th and Early 20th centuries–the origins of the national school 

 

 

During the second half of the 19
th

 century, Brazilian art music began to develop into a 

national school. In 1860 Brasilio Itiberê da Cunha (1848–1913) wrote the first documented piece 
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based on elements from the Brazilian folklore, the rhapsody for solo piano A Sertaneja, edited in 

1869. Style traits of early nationalistic works include elements of the popular or folkloric 

traditions. Generally, composers would quote themes from this repertoire, and transform them 

into rhapsodies, like Cunhas’ A Sertaneja.
27

 

Many Brazilian composers decided to follow this new venue, and the attempts toward 

nationalism would include elements from the folk dance rhythms. The composers started to 

explore the syncopated rhythms of the African–Brazilian tradition, creating pieces such as Serie 

Brasileira, a suite in four movements, by Alberto Nepomuceno (1864–1920), and the piano suite 

Quilombos by Carlos Gomes. Both works were based on African–Brazilian dances. 
28

  

Alberto Nepomuceno, composer, pianist, and organist from Fortaleza, Ceará, might have 

been the most important force in the establishment of a Brazilian music tradition. He was a 

research pioneer of Brazilian folklore, and was engaged on the divulgation of Brazilian music, 

performing and conducting the works of Brazilian composers during his trips to several countries 

in Europe, such as France, Germany, and Norway. He was a friend of Edward Grieg, and a guest 

in his house in 1893. During this trip he wrote his first songs with texts in Portuguese. He 

defended the idea of singing in the vernacular as an expression of patriotism.
29

 

The Brazilian writer and musicologist Mario de Andrade (1893–1945) is considered to be 

the intellectual mentor of the Brazilian nationalism and modernism movements, which aimed at 

the reformation of the academicism of Brazilian art into something new, rooted in the Brazilian 

culture. The Franco-American ethnomusicologist  Gehard Behague (1937–2005) considered him 

to be ―one of the founders of Brazilian ethnomusicology, and very influential in the assertion of 
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musical nationalism in his country in the 1920s and 1930s.‖ 30 He was the head of the group who 

organized the Semana de Arte Moderna in 1922 (The Week of the Modern Art), a landmark 

event to discuss and promote the new trends in Brazilian art. 

In the beginning of the 20
th

 century, the Brazilian artists, writers, and intellectuals were 

consciously engaged in a search of what could be considered a national art, as a reaction against 

the European cultural domination imposed by the upper class. They discovered a possible answer 

to their search in the choro. 

 

3.2. The dance and its relation to Brazilian music 

  

Ary Barroso’s song ―Aquarela Brasileira,‖ from 1939, is known to be the first Brazilian 

song played over a million times on American radios. Barroso depicts a ―mulatto‖ Brazil, 

sensuous, dancing the samba, with swing. Dancing is deeply rooted in the Brazilian culture, and 

the samba is considered an icon of Brazilian national identity.  

 

Brasil,      Brazil, 

Meu Brasil Brasileiro    My Brazilian Brazil  

Meu mulato inzoneiro    My cunning mulatto  

Vou cantar-te nos meus versos   I will sing of you in my verses  

Ô Brasil, samba que dá    Oh, Brazil, samba that gives swing, 

Bamboleio, que faz gingá    That makes people sway  

[…]      […] 

Ah, este Brasil lindo e trigueiro   Oh, this Brazil, beautiful and swarthy  

É o meu Brasil brasileiro    Is my Brazilian Brazil  

Terra de samba e pandeiro.   Land of samba and pandeiro.
31

 

        (Ary Barroso, 1939) 
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Brazilian folklore is rich in a variety of dance forms related to many aspects of life, such 

as religion, legends, historic events, festivities, and children’s games. Cultural traditions of the 

various regions of the country are represented by the different dance forms, which show the 

diversity and multiculturalism of Brazil, while keeping constant the element which best depicts 

the Brazilian soul: its connection to dancing and to rhythm. 

  

3.3. European dances adapted and incorporated in the Brazilian repertoire 

 

 

During the 19
th

 century, Brazilians were dancing European waltzes, polkas, schottisches, 

mazurkas, and habaneras in the dance saloons. The move of the Portuguese crown to Brazil 

boosted the establishment of the European tradition of the ballroom dances in the country, and 

dance music was very much in demand. Much of the European repertoire of Viennese and 

Parisian waltzes, polkas, and other dances was imported and played in the Brazilian territory. 

Brazilian composers also started to write dance music, following the imported models. A new 

repertoire of European dances made in Brazil found its way into the ballrooms and households 

around the country. 

 The waltz, one of the most popular dances of all time, was first documented in Brazil in 

1816, in association with Portuguese royal family in Brazil. Toward the first half of the 19
th

 

century, the references to the genre became more abundant, in works either imported from 

Europe, or written in the same style by Brazilian composers. Along with the waltz, a Brazilian 

repertoire of European dances is reported to be written, performed, and danced by the local 

people. As these dances started to be written in Brazil, they also started to assimilate aspects of 

the local culture, and therefore, acquired what can be called a ―Brazilian flavor.‖  
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By the end of the 19
th

 century, the dance music for the parties and social occasions were 

performed by groups called ternos, a trio of guitar, cavaquinho (a small four-stringed guitar), and 

flute, or larger ensembles called  chorões, based on the terno, but with more guitars, cavaquinho, 

flute, or some other wind instrument, and percussion, usually a tambourine.  

The repertoire of dance music was also played on pianos, and there was a profusion of 

pieces written for the instrument.
32

 There are reports of pianos in Brazil since 1810. Again the 

influence of the move of the Portuguese crown to Brazil is noted, and this fact contributed to the 

increasing number of such instruments in Brazil.
33
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4. THE CHORO AND THE MAXIXE 

 

The choro originated in Rio de Janeiro around 1870. Initially the term was used in two 

ways: (1) to designate the ensemble of guitars, cavaquinhos, woodwinds (flute or clarinet, or 

both), and percussion, which played the European dance tunes, especially the polka; and (2) to 

designate the way these groups would play their dance repertoire.  

The choro style is characterized by a certain degree of improvisation on the 

accompaniment, and virtuosic ornamentations and improvisation on the melodies. The guitars 

and cavaquinhos play the accompaniments, and the soloist (flute or other wind instrument) plays 

the melodies.  

The choro arose as a genre during the following decade, around the 1880s. It combines 

aspects of the choro performance practice with the formal and harmonic structure of the polka. 

The expressive and improvisatorial character of the melodies combined with the syncopated 

rhythmic patterns, plus the display of instrumental virtuosity, contributed to the success of the 

genre.  

The cultural movement organized by the Brazilian intellectual circles in search of a 

national art elected the choro as representative of a Brazilian national identity. The cultural elite 

of the country became aware of the choro’s particularities as a genuine Brazilian musical genre, 

resultant of the process of cultural miscegenation which translates the very core of the Brazilian 

culture. The choro from the streets had a high art counterpart on the works of the most prominent 

composers of the time, such as Alexandre Levy (1864-1892), Ernesto Nazareth (1863-1933), and 
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Villa-Lobos (1887-1959) among others. The cinema, recordings, and especially the live radio 

broadcasts in 1930s helped to spread the choro to all parts of the nation.  

Two earlier genres of Brazilian music provided the foundation of the development of the 

choro: the modinha, and the lundu. 

 

4.1. Portuguese modinha  

 

Musicologists and researchers of Brazilian music unanimously appoint the song genres 

modinha and the lundu as ―the foundation upon which a large part of subsequent Brazilian 

popular music was built,‖
34

 including the choro, the maxixe, and later the samba. 

The modinha is a lyrical and sentimental song genre, influenced by the Italian opera arias 

and European art songs, that was cultivated in Brazil primarily during the 18
th

 century. The word 

modinha is the diminutive of the Portuguese moda, which means literary song or melody. 

Although the genre traveled back and forth from Portugal to Brazil many times, it is cited by 

musicologists as the earliest Brazilian genre. Musicologists Isenhour and Garcia say a distinction 

between the Portuguese and the Brazilian genre can be made based on the accompaniment of the 

latter, which uses guitar rather than keyboard. 
35

 

In Brazil, the most common types of modinhas had simple melodies with a quality of 

improvisation and spontaneity, subtle syncopation, and were usually in ternary (ABA), rondo 

(ABACA) or strophic form (verse and refrain).  

