NORMAS PARA BOA PRONUNCIA DA LINGUA NACIONAL NO CANTO ERUDITO
(NORMS FOR THE PROPER PRONUNCIATION OF THE NATIONAL LANGUAGE IN
CLASSICAL SINGING): A TRANSLATION AND AN UPDATED CRITICAL EDITION

by

Curtis Crafton

Submitted to the faculty of the
Jacobs School of Music in partial fulfillment
of the requirements for the degree
Doctor of Music
Indiana University
December 2023



October 20, 2023

Accepted by the faculty of the
Indiana University Jacobs School of Music,
in partial fulfillment of the requirements for the degree
Doctor of Music

Doctoral Committee

Gary Arvin, Research Director and Chair

Allan Armstrong

Brian Horne

Luciana Namorato

i



To my wife, Ashley, for her enduring faith in me.

11



Acknowledgements

An endeavor of this magnitude has truly only been possible through the efforts of a team
that has believed in, pushed, and encouraged me every step of the way, never wavering and
offering helping hand and hearts, along the way. There are no words to adequately express the
deep sense of gratitude I feel for each family member, faculty member, colleague, and friend that

has cheered me on to the finish line.

To my wife Ashley, your grace and patience through this process, my victories, and
struggles, have been balm for my soul when I wanted to give up. Thank you for giving me time
along the way to work, encouraging me to be away so that I could concentrate in the way that I
needed to. Thank you for believing in me and my dreams and helping me to realize them, then
and now. I love you.

To my children, Carter, Cai, Marshall, Macy, and Evelyn, thank you for believing in me
and asking me (endlessly) about the progress I was making and praying each morning and night
for my strength to bring this daunting task to completion. I love all of you more than I can say.

To my parents, Bryan and Leslie Crafton, thank you for each encouraging word, phone
call, visit, and text. Thank you, too, Mom, for instilling in me a love of music and song. It has
helped me find my soul in life and connect me to who I really am. It is truly a light in the
darkness at times. Dad, thank you for teaching me to work and to get a job done well, no matter
how long it takes or how hard it is. I love you, Mom and Dad.

To my In-laws, Lawrence and Tracey Wasden, thank you for dealing with an “almost”
doctor all these years as I have fought to complete this. Thank you for the encouragement, the
visits, arranging time for me to work, taking my kids so I could write, the countless

meals/treats/snacks. Thank you for your living room and your dining table where my mind could

v



have time and quiet to think. Your love and patience have been a wonderful blessing. I love you
Vovo and Chichi.

To Professor Arvin, words cannot express my gratitude for you, your gracious and kind
spirit in the face of this years-long process has been both inspiring and motivating. I will never
forget moving from Bloomington after having been driving through the night. The sun was rising
in the distance, and I remembered the many kindnesses shown to me throughout my time at IU.
Memories of your teaching, conversations, and kindnesses came flooding to the forefront and I
was overcome with gratitude for you—your teaching, your generosity, your patience, our work
together, and your belief in me. Thank you for your connection, teaching, mentorship, and
friendship. I have truly “wept for wonder.”

To Dr. Horne, you were my advisor when I first came to [U, the first Professor to guide
me on my new journey. The interest that you took in me from that moment on to this very day is
something that fills me with joy, awe, and inspiration. Sometimes it only takes one invested
Professor to keep a student growing and stiving for greatness. Thank you for being that for me. |
will never forget your kindness, your quick check-ins, your understanding of me, your patience,
and your dissertation writing Scooby Doo snacks. Thank you, truly.

To Dr. Namorato, thank you for taking me under your wing and agreeing to help guide
me through the translation process, this daunting task. Wherever you were in the world, you
always made me feel that I was a priority, responding to my emails, giving guidance and
encouragement, and helping me to go on, even though the journey took longer than expected.
Obrigado mesmo, do fundo do meu coragao.

To Dr. Armstrong, thank you for jumping in on my journey last minute. Your willingness

to be involved and your support in my project has been invaluable.



Finally, to my siblings and my friends who have become family, thank you for the
laughs, the cries, the encouragement, the childcare, the visits, and the food. You have made my
life richer and this process lighter. I love you and thank you for your immense impact on me and

my family.

vi



Abstract

Normas para boa pronuncia da lingua nacional no canto erudito (Norms for the Proper
Pronunciation of the National Language in Classical Singing): A Translation and an
Updated Critical Edition

O Primeiro Congresso da Lingua Nacional Cantada (The First Congress of the Sung
National Language) took place in Sao Paulo, Brazil in July of 1937 with the intent of adopting a
language standard to be used in artistic pronunciation of the national language (Portuguese,
specifically Brazilian Portuguese). The result of this Congresso was the publication of a treatise,
delineating the rules of sung Brazilian Portuguese called Normas para boa pronuncia da lingua
nacional no canto erudito (Norms for the Proper Pronunciation of the National Language in
Classical Singing). Being the first attempt to codify and implement rules for classical singers to
use in their art, this treatise is monumental. However, it is inaccessible to non-Lusophone
English speakers wishing to research and learn the rules of sung Portuguese in Brazil, or at least
start from the beginning, researching the root and impetus of this discussion from primary source
documents. Because of the importance of the Normas in the history of diction for the arts, I
provide for the first time, an English translation of this monumental first step in Brazilian
history, which is the main purpose of this document and literary dialogue. The foundation for all
other discussions and decisions regarding sung Brazilian Portuguese since 1937 have transpired
and been made possible because of the work that was started in this Congresso and from the
publication of the Normas that were the product of this Congresso.

Secondary to the translation, but also of great importance, I provide an updated and
critical edition of the original Portuguese text. These Normas were published in 1937 as a stand-
alone work and then again in 1938 when they were included in the entire Anais do Primeiro

Congresso da Lingua Nacional Cantada (Annals of the First Congress of the Sung National
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Language) which was published the year following the Congresso. Though included in the 1938
publication of the Anais, nothing was updated to the actual Normas and since that time there has
not been an updated edition published, aside from Vasco Mariz in his 1980 4™ edition of 4
cangdo brasileira da camara (The Brazilian Art Song) where he included portions of the 1937
Normas. Furthermore, there is no digital version nor is it accessible on the internet where the text
can be accessed and used for study, research, and citation. Throughout my document, it will
become clear that the leading experts in this field over the years have accessed, used, and cited
these Normas in all their research involving Brazilian Portuguese diction for the arts, but it is still
not as easily accessible as it should be today. Since it is used with so much frequency, this
updated edition is necessary.

To help with historical context, the prose section of this document is focused on what
made with the Congress necessary, who made it happen, and what came after. Included are
discussions of the evolution of the Portuguese language from the Iberian Peninsula to present
day, a history of Mério de Andrade as one of the forerunners of the Congresso and subsequent
Normas, and a chronological overview and review of meetings and materials that have happened

or been written since 1937 that use or deal with the Normas.
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Chapter 1: INTRODUCTION—PURPOSE AND SCOPE

In centuries past, when the modern world was being discovered, divided, and shaped by
the Portuguese, the Spanish, the British, the French, the Dutch, and numerous other nations—the
intent, to be sure, of these explorers did not have a future language standard to be used for the
arts as a high priority of their conquest. They were not thinking of the implications of their and
their nation’s global sprawl regarding what would happen to the mother language that they
brought with them and would then promulgate throughout the newly discovered land—how it
would morph and change and adapt, assimilate, reject, and grow. Instead, they thought of
expansion and riches and fame, glory, and honor—the excitement of discovery and the
possibilities it opened for them and their respective nations. The privilege of establishing a
language standard comes much later in this process of discovery and conquest, when the land
and culture has been sufficiently established and is afforded the luxury of organizing,
performing, and teaching the arts in a well formulated, organized, and thought-out way. It comes
when the cries of the captured, enslaved, subjugated, and indoctrinated have been stilled, or at
least tranquilized. It is a sign of an established and somewhat peaceful nation when their time
and mental energy can be turned to the refinement and standardization of their national artistic
language, speaking both musically and linguistically.

Brazil was no exception to this cycle of conquest, transformation, and amalgamation of
culture and language through the centuries after it was “discovered.” In April of 1500,
Portuguese explorers landed on a new (to them) and fertile soil which would later be named
Brazil. Since that time, it has been an uphill climb to find a true identity as a people in virtually
every aspect of growth and culture, including that of the art of singing. Because of the many

cultures that contributed to the Portuguese language and culture in Brazil, the Portuguese



language evolved into something much different than it was when the first explorers landed.
Because language is a living thing, this is no surprise, but it certainly causes questions and
doubts when matters of language and language standards for the arts are concerned. In 1937,
Brazil was finally in a position in its linguistic and cultural evolution to a begin the journey of
addressing the question of language in their arts, especially for the voice.

O Primeiro Congresso da Lingua Nacional Cantada (The First Congress of the Sung
National Language—hereafter referred to as Congresso) took place in Sdo Paulo, Brazil in July
1937 with the intent of adopting a language standard to be used in artistic pronunciation of the
national language (Portuguese, specifically Brazilian Portuguese). The result of this Congresso
was the publication of a treatise, delineating the rules of sung Brazilian Portuguese called
Normas para boa pronuncia da lingua nacional no canto erudito (Norms for the Proper
Pronunciation of the National Language in Classical Singing—hereafter referred to as Normas).
Being the first attempt to codify and implement rules for classical singers to use in their art, this
treatise is monumental. However, it is inaccessible to non-Lusophone English speakers wishing
to research and learn the rules of sung Portuguese in Brazil, or at least start from the beginning,
researching the root and impetus of this discussion in Brazil from primary source documents.
Because of the importance of the Normas in the history of diction for the arts, I will provide an
English translation of this monumental first step in Brazilian history, which is the main purpose
of this document and literary dialogue. The foundation for all other discussions and decisions
regarding sung Brazilian Portuguese since 1937 has transpired and been made possible because
of the work that was started in this Congresso and from the publication of the Normas that were

the product of this Congresso.



Secondary to the translation, but also of great importance, I will provide an updated and
critical edition of the original Portuguese text. These Normas were published in 1937 as a stand-
alone work' and then again in 1938 when they were included in the entire Anais do Primeiro
Congresso da Lingua Nacional Cantada (Annals of the First Congress of the Sung National
Language—hereafter referred to as Anais)? which was published the year following the
Congresso. Though included in the 1938 publication of the Anais, nothing was updated to the
actual Normas and since that time there has not been an updated edition published, aside from
Vasco Mariz in his 1980 4" edition of 4 cancdo brasileira da camara (The Brazilian Art Song)’
where he included only portions of the 1937 Normas. This will be discussed more in Chapter 5
of this document. Furthermore, there is no digital version, nor is it accessible on the internet
where the text can be accessed and used for study, research, and citation. Throughout my
document, it will become clear that the leading experts in this field over the years have accessed,
used, and cited these Normas in all their research involving Brazilian Portuguese diction for the
arts, but it is still not as easily accessible as it should be today. Since it is used with so much
frequency, it has become evident to me that this update is necessary.

With the advent of the internet and with the advancements in typography and word
processing software, this new edition will make the Normas very easy to read, use, and find.
Along with the actual updated appearance/format of the document, I will update spacing,
grammar, spelling, diacritical marks, etc. In some places in the original document, letters or

diacritical marks are handwritten for reasons unknown. Also, some words or diacritical marks

! “Normas para bda pronuncia da lingua nacional no canto erudito,” Revista do Arquivo Municipal de Séo
Paulo, vol. 39 (Sao Paulo: 1937), 5-48.

2 “Normas para bda pronuncia da lingua nacional no canto erudito,” in Anais do Primeiro Congresso da
Lingua Nacional Cantada, julho de 1937 (Sao Paulo: Departamento de Cultura, 1938), 50-94.

3 Vasco Mariz, 4 cangdo brasileira de cdmara (Rio de Janeiro: Francisco Alves, 2002).



are no longer in common use in the Portuguese language at large that were common in 1937. In
order to update the document to current Portuguese standards, I will change archaic spellings and
orthography, but will footnote each change. There are also many musical examples included that
will need to be updated to make them more legible.

Being a critical edition, this will involve myriad footnotes and extra commentary to give
as much context, background, and educated assessments as possible. As this document involves
original text and a translation of said text, to be sure, the critical notes and commentary of this
edition will come from both the English translation and original Portuguese text together to be
viewed as a whole and not separate from each other. Since this document is geared more towards
English speakers, many of the footnotes and commentary will be provided as part of the English
translation portion, but it should be assumed that these notes and commentaries are applicable
also to the original Portuguese and not merely to the translation portion where the footnote or
commentary might be provided. This will make the whole document more cohesive and easier to
read for the target audience. There will, of course, be notes and commentary that will be specific
to the updated original Portuguese and will, therefore, be included in that portion of the
document. One very important and happy byproduct of the translation and subsequent updates to
the original Portuguese, is that this document will then provide an updated resource for both
English and Portuguese speakers, though, as stated earlier, the scope of this document is intended
more to enhance the ability of English speakers to access and use these materials.

As with all monumental events in history, there is work, heartache, and sacrifice that
builds up to these great moments in time. Before the Congresso took place and before the
Normas were published, there was a Brazil, with all its many shades and sides, molded and

sculpted through the hands of history and fate. This history led to the events of 1937 and created



with the heated forge and hammer of time the language, the people, and the struggle in the heart
of a nation longing for its own artistic voice, both figuratively and literally. To understand the
Congresso and the Normas, it is important to understand the social circumstances of the people
and the nation by which Brazilian Portuguese were impacted, influenced, and shaped. It is
important to understand key moments, peoples, persons, and events that led to 1937 in Brazilian
national history and in the history of the Brazilian arts. Therefore, in addition to the translation
and in line with critical and updated editions, a brief history pertaining to Brazil and the
evolution of Brazilian Portuguese and culture as a whole will be provided in order to give
context to the Congresso’s place in the history of the nation, language, and the arts. This will
require an in-depth yet concise look into the history of Portugal proper, Portuguese colonialism,
the formation of Brazil, and the Portuguese and Brazilian ideologies that led to the publication of
these Normas, along with an in-depth look into the Normas themselves—some of the unique and
perplexing features contained therein.

There were many people involved in this Congresso, but there was one voice which stood
out among the rest that—for the purposes of understanding the Congresso and the Normas—
needs mentioning with some historical context. This voice was Mario de Andrade, one of the key
proponents of Brazilian nationalism, one of the champions in bringing together the assembly of
musicians and scholars for the Congresso, one of the collaborators in discussions and articles
that were presented in the Congresso, and one of the key leaders tasked with the revision and
publication of the Normas for singing after the Congresso had unanimously approved them.

Mario de Andrade (1893-1945) was one of the most important public figures in the
development of Brazilian nationalism. Born in a period of Brazilian history when the country

was relatively new in its independence, Mario de Andrade saw a country confused about its



identity in matters of politics, education, and especially, the arts. Brazil was so influenced by
European thinking and ideologies that it was hard for even the greatest of Brazilian minds to
break from that form of thinking. It was difficult for them to identify a distinctive Brazilian voice
and flavor to contribute to the world that was truly theirs, free from the oppressive and
exploitative influence of Portugal.

In matters of composition for the voice at this time, the Portuguese language was not
even considered a language that was fit for singing, looking to the more elite, tried and true
singing languages of Italian, French, and German. Brazilian opera composers remained
comfortably in the warm veins of these idioms in terms of language and musical style. In terms
of song composition, art song was not yet considered a serious genre for composing and
performing in Brazil, let alone in the national tongue.

It was in this atmosphere that Mério de Andrade found himself and sought to effect
change. One of the most important turning points for Brazilian thinking happened in 1922 when
de Andrade organized the Semana de Arte Moderna (Week of Modern Art). This was a week of
concerts, lectures, art and art exhibitions from both the Impressionist and Expressionist
movements. This crucial week was one that began “an artist revolution.”*

The Brazilian intellectuals rebelled against the simple imitation of European models and

proposed the creation of a genuine Brazilian art. The great victory of Modernism was to

awaken a national artistic conscience, liberating intellectuals from a sense of inferiority,
which, until then, was only overcome when their work was accepted in Europe. With this

awakening came the creation of a national character in the artistic production of the
people.’

4 Maya Hoover and Stela Maria Santos Branddo, 4 Guide to the Latin American Art Song Repertoire: An
Annotated Catalog of Twentieth-Century Art Songs for Voice and Piano (Bloomington: Indiana University Press,
2010), 29.

3 Tbid., 29-30.



It was this event that led musicians of the day, especially composers, to seek out and
incorporate Brazilian traditions, cultures, and sounds into their music. This led composers to
begin the art of song writing, using Portuguese text by Brazilian composers from all over the vast
country that is Brazil. Because Brazil is so expansive, the wide variety of songs that surged forth
as a result of this movement created the debate regarding the use of Brazilian Portuguese and
which type of Brazilian Portuguese should be used. As in the United States, Brazil has many
unique and flavorful regional dialects. A performance of the same song would differ from one
region to the next and from one person to the next. This brings the discussion back to the
Congresso and subsequent publication of the Normas. Understandably, the unification of the
Brazilian Portuguese to be used in singing became a matter of great importance to musicians in
Brazil. A short biography of Mario de Andrade will be part of my discussion along with his key
ideologies, goals, and events that led up to 1937. To say that he was merely influential in the
push for the Normas and for Brazilian Nationalism would be an understatement.

In sung German, singers use for the most part, Hochdeutsch (High German), more
specifically Deutsche Biihnenaussprache—Hochsprache (German stage pronunciation—
Elevated Speech).® This same concept of creating an elevated standard of Brazilian Portuguese
was the aim of this Congresso. The Normas for classical singing adopted the Brazilian
Portuguese of Rio de Janeiro (Carioca) as the “hoch” Brazilian Portuguese to be used in singing.

Advantages and disadvantages of this aspect of the treatises will be discussed in this document.

¢ The Deutsche Biihnenaussprache—Hochsprache was established in 1898 in Berlin by a council or
congress much like the one that was held in Brazil in 1937. Authored by Theodor Siebs, his Ausprachewdrterbuch
(Pronunciation Dictionary) was one of the first of its kind for the arts and was a key element in creating a more
consistent, neutral, and clear German to be used on the stage. See Theodor Siebs, Helmut de Boor, and Paul Diels,
Siebs Deutsche Hochsprache: Biihnenaussprache, 18., durchgesehene Auflage ed. (Berlin: Walter De Gruyter &
Co., 1961).



This decision has raised eyebrows in subsequent years as the Brazilian scholars and musicians
who came after began to see how elitist this decision was.

Disadvantageously, IPA (International Phonetic Alphabet) was not used in these treatises.
The Normas originated in 1937, so we know that IPA was in use (created in 1888). The lack of
IPA symbols makes the written-out sounds of Brazilian Portuguese confusing to decipher at
times and could be a reason for the treatise’s lack of circulation and use. Although, Pierre Bernac
does not use IPA symbols in the body of his published works regarding French mélodies, his
reference works are still very popular and very much used today.” Conversely, the Deutsche
Biihnenaussprache seems to have used a nascent form of IPA (IPA was still in its infancy at that
time), making good use of symbols and accent markings to indicate pronunciation and stress.
Uncovering this aspect of the text will be one area of focus for the prose section of my
document.

In Chapter 6, I will chronicle the research and literature since the 1937 and 1938
publications of the Normas. As this document focuses on English speaking materials for this
field of study, I will also focus this research chronology on what has been made available to
English speakers. There are many Portuguese dissertations and publications that are available
which have used the Normas of 1937 which will not be included here. I find it important for this
field of study to see how this manuscript has been used since the time of its publication, how the
information has been made available to English speakers, and where it has led in terms of
progress for Brazilian Portuguese and its singing arts. This will allow my discussion to give a
more balanced view on the influence and importance of the Normas from then until now. A

primary goal I have for this document is that it can be a research tool where those interested in

7 See Pierre Bernac, The Interpretation of French Song, The Norton Library N878 (New Y ork: Norton,
1978).



Brazilian diction for the arts can gather and attain a solid grasp of its history and find all the
current research available to English speakers regarding this topic. As a gathering place for
greater access to documents and research like I intend this document to be, I would like to see
the use of and interest in Brazilian songs and arias/opera increase greatly in the coming years
because of the growing accessibility of documents like this, which help ground singers in the
foundations of the rich Brazilian language, strip away their fear and barriers in approaching this
vibrant musical culture, and inspire them to dig deeper and to connect more to its roots.

The highlight of this study, of course, is the translation itself. Anything else I provide in
this document will be to provide context which I find important to this translation. The scope of
this document is not meant to be comprehensive in the study of Portuguese, Brazilian/Portuguese
history, diction for singers, or history of diction for singers, but rather, to highlight one important
document and event in time and provide access to this important document for English speakers
seeking to uncover the vast world of the Portuguese language in the context of art and
performance, specifically Brazilian Portuguese. Throughout this document, I will provide
historical perspectives to help shape the cultural mind of what led to the making of the Normas
and what has transpired since. There are myriad details that will remain unaddressed and un-
cited—many wonderful resources that will go unused. There is simply not time within the scope
and parameters of this document to delve into every resource available on Portuguese linguistics
for the arts and diction. I will include everything I feel is useful in my bibliography. It is my
hope that the reader will access these books and articles to become fully immersed in this
emended topic.