José Maurício Nunes Garcia was one of the most popular composers of modinhas. Some 

of the best known Brazilian composers made use of the genre, writing more elaborate pieces with 
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piano accompaniment, while the lower class musicians cultivated a simpler style of modinha, 

and sang them on the streets accompanied by guitars.
36

 

The Brazilian modinha was brought to Portugal in 1775 by the Brazilian mulatto singer 

Domingos Caldas Barbosa. He sang modinhas to the Portuguese court at Lisbon. These songs 

were appreciated in both countries, and were published in Portugal in the Jornal de Modinhas in 

Lisbon, from 1792 to 1795.
37

 

The modinha is the only popular Brazilian genre developed from salon music. It left the 

salons for the streets. In fact, a distinction can be made between the salon modinha, with more 

elaborate melodies, resembling Italian opera arias, and the modinhas characterized by simple 

sentimental melodies, sung by street singers from the lower class. Composers of the late 18
th

 and 

early 19
th

 century wrote modinhas in both styles. 

 

4.2. African lundu 

 

The seeds of the lundu came from Africa, brought to Brazil by the slaves from the 

cultural group named Bantu.
38

 The white masters would allow and encourage the enslaved 

Africans to sing and dance, as they realized they were more productive if able to keep drumming 

and singing their native music. With time, this African music acquired elements of 

Europeanization, especially in the melody and the lyrics.
39

  

The lundu was developed in Brazil during the early 18
th

 century, and is considered to be 

the first Brazilian genre of popular music to combine African syncopated rhythms and European 
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harmony, melody, and instrumentation. The term lundu can refer to the dance, the song, or the 

instrumental genre.  

The ethnomusicologist David Vassberg classified the lundu as a syncretized music with 

African roots, and stated that the lundu cantado, a modified song version of the African dance, 

was the first to be accepted by the Brazilian society–black and white alike.
40

 The singer 

Domingos Caldas Barbosa, who sang the modinhas to the nobles in Lisbon, was also known for 

introducing the lundu to the concert stage. 

 By the 1820s the genre was appealing to composers due to its exotic rhythm, and the 

lundu with piano accompaniment was very popular among the upper classes.
41

 

The scholars view the modinha and the lundu as the first authentic Brazilian genres, and 

predecessors of the choro. The development of these two genres followed different paths, as 

described by the musicologist Suzel Ana Reily: the modinha ―Brazilianizing‖ an European form; 

and the lundu ―Europeanizing‖ an Afro-Brazilian form.  They eventually became 

indistinguishable from one another, both generically referred to as modinha.
 42

 The genre appears 

in the output of the leading 19
th

 century Brazilian composers, such as Carlos Gomes, and 

Francisco Manuel da Silva, with piano accompaniment. The piano seems to be the element that 

distinguishes the popular and the elite cultures.  

The choro followed the modinha and the lundu. By the time of its consolidation as a 

genre by the 1880s, it had acquired the lyricism of the modinha, in combination with the strongly 

syncopated rhythmic drive of the lundu. 
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4.3. The choro 

 

The term ―choro‖ in Portuguese is a noun, and means literally cry, or weep. It can also be 

translated to lament. There are some hypotheses on how the term became associated with the 

genre, one of them being that the term would be a humorous reference to the patrons of parties, 

who were said to ―cry‖ for having to pay the musician’s fee. This fee could be paid in money or 

food, and came to be known as ―choro.‖ So, the term would have become associated with the 

kind of music played in these parties. 

The choro as a music genre at the turn of the century is no longer intended to serve as 

accompaniment to dancing. They became showpieces for the soloist, to be performed in social 

gatherings. The roda de choro (choro round) would constitute the most common performance 

practice of the choro, and groups of guitars, cavaquinhos, tambourine, and woodwinds would sit 

together with the audience forming a circle, to perform the pieces. The woodwinds would 

alternate as soloists, each trying to impress the listeners with their improvisatorial abilities. It was 

also common not to have scores for the pieces during the performances, and the accompaniments 

were learned by ear, memorized, and also improvised.  

The structure of the choro is simple. It is written in duple time (2/4), in rondo form (A B 

A C A). The A section is usually repeated in the opening and closing. The middle entry of A is 

presented just once, without repetition. The keys of the B and C sections would usually be the 

relative minor (vi) (or major, if it is in a minor key (III)), the sub-dominant (IV), or dominant 

(V). The harmony follows standard European progressions (I – IV – V – I) often elaborated with 

relative minor chords, based on the circle of 5ths. The minor key would have progressions such 

as [i – III – VI – ii
o
 – V – I]. 
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Although the term choro is associated with the act of crying, which is supposed to be sad, 

the genre is lively and virtuosic. The melodic figuration of most choro pieces consist of two 

groups of four sixteenth notes, usually with a pickup measure of three sixteenth notes. The 

melody lines are based on scale passages, arpeggios, patterns of broken chords with chromatic 

passing tones, leaps, and fast repeated notes. The phrasing accents, within the two groups of four 

sixteenth notes in each measure, follow the rhythmic structure of the accompaniment, and are 

also syncopated. The result is obtained through different articulations, and accents. It is 

important to notice that these rhythmic elements of phrasing are not notated on the scores. They 

are performance practices, inherent to the choro style. 

When the choro is performed by a choro group, the flute is usually the preferred 

instrument to play the melody line, because of its characteristics of agility and liveliness. Other 

solo instruments also common in choro practice are the clarinet and saxophone, and from the 

family of strings, the cavaquinho or the mandolin. One of the most famous Brazilian composers 

and performers of choro of all times was the saxophonist and flutist Pixinguinha (Alfredo da 

Rocha Viana Filho, 1897–1973). 

 Although it has a very pronounced improvisatorial aspect, each instrument has a well-

defined role in the ensemble. The guitars would play the basic chords of the harmony, usually in 

the same rhythmic pattern. One guitar would play improvised bass lines (usually a seven-stringed 

guitar), in counterpoint with the melody; the cavaquinhos would also play chords or short 

motives in counterpoint with the melody; the percussion would keep the rhythm steady, working 

together with the guitars; and the soloist would play the melody, adding ornamentation, and 

improvisations.  
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The figure below illustrates the performance practice of a typical choro ensemble, with 

the roles of each instrument clearly defined (Fig. 2). It is scored for flute, cavaquinho, and two 

guitars.   

 

Fig. 2 Choro Flor Amorosa, by Antonio Callado. Arragement by Thomas  Garcia.
43
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Today, the term choro is used to generally designate most genres of Brazilian music. As 

an example, Ernesto Nazareth’s Brazilian tangos, and polkas, have been classified in the music 

collections as choros. There is much discussion among scholars today on how to classify and 

name these genres. Many of his polkas, tangos and choros share the same music elements of 

rhythmic structure, form, keys, and character. This generalization has been applied to the works 

of many composers from the turn of the century. 

 

3.5 – Maxixe and Brazilian Tango 

 

 There are many disagreements among authors about the origins of the Brazilian tango, 

but there is a theory accepted by most that it has its roots in the habanera. The Brazilian 

musicologist Baptista Siqueira stated that the habanera, a slow Afro-Cuban dance in double 

meter (2/4), originated between Cuba and Haiti, appeared in Brazil around 1866, and soon 

became very popular.
44

  

The Afro-Cuban habanera came to Brazil from Spain. As happened with other foreign 

dances that became popular in Brazil, habaneras attracted the attention of local composers, and 

started to be produced in the country, and printed in Rio, as the habanera Sonhando (1879), by 

the Brazilian female composer Chiquinha Gonzaga (1847-1935). For several decades the 

habaneras were printed in Brazil, either imported or written by local composers. 
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The word tango appeared in Brazil around 1870 as a title to a song called Tango Chanson 

Avanaise, by M. Lucien Boucquet. The musicologist Batista Siqueira points out that this did not 

refer to a genre. A little later, two Brazilian composers adapted the Spanish habanera  O Jovem 

Telemaco to the Portuguese language, and changed its title from habanera to tango. There they 

made citations of Boucquet’s piece.  

So, the Brazilian tango can be considered initially as a local adaption of the Afro-Cuban 

habanera. The accompaniment would keep the habanera rhythmic pattern (Fig. 3), but in a 

faster tempo. The melody would present syncopations that resemble the lundu.
45

 

 

Fig. 3 – A typical rhythmic accompaniment for the habanera: 

 

 

The Brazilian tangos Olhos Matadores (1871) and Alli Baba (1872) by Henrique Alvares 

de Mesquita are considered to be the first ones in the genre. Alli Baba became very famous, and 

has been reprinted in several editions.
46

 

The Brazilian composer Chiquinha Gonzaga wrote many tangos, but it was the composer 

and pianist from Rio de Janeiro, Ernesto Nazareth, who can be regarded as bringing the tango to 

the concert stage as a stylized dance to be heard, not danced. He wrote many Brazilian tangos 

during the turn of the century, between the 1890s until the 1920s. The catalog of his works 

contains approximately 90 tangos, under a variety of subcategories, such as tango caracteristico, 

tango carnavalesco, tango de salão, tango fado, tango habanera, tango milonga, and tango 
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argentino. It is important to note that the tango appears first in Brazil then in Argentina. Kiefer 

points out that it was the success obtained by the Argentine tango in France during the early 

1900s that determined the need for a specification of its origins: Brazilian tango versus 

Argentine tango.
47

 

 

Fig. 4 – Typical rhythmic accompaniment patterns for the Brazilian tango: 

 

 

There is some confusion about the relation between the tango and the maxixe. Popular 

music is a phenomenon which occurs spontaneously, and people many times adopt different 

terminology to refer to the same facts or, vice versa, use the same terminology to refer to 

different things. This might have been the case with the tango and the maxixe. Lourdes Gondim, 

as an example, never made any distinction between the two genres, and only used the term tango 

to refer to both. Later, when studying her music, we will identify the two genres among her 

―tangos.‖  

Some authors say tango and maxixe share the same rhythm, with the maxixe being in a 

faster tempo, but most musicologists and researchers of Brazilian music disagree and consider 

both genres separately.  
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For many decades the maxixe remained a favorite urban dance in Brazil. It is also a 

hybrid, or syncretized dance, incorporating elements from African drumming (batuque), the 

Hispano–American habanera, and the European polka.  

The origins of the maxixe have been so described by Mical Seige: 

―Its origins lie clouded in the meetings of polka, lundu, tango, habanera, and more in 

urban, nineteenth-century Brazil. […] At the intersection of these various traditions, 

people dancing and playing maxixe incorporated, through their bodily movements, a 

series of encounters, especially Afro-diasporic encounters, in the Americas. Maxixe was 

not only a palimpsest of earlier crossings but an arena of cultural mixture and an 

opportunity for ongoing innovation. It was one of many set dance forms, as dance 

historian Curt Sachs … noted, that ―crossed the Atlantic‖–and, we should add, the 

equator–―back and forth, not one but many times, invariably altered upon their return and 

often carrying a new name.‖ Created by bodies in all sorts of motion, maxixe would never 

come to rest.‖
48

  

 

 

There are a least three different hypothesis to explain the origins of the term maxixe to 

address the dance and music genre, all of them reasonable and documented. The fact with which 

all authors agree is that the dance came from the lower class, from the suburbs of Rio de Janeiro, 

causing moral outrage among the higher society. The reaction against it was strong, and the more 

conservative segments of the community tried to banish it from public places, insisting that the 

police should close the dance hall where the maxixe was practiced. The maxixe was seen by the 

elite as ―the reason for the moral decline of Brazilian society that moved it away from genteel 

European models into decadence.‖
49

  

The major aspect that incited such prejudice against it was the choreography of the dance 

itself. The male partner would hold the female dancer in a very close embrace, with both bodies 

tightly pressed against each other, cheeks or foreheads together, with his hands placed on her 
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buttocks. The footwork would be fast and interlocking, and the body movements would be very 

sensual, including a rippling turn of the hips. 

Around the 1870, when the dance was already known as maxixe, the term was also used 

to designate anything considered as low or inferior. Maxixe is also the name of a vegetable, very 

similar to cucumber, easy to cultivate, and very common in Brazil. 

The genre maxixe, with its ―indecent‖ choreography, danced by the miscegenated 

population of blacks and whites from the poorest neighborhoods of Rio de Janeiro, made its way 

into the saloons and concert stages. It spread to the rest of the country, and by the beginning of 

the 20
th

 century, according to Kiefer, it became the most important urban popular art of Rio de 

Janeiro. The maxixe was brought to France around 1910, and appeared briefly in the United 

States around 1914.
50

 

By the turn of the century, it was very common for wealthy families in Brazil to send 

their children to study in France. The French culture was adopted by the cultural elite in Brazil, 

and it dominated the artistic and cultural thought of the country. Taking the example of Lourdes 

Gondim, in 1918 she got the invitation to continue her piano studies in Paris. She did not go, but 

she was educated in a very exclusive French school for girls.
51

 

On the other hand, the Parisians were also interested in the exotic and sensual aspects of 

Brazilian culture. During the first decade of the 20
th

 century, the maxixe was established in Paris, 

and appeared in vaudeville acts, films, and later in television.
52

  

In Brazil, Livingston-Isenhour points out that the maxixe as a dance was eventually 

accepted in the Brazilian saloons, but in a tamed version. The dance became popular among all 
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classes, but the term maxixe was avoided in the media, because of the social implications. 

Instead, the designation ―tango‖ or ―tango brasiliero‖ would be used in its place.  

Lourdes Gondim is an example of a composer who avoided the use of the term maxixe. 

She wrote seven pieces, which she classified as tangos, but some of them have characteristic 

features of the genre maxixe. She would never use the term maxixe to refer to her pieces, because 

of its pejorative implications and due to the fact that the church condemned the dance. 
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5. MARIA DE LOURDES GONDIM 

 

 

Maria de Lourdes Hermes Gondim was born in Fortaleza, Ceará on March 15, 1901, and 

died at her house at the same town on March 19, 1987. She was an artist with a striking 

personality. She was my grandmother. The biography presented in this document is primarily 

based on the book Uma Dama da Belle Époque de Fortaleza: Maria de Lourdes Hermes 

Gondim,
53

 written by my cousin, Brazilian sociologist Linda Maria Pontes Gondim,
 54

 as part of 

the celebration for her 100
th

 birthday. There is also information provided by my father Paulo 

Gondim, and my aunts Maria Margarida, Maria Guilhermina, and Maria Theresa Gondim. 

Guilhermina and Theresa lived with her during her entire life. I also add to this document my 

own memories from the moments we lived together, and from the stories I heard about her told 

by my parents and family. She was the center of a very big family, and the stories of her life are 

still the favorite topic of our family reunions.  

 Maria de Lourdes Gondim spent all her life in the city of Fortaleza, capital of the state of 

Ceará, in Northeast Brazil. She was an accomplished pianist, composer, poet, and teacher. She 

occupied chair ten at the ―Ala Feminina da Casa de Juvenal Galeno‖ (Feminine League of the 

House of Juvenal Galeno), an art society promoting poetry and music in her home town 

Fortaleza. Her compositional output includes piano sonatas, tarantellas, nocturnes, etudes, 

waltzes, tangos, choros, and some character pieces. She also wrote lyrics for some of her 

compositions. 

                                                           
53

 A Dame from Fortaleza’s Belle Époque. 
54

 Linda Gondim was raised by Lourdes Gondim since she was one year old. 
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 Lourdes Gondim was born into a wealthy family, and was very well educated, having 

attended the best schools available in town, including La Ruche, owned by the French educator 

Emma Gauthier. She was taught English, French, music, and poetry privately. 

The music tradition ran in the family for generations. Her mother took piano lessons from 

her grandmother, and she took her first piano lessons from her mother. Two of her uncles studied 

music in Italy, and later both became priests in Rome. Three of her daughters formed a vocal 

trio, As Tres Marias do Ceará (The Three Marias from Ceará) with their own radio program. Her 

youngest son, Paulo Gondim, is a pianist and composer, and is a retired piano professor at the 

Federal University of Bahia, Brazil. 

  Lourdes Gondim studied piano with Branca Bilhar (1886-1928), composer and pianist in 

Fortaleza. She was a child prodigy, and at the age of eight used to play for the enjoyment of her 

classmates during the lunch breaks at school. After Mrs. Bilhar moved to Rio de Janeiro, 

Lourdes Gondim studied piano with other teachers, especially Mrs. Aurelia Menezes from 1912 

to 1919. 

She made her first public performance at the age of eleven, and at the age of seventeen, 

according to the family reports, she was invited to France to continue her music studies, and 

begin what could have been a great career as a concert pianist, after a very successful recital for 

the inauguration of the Cine-Teatro Majestic, in Fortaleza, Ceará. But she belonged to a very 

traditional family, and such a career was out of the question. In the following year in July 25, 

1919 she married her cousin, Dr. Jose Leite Gondim, at the early age of eighteen. The couple had 

fourteen children; eleven survived infancy.  

She became very sick after the birth of her fifth child, and in 1926 her father took her to 

Rio de Janeiro, on a trip by ship, aiming for her recovery. During the ship cruise, she wrote her 
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first work, the tango Recordação ao Luar (Moonlight Recollection) dedicated to her husband, 

who remained in Fortaleza, taking care of the children. Upon her return, fully recovered, she 

wrote the second piece, the choro Travessuras (Mischieves), dedicated to her children. 