The field of research in Brazilian Portuguese diction for use in the arts remains largely

untapped for English speakers. | am encouraged by recent literature, music, and recordings
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highlighting Brazilian Portuguese which have been made available for English speakers in the
last ten to fifteen years. A translation of this treatise will not only add to what is being researched
and published in recent years, but will, more importantly, add much needed context for English
speakers to the roots of the work that has already been done, laying a foundation for current and
future endeavors in this rich Brazilian Portuguese artistic tradition. This translation is the first
piece of the puzzle that needs to be put into place to understand, slowly piece together, and

organize the picture of Brazilian sung Portuguese into its greater, beautiful whole.
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Chapter 2: THE PORTUGUESE LANGUAGE: A LINGUAL
HISTORY

Part I: Portugal - A (Very) Condensed 2000 Year History in Language
Evolution

Just as in all human things there is continuous change and alteration, so it is also in

languages. And, what might seem unbelievable, this too is subject to the discretion of

fortune: for, just as the victors of lands and provinces give them laws to live by, so too

they give them languages to speak.®

Understanding a language—how it developed in pronunciation and how it is expressed in
the way it is in present day—requires a hard look into the past. A national language does not just
happen all at once. Language is a living, evolving thing. The English or Portuguese or French of
today, to name a few examples, are not the same as they were even 100 years ago, and they will
not be the same in 100 years’ time from now. For us to understand the necessity for the
Congresso of 1937 and the publication of the Normas, we need to have a sense of the Brazilian

language at that time and the historical circumstances that led to the version of Portuguese being

spoken, sung, and declaimed in that era.

Formation of the Portuguese Language
Language, viewed as a whole, is an ideal structure that contains within itself those basic
features that are common to all its realizations. It is a virtual, abstract invariant that
underlies a mosaic of concrete realized versions. °
The path to the creation of the Portuguese language has a long and sordid history, as all

modern languages do. This is because the countries and cultures where these languages were

grown and amalgamated have long and sordid histories, directly affecting the languages of said

8 Duarte Nunes do Ledo and Maria Leonor Carvalhdo Buescu, Origem da Lingua Portuguesa (Lisboa:
Livraria Classica Editora, 1975), 33.
9 Joaquim Mattoso Camara, The Portuguese Language (Chicago: University of Chicago Press, 1972), 2.
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countries. Because Brazil was colonized by the Portuguese, to understand Brazil and its
language, we must first understand Portugal and its language as the histories of both countries,
for better or worse, are inextricably connected. For this purpose, I will touch on the main points
that most influenced the Portuguese language and its transformative evolution from Portugal to
Brazil that I have gleaned from various sources that go into far more detail than this type of
document permits for the topic at hand. This is 2000 years’ worth of history and events
condensed to a relatively few pages of the most vital points and events that most directly
impacted the Portuguese language in Brazil and caused it to be what is it today, and particularly
what it was in 1937. For a fuller version of the history with all the dates, battles, and details,
please refence the resources in this document’s bibliography when you begin your study of this
topic as they contain a wealth of knowledge both historically and linguistically that will acquaint

you more with the vastness of this language and how it came to be.

The Iberian Peninsula and the Romans: A Millennium of Linguistic Influence

First and foremost, Portuguese is a Romance language, meaning that at its root, it was
painstakingly birthed from the language of Ancient Rome, the language more commonly known
as Latin. For the Portuguese language specifically, we must turn to Rome and its conquest of the
Iberian Peninsula.

At the height of Roman power and dominance, the Roman Empire covered most of

Continental Europe, Britain, North Africa, and the Islands of the Mediterranean.!* Even before

10 Rome was present in many forms starting in 753 BCE. From 753 BCE-509 BCE Rome was ruled by
Kings. In 509 BCE, the last of the 7 Roman Kings was overthrown and Rome was declared a Republic. The Roman
Republic lasted from 509 BCE- 27 BCE. The Roman Empire began in 27 BCE. From 27 BCE-476 CE the Empire
of Rome ruled most of Continental Europe, Britain, North Africa, and the Mediterranean Sea and Islands. After
Rome was sacked by the Visigoths in 410 CE, the Roman Empire continued to decline and was officially no more in
476 CE when the last of the Roman Emperors were deposed. See Encyclopedia Britannica, s.v. “Roman Republic,”
accessed April 26, 2023, https://www.britannica.com/place/Roman-Republic.
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Rome was made an Empire and had occupied the Iberian Peninsula where modern Portugal is,
this Peninsula was ruled by the Carthaginians (who were themselves Phoenicians or descendants
of Phoenicians). During the Second Punic War (218-201 BCE), Rome, under the command of
Hannibal, who eventually and with great loss to Rome in terms of troops and resources, was able
to defeat the armies of Carthage in Africa and gain control of territories in North Africa, the
Mediterranean, and Spain, which encompassed most of the Iberian Peninsula, where present day
Portugal and Spain are located. It was this victory for Rome and the acquisition of the Iberian
Peninsula where the seeds of the Portuguese language were planted and began to grow.

As Rome took over the Iberian Peninsula or, Hispania as it was called, and controlled the
Mediterranean Sea, this allowed Rome, its people, and its language, to begin the process of
implanting itself into every aspect of the Iberian peoples’ lives. This process of course did not
happen all at once. Rome wasn’t built in a day, after all. It happened slowly, the Latin language
and culture becoming more and more common place in Hispania. One tactic of Rome to speed
up this process of cultural infusion was to send over colonists to live and rule in these regions,
offering incentives, for example, to retired military men if they would go and live in these
regions. Because of this, Latin soon became the language that unlocked opportunity.

Soldiers, settlers, and administrators all spoke Latin, and although Rome did not care

what language subjected peoples actually spoke — learning Latin was considered a

privilege rather than a duty — the prestige of Roman civilization, manifested by an

impressive network of paved roads, bridges, aqueducts, temples, theaters, public baths,
circuses, and an administrative organization unparalleled in the ancient world, led the
original inhabitants of Hispania to adopt the language and customs of the Romans. After

a period of bilingualism, the language spoken before the Romans’ arrival—with the

exception of Basque—were eventually replaced by the settlers’ popular Latin, which
coexisted with the more cultivated variety used by officials and an educated elite. !

11 Azevedo, 8.
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This transplantation of Roman civilians helped to solidify the permanence of Rome’s
conquest and victory. Trade and commerce opened between Rome and its newly acquired lands,
growing the economy and chances for opportunity there. The language for any and everyone
wanting to get a foot in the door to make a profit in business and pleasure became Latin.

The Romans divided Hispania into three administrative and military zones. Northeast was
Tarraconensis or Hispania Citerior, southwest was Hispania Ulterior or Baetica. Lusitania was
in the central Atlantic coast and belonged to Baetica until it was detached and made its own
zone.'? All of these had individual nations with individual languages. Lusitania, named after the
son of Bacchus, Luso (Lusus in Latin) a mythological demi-god, would later become Portugal
and is why subjects and topics related to Portuguese get the prefix, Luso—and why Portuguese
speaking peoples are called Lusophones—because of their origin in Lusitania. According to J.
M. Camara Jr.,'3 not a lot is known regarding the peoples and culture who inhabited the land
before Roman occupation. What is known for certain is that prior to the Romans and within the
Iberian Peninsula, there were many different individual nations which had many different
languages and cultures: Ancestors of the Basque to the north, Tartessians to the south, Iberians in
the east, and after around 1000 BCE, the Celts coming from northern Europe and mixing with
the Iberians.'* The Romans called this last group the Celtiberis. With this knowledge, it is safe to
say that the languages that the Romans found when they arrived in the Iberian Peninsula
influenced the lexicon, pronunciation, and elocution of the very language that was being

implanted: Latin. Each of these territories had their own language and culture and each, very

2 Ibid., 8.
13 Camara. 8-9.
14 Azevedo, 6.
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quickly, began not only to assimilate Latin into their daily lives, but also to make Latin their

owIl.

TARRACONENSIS

BAETICA

~3

Figure 1. Map of the Roman Hispania Territories circa 218 BC'3

Everything indicates that the Roman’s tripartite administrative system was an attempt to

reflect certain basic ethno-cultural features of the native population. Thus Lusitania,

which included all of modern Portugal, must have had unique ethnic, cultural, and

linguistic characteristics. '°

While it seems that the Romans took regional language traditions in mind when dividing
up the Iberian Peninsula, the languages were no match for the allure of opportunity and ease of
communication that speaking Latin provided.

The Latin language that was disseminated throughout Europe in Rome’s more than a

millennium long rule was Vulgar Latin. This was the more common form of spoken Latin, not

reflective of the type of written language for official or clerical use.

15 Ibid., 7.
16 Ibid., 9.
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All languages, from the moment they begin to have literary works, in which the
expressions are more carefully chosen, the vocabulary is more carefully chosen, with
rules, agreement and placement of words in the sentence and of sentences in the period,
subjected to a certain discipline, immediately create the two types of language: the
literary and the vulgar. Artificialism and conservatism are the two main characteristics of
the former; spontaneity and neologism characterize the latter. The latter always evolves,
as the truly living language that it is, less subject to rules and principles, with a certain
indiscipline and mobility, welcoming modifications at the last minute. The former tends
to become fixed, to serve as a model and standard to artistic endeavors. They are not,
however, two different languages, but two different kinds of the same language. Nor is
there an absolute separation between the two, other than that of greater refinement of
expression in the literary and more freedom in the vulgar. The latter always seeks to
approach the former as a natural tendency to improvement. On its part, the literary uses
the vulgar as its source of innovations slowly accepted by the writers. On the scale of
refinements and also of liberties, there is still a third type of language, the rustic, the
plebeian: the vocabulary is very limited, almost always tonally altered, tending toward
slang and jargon. Metaphors and figures of speech are the common resources of the
plebeian to compensate for the lack of adequate expressions. Latin knew the three types
studied: the first two practiced by those who were educated, using the literary in the most
solemn moments, in the works of thought and of aesthetics, employing the vulgar in the
daily dealings of the family, of commerce, of correspondence, of common law life.
Cicero wrote the Catalonians, the Epistles, and certainly dealt orally with lawyers,
physicians, and philosophers in his broad social life, raising Latin to its highest perfection
in his speeches, writing his letters correctly, but less artificially, conversing with friends,
still correctly, but without the stylistic artifice of the first written genres. In Horace we
note the same linguistic gradation: in the Odes, he was the greatest of all the poets
produced in Rome: he used all the resources of the style of his time, he excelled in the
choice of words, and in syntactical turns.!”

Thus, Vulgar Latin would have been more commonplace and a better reflection of the
state of the language than any documented decree or edict that we have preserved from that time.
This vulgar form is what the conquered and occupied peoples would have had most contact and
interaction with. As Rome spread, so too did their people and their language. With the spread of
the language though, many different dialects and accents began to form instantaneously,
especially within the territories set up by Rome in Hispania. It must be remembered that back in

this time there was no nightly news or Facebook, or Instagram, schools were not as prevalent as

17 Francisco da Silveira Bueno, 4 formagéo historica da lingua portuguésa, 3. ed. rev. (Sdo Paulo: Saraiva,
1967), 9. Trans. Curtis Crafton. To reference the original text, see the Appendix of this document, first entry (1).
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they are today, and illiteracy was the norm. There were not a lot of factors unifying the language
from one territory to the next, let alone from one town to the next. Even if literacy were at a high
level, these native Iberian languages of the day had no known written language, so Latin would
have been what these colonized peoples learned and read (if they had the means and
opportunity), trying to represent their native sounds with the characters and sounds of the Roman
alphabet. What we have today of Celt writing, for example, is written/transcribed in Latin or
Greek using that alphabet and the phonemes available to these literary languages to try to
represent the sounds of the Celts. Each town, each group of people began to take on their own
form of Latin, mixed of course with the language, dialect, and culture of the languages, dialects,
and cultures that were in that region previously. So now vulgar Latin became a mixture of the
Iberian languages which had their own unique vocabularies and pronunciations from north to

south and east to west.

After Rome: The Next Thousand Years
Germanic Influence

In the 5™ Century, 410 CE, Rome was sacked by the Visigoths, a tribe of Germanic
origins leading to the fall of the Western Roman Empire in 476 CE. Meanwhile in the Iberian
Peninsula, other attacks by other Germanic tribes were happening (Suevi, Alan, the Vandals)
until in the 6% century, the Visigoths arrived in the Iberian Peninsula and took control. Though
Germanic, the Visigoths were acquainted with the Latin language, religion, and culture and
chose to adopt this way of life and language instead of imposing a different language and
custom.

Concerning the fall of Rome with regards to language, one aspect that needs to be

considered is that with this fall, there was also the fall of the empirical communications that were
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keeping the empire connected through decrees and mandates and laws—through common and
consistent language contact. The only groups now that were learning proper Latin were mainly
clergymen. With the separation and isolation from all that unified them in culture and language
in the Iberian Peninsula and increasing lack of contact with the mother language, the languages
were left without a master on the ship and the linguistic rudder was left adrift. The languages
became further and further divided from region to region. vulgar, popular Latin became more
and more unrecognizable as Latin proper, and each region then linguistically developed their
own form of the language. Although the Visigoths adopted the Roman language upon their
arrival, it still was not their mother tongue so the influence of the Germanic language(s) on the
language(s) of the Iberian Peninsula, though not as profound as other influences, must not be
forgotten or dismissed.

Probably the most important, influential, and long-lasting legacy from the three century
Germanic occupation was the acceptance and spread of Christianity. The rise of Christianity will
play a key role in the expansion and trajectory of the Portuguese Kingdom and language in

Portugal and later Portuguese colonization in Brazil.

The Arabs and the Berbers: Islamic Reign—Moor is Better

The Visigoths lingered in the Iberian Peninsula, infusing their language and culture there
for around 300 years, until at the beginning of the 8" century (1% Muslim Century), 711 CE,
when the Arabs and the Berbers, more commonly known as the Moors, from North Africa
(Mauritanians) invaded and conquered most of the Peninsula. The victory for the Moors was
swift and complete in all of the Iberian Peninsula except for the north portion where the

Christians held fast to their territories.



Only in the north, where Germanic influence had been the strongest, did Islam fail to
penetrate as the Christian chiefdoms held out against the Imperial might of Coérdoba

[Cordoba was the Capital of the Islamic Nation in the Iberian Peninsula].!® 1
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Figure 2. Map of Christian Chiefdoms and Islamic holdings in Hispania

in the early 10th century?’
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Among other things, the Moors brought with them their Arabic language and the religion

of Islam. The Moors were tolerant of the Latinized languages that they found percolating in each

territory and were also mostly tolerant of the Christian religion that was prevalent, which was a

growing minority as the people and families in the region converted to Islam over the centuries

that followed. A very educated people, the Arabs/Moors introduced to the Iberian Peninsula

18 David Birmingham, A4 Concise History of Portugal. Third Edition (Cambridge, United Kingdom:

Cambridge University Press, 2018), 16.

19 As a side note about Christianity in Rome before the Visigoths: Christians had been persecuted for a

prolonged period of time under the Roman regime until the reign of Constantine (312-337 BCE) who put an end to

Christian stigmatization and persecution with the Edict of Milan (313), elevating religious freedom and, in some

ways, incentivizing Christianity.
20 Azevedo, 9.
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innovations in science, education, agriculture, and shipbuilding. More and more, Arabic words
and technical terms were adopted in many different and important aspects of life.

In Muslim Portugal the vernacular language remained Latinized, but technical terms for

plants and tools, weights and measures, carts and harnesses were borrowed from the

Arabic.?!

Because of this, the language of the Islamic controlled area of the Iberian Peninsula came
to be known as Mozarabic (meaning, like Arabic). The area contained a portion of what is now
northern Portugal. Over the next 5 centuries, the Christian ruled northern portion of the Iberian
Peninsula would launch attacks to regain slowly, but surely, the large area to the south that had
been taken by the Moors. Because the Arabic or Mozarabic language was solidified through
centuries of Islamic occupation, as the Christians moved their advance south, taking back the

land and territories, the Mozarabic language, vocabulary, and grammar were absorbed into the

Romance languages coming from the north.

Portuguese after the Moors

For 500 years, the Moors ruled the southern Iberian Peninsula (two centuries longer than
the Germanic Tribes/Visigoths). Throughout this time, the Christian ruled territories of the north
waged campaigns to recapture this land to the south and claim it for the cause of their
burgeoning nations and, more importantly, Christ. Finally, in 1064, a victory for the Portuguese
language was won when the Castilian ruler, Ferdinand I, retook Coimbra from the Moors. This is
important because Coimbra was an invaluable hub for the Christians who would take the lands of
the Moors who had been pushed out. These Christians who filled the reconquered lands in
Coimbra were Galicians, who spoke the Galician-Portuguese language, the predecessor of what

would become the Portuguese language.

2l Birmingham, 17.



21

¢ BURGOS o ARAGONESE
LEONESE = o ﬁﬁ"‘m

CATALAN

BARCELOMNA

<7

[1]
L SALAMANCA

=)\

® COIMBRA
s TOLEDO

ARABIC AND MOZARAEBIC

TINY

¢ CORDOBA

SEVILLA

L]
GRANADA

=1

Figure 3. Map of Iberian Peninsula language territories at around the 10th century??

After this point in the language’s history, the influence of the centuries of rule from the
Romans, the Germanic Tribes, and the Moors remained, but there came new refining and
defining linguistic influences as the Iberian Peninsula was recaptured by the Christian nations of
the north. In the 10® and 11 century, because of the closeness of their kingdoms and ideals,
Castile had joined with Leon and Galicia in driving out the Moors. These alliances infused the
Galician-Portuguese language with Spanish nuances and grammar, especially in terms of
literature and poetry. More importantly, according to Edwin B. Williams in his book, From Latin
to Portuguese, during this time alliances with the Franks were also made which had a greater
influence over Portuguese than all others. He states:

The Romance language which had the greatest influence on Portuguese from the earliest

times was French ... The infiltration of French manners and customs and the introduction

of French coins and commercial products had begun in the tenth and eleventh
centuries...The influence of French in words and expressions has continued steadily until

22 Azevedo, 11.
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it has become a cause for alarm ... But this influence has been an important form in
accentuating the difference between Portuguese and Spanish.?3

During this time, the language of Galicia and of Portugal were virtually the same. From
1064 with the recapture of Coimbra through 1249 with the recapture of Algarve, Galician and
Portuguese languages drifted further and further apart. To begin with, in 1112, the territory of
Portugal separated and gained independence from that of Leon and Castile. From there, through
a series of battles and agreements, Portugal was able to establish its borders. As the Portuguese
kingdom expanded and solidified, the Portuguese language became more defined and began to
be used exclusively in all government documents. Galician-Portuguese continued to be used in
poetry for a time but was soon replaced by authentic Portuguese. Galician soon became more of
an oral, archaic language, with Portuguese taking over the literary (and spoken) control.

Literary prose of the mid-1300s demonstrates that the divergence of Portuguese from

Galician was well underway at this time. The linguistic split was likely precipitated by a

number of historically significant events: the independence of the Kingdom of Portugal,

recognized in 1143; the establishment of Lisbon as the kingdom’s capital (ca. 1260); the
founding of a university in Lisbon (ca. 1290), later transferred to Coimbra; the Plague of

1348, which provided a linguistic barrier as formidable as any geographic boundary; the

defeat of the Castilians, who attempted to annex Portugal in 1385.%

With the establishment of its borders, the nation of Portugal began to turn its sights
outward, beyond their newly established borders. Portugal began taking great strides to improve
its level of commerce in the known world. It was too poor as a nation to begin colonization just
yet in the fifteenth century, but investments were made to improve knowledge and technology in

shipbuilding so that Portuguese sailors and merchants could enter the high seas faster and better

than their competitors. With these improvements in shipbuilding came improvements in

23 Edwin B. Williams, From Latin to Portuguese: Historical Phonology and Morphology of the Portuguese
Language. 2nd ed. (Philadelphia: University of Pennsylvania Press, 1962), 16-17.

24 James P. Giongola, The Pronunciation of Brazilian Portuguese (Muenchen, LINCOM EUROPA, 2001),
2-3.
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navigation as well. Soon, they were setting sail to build trade ties to acquire spices for food
preparation and preservation, precious metals, fine clothes and textiles, dyes, food, etc.
Merchants became an essential key to the growth of the nation, as they helped to support the
kingdom through trade and expansion. As the Portuguese merchants/people began to venture
out—supported by both the crown and the common folk—and connect more with the world
outside of the Iberian Peninsula, they ventured out with this Portuguese language that had been
formed through the millennia prior. Of course, as has been seen in this discussion, as the
language came into contact with other cultures and nations, it continued to change and morph

with each subsequent encounter, enriched and augmented through these exposures.

Part II: Expansion - Portugal in Brazil

Portugal was a small and relatively poor nation. With its expansion into trade and
commerce, the Portuguese people were not able to immediately colonize and settle the lands that
they would discover. Rather, they set up an intricate system of trading posts where they could
engage in commerce and networking, as well as agriculture. With these trading posts, they were
able to gain footholds in the wider world, doing business with the locals, importing and
exporting as they saw fit. They began with the west coast of Africa, establishing these trading
posts along the way, where they would negotiate the manufacture of local goods for export.
These trading posts were not always easily established, especially since, eventually, they had
competition from the Spanish, English, French, and Dutch. This made it necessary for merchants
and trading posts to eventually travel and have soldiers for protection. By 1498, they had reached
the Cape of Good Hope (Southern tip of Africa), which then made it possible to subsequently

reach India, China, and Japan.



For Portugal to enter the market of the East Indies, Pedro Alvares Cabral, in March of

1500, left Lisbon with 13 ships in the direction of the Cape of Good Hope around the horn of

24

Africa to enter the Indian Ocean enroute to Calcutta in search of riches for the crown. Following

instructions given to him by Vasco da Gama himself, in order to avoid the dreaded Gulf of
Guinea (too calm for sailing), Cabral steered his fleet west. Tradition states that he bore very

much too far west, but there is speculation that this was done intentionally?. Whatever the

reason or intent, the result was that on April 22, 1500, Cabral discovered that land which would

later become known as Brazil. The party named there landing spot, Porto Seguro, which was

located between modern day Salvador/Bahia and Rio de Janeiro. From this point forward, the

Portuguese language would undergo a major and exciting shift and transformation.
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Figure 4. Map of Pedro Alvares’ Voyage to Calcutta, via Porto Seguro (Brazil) 26

% Ibid., 2-3.

26 Mary Ames Mitchell, “Crossing the Ocean Sea,” accessed February 26, 2023,
https://crossingtheoceansea.com/OceanSeaPages/OS-78-Cabral.html.
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At first, Brazil was thought to be merely an island and would be treated as just another
trading post for the next 30 years. It was originally named //ha da Vera Cruz (Island of the True
Cross) but once they knew it was not as island, the name was changed to Terra da Vera Cruz
(Land of the True Cross). Before the name of Brazil (Brasil) would take hold, there were other
iterations: Terra da Santa Cruz (Land of the Holy Cross), Terra dos Papagaios (Land of the
Parrots), and finally, Terra do Brasil (Land of Brazil), later shortened to be simply, Brasil
(Brazil in English). The most popular thinking regarding the origin of Brazil’s name is that it is
named after brazilwood, which grew in abundance upon its shores and was heavily exported
from Brazil for use in construction, but mainly as a dye for clothing and other commodities.
Whatever the reason behind the name, Brazil was now a land in the possession of the Portuguese
Crown, though Portugal, for many years, did not recognize the value of what they had stumbled

upon.

Brazilian Portuguese: The Beginning
The Tupi Influence: Tupi or not Tupi

The first new changing influence on the Portuguese language in Brazil began on the first
day of Cabral’s landing. They found an indigenous tribe living there on the coast in Porto
Seguro: the Tupi. This was the beginning of a relationship that would shape the development of
Brazil and its language. Cabral did not stay long, but he left a few of his crew behind (including
two exiles, to be exact) to begin setting up the trading post, learning the terrain, and learning the
language. Over the months and years as the Brazilian trading post turned into a colony, the Tupi

and the Tupi language would play a crucial role in the expansion and development of this new

land:
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The Tupi of the coastal region between Bahia and Rio de Janeiro were a group of
linguistically and culturally homogeneous tribes. When whites tried to learn the dialects
they spoke, a generalized language for the use in everyday contacts evolved. This
language was basically the dialect of the Tupinamb4, one of the most important groups
and one of those that had most contact with the Portuguese. The language was studied
and described in a normative way by Jesuit missionaries, who taught it with a view
toward catechization. It was used not only in relations with Indians of the Tupi group, but
also in contacts with all other Indians. In general, non-Tupi groups, unlike the
Portuguese, learned the language quite easily. In this way a Tupi-based lingua geral
(literally: general language) came into use alongside of Portuguese in the everyday use of
the colony. Eventually lingua geral acquired status of a written and literary language
through use in missionaries’ translations of Christian prayers and in the religious hymns
and plays (in the style of the old autos of Hispanic literature) that they themselves
composed.?’

This lingua geral (lingua franca, as it is sometimes called) would be spoken up and down
the coast of Brazil for the next 200 years as a sort of shorthand language to be used for ease of
business and everyday life (much like, I suppose, the use of Vulgar Latin was used in the Iberian
Peninsula for the initial centuries after being conquered by the Romans). This language would be
used and spoken more than actual Portuguese in Brazil, so it is not hard to imagine the extent to
which Tupi vocabulary, phonology, and grammar were integrated into the Brazilian Portuguese
that was emerging from this Tupi linguistic integration. One need only look at various names of
cities, plants, and animals in modern day Brazilian Portuguese to see the Native Indian influence
on the Portuguese of today. Portuguese and Tupi lingua geral grew alongside each other,
contributing to each other and spreading continually together:

Portuguese acted as a super stratum for this indigenous language of communication,

which was, in general, spoken quite well by the white sector of the population. As a super

stratum, the main effect of Portuguese was to modify the original phonology, causing the

Tupi sounds to conform to the Portuguese system. [...] In contrast with Portuguese, which

also took root in the colony, Tupi-based lingua geral functioned more as an ad stratum
than as a true substratum — the two languages merely coexisting in the same territory.??

27 Camara, 19.
28 Tbid., 19-20.
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It is not the purpose of this study to go into details of the morphology of the Portuguese
language through the heavy centuries long use of Tupi, but suffice it to say, the pronunciation of
the Portuguese in Brazil was greatly changed, veering further and further away from the mother
tongue in Portugal. Tupi was a linguistic building block for Brazilian Portuguese, without
question.

As mentioned, Jesuits were instrumental in learning and cultivating a language system
that worked for their efforts. They were indispensable in their role of promulgating the language
of Portuguese and Tupi /ingua geral throughout Brazil. Their purpose was to spread the gospel
of Christ and in so doing, they spread the language far and wide, both their mother tongue and
the shorthand tongue that they had helped to create:

The Portuguese Jesuits helped the colonization effort immeasurably. This aggressive

religious order established mission networks in many parts of Brazil, including the

Amazon Valley, harnessing vast supplies of indigenous labor to live in Jesuit-run villages

(aldeais) and work the Jesuit-run ranches and vineyards. In so doing, the Jesuits helped

“pacify” (read: subjugate) the local Indian peoples and establish the Christian religion.

They also played an important role as cultural brokers. Jesuit linguists, for example, were

persons who established a standard form of Tupi, the principal native language. As late as

the end of the seventeenth century, this lingua franca was more widely spoken in Brazil
than Portuguese, and its standardization eventually facilitated the spread of the

Portuguese language.?

Sadly, as has happened with virtually every European colonization effort in South
America and throughout the world, the spread of the Portuguese people throughout the Terra do
Brasil led to sickness and death. With this connection to the Tupi, the Portuguese, including the
Jesuits, put them to work, either as guides as they sought to colonize further inland, or as slaves

as they sought to cultivate the land. All of these actions taken for or against the Tupi lead to the

deculturalization of the Tupi and their eventual linguistic decline, replaced by Christianity and

2 Thomas E. Skidmore. Brazil: Five Centuries of Change. 2nd ed. (New York: Oxford University Press,
2010), 17.
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Portuguese. The Jesuits catechized the Tupi culture and language to utter oblivion, all tragically

under the banner of religion.

The African Influence: Rocking the Boat

The Portuguese Crown neglected Brazil for the first 30 years. Because of this, other
nations took advantage and began narrowing in and claiming sections of Brazil up and down the
coast. This was coming from the French, Spanish, and Dutch, mostly. This led the Portuguese
Crown to install captaincies (land grants) throughout the whole of the Brazilian territory. These
grantees (kind of like Dons) were made up of varying social classes, some lower-class nobles
and some not, who would have dominion over each section that they were charged with. These
captaincies opened an era of exploration and expansion because of their mandate to govern, to
cultivate, and further colonize the land.

Grantees (donatarios) could establish towns, form militias, institute systems of justice,

and levy fees for use of lands. They could also allocate tracts of land (sesmarias) to

individuals. But the crown retains substantial rights, among them the right to collect part

of the fees levied by the captaincy and the right to intervene in certain laws if members of

the high nobility were involved.3°

There was now more to lose and more to gain from the crown. With increased land and
stewardship over these new lands, there arose a need for more labor. This led to the era of
slavery in Brazil, the abolishment of which would not happen until 1888.

Slavery was not a new custom for Portugal. Since their expansion into the Africa, they
had been enslaving people, some for domestic and urban use in Portugal proper, some to work in
agriculture on the many islands where trading posts had been set up and land cultivated

(Azores/Madeira, for example), working with sugar cane and other crops. With their entrance

into colonization, the Portuguese nation needed more labor—free labor. The

30 Ibid., 15.
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colonists/landowners had tried from the beginning to enslave Brazilian natives. This hardly ever
worked out well as they were not compliant and would cause more problems than the effort of
enslaving them was worth. So, the captains turned to African slaves, but on a larger scale than
had ever been seen before with the Portuguese, or elsewhere for that matter. According to
Giangola, the first slaves from Africa began arriving in Brazil in 1538 and for the next 300 years,
over 3.5 million slaves would be captured and shipped to the colony.?! In comparison, only
about 388,000 were shipped to the United States. With the enormous influx of African slaves
came an enormous influx of the African cultures and languages to Brazil. These slaves came
from various African regions with various linguistic and cultural backgrounds. They arrived in a
nation where they needed to be conversant in not only one language, but two (Tupi-lingua geral
and Portuguese proper). They were also combined with other slaves from other African tribes,
further exacerbating the difficulty in communication. This melting pot situation of languages and
cultures had, of course a significant effect on the evolution of the Portuguese language in Brazil,
to say the least:
Beginning in the first years of the seventeenth century, importation of black African
slaves to the farms and cities of Brazil at an ever-increasing pace added a new feature to
the colony’s linguistic panorama. Since the slaves, who came from such widely differing
racial groups as the Bantu and the Yoruba, were forcibly thrown together in their new
home they had to create a compromise language for the use in daily life. It seems that
since, as slaves, they were tightly integrated into all the principal activities of white
society, they soon created a creolized Portuguese that served to unite together blacks of
the most diverse origins. All available evidence indicates that they also learned the Tupi-
based lingua geral without much difficulty, stimulating and enriching even further.3?
Quickly, a lexicon of African based vocabulary emerged and assimilated into everyday

speech. Because of the influx of so many slaves, there were often more slaves than Portuguese in

any given settlement. Bandeirantes (Brazilian explorers, mostly into the interior) would take

31 Giongola, 6.
32 Camara, 20.
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slaves and natives on grand expeditions into the mato (bush/jungle) to explore and conquer the
land, in search of good soil, gold and other precious metals and stones. Along with this and
cultivation of lands, there were huge agricultural markets at varying times, especially
brazilwood, sugar, and coffee. With so many interactions with such a large population of people
and so many needs from reliance on them for farming and export services, it would only be
logical that the Portuguese landowners and masters would need to adapt their language and
vocabulary to fit the needs of the slaves that they ruled over. With these linguistic adaptations,
the Portuguese language in terms of its lexicon and phonology changed ever further. This is not
to mention the change that was happening to the language with the African exposure and

learning of the Tupi /ingua geral and the influence that the Africans had over that.

Brazilian: The Rise of a New Language

While slaves were being sent to Brazil en masse and the Tupi were being converted and
assimilated into European conformity, citizens of Portugal were still being sent to Brazil or
immigrating of their own accord. With the continued influx of Portuguese natives, mixed with
the persistence of the Jesuits and the deculturization of the Brazilian natives, and even the slaves,
the Portuguese language of Portugal slowly and steadily rose to the forefront as the structural
linguistic glue, holding the country linguistically together. Tupi-lingua geral fell out of practice
and while its effects would remain in the Portuguese language, it fell out of the purview of daily
necessity in communication.

A major turning point for the Portuguese language in Brazil happened in 1807 when
Napoleon invaded Portugal because of Portugal’s alliance with Great Britain. Because of this

invasion, the Portuguese prince regent Dom Jodo (who would later become King Jodo VI) along



31

with the royal family and many noblemen, departed Lisbon on November 29, 1807, and arrived
in Rio de Janeiro on March 7, 1808.

Dom Joao installed in Rio de Janeiro his ministry and Council of State, Supreme Court,

exchequer and royal treasury, Royal Mint, royal printing office, and the Bank of Brazil.

He also founded a royal library, a military academy, and medical and law schools. His

decree of December 16, 1815 designated the Portuguese dominions the United Kingdom

of Portugal, Brazil, and the Algarves, thus making Brazil coequal with Portugal. Dom

Jodo’s mother died in 1816, whereupon he ascended to the throne.?

The seat of the Portuguese throne would reside in Rio de Janeiro for the next thirteen
years. The effect of this for the Portuguese language is unmeasurable. The whole of the Brazilian
kingdom, especially Rio de Janeiro and the surrounding areas, became the focus of Portuguese
learning and growth. Brazil became the center of Portuguese aristocracy and learning. An influx
of funds awakened and jolted the economy in business, learning, and language. Money for
learning in the sciences, arts, architecture, etc. were now centralized and invested in Brazilian
advancement. These thirteen years brought the Portuguese language back to forefront of
Brazilian society as a unifying national language and solidified the Portuguese language
throughout the newly appointed kingdom. Although Portuguese was brought back to the center
as the national means of communication, the influences of the Tupi and the African languages
and cultures were already so enmeshed in Brazilian life and culture that there was no way to
separate the bond that had been built for centuries before.

On April 22 of 1821, King Jodo VI returned with the royal court to Portugal, appointing
Dom Pedro as his regent in Brazil. After this, Brazil was demoted back to the status of a colony,

which angered Brazilians. Tensions mounted between Brazil and Portugal. Brazil longed for

independence from the oppressive and exploitative Portuguese. They already considered

33 Encylopedia Britannica, s.v. “Independence of Brazil,” accessed March 18, 2023.
https://www.britannica.com/place/Brazil/Independence.
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themselves something different; something separate. They were now Brazilians. Dom Pedro was
ordered to return to Portugal, but he refused, instead organizing a government. On September 7,
1822, near Sao Paulo on the plains of Ipiranga, Dom Pedro declared Brazilian independence
from Portugal and was crowned emperor later that year on December 1, 1822.

Even with Brazilian independence, the language would continue to evolve and grow. As
a new nation with a national language, there began to be a lot of work to do to homogenize and
unify the Portuguese spoken and written in Brazil. Education systems would take form
throughout the nation to bring this homogeny to the population and nationalistic pride for their
new nation with its unique language and with such unique and different peoples and places.

Through all of this, it is important to note how quickly the linguistic transformation of
Portuguese in Brazil took place in comparison to the transformation that took place from Latin in
the Iberian Peninsula to the Portuguese of 1500 when the Portuguese set foot on Brazilian soil.
The Luso-transformation took 2000 years, evolving in that time into what would become
Portuguese. Brazil, in contrast, had an already vibrant and unique language after just 200 years of
colonization. Admittedly, this is due to increased and quicker modes of transportation and, thus,
communication. This allows and promotes language growth and continuity through more
frequent exposure to the languages and peoples who influenced the linguist changes in Brazil.
This rapid transformation is also due to the intimate and immersive exposure that the language
had with the Tupi and the Africans. One of the main factors though that differentiates the
Brazilian Portuguese from the European is the geographical separation from the mother tongue,
giving rise to other linguistic influences, exactly in the same way as happened with Rome and
the Iberian Peninsula. The pattern repeats itself, creating a beautiful cacophony of linguistic

diversity the world over, especially the language of the Lusophones, namely Portuguese.
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Chapter 3: MARIO DE ANDRADE AND THE CREATION OF THE
NORMAS

Figure 5. Photo of Mario de Andrade, age 35, 1928

I counted my years and found that I have less time to live from now forward than [
have lived so far.

I have much more past than future.

1 feel like that boy who received a bowl of cherries.

The first ones, he carelessly sucked, but realizing that there are only a few left, he
gnaws the pit.

I no longer have time to deal with mediocrity.

I don’t want to be in meetings where inflamed egos parade.

1 grow restless with envious people trying to destroy those they admire, coveting their
places, talents, and fortune.

I no longer have time for endless conversations, for discussing useless matters about
other people’s lives that are not even part of mine.

I no longer have time to manage people’s offences, which despite their chronological
age, are immature.

My time has become scarce to debate labels; [ want the essence—my soul is in a
hurry.

Without many cherries in the bowl, I want to live next to human people; very human:
people who know how to laugh at their mistakes, who are not allured by triumphs,

34 New World Encyclopedia, s.v. “Mario de Andrade,” accessed March 18, 2023,
https://www.newworldencyclopedia.org/entry/Mario_de Andrade.
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who don’t consider themselves chosen before their time, who don'’t flee from their
mortality—I want to walk close to real things and real people.

The essential makes life worth living.

And for me, the essential is enough! [...]

Mirio de Andrade (1893-1945) is one of the most important historical figures in the
development of Brazilian nationalism. He was also instrumental in organizing and overseeing the
Primeiro Congresso da Lingua National Cantada. His importance in the artistic progress and
development of Brazilian musicians, poets, composers, painters, etc. cannot be overstated. Born
in a period of Brazilian history when the country was relatively new in terms of independence,
Mario de Andrade saw a country confused about its identity in matters of politics, education,
and, especially, the arts. Brazil was so influenced by European thinking and ideologies that it
was hard for even the greatest of Brazilian minds to break free from that archaic form of thinking
and their dependence on Portuguese ideals and traditions where music and the arts are
concerned. It was difficult for them to identify a distinctive Brazilian voice and flavor to
contribute to the world that was truly theirs, free from the oppressive and exploitative influence
of Portugal. De Andrade was instrumental in encouraging Brazilian artists of the time to seek out
“brasilidade” (Brazilian-ness), to use these newly identified Brazilian materials, and in bringing
the concept of Brazilian nationalism to the forefront of the musical, literary, and fine arts.

Mario de Andrade (Mario Raul Morais Andrade) was born on October 9, 1893, in Sao
Paulo, Brazil to Carlos Augusto de Andrade and Maria Luisa de Morais Andrade, an upper
middle-class family. From a young age, de Andrade was fascinated with music and language.

His artistic interests drew him to the voice, to piano, to writing and literature, and to poetry

throughout his formative years. He was a piano prodigy, but eventually turned to the voice and

35 Mario de Andrade, “O valioso tempo os maduros,” Brazil Journal, 2016-2023, accessed March 28, 2023,
https://braziljournal.com/o-valioso-tempo-dos-maduros/., trans. Curtis Crafton. To reference the original text, see
the Appendix of this document, second entry (2).
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other musical endeavors. He graduated with a degree in piano from the Conservatorio Dramdtico
e Musical (Conservatory of Drama and Music) in Sao Paulo, but continued studying with a focus
on voice and music theory with the intent of becoming a music professor, which he became in
the early 20" century.’® As de Andrade progressed in his studies, not only in music and literature,
but also ethnocentric topics, a devotion and obsession grew for finding the heart of what it meant
to be truly Brazilian in the arts. He wondered what was the Brazilian voice and sound that the
world would recognize as its own, just as the Italians, Germans, French, etc. had. De Andrade
began to travel the country, especially the Northeast and the interior, to collect songs, melodies,
harmonies, information, and themes that would inspire him and, later, others to write and
compose pieces that had that “brasilidade” (Brazilian-ness) that he longed and fought for.

De Andrade knew that he had his work cut out for him. From the history of the
Portuguese language intermingled with the history of Brazil, according to de Andrade, there
were centuries of undoing for the Brazilian composers and singers of the day to break free of the
ties of Europe and European Portuguese. For so long, composers had been led by the ideology
that all things Europe, when it came to music (and many other facets of life, for that matter),
were superior. This is understandable considering the dramatic impact Portugal had on the
colonization and founding of the Brazilian nation. With the arrival of the Portuguese on Brazilian
soil in 1500 to the Brazil that de Andrade found himself in, these European roots ran very deep
indeed. The Portuguese way of life was always sought after as the Jesuits began their
evangelization. This included their centuries long infiltration and deculturalization of the native
tribes and the importation and subsequent deculturization of African slaves, both demographics

having a deep hold in what de Andrade would seek in true Brazilian music. Yet, no matter how

36 New World Encyclopedia, s.v. “Mario de Andrade,” accessed March 18, 2023,
https://www.newworldencyclopedia.org/entry/Mario_de Andrade.
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the Portuguese tried to destroy the growth of an independent Brazilian nation over the centuries,
not only the Portuguese thinking and ideology remained, but also the roots of the Tupi and
African mother tongues and traditions of the natives and imported African slaves.