In 1937, the family moved to a bigger house close to her parent’s mansion. In July she 

wrote the tango Menino Teimoso (Stuborn Boy), dedicated to her youngest son, Paulo, and the 

waltz Reminiscencias da Mocidade (Reminiscences of Youth), dedicated to her father, who had 

died not long ago. In the same year she wrote Improviso, the waltzes Destinos (Fates) and 

Sublime Resignação (Sublime Resignation) and a Mazurka. In November of the same year she 

played a recital at the Casa de Juvenal Galeno, performing her own compositions. 1937 was a 

prolific year for her. She started to play at the Ceará Rádio Clube, accompanying her three 

daughters’ vocal trio on their program ―Horas de Arte.‖ 

 A few years later, she started her own weekly two-hour radio program, performing the 

traditional piano repertoire, as well as her own compositions, and works by Brazilian composers 

such as Ernesto Nazareth and Eduardo Souto (1882-1942). She had on her repertoire Bach 

works, Beethoven sonatas, and pieces by composers from the romantic tradition as Chopin, 

Schumann, and Liszt. Paulo Gondim reports that she did not like to repeat pieces on the radio 

program, and was always improving her already large repertoire. She kept the program for 

fifteen years, from 1944 to 1959. 

In 1945 she joined the Ala Feminina da Casa de Juvenal Galeno, occupying the chair that 

belonged to her former piano teacher Branca Bilhar. There she found the perfect environment to 

write the romantic lyrics to many of her pieces. She added lyrics to fourteen of her piano pieces, 

which can be performed with or without voice. She wrote a paper on the life and works of her 

patroness Branca Bilhar, and its review highlighted her contribution to the establishment of the 
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musical culture in the state of Ceará, as well as in Brazil, linking her and Bilhar’s name to the 

name of Alberto Nepomuceno: 

 ―There is a musical tradition from Ceará, which well deserves the homage and 

recognition from the ALA FEMININA, translated through the choice of Branca 

Bilhar as recipient of one of its chairs, and the election of Maria de Lourdes Hermes 

Gondim, a true artistic talent of the present days. It is worth note, on the other hand, 

that as the pianistic output of Branca Bilhar finds itself on the nationalistic venue of 

our music, advocated by the immortal Alberto Nepomuceno, the life of Mrs. Maria 

de Lourdes Gondim has always been dedicated to the composition and divulgation of 

the musical genre, where the rhythms are characterized by a growing absorption of 

the basic elements of our cultural independence‖ (Ala Feminina from Casa de 

Juvenal Galeno, 1971, p. 265).
55

 

 

 

 In 1947 Gondim started to teach music theory and Orfeônico singing at the Escola 

Normal in Fortaleza, Ceará, which became later the College of Education of Ceará. She worked 

there for 28 years, until retirement in 1975. Widowed at the age of 46, she had to work to sustain 

her eleven children, eight of which still very young. In addition to the job at the Escola Normal, 

she maintained a private piano studio in her home, and kept her weekly radio program. She never 

considered the possibility of remarrying. She was highly criticized by her relatives, who could 

not approve of a working mother.  

Many of Gondim’s works were written during this difficult time of her life, probably as 

an answer to her great suffering due to the loss of her beloved husband. Most of her pieces have 

descriptive titles, and are associated with a passage in her life; others refer to the person to whom 

she dedicated the work who inspired her to write, such as the tango Menino Teimoso (Stuborn 

Boy). The boy was my father Paulo Gondim, and the piece has features which depict the boy’s 

stubbornness, such as repeated notes and insistent motives, and a dialogue between mother and 

son in the B section, played by the left and right hands, respectively. 

                                                           
55

 The review is from September 2, 1945, and was publish in 1950 together with Gondim’s paper at the periodical 

Jangada (Year 1, No.2, pp. 11-16), edited by the ―Ala Feminina da Casa de Juvenal Galeno.‖ 
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Three years later, in March 29, 1950, the pianist traveled to São Paulo and Rio de Janeiro 

(approximately 2,000 miles from Fortaleza) to play her compositions. She gave a recital in Sao 

Paulo at the Theater Caetano Campos, and performed three times more at the Difusora radio 

station. In Rio de Janeiro she played at the Tupy radio station, and registered forty five of her 

compositions at the National Music School of Rio de Janeiro. 

In 1957 she went to Rio de Janeiro for a music education workshop with Jaime Diniz 

(1925-1989) at the National Institute of Pedagogical Studies (INEB), and brought home a vast 

and renewed teaching material for her classes at the ―Escola Normal.‖
56

 

She liked to entertain, and hosted saraus–family gatherings where artists would sing, 

play, and recite poetry. Her saraus were famous in her home town Fortaleza during the 1950s 

and 1960s and were attended by prominent intellectuals, poets and musicians.
57

 

 After retirement, she maintained her private piano studio at home. In 1976 she played a 

recital of her compositions at the Music Institute of the Catholic University of Salvador, in 

Salvador, Bahia. In the following year, she traveled to Teresina, Piauí to play another recital at 

the Federal University of Piaui. 

She died quietly at home in March 19, 1987, a few days after her 86
th

 birthday, in the 

company of her daughters Maria Guilhermina and Maria Theresa, as she always wished. 

  

                                                           
56

 Jaime Diniz was a Brazilian musicologist, member of the Brazilian Academy of Music, and lecturer in music 

history, music education and composition.  
57

 Interview with Maria Guilhermina Gondim, in July 2010. 
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6. OVERVIEW OF GONDIM’S OUTPUT 

 

Lourdes Gondim composed at the piano. She left a total of sixty-three pieces written for 

that instrument: twenty-two waltzes, eight tangos, five choros, five etudes, four nocturnes, two 

sonatas, two mazurkas, two tarantellas, and thrirteen other character pieces. Most of her 

compositions were salon music, with the exception of the two sonatas, the first in three and the 

second in four movements. The list with the titles of all her compositions is presented in 

Appendix 1. 

 Although she held a position as a music teacher at the music conservatory of Ceará, she 

did not like to write down her works. She complained that writing music took time that she did 

not have. For this job, she hired a band director to sit by the piano to write the scores while she 

played the pieces. Although she revised the works, many mistakes were left in the scores. It is 

unfortunate she did not write her music herself. In 1979, during one of my visits to her with my 

parents, while she was still healthy and productive, she played two new choros for me, that she 

had recently composed, but she never had them written.
58

 The total number of her compositions 

would be higher if she had taken it upon herself the task of notating her pieces.  

Most of Gondim’s sixty-three works for the piano remain unpublished and unknown. My 

father, Paulo Gondim, pianist, composer, and retired teacher from the Federal University of 

Bahia, published an album with ten of her pieces, recorded a LP with these pieces, and later he 
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 My father moved to Salvador-BA in 1957, where he married my mother, and raised his family. We did not visit 

my grandmother very frequently due to the distance between Fortaleza, Ceará and Salvador, Bahia.  
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recorded the CD Family Album containing more of her pieces, along with some of his own and 

some by his sister Maria Margarida.
59

  

The Northeastern part of Brazil was quite undeveloped during Gondim’s lifetime. She 

had good piano teachers, but taught herself how to compose. She became quite famous in her 

hometown in the 1950s and 60s due to her radio program, but never became known at the major 

Brazilian music centers of Rio de Janeiro and São Paulo, despite the successful recitals she 

played there in the 1950s. Her name is not mentioned in any reference book about Brazilian 

music. 

  

6.1. Personal style as composer and pianist 

 

 ―Style is the particular way a composer organizes his conceptions and speaks the   

language of his craft‖.
60

  

(Igor Stravinsky) 

 

 

Style and performance should be intimately connected. The musical work is almost 

always associated with its performance. The performer transmits to the listeners his musical 

perception of the composition as well as his personal understanding of the composer. It is true 

the art work already exists noted in paper, but I agree with Frederick Dorian, who wrote in the 

preface of his book The History of Music in Performance, that ―music lives through 

interpretation. Between a musical work and the world stands the interpreter who brings the score 

to life through his performance‖.
 61

 

                                                           
59

 The LP contains the works from the Album Valsas, Tangos, Choros para Piano, by Maria de Lourdes Gondim, 

revised by Paulo Gondim. Salvador, BA: Contexto, 1997. The CD was recorded in Woodstock, NY, in 1999.  
60

 Igor Stravinsky. Poetics of Music: In the Form of Six Lessons, 13th ed. Translated by Arthur Knodel and Ingolf 

Dahl (Cambridge, MA: Harvard University Press, 1998), p. 70. 
61

 Frederick Dorian. The History of Music in Performance: The Art of Musical Interpretation from the Renaissance 

to our Day. New York: Norton, 1942, p.23 
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Lourdes Gondim’s striking personality is reflected on her music. Her style of composing 

is very unique and unmistakable. She was a pianist–composer, the major interpreter of her own 

music. It is possible to have access to some recordings of her playing her compositions in the 

recital in 1979 in Salvador, Bahia, and also during family gatherings. Despite the amateur quality 

of the recordings, we can still refer to them as source of information on her style of playing, as 

well as on the accuracy of the scores she had left. Through these sound documents, I was able to 

achieve a better understanding of many aspects of her pianism and thereby could confirm what is 

shown through the observance of the music she managed to leave in ink. 