Nevertheless, in terms of the arts and the thinking of the artists, high-brow art was sought
after and European ideals, sounds, and harmonies were still the goal of most trained composers.
The pull towards Iberia was strong. Like in the United States and other emergent countries of the
time, composers would travel to Europe to study with the greatest minds and that was seen as
being the pinnacle of high art and education. Brazil and its artists were no different. There was a
tradition of looking outward and travel outward to find compositional voices. In de Andrade’s
mind though, these voices were all wrong because they were facades and shadows of what they
should be in the nation of Brazil.

De Andrade observed, that as composers traveled abroad and brought their knowledge
back to Brazil, not only the musical language of these compositions and composers were un-
Brazilian, but also the language and poetry itself used for songs and operas were seldom in
Portuguese and even less seldom the Brazilian variety. Italian, German, and French were, as in
Europe, the preferred and accepted languages for compositions. Naturally, when these composers
would travel abroad to Europe, this is what they would be taught and was, of course, what they
were seeking. Portuguese, in Brazil and Portugal alike, was not considered a worthy language to
be set to music. For example, Carlos Gomes, one of the greatest Brazilian composers of the 19t
century, was one such Brazilian composer who went to Europe and found great success. He even
used Brazilian stories/themes to compose his most famous opera, I/ Guarany, which was
performed at La Scala 1870. But, as can be seen at first glance at the opera’s title, it was written

in Italian, not only in terms of language, but also in terms of style and harmonic idioms. True, he
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used a Brazilian story and theme, which was progress and the first of its kind, but the music was
not Brazilian, including the language aside from a few Brazilian words and musical themes. It
was with this tradition of overlooking Brazil—its language, traditions, and peoples—for use as
artist fodder that Mario de Andrade began campaigning for change. De Andrade recognized that
Brazilians found themselves confused about their identity as a culture. They were neither
Europeans nor natives, but something different altogether and finding it difficult to break free of
the artist hold and allure of Europe. The impetus for change and for de Andrade and his platform
came in 1922 when he organized the Semana de Arte Moderna (The Week of Modern Art)
[hereafter referred to as Semana], giving composers and artists the permission to cut ties with

European traditions and set off on a new path as true Brazilians in word, song, and deed.
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37 Ibid.
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Brazilians were rudderless on their cultural ship. It was in this state of confused identity
that Mario de Andrade found himself in 1922 and sought to effect change. As mentioned in the
introduction of this document, one of the most important turning points for Brazilian thinking
happened in 1922 when de Andrade organized the Semana. De Andrade brought together
painters, sculptors, writers, poets, and composers to show the world the potential of a modernist
and nationalistic art form that had true “brasilidade” at the heart of the works. De Andrade’s
expertise and passion in music and poetry, as well as folklore and ethnomusicology made him
extremely equipped to handle the subjects at hand and to lead artists from being artists from
Brazil to being Brazilian artists.

Having become dissatisfied with the hot-house atmosphere, the academicism, that then
reigned in poetry, art, and music, he [de Andrade] and other young bloods among the
writers and artists organized the famous Semana de Arte Moderna in Sao Paulo in 1922.
This Week of Modern Art exerted an influence in Brazil comparable, in many respects, to
that of the famed Armory Show in New York in 1913 that has just celebrated its fiftieth
anniversary. But Sdo Paulo’s Modern Art Week had a broader base for its organization
than had the New York show nine years earlier, for it included not only the visual and
plastic arts but also literature and music as components and objectives for reform. As
Luiz Heitor has so aptly termed it, it was “um grito de guerra, um sinal de mobilizacao”
(“a war cry, a signal for mobilization”)}—mobilization, that is, for the reform of Brazilian
art, which would be accomplished by two principal means: (1) the adoption of advanced
techniques of expression, borrowed from recent European art forms, and (2) the
ennoblement of Brazilian themes as subject matter for a national art. In music this meant
the employment of folk and popular materials drawn from all sectors of the nation’s
musical life, save perhaps from that which was dominated by traditional international
styles. During the Semana de Arte Moderna poets read their new-style poems, papers
were presented propounding new ideals, and music was performed, notably that of Villa-
Lobos, who already had begun working along similar lines independently.3®

This “grito de guerra” brought artists descending on Brazilian themes and narratives in
their artistic endeavors. There was a pride in the people’s common “brasilidade,” a comradery

for their history and heritage, and nationalistic swelling of the heart for being Brazilian. It was in

38 Albert T. Luper, “The Musical Thought of Mario De Andrade (1893-1945),” Anuario 1 (1965), 43-44
https://doi.org/10.2307/779799.
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the rush to break free that the hastiness of these newly enlisted Brazilian artists that the baby
might have been thrown out with the bath water. With all the faults that Mario de Andrade saw
in European tradition that were superimposed on a nation and culture that was well apart from
the Portuguese of Europe, he failed to see that European traditions for the voice—the Italians, the
Germans, and the French—had two clear advantages and could be helpful in many ways in this
new modernist endeavor, especially when it came to composition for the voice. These two
advantages were experience and time.

Brazil found itself in a strange place in terms of its erudite music. Musicians in Germany,
France, England, Russia, etc. had the experience of time to show them their errors and strengths
in terms of setting text to music and finding the way their linguistic and vocal timbre worked and
sounded best in their songs along with vocal and pianist/instrumental/harmonic preferences.
These aforementioned countries and cultures passed through the Baroque, the Classical, the
Romantic, and into the 20" century musical idioms, learning along the way and adapting as they
wrote for the voice. One need only look back at the very early vocal compositions from these
countries to hear and see the difficulties they encountered and overcame in matters of text setting
and harmony and how untrained the writing was at first, in general. But if they hadn’t had the
time to experiment, Schubert, Poulenc, Tchaikovsky, and Bellini, to name a few, would not have
been able to achieve their mastery in writing for the voice centuries later. After the 1922 Semana,
Brazilian music found itself propelled into the post-Romantic modernist movement of song and
opera composition without the prior history of experimentation with text in their own language
and vernacular. Mario de Andrade wanted them to be at the level of the Germans, et.al., right
away without going through the process that these more experienced countries went through and

were admired for.
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As mentioned earlier, the Italians, Germans, and French spent centuries learning how to
set their language to music, even as their languages and cultures were evolving. Their own
musical idioms that would become Italian arias, German Lieder, and French mélodies, were
forged through centuries of trial and error along with incorporation of their own folk tunes and
traditions. These Brazilian artists, liberated from the shackles of colonialism, were left adrift,
without experience in writing in their own language and without really knowing what “Brazil”
was supposed to sound like in their vocal arts. They didn’t know because they hadn’t spent the
time with it. They were only then becoming acquainted with their language and culture as an
artistic medium and were expected, by de Andrade himself (or so it seems), to compose
something wholly Brazilian with the expertise and precision of an Italian or German or
Frenchman who had had centuries and myriad examples to learn from. These composers were
learning a Brazilian idiom through newly “approved” melodies, thematic materials, and
traditions when they were not ready for such a feat in such a short amount of time. They were, or
so it seemed, inexperienced in the art of composition for the voice. In short, their newly written
music is reminiscent of early German or French songs, showing little understanding or care for
the voice and voice types and with often clumsy and uninspired piano accompaniments. This
dissatisfied de Andrade to his core. In his Ensaio sébre a musica brasileira (An Essay on
Brazilian Music) from 1928, he said the following:

If we study, even perfunctorily, the national classical composition for singing, we are

faced with a painful uncertainty. The conflict between singing and the national language

is obvious, is overwhelming, and is enormous in all our classical songs. But if the conflict
exists, we can by no means conclude from the existing works that the national composers
have been concerned with it. My particular and distressed conclusion is that our
composers, almost all of them, have never been concerned with this problem, nor have
they embarked on the arduous aesthetic research of accommodating the demands of the

song to the demands of the national speech. Moreover, excuse me, but the dedications of
their songs, with melodious crashing absurdities, prove sufficiently that many of the
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Brazilian composers consider language a secondary matter. And they harmoniously
ignore it.>*

With all of this in mind, de Andrade was harsh in his criticism and seemed to overlook
the enormous task that he himself had helped to place upon Brazilian composers for the voice.
Brazil and its musicians were basically still in the infancy of their country and still finding their
musical language and identity. It is presumptuously naive of de Andrade to think that they could
leap from independence to a full-blown musical language in a matter of years when it had taken
the European musical powerhouses, centuries, if not millennia to find and build their musical,
poetic, and artistic identity and to gain linguistic confidence enough to compose music that
matched their cultural and linguistic identity. The standard of what would be achievable and
what de Andrade thought Brazilian composers of the time would be capable of in the more than
decade that followed from 1922 until the Congresso 1937 was admirable, but unattainable in the
timeframe he envisioned. The change had to begin somewhere, but if the composers and poets
weren’t equipped with the tools and training sufficient for the task and European inspiration was
so vehemently opposed to for help, for certain the goal was going to fall short. Of course, de
Andrade soon found himself frustrated with the new compositions that were being churned out
and he also found himself frustrated with the horrible use of his beloved language, Brazilian

Portuguese, as singers took these new pieces to the stage. It became evident very quickly that

39 Mario de Andrade, Ensaio sébre a miisica brasileira (Sdo Paulo: Martins, 1962), 27.:
Se estudarmos, perfunctoriamente que seja, a composi¢ao nacional erudita para canto, paramos diante duma
incognita dolorosa. O conflito entre o canto e a lingua nacional ¢ patente, ¢ contundente, ¢ enorme em todas as
nossas cangdes eruditas. Mas se o conflito existe, ndo podemos de forma alguma concluir, pelas obras existentes,
que os compositores nacionais tenham se preocupado com ele. A minha conclusdo particular e aflita ¢ que os nossos
compositores, quase todos, jamais ndo se preocuparam com o problema, jamais ndo se langaram na ardua pesquisa
estética de acomodar as exigéncias do canto as exigéncias da palavra nacional. Alids, desculpem-me, as dedicatorias
de suas musicas, com absurdos melodiosos de crases, provam suficientemente que muitos dos compositores
brasileiros consideram a lingua coisa secundaria. E harmoniosamente a ignoram. Trans. Curtis Crafton
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composers didn’t know how to compose in “Brazilian” and singers didn’t know how to sing in
Brazilian.

With composers composing nationalistic pieces, de Andrade was not just dissatisfied with
the quality of composing classical songs, but also of the singing of them. There was no national
school of singing or diction to help provide a way of executing well these newly derived cangoes
de camera (chamber [art] songs). Some sort of intervention needed to be sought after and
organized. In the years following the Semana, de Andrade would write about his concerns and
the need to unify and codify the Brazilian language for the arts. It was this breaking away during
the Semana de Arte Moderna and setting free that led to the eventual need of a congress solely
concentrated around the curation of a standardized Brazilian Portuguese for use on the stage. As
always, de Andrade saw the need to organize this congress as the next step in unifying Brazil and
in creating a national art form, replete with “brasilidade.” Language, correct Brazilian language
and pronunciation, was the ultimate unifier for a nation still struggling to find its foothold in the

heart of itself:
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In a country as large as Brazil, the official Portuguese language appears as the unifying
element of the different cultures and social classes. Mario perceived a conflict between
how one writes (Portuguese) and how one speaks (Brazilian). If this was already a
problem in the literary field, it was even more so in the musical field, when it comes to
compositions for the human voice. In the Brazil dreamt of by Mario—a resultant/blended
country—there would have to be at the same time a typical Brazilian language and also a
national cultured language, which would also have to translate the phenomena of this
Brazilianness. The search for a writing in verse and prose “in Brazilian” in the literary
field, defended by him on every possible occasion—see, for example, the 1942
document/testimony O movimento modernista [italics added][The Modernist Movement],
where the author describes, among other things, his battle for the emancipation of
Brazilians from Portuguese grammar and his disappointment with the results of this
struggle—and implemented by he himself in all his texts, encountered several obstacles
in the national intelligentsia. Already his contribution, the cultured language to be used in
singing and theater, had as its implementation strategy, neither the debate nor the
convincing, but rather a technical norm conceived in a congress...*°

As learned from the poem at the beginning of this chapter, de Andrade’s soul was indeed
in a hurry. His passion, impatience, and his unrelenting will brought to pass not only the Semana
de Arte Moderna, but also years later in 1937, as he was head of the national Departamento de
Cultura (Department of Culture), the first congress in the history of Brazil to begin the journey
to a unified artist Brazilian Portuguese for singing: O Primeiro Congresso da Lingua Nacional

Cantada.

40 Maria Elisa Pereira. “Mario de Andrade e o dono da voz,” (Per Musi. Belo Horizonte, v.s./6, 2002. p.
101-111), 103.: Num pais tdo grande como o Brasil a lingua portuguesa oficial aparece como elemento aglutinador
das diferentes culturas e classes sociais. Mario constatou um conflito entre como se escreve (a portuguesa) € como
se tala (a brasileira). Se isto ja se apresentava como um problema no ambito literario, maior ainda o era no musical,
em se tratando de composi¢des para a voz humana. No Brasil sonhado por Mario—um pais resultante/mestigado—
teria de haver ao mesmo tempo uma tipica lingua brasileira e também uma lingua culta nacional, que traduziria os
fenomenos dessa brasilidade. A busca de uma escrita em verso e prosa “em brasileiro” no campo literario, defendida
par ele em todas as ocasides possiveis—yver, por exemplo, o documento/testemunho de 1942 O movimento
modernista, onde o autor descreve, entre outras coisas, sua batalha pela emancipag@o dos brasileiros da gramatica
portuguesa e sua decepgdo com os resultados dessa luta—e para ele mesmo aplicada em todos os seus textos,
encontrou diversos obstaculos na intelligentsia nacional. Ja seu complemento, a lingua culta a ser usada nas cangdes
e no teatro, teve como estratégia de implantagdo ndo o debate, o convencimento, mas uma norma técnica arquitetada
num congresso [...]. Trans. Curtis Crafton.
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Chapter 4: AS NORMAS — A TRANSLATION

As in any genre of subject, to fully understand the issues at hand, it is very important to
understand the history of how that subject matter came to be. Understanding the roots will better
aid in understanding the fruit which comes from the tree that grows from it along with its many
branches and offshoots. In 1937, for the first time in the history of Brazil, a group of singers,
musicians, poets, literary figures, government officials, and leaders of every kind in the arts and
languages met together in Sao Paulo, Brazil in Congress, O Primeiro Congresso da Lingua
Nacional Cantada (The First Congress of the Sung National Language) to discuss Brazil and the
future of its language for the arts. The purpose of this congress was to create a Brazilian
Portuguese guide for pronunciation for all performers of the stage, be it singing or theater. The
intent of these Normas as they would be called, was not only to unify and codify the Brazilian
language for Brazilian artists, but it was also to unify a nation in linguistic pride because of their
unique and beautiful language that they had created through generations of Portuguese conquest,
slave trade, deculturation, defeat, victory, blood, sweat, and tears. Mario de Andrade felt a pride
in this language with all of its mixed cultural colors and flavors and he wanted to rejoice in it as
something wholly and purely Brazilian, for better or for worse, past misdeeds and misfortunes
included. This was the language of Brazil and he wanted it refined. A year after this Congresso,
the Anais do Primeiro Congresso da Lingua Nacional Cantada (Annals of The First Congress of
the Sung National Language) were published, which included the Normas para a boa pronuncia
da lingua nacional no canto erudito (Norms for the Proper Pronunciation of the National
Language in Classical Singing) as well as a vast selection of the most important research and
articles presented at the Congresso that were used to debate what would be included in the

Normas. As an introduction to the Anais, a snapshot of Brazilian thoughts and emotions
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regarding the state of Brazilian language for the arts and the goals and ambitions of the
Congresso, was captured:

Despite the progress in which Brazilian classical music is developing, it is
incontestable that concert and theatrical singing has not yet taken care to establish among
us the norms of its diction in the national language. There is no tradition. The didactic
tradition of bel canto [italics added], which we imported, has not yet been conditioned to
the demands of national phonemes; and much less has been done to establish which of
these phonemes could, in the sung diction, be discreetly modified and refined to the
artistic demands of singing.

Concerned with such an important problem, which is truly basic for music and
especially for singing in Brazil, the Department of Culture of Sao Paulo took the
initiative of holding a Congress of the Sung National Language, to establish the norms of
how one should sing in the language of the country. The Congress brought together
scholars of the national language, especially phoneticians, theater actors, singers, singing
teachers and musicians in general.

The Congress, and much less the Department of Culture, had no vain ambition to
immediately establish uncompromising rules and the tradition of how artistic singing and
diction should be in the national language. The ambition was solely to put into the field
of study such an important issue of language and music in Brazil, analyze it, discuss it
and propose principal norms with which teachers of singing, singers, and composers
could consult and free themselves from the petty incongruity, the improvised solutions,
the strictly individual quirks in which they, even now, have been wandering.*!

The organization of this Congresso was the impetus for how Brazilians and singers of
Brazilian Portuguese should think about their beloved language. As stated in the previous
chapter, de Andrade seemed reluctant to look to European models in terms of composition and
texts, because he wanted the compositional products being created to be truly Brazilian. And
although this was faulty thinking, de Andrade could see that these European countries had set
linguistic standards so that their language was, by and large, unified in European opera houses
and salons. This was something that de Andrade and the rest of the organizers of the Congresso

admired and aspired to, as will be seen in this translation. From the Normas themselves:

Y Anais do Primeiro Congresso da Lingua Nacional Cantada, julho de 1937 (Sdo Paulo, 1938), 3. Trans.
Curtis Crafton. To reference the original text, see the Appendix of this document, third entry (3).
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It is well known that in Italy there is an artistic manner of pronouncing Italian, in the
theatre or in declamation. In France, a long tradition of proper speech was established in
theaters with the normative example of the Comédie-Francaise and the Paris
Conservatory. In Germany, the manner of speaking from Hannover was chosen for
classical theater as it most closely corresponded phonetically to the purity of the German
language.*?

As a congress, knowing that Brazil was just beginning the process that these other nations
had begun centuries ago with their artist language must have been daunting, but also
encouraging. They looked to the Germans and Italians and French and saw that they had
persisted and come out on top, even though the journey was long. It is important to note that this
Congress was not to remove dialects from their language as a whole, just from their language on
the stage, specifically for singing. As a group of musicians, musicologists, phoneticians, and
linguists, it is very likely that they had at their disposal and had read the works of the most
prominent diction experts from many different countries. They likely knew about and had read
Theodor Siebs’ seminal work, Deutsche Hochsprache: Biihnenaussprache which was published
for the first time in 1898 and was mentioned in the introduction to this paper. From this they
knew the importance of creating a “reine” (pure) language for the stage. In the introduction of
Siebs’ book, one can find many similarities in the journey of the Germans and the plight of the
Brazilians in their respective quests for a national stage language. The Siebs begins:

The development of the High German Language into a uniform and valid, truly
living common language above the multitude of German dialects has a long history,
which cannot be described here. Beginning in the 16th century, supported by scholars and
language societies, laid down in grammatical treatises and extensive dictionaries, the
regulatory work on the High German Language from the 16th to the 19th century was
directed primarily at written expression, word forms and word choice, as well as—
already very tentatively—at the appearance of writing, the orthography. This is where the

term “written language” comes from. The sound of the language, which is what this book
is about, was more or less left to the level of education and the linguistic will of the

42 Curtis Crafton, “Normas para boa prontncia da lingua nacional no canto erudito (Norms for the Proper
Pronunciation of the National Language in Classical Singing): A Translation and an Updated Critical Edition”
(D.M., Indiana University: Jacobs School of Music, 2023), 61.
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individual, and if the “MeiBnische,” i.e. the language of the educated classes in the lands
of Electoral Saxony, were established as a model, this was only as an approximate
guideline to restrict the coarse dialect in the language of the educated man.

A cultivation of German pronunciation aimed at standardization first became
necessary where an elevated language addressed a wide, educated, audience, with the
classics on the German stage. [...] Goethe’s “Rules for Actors” (1803) therefore contain
the instruction: “If a provincialism intrudes in the middle of a tragic speech, the most
beautiful poetry is defaced, and the audience’s hearing is offended. Therefore, the first
and most necessary thing for the educated actor is to rid himself of all errors of dialect
and to strive for a complete, pure pronunciation. No provincialism is fit for the stage. Let
only the pure German dialect prevail there, as it has been developed and refined by taste,
art, and science.”

The demand for the “pure German dialect” thus originated from the stage. There,
it has been cultivated most consciously; yet despite tentative attempts, the stage did not
provide any binding rules on how a “complete, pure pronunciation” should sound. The
need for such a regulation had to be awakened in wider circles by the advancing
linguistic standardization of the 19th century, and the development of linguistics was
necessary to fulfill it. Only since linguistic research also turned to the phonetic structure
of living languages and thus created the science of phonetics, could a description of the
spoken language and a systematic determination of the rules valid in the pronunciation of
High German take place. By bringing together men of linguistics and the stage, it was
possible to create the book that appeared for the first time in 1898 under the title
“Deutsche Biihnenaussprache” [German Stage Pronunciation]. [...]