There are some characteristic features of her compositional style, which can be observed 

in almost all her pieces. She makes frequent use of double-note figurations in intervals of 3rds, 

4ths, 5ths, and 6ths in scales passages, arpeggios, or as result of the different combination of 

broken chords. The bass line in her compositions tends to be heavy and sonorous, with octaves 

in the left hand, and full chords in the lower register of the piano. 

The use of double notes can be observed in almost all her pieces. For example, the A 

section of the choro Noite de Sao Joao (Saint John’s Eve) (m.1-16) is all built in double note 

passages, alternating intervals of 3rds, 4ths, 5ths, 6ths, and 7ths. The melody line is on the top, 

based on scale steps ornamented by a succession of upper and lower neighbors. (Fig. 5) 

 

Fig. 5. Double note figurations in Noite de Sao João (m.1–4) 
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In the B section of the tango Sorrindo e Chorando (Laughing and Crying), she alternates 

descendent double 3rds and 6ths, and ends the section with a series of descending double 6ths, 

as shown in Fig.6: 

 

Fig. 6.  Double 3rds and 6ths in Sorrindo e Chorando (m.33–36) 

 

 
 

 

There are also melodic passages in 6ths, as can be observed on the B section of her tango 

Travessuras (Mischieves) (m.25-40), abundant use of octaves that enhances the bass line, and 

the use of chords on the right hand on the upbeats as a rhythmic element, while the left hand has 

the melodic line, as can be observed in her tango Prazenteiro. (Fig. 7) 

 

Fig. 7.  Chords on upbeats – Prazenteiro 

 

 
 

The introduction to her tango Menino Teimoso (Stubborn Boy) shows the use of octaves 

in the lower register, in oblique movement with the melody line. (Fig. 8) In the tango 

Travessuras (Mischieves), the descending bass line has octaves added on the last note of each 

measure (Fig. 9). 
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Fig. 8.  Octaves in the left hand of Menino Teimoso 

  

 
 

 

Fig. 9. Bass line in Travessuras 

 

  

Based on the memories of Paulo Gondim, Mrs. Lourdes Gondim used to perform Ernesto 

Nazareth’s music adding double notes to his melodies, arpeggios, more notes to the chords, and 

octaves to his bass lines. He says these additions would fall very easy on her hands. She played 

all of Nazareth’s piano compositions. Unfortunately there is no record of her performances of 

this repertoire. One of her favorites was his choro Odeon.
62

 

 Her instrument was the piano, and she liked to compose by improvising on the 

instrument. She never wrote down her musical ideas during her creative process. Instead, she 

would repeat the passages she liked, until the conclusion of the work. Paulo Gondim remembers 

he and his siblings at home would say ―mom is composing,‖ as they noticed she started to 

repeat certain passages over and over again. 

                                                           
62

 It is a very lively piece. Linda Gondim remembers she used to play it almost every day. 
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  Lourdes Gondim’s style of playing and composing are intrinsically related to her abilities 

as a pianist. She had a brilliant, well-crafted technique, with strong hands and a big sound, and 

her works reflect her pianism. Most of her pieces demand from the performer a well-built 

technique. She used to play all her pieces very easily and naturally.  

Her personality is also reflected and imprinted on her works. Taking advantage of my 

own memories, I remember her performing her etude Furacão (Hurricane) during one of her 

visits to Salvador, Bahia in 1975, when I was thirteen years old. I was fascinated by the effect 

she would achieve with the fast chromatic scales, chords and arpeggios of the piece, and the 

vigor and wildness of her interpretation of this descriptive etude. Her strong personality is 

impregnated on her compositions.
63

 

 

6.2. Dance influences in Gondim’s music 

 

Lourdes Gondim wrote a short autobiography for the Casa de Juvenal Galeno in 1971, 

where she said she used to play the piano during school intermission for her classmates to 

dance. She was only eight years old.  Her music, though, falls into the category of stylized 

dances, not meant to be danced but to be played for the entertainment of listeners. 

More than half of Lourdes Gondim’s output is of dance genres: 42 from a total of 63 

pieces. Out of the 42 dance pieces, her four choros and seven tangos are of interest to this 

paper.  

All of Lourdes Gondim’s tangos and choros have a danceable rhythm, but which is not 

kept regular enough to make it suitable to accompany actual dancing. In the choro Garoto 

Decidido (Determined Boy), for example, the B section starts with the melody line in the left 
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 Furacão was recorded on the CD Family Album, by Paulo Gondim. 
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hand, and there is an extension of the F Major chord (m.18-19), forming a three measure phrase. 

This procedure is repeated on the next three measures (m.20-22), with a rit. marking at the 

second time, going back to tempo on the next measure (Fig. 10).  

 

Fig. 10.  Odd numbered phrases with agogic accents, in Garoto Decidido 

 

 

 

The first piece Lourdes Gondim wrote was a tango, which she classified as an Argentine 

tango, the only one she wrote in this genre. She referred to the other six just as tango, although 

when we take a closer look at her tangos, we can observe that they are different in character, 

and may be subdivided in two groups: Brazilian tangos and maxixes. 

In my opinion, Lourdes Gondim avoided the usage of the term maxixe on her pieces, 

because of its socio–cultural pejorative implications. She was educated to be a lady in society, 

and always lived oriented by strict values of social behavior, so she would never use a term that 

could have associations with lower class culture, vulgarity and indecency, and that was also 

condemned by the church. The fact is she called all her pieces on the genre as tangos. 
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6.3. Aspects of analysis of Gondim’s choros 

 

a) Form and key areas 

 

Lourdes Gondim wrote five chroros: Noite de São João (Saint John’s Eve), Garoto 

Decidido (Determined Boy), Sabe lá o que é Isso (Who knows what it is), Chuvisquinho de 

Amor (Little drizzle of Love) and Audacioso (Audacious). The last one, Audacioso, is for voice 

and piano, and will not be discussed here. 

She used two different formal schemes for the choros: (1) the usual rondo form, A B A C 

A, characteristic of most pieces of the genre; and (2) the scheme A B C A, leaving out the return 

to the A section and going from B straight to C.  

The key scheme is simple. All of her choros are in minor keys, and the sections usually 

alternate between the minor and major modes. In one piece (Garoto Decidido) she made use of 

the relative major on the B section, and in Chuvisquinho de Amor she started the C section in the 

relative major key, and moved back to the tonic, before the return to the A section. With the 

exception of the B section of Garoto Decidido, which has 21 measures, all of the sections of her 

choros have 16 measures each, following the traditional choro structure. 

 

Table 1. Garoto Decidido: 

Form A B A C A 

Key areas D minor F major D minor D minor D minor 

 i III i i i 

Measures 16 21 16 16 16 
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 The A section of Garoto Decidido follows the rule of 16 measures, with two phrases of 

eight measures each (a a
1
). The first phrase modulates from i to V

7
, and the second remains in i. 

The B section, in F major (III), contains the unusual total of 21 measures, organized in two 

periods of 10 and 11 measures (b b
1
), based on the progression V

7
/III – III.  It begins with a three 

measure motive, with the melody line in the left hand, repeated with a variation on the second 

measure. The last measure is extended towards the dominant, leading back to the tonic (D minor) 

upon the return to the A section, thus creating a five measure phrase. The last section has the 

usual 16 measures, characteristic of the genre, with a melodic line comprised predominantly of 

successive parallel 6ths. There is more harmonic motion in this last section, which begins with a 

descending progression from i to V
7
 (m.54-57). The section ends on the tonic of D minor, with a 

chromatic ascending line in the melody leading to the dominant (m.66-68), resolving at the tonic. 

 

Table 2. Chuvisquinho de Amor: 

  Form A B A C  A 

Key areas A minor A major A minor C major–A 

minor 

A minor 

 i I i III - i i 

Measures 16 16 16 16 16 

 

 This choro follows the traditional A B A C A form of the genre, with an even number of 

measure in the sections. There seems to be a mistake made by the copyist, who left out the repeat 

sign in measure eight of the A section. Lourdes Gondim used to review the scores, but the 

performance practice of the genre, so familiar to musicians of the time, might have led her to 

overlook this mistake. 
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Table 3. Noite de São João: 

Form A B C A 

Key areas A minor A major A minor A minor 

 i I i i 

Measures 16 16 16 16 

 

 There is a recording of Paulo Gondim playing this choro, and he affirms she would not to 

return to the A section, going straight from B to C, leaving the repeat to the end.
64

 She wrote 

lyrics in verse to this piece, about her remembrances of the party of Saint John’s Eve, and the 

flow of the poetry does not permit a re-exposition of A between B and C. Although she would 

perform the piece many times without voice, she might have had her lyrics in mind while playing 

the piece. 

    

Table 4. Sabe lá o que é Isso: 

Form A B C A 

Key areas A minor A major A minor A minor 

 i I i i 

Measures 16 16 16 16 

 

 Gondim also wrote lyrics to Sabe lá o que é Isso, what might also explain the missing 

return to the A section between B and C. Besides this aspect of form, it also keep an even 

number of measures in the sections of 16 bars each, with two periods of eight measures each, and 

the usual key structure with the sections in neighbor tonalities.  
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 Paulo Gondim, Family Album, 1999. 
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Both choros Noite de São João and Sabe lá o que é Isso share the same key structure and 

number of measures. One of the major differences between them is the degree of technical 

difficulty, the first being much more taxing than the second, especially because of the double-

note figurations in the right hand of the A section of  Noite de São João. It also has leaps on the 

laft hand of the C section, which also contributes to make it more technically complex.  

 

b) Rhythmic aspects:   

 

The basic rhythmic cell for choro melodies is two groups of four eighth notes within a 

2/4 measure, with a group of three 16
th

 notes as a pickup. A variety of different accentuations can 

be applied to it, syncopating it through different articulations, or different figurations, in 

accordance with the rhythmic pattern of the accompaniment. 

The rhythmic formulas of accompaniment for the different sections of Gondim’s choros 

offer a great variety. She used three different patterns for the A section of her four choros. 

Within each piece, there is usually a contrasting section where the rhythmic formula is varied. 

She kept the idea of the two groups of 16
th

 notes in the melodies, but not consistently, as 

observed in the charts which follow. 

 

Fig 11. Formulas of accompaniment in Garoto Decidido:
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  In Garoto Decidido, Gondim kept the same rhythmic idea for the melodies of the A and 

C section, but varied the rhythmic formula of the accompaniment. (Fig. 11) The B section shows 

the same formula of the A section, but the left hand now has the melody line, accompanied by 

the right hand in chords on the up-beats. The result is a very contrasting section, with the added 

element of the odd measured phrases. The B section also carries an element very common to the 

choro, which is the three 16
th

 notes as a pickup to the tune (see Fig. 7). She did not begin this 

choro with the three 16
th

 notes, but with one 8
th

 note as pickup. 

 

Fig. 12. Formulas of accompaniment in Chuvisquinho de Amor 

 

 

Gondim kept basically the same rhythmic formula for all three sections of Chuvisquinho 

de Amor. The contrasting element between the A and B sections is the change of figuration in 

the melody line, thus keeping the same rhythmic pattern. (Fig. 12) The third section offers some 

contrast to the other two, as the first four measures of each period of eight measures show the 

move of the melody to the left hand, with both hands in homophony. (Fig. 13) The second half 

of the semi-phrases shares the same rhythmic pattern of the previous sections, with the melody 

returning to the right hand.  
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Fig. 13. Section C of Chuvisquinho de Amor  

 

 

The choro Noite de São João has the following rhythmic patterns for the three sections: 

 

Fig. 14. Formulas of accompaniment in Noite de São João

 

 There is always a pickup to the melody, but the last one has only two 16
th

 notes, instead 

of the usual three. The rhythm to the accompaniment is kept through the piece, with a small 

variation in the last section, which has two 16
th

 notes instead of an eight note. The B section has 

the addition of a third voice to the accompaniment. 

 The last choro, Sabe lá o que é Isso, has basically the same rhythmic pattern as Noite de 

São João in the accompaniment, but the melody line has rests on the first 16
th

 note of the second 

beat (Fig. 15). All three sections begin with the three 16
th

 notes pickup, and the melody is 

always kept in the right hand. The A and C section share the same pattern, with a slight 

variation in the melody, where the C section does not have the 16
th

 note rest on the second beat. 
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The contrasting section is the middle one, with a more syncopated accompaniment pattern, with 

rests on the down beats. 

 

Fig. 15. Formulas of accompaniment in Sabe lá o que é Isso 

 

 

 

6.4. Aspects of analysis of Gondim’s tangos 

 

a) Form and key areas 

 Gondim used basically the same form A B A C A in her tangos, with two exceptions. The 

sections tend to have 16 measures each, following the trend of the choro, but none of them have 

all sections with exact 16 measures. The key organization is different for each one of the pieces. 

She moved to close keys, but each piece offers a different key scheme for the sections.  

 

Table 5. Recordação ao Luar–Angentine tango  

Form Intr. A B 

Key areas B minor B minor B minor 

 i i i 

Measures 5 16 15 
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Recordação ao Luar ((Moonlight Recollections) was the first piece Gondim wrote. This 

short work, which she classified as an Argentine tango, is the only piece of the set in A B form. 

There is an introduction with five measures, based on harmonic progressions of [i V i]. The A 

section have the usual 16 measures, organized in groups of eight measures each (a a
1
 and b b

1
). 

The B section has 15 measures, in two groups of eight and seven measures respectively. The 

piece remains in the tonic key of B minor. The B section begins on the dominant key (V
7
), but 

does not modulate.  

Table 6. Sorrindo e Chorando: 

Form A B A C  A 

Key areas A minor A minor A minor C major A minor 

 i i i III i 

Measures 20 16 20 17 20 

  

The tango Sorrindo e Chorando (Laughing and Crying) has the same A B A C A form of the 

choros, with the same kind of modulations to neighbor keys, as the move from A minor (i) to its 

relative C major (III) on section C. The A section has 20 measures, organized in [12 +8]. The B 

section shows the usual 16 measures each. The last measure of the C section has one measure 

added, with a cadence to return to the tonic as it returns to the A section. 

 

Table 7. Travessuras: 

Form A B A C  A 

Key areas A minor A major A minor D major A minor 

 i I i IV i 

Measures 24 16 24 16 24 
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 Travessuras (Mischieves) has the A B A C A form common to this genre, but has an 

extended A section of 24 measures, organized as [a a’ b], each with three phrases of eight 

measures. The other two sections have the usual 16 measures. The keys to each section are 

different. The B section is in the major mode. Gondim approaches the key of D major of the C 

section with an abrupt modulation from an A minor to to D major by way of an A dominant 

seventh chord (I – V
7
/IV– IV). Travessuras is in a minor key. It is the only tango consider in this 

document as a maxixe that is not in major as the other five of its group. 

 

Table 8. Menino Teimoso: 

Form Intr. A B A C  A Coda 

Key areas A major A major F# minor A minor D major A minor A major 

 I I vi I IV I I 

Measures 8 16 24 16 16 16 8 

 

 The tango Menino Teimoso (Stubborn Boy) has an introduction, which is repeated at the 

end, acting as a coda, framing the rondo form A B A C A. The A and C sections have the usual 

16 measures. The B section is extended into 24 measures, organized in two periods of 12 

measures. Each period has a phrase of eight measures, complemented a phrase of four measures. 

The two eight measure phrases are identical, and the four measure phrases are different from 

each other, and can be described as a bridge, and a coda respectively. With the exception of the 

introduction/coda, which is in the tonic key of A major, each one of the three sections is in a 

different key of closely related tonalities. 
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Table 9. Alegria de Viver: 

Form A B A C  A 

Key areas Bb major Eb minor  Bb major Eb major Bb major 

 I iv I IV I 

Measures 16 18 16 16 16 

 

 In the tango Alegria de Viver (Happiness in Living), Gondim kept the A B A C A form. 

The A and B sections are linked by two measures (m. 16 and 17), with a melodic figuration in 

different octaves–first lower, then higher. The first measure is considered to be the end of the A 

section, and the second belongs to the B section. These two measures are repeated in the middle 

of the B section (m. 25 and m. 26), the first time in an octave higher, the second time an octave 

lower. The B and C sections are in the same key of E flat, but in minor and major modes 

respectively. 

 

Table 10. Prazenteiro: 

Form A B A C  A 

Key areas Bb major Bb minor  Bb major Eb major Bb major 

 I i I IV I 

Measures 15 16 16 16 16 

 

 Prazenteiro (Genial) is also in A B A C A rondo form. The final measure is missing from 

the score. The copyist indicated a return to the A section but faild to write the end to the piece. In 

accordance with the performance practice of the genre, the piece should end after the re-

exposition of the A section. There is no sound recording of this piece, so as editor, I used the 
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material from measure 46 (end of the second appearance of the A section), and created a measure 

with the B flat chord of the tonic key to end the piece, using the endings of her other pieces as a 

reference.  