“Through long and careful cultivation, a particularly pure pronunciation of
German has developed on the stage. The demand that the works be presented here in a
uniform form and the interaction of the various theaters with one another have long since
led to the fact that the pronunciation of the stage has been more firmly regulated than that
of all other circles.

While nowhere in the German-speaking world is there a pronunciation that can be
called exemplary, German stage pronunciation—if we disregard its peculiarity, which is
calculated primarily for clarity and strong affects—offers us a guideline that is
recognized in science and art and can also be used for other areas of German language
cultivation, especially by schools. In this sense, German stage pronunciation can be
called a High German language.”*

This “awakening in wider circles,” which happened in Germany, was now happening in
Brazilian, in very much the same way: gathering the best linguistic minds and determining in
writing what was to be done. Just as the Siebs mentions, these types of standardizations are

meant to deal with the sound and not the orthography of a language. And although the written

43 Siebs, Boor, and Diels, 1-3. Trans. Curtis Crafton. To reference the original text, see the Appendix of this
document, forth entry (4).
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Normas would not yet be to the scope of what Siebs was in 1898, this was a start for Brazil and
the Brazilian “Siebs” would have to come later, building upon the foundation of the Normas. It is
interesting that in this introduction, Goethe is quoted from 1803, almost a century before Siebs
published his book, mentioning that provincialisms are not fit for the stage, only a higher form of
German, as anything less would destroy the beauty of the work. To Goethe and then to Siebs, the
work was the language and the language the work, inseparably connected. As will be seen below
in this translation, in these Brazilian Normas, de Andrade and other leaders advocate for the
same thing and advocate, just like Siebs, for a higher standard that will unify the language and—
slowly, but surely—a nation. From the time of Goethe’s Rules for the Stage to the publishing of
Siebs’ Deutsche Hochsprache: Biihnenausprache, much time passed, but the passage of time
was needed and was beneficial to the advancement of the stage language. This Brazilian
Congresso was held in 1937, 96 years ago, at this writing. Brazilians of the congress could
approach their work in Sao Paulo with the same kind of hope, that one day, decades or centuries
from 1937, their work—their seeds planted—would grow to fruition on the stage and in written
(like Siebs) form in Brazil.

The French also cultivated for centuries a method of differentiating between spoken and
sung/artist/elite French with their concept of soutenu and courant (elevated and common) French
pronunciations. This would be the German equivalent of high and common speech and what the
Brazilian Congresso was attempting to create. This began in France with the Comédie-Francgaise
and the Paris Conservatory in the 17% century and progressed much the same as the Germans.
And while French opera and mélodie had been around for a long while, it wasn’t until much later

that written works would be published that would help define French speech/diction and
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differentiate between the elevated speech and the everyday speech.** One such work, Léon
Warnant’s, Dictionnaire de la pronunciation frangaise,” was first published in 1962. It took
centuries to get to the point in the French understanding of their language. And just as Siebs and
Warnant had predecessors to pave the way through various published works on this topic, the
Brazilians would also continue on this same path, the Congresso being the first brick laid in on
their path to a “hoch” Portuguese, a Portuguese soutenu, a portugués elevado or refinado (an
elevated or refined Portuguese). The Brazilians, following suit after the Germans and the French,
were, comparatively, ahead of schedule, organizing themselves in a congress and writing down
their linguistic ideas for the stage, less than a century after their declared independence from

Portugal.

Considerations While Reading the Normas

Being the center of this document, the Normas para boa pronuncia da lingua nacional no
canto erudito will offer a clear perspective on the direction Brazilians wanted for their language
and the affinity they wanted their country to feel for it when on stage. While reading these
translated Normas, there are a couple of issues that come to the forefront:

1. The First is that in this Congresso as indicated in these Normas, the Congressmen
voted on which pronunciation is the most Brazilian and pure in their eyes and the one that
Brazilian artists should aspire to in all artistic endeavors, their selection being the Carioca
pronunciation, or that of Rio de Janeiro. This was a mistake and one that has alarmed many who

have read the Normas afterwards. Rio was seen as the epicenter of the country, with the best of

4 David Adams, 4 Handbook of Diction for Singers: Italian, German, French. Third edition (New York,
NY: Oxford University Press, 2022), 247.
45 See Léon Warnant, Dictionnaire de la prononciation francaise (Gembloux: J. Duculot, 1962).
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everything Brazil had to offer in terms of sophistication and opportunity. It was also the capital
of Brazil at the time and would remain so until 1960. Carioca is a unique flavor of Portuguese
and one that most resembles the Portuguese pronunciation of Portugal in Brazil, which makes
sense since Rio de Janeiro was the capital of Portugal while the monarchy moved to Brazil
briefly, fleeing from Napoleon (see Chapter 2). Because of this, the language and culture picked
up mannerisms that were not always present in different parts of Brazil. This also led the
Carioca people to share a very elitist attitude about their Carioca culture and language. The
problem was that many Brazilians believed these ideas too. Rio was the center of radio, news,
art, and fashion and was viewed much like we Americans view New York City. But, in this light,
if all the greatest linguistic and musical minds gathered today to choose an American accent that
would be the purest and most neutral, the New York accent would not be the top of the list. Yet,
this is exactly what happened in 1937 on the first day of the Congresso, all in attendance voting
unanimously to make the Carioca pronunciation the standard around which the Normas would
be fashioned.

In the introduction quoted from Siebs, it is stated that no German dialect is exemplary,
only the cultivated pronunciation for the stage. It is often said, the Normas included, that the
Hannover pronunciation is considered to be the purest. This is something that I have certainly
heard over my years of study. But it is clear from the Siebs that one should not ascribe to one
certain region or pronunciation for the speech style of the stage, because this would be bringing
an impure form to the stage. It is understandable why the Brazilian Congressmen chose this,
citing Germany/Hannover, in part, as their precedent to do so, but as mentioned, this decision

would cause much contention and confusion in the decades to follow.
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2. Created in 1888, the International Phonetic Alphabet (IPA), grew to be a treasured
linguistic tool for both phoneticians and singers/teachers of singing, to name of few
demographics. Siebs uses it in his book, which was before the time of the 1937 Congresso,
though not in the way that we are accustomed to seeing it today. It is more primitive, but very
useful. The system was only ten years old, after all, when Siebs first published so he made quick
work of the new resource. Warnant also uses IPA along with other French linguistic authors who
came before him. With so many linguists and philologists at this Congresso, it is curious that
they would not employ the use of IPA to depict most exactly the sounds that they were ascribing
to sung Portuguese, especially in the Carioca pronunciation. It would have made the
interpretation of the Normas much clearer for those who would come after and probably would
have helped in their dissemination throughout Brazil.

On the other hand, there are plenty of diction resources that do not make sufficient use of
IPA, if at all, and that are still successful and in use today. Pierre Bernac’s The Interpretation of
French Song 1s one such work that is still currently in full use, though published 40 years after
the Congresso. In Chapter 2 of this work, Bernac uses IPA to lay very basic ground rules for the
sounds of the French language. His following chapters, however, fail to incorporate the IPA
guidance in the form of concrete transcriptions for the many varied French mélodies/poems by
prominent French composers/poets which Bernac provided.

Whatever their reasons for not using IPA, it is not clear, and it is not discussed in the
Normas, nor have I been able to find any explanation in my research as to why they chose not to
use [IPA— and I do believe it was a choice. This is simply a peculiarity that needs to be
considered when reading the translation, as it will be quickly noticed and pointed out by any

student of singing or linguistic mind.
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About this Translation and its Importance

For such an important document and piece of history, for English speakers who do not
speak Portuguese, it is inaccessible. By providing this translation, English speakers will now
have access to see and learn first-hand how the process of the lingua portugués elevado/refinado
for the stage began.

As with all translation projects, there is a complicated process to arriving at the end
product. For this project, I wanted to capture and stay as close to the word choices and intents of
what was written. Keeping in mind who Mério de Andrade was, his character and personality, I
hoped to convey the passion and the urgency behind each sentence.

Trying to strictly adhere to the original Portuguese as closely as possible, I first translated
everything word for word, making sure that every word was represented. I then went back and
reworked each phrase and sentence to better capture the meanings behind each paragraph and
section. Portuguese grammar is very different than English grammar, so this also involved a lot
of shifting of commas and word reordering to make the sentences and paragraphs flow and sound
as profound as they had in the original Portuguese in English. Portuguese phraseology, idioms,
and sayings are also very different than English, so this also involved many translation iterations
of phrases in order to find the one that was just the right English equivalent to what the original
Portuguese was alluding to in a common phrase or colloquialism that may or may not be present
in the English vernacular.

Through this work of meticulous and minute choices of words and grammar, I relied on
many different resources to keep me in check and to make sure that I had the correct meaning
and sentiment from the original Normas. 1 am grateful to live in a day and age where there are so

many online resources such as Portuguese to English dictionaries as well as translation tools such
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as DeepL and Google Translate to help sort and spur ideas. Countless hours were spent finding
all of the alternate definitions and word choices until I was confident that words and sentences
that I had poured over contained the correct literary nuances for the subject at hand. Languages
are a deep passion for me, so this arduous task of translating with care and reverence for the
work was the most enjoyable and fulfilling time of completing this project.

It should be remembered that this translation is just that: a translation. It is not intended to
be a deep analysis of the Normas themselves, rather a first step in making this historical
document available to the English speakers of the world. It is not the purpose nor the scope of
this translation or document to explain all the confusing and unknown aspects of this historic
treatise. I may opinionize, hypothesize, and clarify at times based on the expertise I have gained
in certain aspects during my research, but there are still many things that I don’t know or
understand about the Normas themselves and about the people involved in organizing and
curating them. My intent has always been to provide the translation to the masses in the hopes
that the deeper analysis will come later, either by me or by others who are up to the task.

With all this in mind, I present to you for the first time in English: Norms for the Proper

Pronunciation of the National Language in Classical Singing.
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NORMS
for the Proper Pronunciation
of the
National Language
in Classical Singing

INTRODUCTION

From July 7-14, 1937, THE FIRST CONGRESS OF THE SUNG NATIONAL
LANGUAGE was held in Sao Paulo, promoted by the city’s Department of Culture. This
CONGRESS—which was attended by many of the most representative national figures of
philology and musicology and whose congress members represented almost all of the units of the
Federation and a great number of cultural institutions of the country—was especially aimed at
adopting a language-standard to be used in the artistic pronunciation of the national language.

In the plenary sessions, a PRELIMINARY DRAFT was discussed and presented by the
Department of Culture to facilitate the work. In this PRELIMINARY DRAFT, the Carioca*’
pronunciation was proposed as the standard language to be used in theater, in declamation, and
in the classical singing of Brazil. This proposal was discussed on the 8th and after giving
audience to several Congressmen from various states of the Federation, it was unanimously
approved, which prompted a round of applause from the Congressmen and from the large
audience.

In the following days, the second part of the PRELIMINARY DRAFT was discussed,
which established the norms for the pronunciation of the language-standard in classical singing.
The norms approved in plenary, having made all the modifications required by the Congressmen
to the PRELIMINARY DRAFT, are the ones presented here for the use and study of those who
are interested in this problem of our language arts.

In the last plenary session of the FIRST CONGRESS OF THE SUNG NATIONAL
LANGUAGE it was resolved to hold an identical Second Congress in the city of Rio de Janeiro
in 1942, if possible, under the direct and official authority of the MINISTRY OF EDUCATION,
in order to officially ratify the current decisions and to correct those that the greater experience
of time would advise.

In accordance with the decisions of the CONGRESS and the necessary modifications to
the PRELIMINARY DRAFT, the final draft of these NORMS was made by a committee of three
Congressmen designated by the Department of Culture: Professor Antenor Nascentes, from
Pedro II College, as representative of philology; Professor Luis Heitor Correia de Azevedo, from

47 The Brazilian-Portuguese term for those who are from the city of Rio de Janeiro, Brazil
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the National School of Music, as representative of musicology; and Professor Mario de Andrade,
as representative of the Department of Culture.

This Committee met in Rio de Janeiro from August 20-24 and organized the final draft,
which is presented here. Its work consisted primarily of cutting from the PRELIMINARY
DRAFT all of the determinations and norms rejected by the CONGRESS and to change those
that the CONGRESS had corrected. It then reworked the text of the entire PRELIMINARY
DRAFT in order to make the text readable, free of repetition and coherent, after the cuts and
changes had been made. The modifications of this kind that the Committee felt obliged to make
were as follows:

p. 7 of the PRELIMINARY DRAFT — When considering K mentioned under /, since the
letter K does not exist in the national language, the expression “cristalizagao fisiologica” was
removed, as it implied fixity.*® Nevertheless, THE FIRST CONGRESS OF THE SUNG
NATIONAL LANGUAGE has acknowledged through the unanimity of its members, the “rights
of life and movements” of the national language.

p. 8 — For ease and fluency of reading, the footnote on this page as well as all others
have been removed. This was in accordance with the decision of CONGRESS to remove from
the final draft any notes or parenthesis that were citations from foreign authors which were
simply to support ideas or norms, or that implied the censorship of anyone. However, certain
necessary and exemplifying notes were incorporated into the text. The bibliography of this page
is at the end of the Introduction.

p.- 9 — The designation of CONSONANTS in the language-standard as indicated in the
PRELIMINARY DRAFT was inspired by the work of Professor Antenor Nascentes, /dioma
Nacional v. IV, 2" ed. pg. 40. Professor Nascentes proposed to modify the indication “J or G
voiced palatal fricative,” which did not accurately represent his thinking. The other two members
of the Committee resolved to accept the proposal. Therefore, the indication above was modified
to:

G voiced velar fricative (pago)
J voiced palatal fricative (junta)

Pg. 10 — For the same reasons, the example “carro” from this page was replaced by
“carta”

48 This was a portion removed from the final version of the Normas. Since I do not have the preliminary
draft, it is difficult to say where page 7 was and what the full context is. Crystallization in linguistics is a term that
implies something formed and solidifying linguistically. This term was removed along with the letter X from the
final draft because the letter K does not, or rather, did not exist in Portuguese alphabet. But just because the letter K
was removed, they wanted to make it clear that they were open to the changes in languages, recognizing that X
could evolve into their alphabet. This was very good foresight on their part because the letter K was added to the
Portuguese alphabet in the 1990 orthographic agreement, Acordo Ortografico da Lingua Portuguesa de 1990 (The
Portuguese Language Orthographic Agreement of 1990), put into action in Brazil in 2009. The letters # and Y were
also added at this time.
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p. 11 — Approved by the CONGRESS, the substitution of “mute vowels” with “reduced
vowels,” made it necessary to change the contextual wording for consistency.

p. 17— The CONGRESS, having adopted the spelling aii instead of dum, adopted the
spelling éi for éim for consistency in the final draft.

p. 18 — In the case of expressions that keep the closed e, such as dé-noite, cor-dé-rosa,
pan-dé-16 etc., the discussion arising from the plenary assembly regarding “conto dé reis” and
“derréis de mel coado,” made it so that the CONGRESS would forget to resolve the proposal of
the Department of Culture to convert, in singing, all of these cases to voiceless* e, with the
exception of “pandeld.” The Committee did not dare to keep the text in the final draft because
nothing regarding it had been decided.

p. 24 —The musical example and its commentary were moved further on to their proper
place.

p. 26 — The last musical example from this page was modified to avoid the poor musical
setting of “luar” which was given in the commentary of the PRELIMINARY DRAFT, merely to
censure this approach in some national composers. Once the censure was withdrawn from the
final draft, the example, as it stood, was no longer justified.

p. 31 — Merely philological in nature, the commentary that was the second sentence of
this page was excluded from the final draft, as it was ineffective to the standardization of the
sung pronunciation.

p. 36 — The entire sentence was removed in relation to the da, because it referred to the
pronunciation of ou, which the CONGRESS avoided to accept.

p- 39 — The entire final sentence was removed from this page of the PRELIMINARY
DRAFT, because it was mere repetition of indications given previously.

The existent phonetic studies in the following principal works served as a foundation for
the organization of the PRELIMINARY DRAFT:

Antenor Nascentes — O Linguajar Carioca em 1922,
Antenor Nascentes — O Idioma Nacional, 4.0 v. ed. 1933;

Sousa da Silveira — Li¢oes de Portugués, ed. 1934;

4 See Section II: General Norms; Vowels
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Renato Mendonga — O Portugués do Brasil, 1936;

Mario Marroquim — A Lingua do Nordeste, 1934;

Amadeu Amaral — Dialeto Caipira, 1920,

Report — presented to the General Director of Public Instruction of the Federal District by the

Committee appointed to study the Carioca pronunciation — “Boletim de Educagao Publica” ano
I n.° 4. The citations without indication to author belong to this Report.
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LANGUAGE-STANDARD

Part of the culture of a nationality is the conscious organization of its essential processes
of self-expression. Among these cultured processes of expression are language and art. It can be
said that there is no civilized country that does not seek to know, to establish, and to
traditionalize their philological and artistic ways of expression.

The dramatic grandeur of Brazil—the regional interests and differentiations of various
types, the scarcity of our incipient arts—has not yet permitted both the language of the country
and its artistic language to be organized among us within a refined criterion that would be both
national and aesthetic. The very writing of the language itself, except in individualistic cases of
the past and only from a couple of decades ago, began to break itself free normally and without
exaggerated revolts from grammatical rules that did not correspond to the national reality. Even
more unfortunate, it shows the Brazilian neglect with respect to our artistic language. The
national speech, disturbed by strong regional phonetic differentiations, has not yet been defined
in its artistic expressions, neither in theatre, nor in declamation, nor in song.

THE FIRST CONGRESS OF THE SUNG NATIONAL LANGUAGE does not suppose
in any way to set itself against the country’s phonetic differentiations of one region or another.
Beyond the aesthetic considerations which can see a richness in this diversity, it is, above all
else, fatal—a force that no person or collective entity will succeed in destroying. What cannot,
however, be left to chance and without any civilizing criteria are the erudite expressions of the
art of speech, which in all civilized nations are fixed by the consensus of a happy tradition or
through the determination of any competent body. It is well known that in Italy there is an artistic
manner of pronouncing Italian, in the theatre or in declamation. In France, a long tradition of
proper speech was established in theaters with the normative example of the Comédie-Frangaise
and the Paris Conservatory. In Germany, the manner of speaking from Hannover was chosen for
classical theater as it most closely corresponded phonetically to the purity of the German
language.

In the case of Brazil, the choice for this language-standard to be used is placed upon the
language arts. Those who frequent the national theater will be unpleasantly struck by the
diversity of pronunciations that clash in the air. This diversity stems in part from actors from
different states, bringing with them their regional pronunciations and making no effort to unify
these pronunciations for the benefit of balance and phonetic unity. This in turn makes the work
of art a poor sounding jumble, irregular in style and in sonority and often, therefore, difficult for
the listener to understand. And what then is to be said of the quantity of artists—Portuguese,
Spanish and Italians, or even Brazilians, children of foreigners—that appear in great number on
the national stage in blind contempt of proper speech and who bring to our language impure
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sounds and bizarre accents, disorienting the simplicity and purity of the language! If the clash of
regional pronunciations already constitutes a serious defect of aesthetic order, these foreignized
pronunciations pose an even more serious threat. The national theater thus becomes a violent
impurifier of the Brazilian language, a terrible example, a disastrous lesson; and so much more
disastrous than endearing. And the theater—this powerful weapon of lessons and examples
thrown to the winds of chance by the government and managed hurriedly by artists hounded by
the need to live—became an enduring example of neglect and linguistic impurity, which erected
a poorly spoken language as the standard of national erudition. There is no doubt that the artists
on the Brazilian stage are concerned with pronouncing their words clearly. But the art of
speech—diction—does not consist only of the clear emission of phonemes. It should not be
forgotten that there is no phoneme without timbre, nor word without racial sonority. Above all, it
must not be forgotten that a word with its phonemes clearly articulated often becomes more
incomprehensible than another of more careless delivery, but which is endowed with the affected
racial timbre.

In the case of Brazil, to all of these aesthetic considerations, yet another serious one of
social order is added. A country whose unity is preserved by almost miraculous effects that
reasons of religion and language are insufficient to explain; a country whose perilous
geographical vastness, whose irregular growth, whose economic interests, whose excessively
individualistic people, whose climatic winds, all tend to disperse into a dust of American nations
identical to those which had the language and religion of Spain: Brazil will find, perchance, in
this chosen language-standard—which from north to south will normalize in its theater and in its
declaimed verse—a pride of national consent, an exercise of discipline, a conscious organization;
a true factor of unity. For certain, there is no Italian who would not join with another Italian, no
matter how distant his dialectal pronunciation, to think of the beautiful language of Italy.
Likewise, it is possible to imagine that all Brazilians one day, already civilized and accustomed
to the pronunciation of a single language more disciplined by this conscious effort of unification,
will feel the same pride of the Italian in the presence of our admirable language, transformed into
a work of art by the unanimous consensus of us all.

There is still one problem left to present. The union of the text and musical sound
perennially constitutes one of the great difficulties of both the art of composing and the art of
singing. The pronunciation of words, the delivery of consonants and vowels, have their own
demands both in oral scope and in consonant sounds. However, these demands immediately
conflict with the demands of clarity and purity of the musical sound emitted by the human voice
and with the demands of melodic evolution. It is therefore customary in civilized countries,
where there is a real national art of singing, to establish an accommodation between phonetic
delivery and the musical emission of the voice in order to preserve the clarity of the words
without greatly impairing the purity of the sung sound. Since, in general, it is the singing that
suffers if burdened with the extemporaneous noises of consonants and the variability of vowels,
this general musical sacrifice is compensated for by systematically modifying the phonemes
which most damage the purity of the musical emission of the voice. With the discreet
modification of pronunciation, a shaky voice and the irregularity of registers are avoided.

In the case of Brazil, the establishment of standardized singing pronunciation is
necessary, in the same way and for the same motives as the choice of language-standard. And all
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the more so, since the regional differences and the inattention to this problem on the part of our
singers and singing teachers, in collaboration with the orthographic precariousness of the
language, are leading our erudite singing to the biggest vocal mess imaginable. In reality, the
written vowels correspond very little to the extremely varied voices of pronunciation.
Principally, the written e and the o, in a manner of speaking, have in many cases no significance
for pronunciation, the former exchanged for i and the o for u. When these vowels are on the ends
of paroxytone words, this exchange has already been systematized. In other instances, however,
the uncertainty becomes prodigiously unfaithful in classical singing itself, and it is common to
hear national singers sing “orthographically,” singing as one writes and not as pronounced, with
no respect for either language or music.

Driven by all these concerns and enlivened by the desire to serve well the cause of
Brazilian nationality in the arts of language and singing:

a) — whereas the irregularity of pronunciation of a language dangerously affects the arts of
speaking and of singing;

b) — whereas the establishment and the affixment of a language-standard will put an end to the
abnormality of pronunciation that is currently found in the theater, in declamation, and in

the singing of the national language;

c) — whereas the affixment of this language-standard is a civilizing element and a cultural
process;

d) — whereas the affixment of this language-standard will be another patriotic factor of national
unity;

€) — whereas within the regional pronunciations of Brazil it is necessary to choose one that
presents simultaneously the best national, philological, and artistic credentials;

f) — whereas the “carioca” pronunciation of the Federal District seems to be the most evolved
among the regional pronunciations of Brazil;

g) — whereas it is the quickest and consequently the most effective of all;

h) — whereas it is the one that presents the most “distinctive, very relevant nuances” in the
words of Professor Renato Mendonga;

1) — whereas it is the one of greater musicality in oral pronunciation and which simultaneously
gives less the impression of “sung speech,” in the observation of Professor Mario

Marroquim,;

J) — considering that the Carioca pronunciation is the most elegant, the most essentially urban
amongst our regional pronunciations;

1) — whereas it is probably, for having it established itself in the capital of the country (an
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unconscious product), a synthesis derived from the contributions of all Brazilians, and for
this very reason the most adaptable to all of them;

m) — whereas it is the easiest to be heard and propagated and the most likely to become
generalized, being that it is the capital to which Brazilians flow.

THE FIRST CONGRESS OF THE SUNG NATIONAL LANGUAGE resolves to
consider the Carioca pronunciation the most perfect of the country and proposes it as the
language-standard to be used in the theater, in declamation, and in the classical singing of Brazil.
THE FIRST CONGRESS OF THE SUNG NATIONAL LANGUAGE recognizes however that
regional pronunciations, when used for characterization purposes, can and indeed should be used
in regional theater, declamation, and singing as well as in cases of regional®® characters
appearing in classical theater.

30 Regional in the sense of roles written to impersonate people from different regions, not actors that come
from other regions.
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II

NORMS

FOR PROPER PRONUNCIATION OF THE LANGUAGE-STANDARD IN
CLASSICAL SINGING

GENERAL NORMS

VOWELS

There are 19 vowels in the language-standard:

A open oral (md)

A voiceless’! oral (da)
A closed nasal (ra@)

E open oral (fé)

E closed oral (ipé)

E voiceless oral (de)
E closed nasal (vem)
E voiceless nasal (entdo)
I open oral (vil)

I closed oral (cima)

I nasal (vim)

O open oral (s0)

51 This is what is now called a reduced vowel (vogal reduzida). Ricardo Cavaliere explains this in his book,
Pontos essenciais em fonética e fonologia as, “The concept of the reduced vowel, or of reduced timbre, is successor
of the antiquated voiceless vowel, a term that Brazilian grammatical tradition used to designate closed vowel
phonemes in unstressed position. (O conceito de vogal reduzida, ou de timbre reduzido, ¢ sucedaneo da antiga vogal
surda, termo que a tradi¢do gramatical brasileira utilizava para designar os fonemas vocalicos fechados em posigdo
atona.).” See Ricardo Stavola Cavaliere, Pontos essenciais em fonética e fonologia (Nova Fronteira, 2011), 54.

Since the term surda is used throughout these Normas, I will use the term voiceless instead of reduced vowel (vogal
surda) throughout to remain consistent with the preferred language terminology of the time. Please note that this
translation of surda is used only for voiceless vowels. When translated for consonants that are described as surdas, 1
will use the term unvoiced, as one would be accustomed to seeing: unvoiced consonant/consoante surda.



O closed oral (cor)

O voiceless oral s (ato)

O closed nasal (som)

O voiceless nasal (camondongo)
U open oral (sul)

U closed oral (tudo)

U nasal (rum)

CONSONANTS

There are 25 consonants in the language-standard:

B voiced occlusive bilabial (hom)

B voiced fricative bilabial (aba, albor)

C or Q unvoiced occlusive velar (caqui)

D voiced occlusive dental (dom)

D voiced fricative dental (ido, brando)

F unvoiced fricative labiodental (f0/0)

G voiced fricative velar (pago)

G voiced occlusive fricative (gato)

J voiced fricative palatal (junto)

L unvoiced fricative lateral velar (final)

L voiced fricative lateral velar (/i/4)

LH voiced fricative lateral palatal (/hano)
M voiced occlusive nasal bilabial (mamae)
N voiced occlusive nasal velar (angl)

N voiced occlusive nasal alveolar (ninar)
NH voiced occlusive nasal palatal (Nhanha)
P unvoiced occlusive bilabial (pipa)

R voiced vibrant alveolar (aro)

R unvoiced vibrant alveolar (carta)

R voiced fricative alveolar (flor)

S ou C ou ¢ ou Xunvoiced fricative alveolar (saci, cassa, caga, proximo)
T unvoiced occlusive dental (fozal)

V' voiced fricative labiodental (vivo)

X ou CH unvoiced fricative palatal (xenxém, chucht)
Z ou S voiced fricative alveolar (asa, azar).

65
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RELATIVE VALUE OF VOWELS AND CONSONANTS

In actuality, vowels are the sounds of words and should therefore take approximately all
of the duration of musical sounds. Consonants, whether before or after a syllabic vowel, are
noises that join to the vocalic sounds. Because they are noises, consonants harm the purity of the
musical emission of the voice, but they are indispensable for the intellectual creation of words.
Therefore, consonants must be articulated with perfect clarity, but always with the greatest
possible brevity and discretion, so that, always perfectly intelligible, they do not hinder the
musical sound.

OPEN AND CLOSED VOWELS

Both in the standard language of the Cariocas and in general almost all cultured regional
pronunciations of Brazil, there are more closed vowels than open.

This national tendency coincides with the general standards of European bel canto, which
seeks to avoid the prolongation of overly open vowels. Moreover, this is a very specific and
national trend, in which we are no longer Portuguese, but their heirs. Where the Portuguese, in
their simple past perfect tense, open the tonic nasal vowel and say “amamos,” we Brazilians say
“amdmos.” Thus, the tendency toward closed vowels should be utilized in Brazilian classical
singing for greater national characterization of timbre and greater facility of vocal emission.

In the Brazilian language, as Professor Sousa da Silveira finely observed for the Carioca
speech (p. 347), there is a certain tendency for the tonic vowel to influence the pretonic vowels
of words or groupings in which particles of speech, or even words, merge with the next word. If
the tonic vowel is closed, it closes OR mutes the pretonic; if open, it opens. Thus, we say:
isquecer, isquici, dever, divi, remete, remeto, rimiti, vadio, sadio, insdiar, insaiava, insdiou,
insdiarei, padeiro, dirégdo, excégdo, gerdcao, mordomo, de-noite, di-dia, ao pé-dd-cama, ao-pé-
da-casa, oh guerreiros da taba sagrada, Oh guerreiros dd tribu tupi, pdardlama, caradura (Sousa
da Silveira, loc. cit. e p. 344, A. Nascentes, p. 23; R. Mendonga, p. 219). In many cases,
however, this almost-tendency is not observed. We say with the Cariocas: addtar, prégar,
(religides), pégada; unlike the Portuguese: adotar, pregar, pegada.

Another verification of general order is in relation to reduced®? vowels. In standard
pronunciation, the final e and o appear systematically as reduced, without having the very short e
that exists in the Portuguese from Portugal (m 'nino). Reduced, but never mute. The problem of
muting the e and of the o will be studied when we treat these vowels in particular.

521 chose to translate and keep the term reduced here instead of voiceless because the Portuguese used the
term reduzidas instead of surdas, even though the concept is the same. Surdas is not used is this instance. From the
introduction of the Normas, the correction for page 11, it states that this instance of voguais reduzidas (reduced
vowels) was changed from vogais mudas (mute vowel). This is so that there is no room for interpretation for singers
and readers of this document to use a mute vowel. As this paragraph states, “reduced, but never mute.”



67

However, it should be noted in passing that in the regional nordestina>® pronunciation, a
very curious phenomenon occurs, very often used in the cocos>* and other musical pieces of the
region, which consists not exactly in the persistence of the minimal residue of the very short
vowel, but apparently in the complete suppression of the final vowel. The diction for the phrase,
“nosso padim pade Cico,” (padrinho) became universally known in Brazil. The female singer
Elsie Houston intelligently uses this type of diction in nordestina pieces, saying “camim’
(caminho) in Pinido. (Columbia, n.° 7050-B) and “Coc’, Sinha” (Coco, Sinhd) in Eh Jurupand
(Columbia n.° 7053-B).

COMPROMISE VOWELS

When open oral vowels occur in high to very high notes of the vocal register, a
compromise should be used that consists of closing them discreetly. When, on the contrary, the
closed oral and nasal vowels occur in the low to very low notes of the vocal register, the
compromise to be used is precisely the opposite, opening these vowels discreetly in order to
obtain a greater sonority and vocal projection. This is, incidentally, a standard universally
employed for classical singing.

OMITTED CONSONANTS

The consonants j and x are systematically omitted from classical singing when
orthographically represented by an s or z, or further by x before a consonant (echtatico: extatico),
thus avoiding a hiss that, on top of being of great difficulty to emit, constrains the sound with
spurious noises that destroy its clarity. In reality, this will be the only musical convention
rejecting a standard language phoneme, exclusively for singing.

In these cases, the s and z sounds themselves should be used in their values of voiced and
unvoiced alveolar fricative, as they are generally employed in the Northeast, in the Central
Plateau, in the region of Bahia, in Minas Gerais, and all throughout the South of the country.
Thus: instead of “uj livrux”, echperanga, mejmo, we should say “uz livrus”, esperanga, mezmo,
estatico, though always avoiding any excessive sibilation.> The choice between the s, the z, and
the x (ch) will follow the norms verified hereafter in the study of these consonances.

33 Name given to those who are from the Northeast of Brazil.

34 A popular form of song and dance from the Northeast, a combination of African and Native Brazilian
traditions, rhythms, and form.

35 Pronouncing with a hissing or hissing type noise.
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PHONETIC PHENOMENA

In classical singing, the phenomena of assimilation, dissimilation, prosthesis, anaptyxis,
apheresis, syncope, haplology, metathesis, and hyperthesis are normally avoided when not
required by the text.

In set expressions in which the preposition de enters, the apocopes consecrated by
national usage will be accepted even if not occurring in the text, but to which the composer has
given even a single note in the melody. We say therefore: copo d’agua, estréla-d alva, vinha-
d’alhos, fios d’'ovos, d’alma, galinha d’Angola, costa d 'Africa. And also, viv’alma, mink alma,
n’agua, don’Ana, Sant’Ana.

In words ending in consonants that are not /, m, n, r, s, and z, the customary paragoge of
the language is used (sobi for sob; Isaqui for Isaac). The singer should split the single note that
perchance the composer may make correspond to the difficult syllable. If the note is short,
corresponding more or less to the eighth note of an allegretto or even faster, it will be divided
into two notes of equal duration. If the note is longer than this, it will be divided by three or by
four, corresponding to the syllable connected to the third or fourth division of the note. These
two norms serve for any position in which this case arises within the melody. If, however, it
appears in a rapid syncopation, or on a staccato note, the paragoge is admitted so as to not disturb
the rhythmic integrity.

Alegreto
[) » -
- | I
ANEY, j -
o)
...sob meu pé.
Execution:
Alegreto
[) & —
P '
%j—_'!——'—
o)



Andantino

.l 3] |
Y
...sob meu pé
Execution:
Andantino
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F = &

®

...80-b (1) meu pé. 56

In the case where the word is followed by a vowel, diction becomes even easier; like in
this example which appears in Noturno Sertanejo by Francisco Mignone:

J =56
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Execution:
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And so it will also be done in this rhythmic solution given by Alberto Nepomuceno in
Filomela:

36 Musical/Notation: The first note of this excerpt has been updated from an eight note to a dotted eighth
note. This is to provide a rhythmically accurate measure.
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S com alegria
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Text: ... Nem- rod ai-no - cen cia sal - va..
Execution: ... Ng - mrod-iai - no - c& ncia sa - Ilva..
Omitted paragoge:
Alegreto
é ! —i I
ANV
e . - o
..e sob pal -mei-ras dor - min - do...
Execution:
Alegreto

e —— .
[ I an W] I ‘ d ] I [ |
..l 80 - bpa-lmé-iras du - rmi- ndo...

REGIONALISMS

Regional words that are not widely used in the country, as well as technical terms of
regional trades, customs, flora, etc., occurring in classical text, follow the regional pronunciation
in which they are found when they serve for psychological characterization of the subject.
Example:

“e ele me disse sorrindo:
— Como le vai?”

37 Spelling: updated from Nenrod. The text here has been changed to match the text in Nepomuceno’s vocal
score



71

It is clear that in such cases, even erudite diction should parody the characteristic
pronunciation.

However, in cases in which the regional word should merely be a geographical casualty
and not of psychological value to the classical text, the pronunciation conforms to the tendencies
and phonetic laws of the language-standard.

MUSICAL FOREIGNISMS

All foreignisms of musical emission and diction in Brazilian singing are strongly
repudiated, such as: the mute vowels and the paragoges after the Portuguese / or r; the French
nasal; the Italian double consonants; and likewise, the emission of a strong 77 in the consonant
clusters br, er, dr, fr, gr, pr and tr (brruto for bruto, trremer for tremer), in character with poor
Italian singers. Also, the falsifications of emission to obtain a timbre of Afro-Yankee®® or of
Argentine tango singers will be strongly repudiated.

PARTICULAR NORMS
THE VOWELS

A

The a, whether article or preposition, pronoun or crasis, is voiceless and always the same
in the national speech. In the case of the crasis, there is however a “slight secondary accent”
which differentiates them, making the sound in speech a little bit longer. We can therefore
indifferently say, “a casa,” “deu-lha,” “da mao,” “olhei-a,” mas “vou d praia do Flamengo.” In
singing, the crasis is expressed through the discrete clarification of the a.

In the words mas and para, the Carioca pronunciation implies the voiceless a, neither
open as with Caipiras,* Capiaus® and Nordestinos, nor decidedly closed as characteristic of the
Portuguese. In the cases of prolonged notes—fermatas, final notes, vocalizes—in which the
voiceless vowel, shorter by nature, is impossible to be sustained to its exact degree of timbre, the
compromise previously determined by the General Norms is used: discretely closing the vowel
in the middle and upper register and opening it in the lower register of the voice.

38 African American

%% In this case, a term for people from the Central South Region of Brazil, including Sao Paulo. In modern
Brazilian, caipira is often associated with rural peoples, or hillbillies.

%0 In this case, a term for the people from Minas Gerais region of Brazil. In modern Brazilian, capiau is a
term used like caipira, meaning poor, rural/hillbilly, but specifically from Minas Gerais.
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E

The e of the national parlance often sounds like 7, but never however sounds with a
voiceless a or nasal value, as among the Portuguese. We always say “espélho” and not
“espdlho,” “tambéi,” and not “tambdi.”

The tonic e always retains its real value—open oral or closed nasal—extending its cases
to all pronunciations of the country.

The e of non-final post tonic syllables is always closed.

When non-nasal, the final e of paroxytone or proparoxytone words is always voiceless,
sounding approximately as i. When nasal, it sounds always as a nasal diphthong é7 (recebér,
Jovér).

The pretonic e varies with enormous irregularity. It is “open oral in the diminutives of
words that have open and tonic oral e and in adverbs that end in mente, derived from adjectives
with the aforementioned phoneme (pézinho, vélinha, bélamente). [It is] closed oral [when it is]
isolated, generally unprotected or protected,®' followed by / or » (ésdfago, Elmano, délator,
érmitdo ),” or in cases like “batédor,” “corridor,” “camélo,” systematized and generally the same
in the various regional pronunciations of the country.

29 ¢

Often, however, the pretonic e sounds voiceless with the value of i or tends to mute. It is
systematically oral voiceless e when “unprotected/protected, followed by s or x with which it
forms a syllable in the hiatuses (educar: iducar, besouro, estar, exclamar, teatro). Exception is
made for some scholarly words with closed e such as: éxtatico, éxtemporaneo, éxtradorso,
éxtrafino, éxtroversao.”

The voiceless nasal e is systematic when “in the initial syllables (encanto: incanto).
Exception is made for words derived from entre and other scholarly words such as émpola,
énfiteuse, énlevo, énsancha; those whose first element is éntero, ex.: énterocolite; those whose
first component is éntomo, ex.: éntomologia; those whose first component is énto, ex.:
éntozoario, and further, énzoico, énzootia, énzodtico, which have the closed nasal e.”

When the pretonic nasal e is modified by an anterior consonant it is always closed
(péntiar, aténder).

In verbs such as, encher, entrar, embaragar, enganar, entender, ensinar, embalar, the
tendency is towards muting the nasal e, even though the general pronunciation has not yet been
clearly defined. The same can be said of menino, pequeno, pequenino, querido, pedir, melhor,
where the tendency is already more markedly towards to the oral voiceless e, sounding minino,
piqueno, piquinino, quirido, pidir, milhor.

¢! The concept of protected and unprotected vowels is explained best in David Brazil’s book, saying, in
short, that protected vowels are vowels that cannot be varied very much. Unprotected vowels, on the other hand, are
more susceptible to variation/modification. See David Brazil, Pronunciation for Advanced Learners of English
(Spain: Cambridge University Press, 1994), 61.
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The particles involving e such as e, de, em, me, te, se, lhe, lhes, sound as voiceless e: i,
di, im, mi, lhi, lhis. “When nominalized and when an interrogative pronoun governed by a
preposition which has closed e. Ex: “Tem um qué de triste, para qué serve isto?” Also, exception
1s made to some expressions consecrated by usage, in which the most common tendency still
retains the closed e. This is the case for the expressions dé-noite, dé-manha, cor-dé-rosa, pan-dé-
10, dépressa, dé repente.”

In all cases of voiceless e sounding approximately as i, the vowel should never sound
completely as the i of pista or funil. A compromise vowel is used between the e and the i, very
close to the latter; the closer it is the faster the emission of the musical sound to which the vowel
corresponds. The voiceless e is, for certain, one of the sonorous riches of the national language,
and its pronunciation in singing should be studied with great affection and diligence.

To exemplify, finally, the problem with the compromise vowel between e and i, here is
cited the first word of the song by Camargo Guarnieri, O Impossivel Carinho, on verses from the
poet Manuel Bandeira. The song begins: “Escuta, eu ndo quero contar-te o meu desejo.” It is
indisputable that both the pronunciation with closed e and with a clear i of the word “escuta,”
sung at a moderate tempo as it is, would be defective. The closed e would make the phrase
completely encased and unnatural in phrasing, distorting the amorous simplicity of the verse and
the music. On the other hand, a perfectly employed i would give the word almost comic rurality,
counterproductive in effect to the intense and perfectly urban commotion, both in the melody and
in the poem. It is necessary to find a compromise vowel, a vocalic “mixture” of i and e, closer to
the latter because the song moves at a moderate tempo. If the movement of the phrase were
rapid, the compromise vowel would be found closer to the i than to the e.