The sections are organized in 16 measures each, with the exception of the first statement 

of the A section, which has an eight measure phrase acting as introduction, followed by a seven 

measure phrase organized in [4 + 3]. When the A section is repeated, Gondim added a measure 

to it, leading to the C section. The key organization of the sections offers a change to the minor 

mode of the tonic key on the B section, and a move to the subdominant key of E flat major in the 

C section. 

\ 

Table 11. Teia de Amor: 

Form Intr. A Intr. A’ 

Key areas D major D major D major  D major 

 I I iv I 

Measures 5 16 5 16 

 

 This last tango, Teia de Amor (Love Net) is the shortest of all and has a very simple form. 

It has an introduction of five measures, which is repeated in the middle of the piece. The only 

difference between the two statements of the A section is their last measure. The second time 

Gondim added a chord on the second beat to end the piece. The piece stays in the tonic key of D 

major. She tonicized briefly the relative key of B minor, with a harmonic progression leading to 

a F#
7
 chord (V

7
/vi) (m.15-18), and returning to D major. 
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b) Rhythmic aspects 

 

I consider the pieces Travessuras, Menino Teimoso, Prazenteiro, Alegria de Viver, and 

the short Teia de Amor as maxixes, distinct from Sorrindo e Chorando, which may fall in the 

Brazilian tango category, based on their rhythmic patterns of accompaniment, in combination 

with the melodic line, and the slower tempi of the last. Gondim used basically the same 

formulas for the accompaniment for all the pieces she referred to as tangos, with the exception 

of Sorrindo e Chorando, which is also different from the others in terms of its character. All the 

others are lively, and in a major key except Travessuras, which is in A minor, and share other 

elements characteristic of maxixe. 

The basic rhythmic formula for her ―maxixes‖ is ,
65

 but since 

she labeled them tangos, this term has been retained to refer to her pieces. This rhythmic pattern 

also appears in the accompaniment of some of Gondim’s choros, but the combination of melody 

and accompaniment is what contributes to the differentiation of the two groups. The choros 

have the consistent 16
th

 notes figurations in their melodic lines, while the tangos do not follow 

any consistent pattern among them. They all have syncopations, but each one is unique in its 

usage. There is no basic rhythmic cell for the tango melodies, as was true for the choros.  

Gondim used a variety of different rhythmic organizations for the melodies, though keeping the 

syncopated aspect of the genre, with different results when combined with the accompaniments. 

 The Argentine tango Recordação ao Luar has the predominance of typical rhythmic 

accompaniment for the habanera: This rhythm is used in the 

                                                           
65

 Kiefer considers this pattern as characteristic of maxixes, and identifies its use in the literature. Kiefer, p. 54. 
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introduction, and varied during the piece, but usually maintains the dotted eighth note of the 

downbeat. 

 The Brazilian tango Sorrindo e Chorando has the predominance of figuration of one 

eighth note and two sixteenth notes. The B section also has the maxixe cell in alternation with it 

in six measures. The C section has a different formula, as shown on the figures below: 

 

Fig. 16.  Sorrindo e Chorando–section A 

 

 

Fig. 17.  Sorrindo e Chorando–section B 

 

 

Fig. 18.  Sorrindo e Chorando–section C 
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All the other tangos, which I referred earlier as maxixes, share some of the same basic 

rhythmic patterns for the accompaniments. Nevertheless the boundaries between the genres are 

not clearly defined. The tango Alegria de Viver, for example, has the maxixe cell in the 

accompaniment of the A section, and the B section shows the same formula of the habanera, and 

the C section brings the same formula found in the A section of Sorrindo e Chorando.  

 

Fig. 19.  Alegria de Viver: maxixe rhythm in section A 

  

 

Fig. 20.  Alegria de Viver: habanera rhythm in section B 
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Fig. 21.  Alegria de Viver: section C 

 

  

 Alegria de Viver offers a great variety of rhythmic patterns in the accompaniment among 

its three sections, and many different rhythmic figurations in its melodic line. In the measures 

three and four she used a rhythmic cell derived from the previous measures, but with a quarter 

note on the second beat of the left hand in octave in the lower register. This highlights the 

syncopated pickup of the melody, which is reinforced with a fermata before the resolution to the 

tonic chord still with the fifth on the bass, creating a suspension (Fig. 19); in the B section 

Gondim used hand crossing in a passage of broken octaves, and the melody is distributed 

between the two hands, using the rhythmic drive of the two groups of 16
th

 notes typical of the 

choro (fig. 20); the C section has the melody moved to the left hand, in a descending 

progression, using two different rhythmic formulas as accompaniment (fig. 21). 

 

 In general the boundaries between many genres of Brazilian music are blurred. It is no 

easy task to identify and classify Brazilian genres such as choro, maxixe and tango, because of 

the similarities of the musical elements present in all of them. The syncopated rhythmic pattern       

appears in almost all the pieces, either on the accompaniment, melody, or 

as resultant of the combination of both. Sometimes a fusion of genres occurs in one single piece 
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as the sections vary in rhythms and character. The composers also contributed to the confusion 

between genres as they labeled their pieces based on social implications as Lourdes Gondim, or 

simply not being sure how to label them. Editors also might have labeled pieces based on the 

demands of the market for a more desirable product.  

 There are some characteristic traits in each genre, which can be identified and used as 

means of classification, but it is the combination of the elements of melody, accompaniment, 

tempo, instrumentation, and character that defines a genre. 
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7. CONCLUSION 

 

Lourdes Gondim’s works represent a unique synthesis of the popular traditions with her 

own pianism, representative of the Romantic European traditions. Her music was keeping with 

the times as she wrote her choros and tangos, but framed by a well finished piano technique. The 

result was a group of enticing character pieces seasoned by the exotic flavor of the rhythmic 

syncopations of her Brazilian heritage. It used a conservative harmonic language typical of the 

genres, but it was crafted to fit the hands of a well trained pianist.  

The boundaries between the two worlds of Brazilian popular music and Romantic 

European traditions are blurred, illustrating the reality of Brazil with its miscegenated population 

and mixed cultures. Lourdes Gondim is an example of this interlacement of cultures and 

traditions which is found in her music. 

Lourdes Gondim is also representative of a segment in society that is still struggling to 

have its value fully recognized. As a woman who lived in the beginning of the 20
th

 century, she 

was expected to be a housewife and take care of her husband and many children, which she did, 

but she went beyond. Learning music was part of her education to be a lady in society, but she 

did not give up her artistry as she fulfilled the agenda of marriage and children. Lourdes Gondim 

kept playing, teaching piano at home, and writing music and poetry. The Gondim’s house was 

opened for the saraus, a meeting point for the local artists. As she widowed she embraced the 

music profession with her radio program and teaching job, despite the criticism of her relatives. 
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There are few other examples of early Brazilian women composers, such as Chiquinha 

Gonzaga, Dinorah de Carvalho (1905-1980), Lina Pesce (1913-1995) and Esther Scliar (1926-

1978). All of them were born in Southeast or South Brazil, around the more developed cities in 

the country such as Rio de Janeiro and São Paulo, but with the exception of Gonzaga, and in 

spite of their achievements, they did not enjoy the same recognition as their male counterparts.  

 As a pioneer, Gonzaga faced many hardships during her life as an artist. She married at 

the early age of 16, and after the third child she left her husband, who did not agree with her 

pursuit of a musical career, and became the first woman in Brazil to obtain a legal divorce. She 

was severely criticized by the masculine society of her time. Carvalho was an accomplished 

pianist and studied with Isidor Phillip in Paris on a scholarship from the Ministry of Culture of 

Brazil. She became the first woman member of the Brazilian Academy of Music and founded an 

all-woman orchestra, the Orquestra Feminina de São Paulo. Pesce was a pianist and author of the 

famous choro Ben-te-vi Atrevido. She was the daughter of an Italian conductor and married one 

of the founders of Irmãos Vittale, a Brazilian music press. Scliar was a graduate from Institute of 

Fine Arts in piano in Porto Alegre, Rio Grande do Sul, in South Brazil, having studied 

composition in Venice with Hermann Scherchen (1891-1966) and in São Paulo with the German 

composer Hans Joachim Koellreuter (1915-2005). 