The following is a summary for the use of compromise vowels, stemming from the
pronunciation of the voiceless e:

I — Compromise vowel closer to e than to i
a) — Sustained notes in the medium and low register;
b) — Fermatas in all of the registers;

c) — Notes in moderate tempo, beginnings of melodies, from parts of the melody, and
phrases after a pause;

d) — Syncopations or strongly accented notes;
e) — High and very high notes
II — Compromise vowels equidistant to the e and to the i:

a) — Vocalises
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IIT — Compromise vowel closer to i than to e:
a) — Rapid notes in any register;
b) — Intermediate notes and ends of words and phrases in any tempo.

In the language-standard, there is a closed e in the first-person plural of the simple past of
the indicative; the verbs: estar, ter, haver, trazer, dizer, fazer, querer, poder, and por (pusémos,
tivémos, etc.).

The phoneme em at the end of a paroxytone word—both in the uncultured pronunciation
of the Carioca language and in the Nordeste and in the Caipira dialect, at least—tends to
transform into a voiceless e: Onti, virgi vagi, etc. (Conf. A. Nascentes, p. 26; M. Marroquim, p.
67 Amadeu Amaral, p. 26). This tendency can be discretely observed in classical singing when
the phoneme occurs on a rapid note within the phrase.

The vowel i always has its specific values for singing in the language-standard.

The tendency to exchange the i for the e in pretonic syllables (déreito, menistro) and to
nasalize the oral i (inlustre) is absolutely repudiated in classical singing. Naturally, exception is
made with the word “muito” in which the diphthong sounds as a nasal.

(0]

The tonic o vowel can be open, closed, or nasal. In the infinite majority of instances, the
cases of tonic open or closed o are generic to the national language in all of its regional variants
and does not encounter difficulties. However, there are cases such as “bodas” and mainly plural
nouns with closed o (esforgos, bdlsas) in which the pronunciation fluctuates and should be
determined case by case. The most frequent tendency is to preserve the closed o in plurals.

In pretonic syllables when the word begins with o, it is always closed or nasal (omitir,
ostentagdo, ondina).

In pretonic syllables in which the o is preceded by a consonant, it is open exclusively in
diminutives, compounds, and adverbs which use mente, formed with words that already have the
open tonic (sozinho, atrozmente, soco-boi).

In pretonic syllables preceding nasal phonemes (a rule that extends to the tonic o), the o
appears systematically closed in the language-standard, never open (soneca, nonada, ontem,
homem, Antonio, conego, tonico, ou Tonico). This norm extends to verbal inflections of identical
phonetic construction; tomo, témas, toma, and not tomo, as in S. Paulo.
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Like the vowel e, the o is frequently voiceless, changing to the u, or better, to a
compromise vowel between o and the u. The o is always voiceless in the particles (both article
and pronoun) os, do, dos, no, nos, vos, and por with their compounds, which sound u, us, du,
dus, nu, nus, vus, pur, purque, purquanto, purtanto.

It is still always voiceless when it appears in any post-tonic syllable (épuca, modu).

In pretonic syllables, the o is systematically voiceless in hiatuses (pueta, mueda, duente,
aduecer) or “when final in the first component of a compound word (salvu-conduto).”

The voiceless o still appears frequently in other cases without the possibility, for now, to
state fixed rules or even to denounce tendencies. Thus we will say: cuzinhar, cuzido, cumer,
cumpadre, bulir, durmir, muleque, murcégo, currida, pulicia, surprésa, fulhinha (calendario, as
opposed to folhinha, diminutive of folha), curpinho (piece of female clothing, as opposed to
corpinho, diminutive of corpo) mucambo, buneca, curuja, pusicao, lumbriga, engulir, puente,
expuente.

The following is a summary for the use of compromise vowels, stemming from the
pronunciation of the voiceless o:

I — Compromise vowel, closer to the o than to the u:

a) — All of the cases of pretonic placement in which the pronunciation is still uncertain
between closed o and the voiceless o;

b) — Sustained notes in the medium and low register;
c) — Internal fermatas in these same registers;
d) — In the words com, conforme, and como on slow and moderate notes;

e) — Notes in moderate tempo, at the beginning of melodies, parts of melody and of
phrases after a pause; (This is a case, for example, which corresponds to the
citation we made regarding e in the piece O Impossivel Carinho by Camargo
Guarnieri. In the chorus of Uiaras by Alberto Nepomuceno, the depiction begins
with the phrase: “no fundo das aguas ... .” The normal spoken pronunciation
makes it sound as “nu fundo das 4guas.” But as the tempo is not very fast—it is
quite accentuated and begins the phrase—the clarity of the discourse can only be
obtained if one emits a vowel closer to the o than to the u. However, this very text,
set to music by Jodo Gomes Junior, makes the syllable fall on an unaccented
eighth note of an allegretto. The pronunciation here of an o closer to the « in no
way impairs the intellectual clarity of the text);

f) — Syncopations or strongly accentuated notes;

g) — High and very high notes
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h) — Fermatas in the upper register
I — Compromise vowels, equidistant to the o and to the u:
a) — Vocalises

IIT — Compromise vowels closer to the « than to the o:
a) — Rapid notes in any register;

b) — Intermediate notes or ends of words or phrases, in any tempo

¢) — The word “com” when occurring on rapid notes.

U

The vowel u does not present peculiarities, being always oral or closed nasal. When oral,
poor singers tend to nasalize it, a tendency that is also at times observed by popular singers. This
tendency is rejected in classical singing.

PROLONGED VOWELS

The final tonic i is pronounced by nearly all of Brazil as a falling diphthong, formed from
two iis: perfiis, vii, viis. This phonetic phenomenon, more noticeable perhaps in the vowel i
because it is the brightest of them all, is generalized to all of the other vowels. It is perceived as
an avatar of the Latin syllabic qualification, in which the long syllable accommodating itself to
the physiological law of least resistance, would rest from the increased effort to emit the new
syllabic articulation of the unprotected tonic vowel, in support of a short, almost mute, vowel.
Those who observe the national pronunciation of words such as Para, parar, sopé, ipé, soco, sol,
batecum, and azul, will note that we say, as in the case of final tonic i: Parda, pardar, sopée,
ipée, socoo, sool, batecuum, azuul.

As arule to be established for spoken pronunciation, make sure that the second vowel is
always of the same clarity as the first; open if it is open, closed if closed.

This tendency in Brazilian pronunciation, which needs further experimental verification,
will not be observed in singing, neither in rapid notes nor in slow notes in any position in the
phrase since it would cause an inelegant and damaging oscillation to the sung voice. It will be
employed only when it falls under syncopations, whose vocal execution already implies a vocal
oscillation in cases of simple vowels.

In cases of syllabic nasalization, it is necessary to particularly observe the two
intermediate vowels of the two sequences a-£-i and a-O-u. Both cleanly form diphthongs with
their compromise vowels, the e with the i and the o with the u: séim, tambéim, boum. This is in
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fact one of the most beautiful phonetic subtleties of the language—a difficulty with which all
foreigners despair.

The diphthongization of nasals by grouping different vowels further affects post-tonic
syllables in the cases of d and €. We write amam and estendem but we pronounce amdii and
estendéi.

It is also worth noting that in uncultured or sloppy pronunciation, the tendency for
diphthongization of the final tonic vowels increases in other manifestations generally repudiated
in cultured language. The a emerges diphthonging to the u (animau for animdl) and to the i
(rapaiz, atrais). The vowels e, o and u diphthong with the i (péis, retrdis, luiz). Such cases are
repudiated from both oral and musical pronunciation in the language-standard, as long as they
are not generalized.

This tendency toward diphthongization of final tonic vowels should be applied in singing
in accordance with the following general rule for sung execution of the falling diphthongs.

DIPHTHONGS AND HIATUS

Diphthongs should be considered by the singer as a single vowel followed by the falling
diphthongs of a semivowel or preceded by the rising diphthongs of a semi-consonant. This
semivowel or semi-consonant should be executed with the same discretion and brevity as the
consonants, in accordance with that which was stated in the General Norms.

When the diphthong, the triphthong, and the hiatus are divided between two or more
consecutive notes by the composer, every element of the vocalic grouping will necessarily reside
within the note that the composer assigned to it.

In cases in which the composer leaves the division of the diphthong ad libitum, if the
notes are in a slow tempo, it is appropriate to prolong the vowel of the diphthong through the
various note lengths given to it, so as to not lose phonetic integrity. Such is the problem left to
the singer by Heitor Villa-Lobos, in his song, Confidéncia:

Alegro
A animando sempre
,-"'"'__"'--\.--'-'_‘-'-. | —
o | ™ - -
7/ = = =
| Fan Ll
RN
(Y]

Meu
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instead of executions that tend to prolong the semivowel, phonetically deforming the diphthong,
as:

Alegro
animando sempre
g | 9 . * . *
S —
[,
Mé - u

give preference to a vowel prolongation until the final sound, the final sound thus obeying the
rule that will immediately follow. The execution is therefore:

Alegro
animando sempre
n D IS D
A3 = = =
[ I an WA ./
NSV 3
®)
mé eu

When the falling diphthong is assigned to a single note by the composer, the singer
divides this sound by three or four equal parts and gives the third or the fourth part of this
division to the final semivowel. The hiatuses that the composer reduces to falling diphthongs
follow the same norm. The normal emission of the falling diphthongs is therefore:

Tta

A
=

pai
mae
nau
rel
véu
viu
bo1
fu1
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Execution:

pa - i
ma - 1m
na - u
e - 1
vé - U
vi - u
bo - 1
fu - 1

Lourenco Fernandez therefore proceeds, incidentally, in the musicalization of the word “fltido”
in his Noturno:

Calmo
f) 4 # A
pr A Tl Y
FL Tl A N . - T
Iy 7 = 3 !
sV
Y]

..ne - bli - na flu - i- do...

There are, however, cases in which the composer himself proposes special divisions,
which must be obeyed. This is the case, for example, in this evanescent final phrase proposed by
Francisco Mignone in Fim de Romance:

J =72 cedendo

n I/ B [ [ Y
h| | I | ) .
%ﬂ;:Lﬁi s =

LINor - e - U

In allegrettos and faster tempos, if any falling diphthong or falling diphthonged hiatuses
occur within the phrase on a single short note, this note should be divided into two equal parts;
one for the vowel, another for the semivowel. Thus, the writing:
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Alegreto
) 4 N rm— — |
e e e s o
oo — — = ’
o)
...meu mal vai cau-te - lo - so..
will be sung:
Alegreto
E = —= |
{37 @ o @ 7
(5 »
o)
.mé-umal va-i ca-u-te - 10 - su..

(It should be noted that such theoretical subdivisions—purely normative—should never
receive a mathematically rigid execution in singing. They are simply guides for emission of good
sung pronunciation, which is up to the singer to apply without harshness and with naturalness...)

When the falling diphthong occurs over a strongly accented note—which corresponds
more or less to the quarter note of an allegro or to the eighth note syncopations of the allegrettos
of our sambas and other popular dances—the accent forces a rhythmicization exactly opposite to
that which was designated as standard. When divided by three or four, the note—the legitimate
vowel on which the accent falls—receives only the third or the fourth of the division, leaving the
rest to the semivowel. Francisco Mignone, using in fact two sounds, observes exactly this sung
execution of accented falling diphthongs, when in his song Musa Que Passa, he divides “foi” in
this way:

-, — ]26
f) = e
#\—&—' * ®
o U .} I )] " "4 | J\ I
!) T f’ T T | T
..E lou -ca se fo-1 bus - can - do...

In high to very high notes especially, the emission of the semivowel of falling diphthongs
becomes extremely difficult, especially if it is an i. Its value should be given with little clarity,
gradually dissipating. Emitted quickly and sharply, it provokes a sensation of choking that is
eminently unflattering. It was because of this that it became necessary to give a real value of a
sixteenth note or a thirty-second note to the semivowel in the rhythmic division of falling
diphthongs. It should normally be short, but conceived as a legitimate note, participating in the
rhythmic division of the melody so as to be able to fade into a decrescendo that never chokes.
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However, with rising diphthongs and rising diphthonged hiatuses, the same is not
normally the case. Since the semi-consonant precedes the actual vowel, it will be given a value
of acciaccatura to characterize its clarity and speed of emission—in short, its legitimate purpose

as a consonant. The normal emission of rising diphthongs and rising diphthonged hiatuses is
therefore:

—AQ
o)
(du) zia
(Sér) gio
quié (to)
(ta) bua
vio (la)
mio (lo)
sué (ter)
moi (nho)

Execution:

N>
( =

(da) zi - a
(Sér)gi - u
qui - € (tu)
(ta) bu - a
qu - al
vi - 6 (la)
mi - 0 (lo)
su - é (ter)
mu - i (nho)

Various composers have already spelled out this musical solution extensively for rising
diphthongs and rising diphthonged hiatus. Luciano Gallett, for example, in his Infancia
Brasileira sets to music the word “canaviais”:
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b s =
==

T

|

\o

E;_’ (sic)

...ca-na - vi-ais...

The same was done by Camargo Guarnieri in Minha Viola, both in this last word and in
the rising diphthong created by the ligation of words in the phrase “E & noite ...”

f) "
X B )
sic
& > —(sic)
o)
Vi-o - la...
(ﬁ N
& & = A I .' 1 {'Sic)
) = :
E a noi - te

Al

This diphthong shows a slight tendency to transform into éi in some words (arraigar:
arréigar, taipa: téipa). When, within words, it is not determined by the text, this tendency is
avoided in classical singing.

In the case, however, of the diphthong resulting from the ligation of words, the tendency
is instinctive and prevalent, as observes Souza da Silveira (pp. 69 and 74),%? with excellent
examples:

trinta-e-um: trintéi-um

trinta-e-dois: trintéi-dois

“Ultima flor do Lacio, inculta e bela”
“Ultima flor do Lécio, incult’ei bela”.

When the composer provides only one note—moderate or rapid—for this vocalic
ligation, this tendency should be respected with discretion. In long notes it is avoided.

62 This is in reference to Souza da Silveira’s book Li¢des do Portugués, ed. 1934, which was cited in the
introduction of the Normas.
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C s

Mo

Text: .- gar-raa-dun-cae ma.

Execution: ..a ga-ir'a- di-nquéi ma.
Andante
) [ p—
=
y
i
e
..a-dun-cae ma.
Execution:
Andante
f) p—
P | . ‘nhl
2= ==1F
Y]
a-di -nca-i ma.
AU

With this diphthong there is a tendency, identical to that of the previous diphthong, which
transforms it to ou (tauru: touro). When the diphthong results from the ligation of words, this
tendency can be applied exclusively in rapid notes in cases that, having a triphthong, economize
the vocalic emission.

Alegro

s, —

D e o

)
Text: ...en-tre- ga-tevao mar

Execution: ..1-ntre ga-tid0  mar

But:
Alert’ au mar
Joagadudu mar
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AO

This diphthong, to tell the truth, does not exist in vocal emission and should be
assimilated to au in words like caos (primitive hiatus already transformed into a diphthong)

AO

An example for the normal pronunciation of this diphthong has already been given in the
discussion dealing with Prolonged Vowels. It is pronounced exactly as dii.

It often occurs in popular or popular-esque® singing, that the awareness of the
pronunciation of the d-i of this diphthong leads people to give it two melodic sounds; one for the
a and the other for the #, thus giving a feminine ending to the melody (See the lundu La nas
Matas do Sertdo, Archive of Melodias Populares of the Discoteca Publica® of the
DEPARTMENT OF CULTURE: codex V. doc. No. 18; or the children’s round Tenho um

Cachorrinho, registered by Camargo Guarnieri).

In the sung diction of the tonic do in two melodic notes, instead of this popular division,
the prolongation of the 4 is to be used so that the diphthong maintains its phonetic integrity:

Andante

0 —_
) 4
:@Fr | | 7
")) —

..co-ra ¢d - ai

e

In the sung diction of the post-tonic phoneme am, on a single rapid note, discreetly opt
for a compromise vowel that is very close to the popular um.

Alegro
y
G2 = "~ F F \
\;;'.l:l" = i
Text:..pe - di-ram s6 ca - lor
Execution: ..pi - di-rum soO ca - lor

65

In singing, the post-tonic phoneme do retains its value of @i with which it is spoken.

The adverb ndo (nait) also remains intact in classical singing. In set phrases like “nao sei
ndo” and “ndo ¢ mesmo?”, in which the tonic of the phrase falls—in the first case on the second

63 This term can also be equated with folk singing and can be translated as such.

% Public Recording Library

%5 This popular um sound is a nasalized 7. In the example, pi-di-rum would be pronounced pi-di-rizm. This
probably wasn’t included in the example because this nasal would be implied for am, which the norms are advising
to opt for a sound closer to @m in this instance.
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ndo, and in the second case on mes(mo)—observe the general tendency, even among cultured
people, to convert the first ndo of the phrases into a faster sound that is very close to the popular
num (ndo). When the first ndo of such set phrases occurs on a rapid note, this tendency brings
greater naturalness to the phrase while at the same time facilitating the elocution of the phrase
because it appears to correspond to the psychophysiological requirement of words of its kind.

The tendency to convert the phoneme om to do (bom: bdo) is repudiated, retaining the
phoneme as in the Northeast (M. Marroquim, p. 73), in all of its purity.

EI

The popular tendency to drop the i of this diphthong (béjo for beijo, mantéga, quéjo) will
be completely disregarded in classical singing because, besides its inelegance, it hinders the
musical emission of the phoneme.

The diphthong éi, when unaccented and final, sounds frequently as a voiceless e in
standard language (razoavis, amavis, comestivis: Conf. A. Nascentes p. 30). This tendency will
be observed in classical singing when the phoneme occurs on a rapid note, emitting a
compromise vowel closer to the i than to the e.

When the phoneme éi occurs in the high register, a bit of the French eu should be mixed
with the vowel of the diphthong so that it doesn’t sound ai (esquecerai for esquecerei) as occurs
among poor singers.

OI and OU

In reality, the diphthong ou does not exist in the uncultured national language, which
reduces it to closed o. It tends to quickly disappear from the cultured language as well. These
two diphthongs are often exchanged one for the other, the national pronunciation seeming to
want to slightly contradict the Portuguese. In Brazil, the words ouro, lavoura, outro, vindouro,
matadouro, loucura, louco, and estouro, as well as dois, doido, oito, dezoito, oitava, coiteiro,
foice, afoito, agoite, acoitar, biscoito, toicinho, noite, moita, and coisa are generally used. In
these words and others in which there is national duality and hesitation of pronunciation, the
singer conforms to the phonetics of the texts, adopting the form preferred by the writer.%

There is neither hesitation nor exchange between 6i diphthongs and ¢i. The latter occurs
mainly in the plural of words with o/ (sois, caracdis) and in verbal inflexions when final (sde,
moe). When the diphthong appears in the penultimate syllable of verbal inflexions, it is always 6i
if followed by a consonant (perndito, agoitas) and almost always open if followed by a vowel
(boio, boias, boia, but béiamos). The pronunciations of dito, dezoito, vint'oito do not occur in the
language-standard and are malicious.

% As an observation, this paragraph seems to go against the very reasons that they are having this
conference and making these norms. If there is a national duality, it seems the duty of this conference, to rule in
favor of one or the other as a national standard. True, there will be variation at times, to which this Congresso is
open, but to leave these cases up to composers seems like a step back in the direction from which they were fleeing.
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Rising Diphthongs

Rising diphthongs, whether legitimate or provoked by the musical condensation of
hiatuses, when corresponding to a single note in the melody, follow the previously determined
norm.

There exists, as Said Ali observed (op. cit. p. 17 and ss.), a popular national tendency for
the setting of hiatuses in vocalic groups which Gongalves Viana gives as diphthongs for
Portugal. In Brazilian popular music, this tendency is easily proven because, in the majority of
cases, two melodic sounds are given to the hiatuses of words such as di-abo, mi-udo, mi-udinho,
pi-olho, mu-inho, and pu-eta (Compare to the piece Canto do Matuto, recording from Discoteca
Publica, DEP. OF CULTURE, disc series ME, No. 4; the popular melody from Catulo Cearence
—“Ndo ha pu-eta, ndo ha...”; the marchinha®’ Sossega Li-do from the Carioca Carnival of 1937
or even the division “ga-vi-@o” in the popular Gavido de Penacho, set to music by Francisco
Braga. One can even observe the exaggerated musical hiatization of “espi-ando,” “tapi-ac¢do,”
and “ocasi-do,” in the piece Meu Coragdo Nao Te Aceita, on Odeon disc n.° 10569-B).