 All these women had to adapt themselves to a masculine world. Lourdes Gondim had 

been offered the opportunity to study in Paris, and she made her choice to stay and marry the 

love of her life. She had the disadvantage of living in an undeveloped region of Brazil, where 

family traditions were very strong, but I suspect she would have chosen love over career 

wherever she was. She had indeed a very strong personality, and always followed her heart in 

every decision she took in her life. 

http://en.wikipedia.org/wiki/Venice
http://en.wikipedia.org/wiki/Hermann_Scherchen
http://en.wikipedia.org/w/index.php?title=H.J._Koellreuter&action=edit&redlink=1
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 As a granddaughter of Lourdes Gondim, I understand I cannot be fully emotionally 

detached in the task of writing about her and her music. I had the privilege of knowing her 

personally and hearing all the stories about her life–one of the favorite topics during family 

reunions. I have been in contact with her music throughout my life, and I am fully acquainted 

with most of her pieces through her playing, and also through my father Paulo Gondim’s 

performances. 

 I consider it my duty to preserve this part of the history of my own family which may 

also contribute to the effort of researchers nowadays who are trying to fill the gaps of the history 

of the music in Brazil.  
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APPENDIX 1 

 

i) Lourdes Gondim’s Works for the Piano 

Tangos: 

 

8. Recordação ao Luar–Argentine Tango (Moonlight Recollections)–September, 1926 

9. Travessuras (Mischieves)–November, 1926 

10. Menino Teimoso (Stubborn Boy)–July, 1937 

11. Alegria de Viver (Happiness in Living)–1946 

12. Sorrindo e Chorando (Laughing and Crying)–1946 

13. Prazenteiro (Genial) 

14. Teia de Amor (Love Net) 

15. Ingratidão (Ingratitude) 

 

Choros: 

 

5. Noite de São João (Saint John’s Eve)–1946 

6. Garoto Decidido (Determined Boy) 

7. Sabe lá o que é Isso?(Who knows what it is?) 

8. Chuvisquinho de Amor (Drizzle of Love) 

9. Audacioso (Audacious) 

 

Etudes: 

 

1. Furacão (Hurricane)–1946 

2. Revolta (Revolt)–1946 

3. Castelo Antigo (Old Castle)–1946 
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4. Modo Contínuo (Continuous Mode) 

5. Sempre e Sempre (Always and Always) 

 

Nocturns: 

 

1. Meditação (Meditation) 

2. Elevação (Elevation) 

3. Miragem de um Sonho (Mirage of a Dream) 

4. Crepúsculo (Twilight) 

 

Mazurkas:  

No. 1 and no. 2 

 

Tarantellas:  

No. 1 and no. 2 

 

Sonatas:  

No. 1 and no. 2 

 

Impromtus: 

1. Momento Musical (Musical Moment) 

2. Improviso–1937 

 

Waltzes 

 

1. Sublime Resignação (Sublime Resignation)–April, 1937 

2. Reminiscências da Mocidade (Reminiscences of my Youth)–July, 1937 

3. Risonha Juventude (Laughing Youth) –1937 

4. Página Triste (Sad Page) 

5. Destinos (Destinies)–1937 

6. Mar de Saudade (Ocean of Nostalgia) 
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7. Por Que? (Why?) 

8. Sozinha (Alone) 

9. Adeus (Farwell) 

10. Incerteza (Dubiousness) 

11. Entre Espinhos (Among Thorns) 

12. Triste Interrogação (Sad Question Mark) 

13. Tortura (Torture) 

14. Revoada de Ilusões (Flight of Illusions) 

15. Súplica (Supplication) 

16. Paisagem de Duas Vidas (Lanscape of Two Lives) 

17. Recordando (Remembering) 

18. Farrapos de uma Ilusão (Rags of an Illusion) 

19. Incompreendida (Uncomprehended) 

20. Ironia do Destino (Irony of Fate) 

21. Ah, se o Passado Voltasse (If the Past would come Back) 

22. Página sem Importância (Unimportant Page) 

 

Individual Character Pieces: 

 

1. Batuque 

2. Caixinha de Música (Music Box) 

3. Serenata 

4. Caravana de Sonho (Dança Oriental) (Dream Caravan) 

5. Avante Brasil (March)–1937 

6. Canção Barcarola (Barcarolla Song) 

7. Um Luar... uma Saudade (Toada) (A Moonlight...a Nostalgia) 

8. Negrita (Dança Espanhola) 

9. Recordar é Viver (Remembering is Living) 

10. Canção da Despedida (Farewell Song)–1948 

11. Prece (Prayer) 
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ii) Lyrics to Gondim’s works 

 Lourdes Gondim wrote lyrics to fourteen of her pieces. The two lyrics copied below 

illustrate her poetic side, and show a very romantic soul. 

 

Noite de Não João   

  

 

Saint John’s Eve 

  

Quanta Lembrança, So much remembering 

Ai meu Deus, quanta esperança Oh, my God, so much hope 

Há em todo coração There is in every heart 

Em uma noite de São João In a Saint John’s Eve 

Em minha terra, In my land 

Mesmo em cima lá da serra Even up on the hill 

Desde cedo há confusão Since early there is excitement 

De Fortaleza ao sertão From Fortaleza to the countryside 

  

Quanta alegria So much happiness 

Desta gente tão sadia Of this people so healthy 

Das morenas tão faceiras Of the lovely brunettes 

Tão mimosas, tão brejeiras So cute, so charming 

Vestindo Chita In colorful dresses 

Cheias de laços de fita Full of laces 

Espalhando aquela graça Spreading that grace 

Tão comum em nossa raça So common to our race 

  

E quando à noite And as night falls 

A fogueira crepita, clareia os corações! The fire crackles 

O nosso ser sem querer Our being, without thinking 

Transporta-se a um mundo de ilusões Is transported to a world of illusions 

  

Eu então, fico a cismar And I find myself wondering 

Com saudade a recordar In missing, remembering 

Tanta coisa que passou So many things that passed 

E que nunca mais voltou Without coming back 

Mas o mundo é mesmo assim But so is the world 

Tudo, tudo há de ter fim Everything, everything will end 

Semelhante a lindas bolhas de sabão Just like beautiful soap bubbles 

Minhas noites de São João My Saint John’s Eves 

Lá se foram em um balão Were gone in a balloon 

Salpicado com as cores da ilusão Sprinkled with the colors of illusion 
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Recordação ao Luar 

 

Moonlight Recollections 

Foi numa noite de verão It was in a summer evening 

Que eu te dei meu coração! I gave you my heart 

Todo cheio de amor So full of love 

D’inocência e candor! Of Innocence and candour 

E logo após um luar, And just after a moonlight 

Prateado à beira mar Silver, by the sea 

Foi o selo imortal It was the immortal seal 

Deste amor ideal! Of this ideal love 

  

Quanta ilusão So much illusion 

Do coração! Of a heart 

Quanta ternura So much tenderness 

Meu Deus, oh! Quanta jura! Oh, my God, so much promise! 

Santa e pura amizade Holy and pure friendship 

Única felicidade Unique happiness 

De nossa vida Of our life 

É recordação muito querida!!! This is much beloved recollection!!! 
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APPENDIX 2 

 

i) Revised Edition of Lourdes Gondim’s Tangos and Choros 

 

Choros:  

1. Garoto Decidido (Determined Boy) .............................................................. 71 

2. Chuvisquinho de Amor (Drizzle of Love) ..................................................... 75 

3. Noite de São João (Saint John’s Eve) ........................................................... 78 

4. Sabe lá o que é Isso?(Do you know what it is?) ........................................... 81 

Tangos:  

1. Recordação ao Luar (Moonlight Recollections)…………………………… 84 

2. Sorrindo e Chorando (Laughing and Crying) ............................................... 86 

3. Travessuras (Mischieves) .............................................................................. 89 

4. Menino Teimoso (Stubborn Boy)…………………………………………… 93 

5. Alegria de Viver (Happiness in Living) ......................................................... 96 

6. Prazenteiro (Genial) ...................................................................................... 100 

7. Teia de Amor (Love Net) ............................................................................... 104 
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ii) Facsimiles of Lourdes Gondim’s manuscripts: 

 

1. Garoto Decidido (Determined Boy) .................................................... 107 

2. Chuvisquinho de Amor (Drizzle of Love) ........................................... 109 

3. Sabe lá o que é Isso?(Do you know what it is?) ................................. 111 

4. Recordação ao Luar (Moonlight Recollections) ……………………. 113 

5. Sorrindo e Chorando (Laughing and Crying) ..................................... 115 

6. Alegria de Viver (Happiness in Living) ............................................... 118 

7. Prazenteiro (Genial) ............................................................................ 121 

8. Teia de Amor (Love Net) ..................................................................... 123 
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iii) Facsimiles of Paulo Gondim’s Edition 

 

1. Noite de São João (Saint John’s Eve) ................................................. 125 

2. Travessuras (Mischieves) .................................................................... 128 

3. Menino Teimoso (Stubborn Boy) …………………………………… 132 
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Letter of authorization for the use of Lourdes Gondim’s works. 

 

 