Barroso Neto, in Olhos Tristes, presents a very appropriate solution when having to
rhythmicize the word “poente.” At the same time that he sets the notion of the hiatus through the
distribution of two vowels in two different sounds, he rhythmicizes it in a manner that is almost
identical to the previous proposal (p. 35) for rising diphthongs, giving a value of a thirty-second
note to the o:

Lento e doloroso

A
]

\ A
ﬁ ﬁ (sic)

o Y
] |\

N

f)
pa
0

...80is co - mo dois s6is num po - en - te..

When the hiatus is post-tonic, there is a certain tendency to eliminate the first vowel
(histora for historia, culéju for culégio, puli¢a for pulicia) or to move it to join the tonic to form
an easier falling diphthong (tduba for tdbua, réuga for régua: A. Nascentes, p. 20). This vice,
which is not common even in Carioca speech, will be avoided in classical singing.

EA

In this hiatus, an i is added to the tonic vowel (idéia, européia, assembléia).

EA and EAO

In these hiatuses, the e sounds systematically as voiceless (rial, tiatro, lido), creating the
need to use a compromise vowel in classical singing.

AlA, Al0, ElA, EIO, 14, 10, OIA4, OI0, 014, 010, UIA, UIO

In all of these hiatuses, standard language slightly prolongs the i: sdi-ia, Mai-io, féi-a,
etc.). Such a prolongation cannot exist in singing, not even in the case of very strong accents or
syncopations since the semivowel i of the initial diphthong is emitted with only an acciaccatura:

67 Little marching song, popular during Carnival.
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Andantino
f) & |
F - |
F. & L K I
[ M an) i P
sV —_—
e/
.mi-n-nu f& - 1 -nu

Some composers already apply this norm that separates the actual falling diphthong,
creating a new fictitious rising diphthong through the transformation of the semivowel into a
semi-consonant, joined to the vowel of the syllable that follows. Lourengo Fernandez, in his
Cangdo do Bergo, distributes the voices in this way:

J=58

J

L &»
=]

1A

e)
...mi - nhas ve - ias. (sic)

Jodao Gomes Junior, in Canc¢do do Exilio, does the same:

Andantino
0 . N N N X
3] N ] ] ] ] )
= = o
¥ -
!) r ——
...gor - ge-iam nao gor - ge - 1am (sic)

Make exception only for the two cases of io and ia, in which the prolongation is
obligatory and inevitable even in singing:

Andantino
o4 |
Y J K 1
| M an e T
AN — .
o)
...di mi-nha t1T 1-a

04
In this hiatus, which tends to transform into rising diphthong, the o sounds always as
voiceless (muagem, puadia), implicating the emission of a compromise vowel in singing.
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Ligation of Words and Triphthongs

When a word ends with a vowel and the following word also begins with a vowel, the
resulting hiatus can often disappear, either by contracting the two vowels into a diphthong or by
one of them devouring the other. The phenomenon depends, in the infinite majority of cases, on
the rhythm and the psychological accent of the phrase. Those who beg the player of their club to
score a point in the game, insist on the “um” and clearly pronounce the hiatus: “Faca um!” But if
begged with almost imperative insistence, just “um s6” point, the rhythm of the phrase, moving
from the “um” to the “so,” obligates it to convert the hiatus into a diphthong: “Faca um! Faga-um
so.” But if in desperation, getting irritated even, he orders that the player to make the point; this
accelerates the rhythm in which it goes even more, devours the most useless vowel for the
occasion, and then exclaims this complete phrase: “Faca um! Faga-um s6! Com mil diabos, fa¢-
um so!”

This example is sufficient to demonstrate the impossibility of fixing norms for word
ligation. Each phrase has its rhythm and psychological properties, impossible to reduce to
general cases. The problem will depend therefore almost exclusively on the intelligence and the
expressivity both of the composer and the singer.

There are, however, some physiological pronunciation trends that may in some form
orient the singer’s diction.

Voiceless Initial Vowel

When the first word ends in a voiceless oral vowel and the following word begins with
this same vowel or the vowel immediately following from the two falling sequences, a-e-i and a-
o-u; if the second vowel is not tonic, in general it swallows the first. Compare:

ata: Voce fa¢’a mesma coisa ...
a+e: Ganhei uma notexcelente.
ete: Pobre d’isipirito.

e+i: Pobr 'instinto!

a+o: Na cas ‘'oposta a minha ....
o+o: Corre camp 'O Boi Espécio ...
o+u: O sonh utilizado ...

In the case where the second vowel is tonic—the voiceless e before the ¢ or the &, the
voiceless o before the d, 6, and u, as well as in jumps from one of the two-vowel sequences to
the other (eto, e+u, ote, o+i)—the voiceless vowel is never swallowed by the tonic vowel that
follows it. Make exception only for set phrases such as vinha-d alhos, fios-d ‘ovos, which we
received pre-made by the Portuguese.

In all other cases where the second vowel is tonic, only the rhythm and the psychological
movement of the phrase can really determine the pronunciation. Compare:
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N3o havi’alma viva.

ata:

Quer que faga-alto?

“Boi de faméh bumba!” (Popular fluminense®® example.
a+é - Discoteca Publica, Dep. de Cultura, Codice VIII, n.° 19%),

Quem tivera-éxtase tamanho!...

etc.

Tonic Initial Vowel

When the first word ends in a tonic vowel, the two vowels are generally preserved, most
often forming a hiatus and more rarely a diphthong. Even in the case of the tonic i being
followed by voiceless e or i, cleanly observe the prolongation of the i: “nunca vi-idoneidade mais
discutivel” and ““ali-istavam trés homens.”

Triphthongs also present an innumerable quantity of cases, dependent particularly when
derived from the ligation of words, the rhythm, and the psychological accentuation of the phrase.

In any case of word ligation such as triphthongs, when it occurs on a single note in the
melody, it will depend on the singer to correctly measure the division of the note in such a way
as to balance the requirements of singing with those of the psychological expression of the text.

As a general norm, when none of the vowels are swallowed up by another, the singer
conceives only one of the vowels as true and the others as semivowels or semi-consonants,
applying to the musical emission the norms given for diphthongs. Observe, for example, the
division by half, proposed by Francisco Mignone in Teu Nome:

J=104 Poco meno
0 N e A\
T T— . 3 -
{enZ ) 2 - (sic)
TR T /l /l Z ] x
[, 4
Nun - ca o dis-sea nin - guem

The rising diphthong “cu’d” (com a) frequently used in meter by poets, found in
Francisco Braga the musical fulfillment proposed previously for rising diphthongs in the piece
Trovador do Sertdo:

8 A term for the people from the state of Rio de Janeiro.
% Public Record Library, Dep. Of Culture, Codex VIII, No. 01



90

Andantino
i P o
b ! - sic
B { s Nt o T 3 (
o)

Coma per-nae bra-cos nas...

In the same piece, this exact solution is repeated in the rising diphthong “e as plumas”:

; ——# o (sic)
AN v ]
!_/" — (
E as plu mas...

L. Gallet and Camargo Guarnieri had the same procedure in the examples cited on pg. 36.
Even Villa-Lobos in Cascavel proposes the same solution for the diphthong “uon” (ninho onde):

bz i )
(o ] (sic)
e
...ni - nhoon - de
THE CONSONANTS

B — Preserve always intact in its two values.

C — or Q — As unvoiced occlusive velar, preserve always intact. It does not sound in
the words desinfectar and secg¢do. It sounds in dactilografo and in its derivatives. The first ¢ also
sounds in acceder, accepgdo, accessivel, accessorio. In uncultured pronunciation at the beginning
of words, it tends to soften (Gosme for Cosme, Gosmético), a phenomenon that will be rejected
in classical singing.

D — Preserve always intact.
F — Preserve always intact.
G — As a voiced velar fricative before rising diphthongs in words with ua (agua), the g

can be pronounced very lightly and without clarity, as in the Nordeste,’® because this
pronunciation improves the vocal emission without damaging the intelligibility of the text.

70 Northeast region of Brazil
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As a voiced palatal fricative in uncultured pronunciation, the g tends to soften in certain
voices, into z (Zinebra for Genebra), which will be prohibited in classical singing.

J — Preserve always intact.

L — In popular speech it is sometimes replaced with » (marvado, Zirda) which will not in
any form be permitted in classical singing.

It should never be vocalized (animau for animal’’) as it sometimes is in uncultured
pronunciation.

When at the end of a word, it invariably falls among the uneducated and frequently in
sloppy language. This slackening of pronunciation should be avoided in its popular crudeness,
but the singer should especially avoid the contrary vice that consists of rolling the / to the point
of duplicating it. Not liberd, not liberall, and much less liberali. The pronunciation should tend
more to the uneducated phenomenon, with the delivery of a very light /—almost nonexistent—
principally on rapid notes and on ends of words, so as to never harm the purity of the vowel to
which the / is joined.

LH — This is not exactly a consonant cluster because the two letters merge to form an
indivisible sound. Preserve it always intact.

In uncultured language, it tends to be voice as i (foia for folha), which is not permitted in
classical singing.

Other times it tends to depalatalize (mu/er for mu/Aer) which is also not tolerated.
M — Before a vowel with which it forms a syllable, preserve it always intact.

When the syllables em and im—ends of oxytone words—are followed by a word
beginning with a vowel, the m always becomes the consonantal value nA (“véi-nharmar” for

“vem armar”, “sei-nhir néi-nhisquecer” for “sem ir nem esquecer”; “vim-nhaqui” for “vim aqui”;
“assim-nhus pais” for “assim os pais”).

It can be observed by these examples that the final m never has an exact occlusive value
in the pronunciation of the language. Before the consonant or final, it gives slightly, never able to
trigger the complete conjunction of the lips or to transform into nA. This is one of the delicate
phonetic subtleties of the language that foreigners, principally Germans, find very hard to learn.

N — Preserve always intact in its two values.

7! This seems to be the most common pronunciation in modern Portuguese and what one would likely sing
from the stage.
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It tends to disappear as a final in post-tonic syllables of erudite words (Germe: gérmen).
In cases like this when required by the text, it should be pronounced very lightly—almost
nonexistent.

In uneducated pronunciation, it tends to palatalize before the voiceless e or i (demonio
for demonio), which is not used in classical singing.

NH — As in the case of the LH, it is not exactly as a consonant cluster because the two
letters merge into an indivisible sound. Preserve it always intact.

In uneducated or sloppy speech, it tends to convert to n (compania for companhia), which
will be avoided in classical singing.

P — Preserve it always intact.

The p should be pronounced in the word currupto and in its derivatives. It should not be
pronounced in excepgdo, excepto, exceptuar, psalmo and their derivatives.

R — Only softly between vowels in the interior of words or when final followed by a
word that begins with a vowel (levar-amanha).

When final of a word which is sung in the high register, in uneducated or sloppy
pronunciation it tends to be swallowed up by the accent. But as was said for the identical case of
the /, the contrary tendency is also defective, so to speak, which consists of excessively rolling
the final 7, giving it a guttural value. This last tendency should be strongly avoided in classical
singing because it gives the emission of the vowel a tail of noises that are absolutely inelegant
and harmful to the purity of the voice. The phonetic simplification that leads people to omit the »
in this case is what should be studied and applied discretely in classical singing. Not through the
cruel omission of the consonant, but through the execution of a very light », almost nonexistent.
Both in internal cases of fast melodies and in fermatas and ends of phrases, this very light
facilitates the sung diction and makes it musical.

S and Z — These two consonants only have to be considered when they are the final of
words. If a word is isolated or comes as the end of a phrase, the two consonants get confused
(Comp. gas, gaz, atras, atraz, “Nunca me veras!”). They are also confused in their value of z
when, in the same final position of the word, they are followed by another word that begins with

199 ¢

a vowel (“nunca mai-z-amei”, “alu-z-ardia”).

However, when in the same final position of words, they are followed by consonants,
they constitute a phonetic subtlety, both of which have the value of sometimes unvoiced s,
sometimes z. Both the s and the z sound clearly as z when they come before b, d, g, [, m, n, r, v,
and z. But they sound much more muted—almost with the value of ¢—when they come before
unvoiced consonants. (Observe the difference of value, voiced or unvoiced, of “outra-z-batas”
and “outra-ss-catas”).



93

Although the s with the phonetic value of j or x of the language-standard has been
recused for classical singing, there are two cases in which this pronunciation is advisable,
principally in fast melodies since instead of adding sounds, it reduces them. This happens when
the s comes before j (ge or gi) or the x (ch); cases in which it is assimilated in the pronunciation
of the language-standard (A. Nascente, p. 44): “u-jarros” for “os jarros,” “a-g-irafas” for “as
girafas,” “a-ch-aves” for “as chaves,” and “u-x-enxéns” for “os xenxéns.”

The internal s, which the people of Brazil tend to transform into j (quaje for quase), is
strongly repudiated in classical singing.

T — Preserve it always intact.
V' — Preserve it always intact.

The uncultured tendency to exchange it for b (berruga for verruga) is rejected in classical
singing.

X — Beyond its phonetic values of unvoiced palatal and alveolar fricative, it sounds more
rarely as a consonantal cluster cs (ficso, anecso, Lucs). In this conformation, follow the general
norm of emission for consonant clusters in classical singing.

In uncultured pronunciation—principally from the Caipira zone—arises the tendency to
transform the palatal value of the x into the consonant cluster #x (c6tcho for coxo, atchei for
achei). This pronunciation is strongly rejected in classical singing.

The x is not pronounced in exceder, excelente, excelso, excitar and their derivatives.
Consonant Clusters

Unlike the groups ss, 77, [h and nh in which the consonants merge and form one
indivisible sound, numerous other consonantal combinations appear in the language in which
each consonant maintains its own value. In all of these cases, the first consonant of the group (or
the first two in the ternary groupings) should be conceptually conceived by the singer as if it
were a very quick and clear acciaccatura more often than not. The acciaccatura belongs to the
note when the consonant cluster occurs within the syllable or it belongs to the anterior sound
and, consequently, it will take part in the rhythmic value if the cluster derives from the collision
of syllables or words.

First case:

f-la - gra- t



94

Second case:

) X
C K
] [ ™ —
<V 7 — X
[ Y] N -

A-s ca-s -ca - s

There are certain cases in which the first consonant of the group can be emitted without
clarity. In fact, it is observed that both in familiar uncultured speech and at times in the cultured,
certain consonant clusters tend to simplify, losing one of the consonants (quato for quarto,
istrumento for instrumento, néga for négra, poblema for problema and the gerunds sorriro,
perdéno etc.). It is clear that this tendency, when not required by the text for humorous or rural
effect, is avoided in classical singing. This enters into evidence, however, the extreme dilution
with which should be given, in many cases, to one of the consonants of the consonant cluster by
the attentive singer together with the national timbre of their speech and the musical beauty of
their voice. It is indisputable that, occurring in rapid notes or in a high register of the voice, the
negroism’>—passano for passando (R. Mendonga, p. 189) and pronunciation like quat(r)o,
neg(r)a, tam(b)em, with the consonants in parenthesis given very diluted, almost illusory, or even
at times nonexistent in cases of allegros and prestos—increase national character to the voice and
facilitate musicality.

The consonant cluster sc before the e or i, though preserved orthographically, is not
national and will not appear in classical singing (nacer and not nas-cer).”?

The r preceded by another consonant belonging to the same syllable always has the soft
value, never tending to Italianize into a harder value (brando and not brrando). If the first
consonant belongs to the anterior syllable, the » has a strong value (abal-roar).

In consonant clusters in which an / occurs, they tend to be replaced by an » (Girda for
Gilda, craro for claro), a caipirismo’ which is not tolerated in classical singing.

The tendency for the metathesis (preguntar, and proguntar for perguntar) will be ignored
in classical singing when not established by the text.

The tendency for the epenthesis, common in uncultured and cultured speech alike of
Brazilians in general—which interlays a voiceless and, at times, closed e in the clusters bc
(obicecado), bd (obidurar), bj (obijeto), bn (abinegado), bs (abissoluto), bt (obiter), bv (0bivio),
c¢ (infequigdo), cm (4quime, en (dquine), ct (inféquito), dj (adijacente), dm (adimirar), dn
(adinato), dv (adivogado e adevogado), gm (praquimatica), gn (iguinorar), mn (minemdnica), p¢

72 Literally translated: blackisms or negroisms—meaning speech tendencies and patterns that come from
the black population.

73 This means that the s and the ¢ will be written together, but the sung form will sound as [s] and not as an
[sk] as in Italian, for example.

74 Literally translated: hillbilly-ism—meaning speech tendencies and patterns that come from rural Brazil.
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(recepi¢do), pn (pineumatico), pt (ecépito), cs (figuisso por fixo), tm (atimosfera)—should avoid
too much exaggeration of the added vowel. But it should be applied very discreetly by the singer,
as it represents a normality of the national language and one of its sensible differences as it
relates to the Portuguese language as spoken in Portugal. In such cases, the singer will follow the
same norms of the paragoges indicated on page 13.

Heitor Villa-Lobos does not hesitate to clearly demand the national epenthesis, giving an
isolated sound to the consonant. In Cascavel, a piece from his youth, he was already writing:

—2— 2

2 | 7 :
ﬁ‘ | ! I I) (SIC)
' 4 4 4 r
.in - ter - rup — ta de..

The non-ligation of the two Bs already indicated the desire of the composer to give value
to the isolated p in a syllable. Now in his maturity in Chéros No. 10, the intention of the
composer is clearly expressed by the way with which he arranges the letters under the notes:

. =96
A —3
LL
GEE=reTEie

Deos a rhy th - mar (sic)

Still, with respect to the national epenthesis, one can consult the curious piece, Canto
Tétrico, on Columbia disc No. 22052-B in which it metrifies and pronounces using the
epenthesis with exquisitely discrete diction. It is clearly heard “maliguina,” “diaguinostico,” and
others with lesser clarity.

Warning

The fixing of these norms does not imply, in any form, the definitive and unappealable
establishment of the phonetics of the language-standard. For this very reason, they were called
“normas” and not “laws.” There are cases which, although defined by the acute and cautious
attention of eminent philologists, still lack experimental proof. There are other cases which are
also dependent on more complete generalization, not only because living languages are human
manifestations of perpetual evolution, but also because the national language is still in an
incontestable phase of adolescence and development. Further experimental verifications as well

as new fixations which might appear, should necessarily transform the norms with which they
collide.
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THE FIRST CONGRESS OF THE SUNG NATIONAL LANGUAGE exalts the strength
and richness of the national language, and it recognizes the rights of life and movements, which
will be as the very life and movements of Brazil.
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Chapter 5: AS NORMAS — AN UPDATED AND CRITICAL
EDITION

When working with the original text to provide the English translation, I noticed that in
the original Portuguese text there were many errors in grammar, spelling, consistency, and that it
was not always as easy to read as it could be. This updated and critical edition of the Normas that
can be found below will apply and make current advancements to the Portuguese language from
the time of publication in 1937 to present day. Updates will involve: correcting spelling and
orthography, improving consistency of style and formatting, updating all musical examples
among other things. This is to improve the quality and readability of the document and to make it
readily available in a digital format for use in continued research and publications. While my
main focus of this dissertation is to provide these Normas for English speakers, it is important for
this document to also be updated from the original text into a more accurate and cleaner version
so that that this publication will be of some use to the Normas’ original target audience:
Brazilians and other Portuguese speakers. Since the Normas were first published in 1937, there
have been many advancements in technology and to the Portuguese language itself that, when
applied to the Normas, will make significant improvements to the access, readability, and
usability of this important document. While updating the original Portuguese, many factors were

considered and need to be addressed:

1. Published use/appearance of the Normas from the time of 1937/1938
From the time of the publication of the Normas, there has been only one other attempt to
use and include the Normas in the original Portuguese in a published work. Vasco Mariz, in
writing about Brazilian art song, A4 cancdo brasileira de caimara (The Brazilian Art [Chamber]

Song), didn’t have any other resource to describe Brazilian Portuguese diction in singing to help
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Portuguese speaking readers of his book to navigate the Brazilian songs that were the subject of
his book. In 1980 with his 4th edition, he included a portion of the Normas of 1937 as an
appendix, updating many aspects of the formatting and spelling, but not all. He included only the
most relevant aspects of the Normas in his book, omitting sections that he deemed unimportant
as well as omitting all musical examples. There was also no attempt to correct inconsistencies
throughout the portion of the document that he published.

To be clear, the portion of the Normas that Mariz published was not consulted or used in
any way for the updated Normas I have provided.

2. Changes to the Written Language

In 1990, after ten years of debate, the Acordo Ortografico da Lingua Portuguesa de 1990
(Portuguese Language Orthographic Agreement of 1990) (hereafter referred to as, Acordo) was
approved and signed in Lisbon. The purpose of this agreement was to unify the written
Portuguese language between all Portuguese speaking countries throughout the world (Portugal,
Brazil, Angola, Cape Verde, Guinea-Bissau, Sdo Tomé and Principe, and Mozambique [East
Timor was later added to this list]). This Acordo was necessary for two reasons: to improve the
overall status and state of Portuguese through the world and to do away with two systems of
orthography, the two being those of Brazil and of Portugal.

Brazil agreed to this Acordo and was set to implement the new orthographic rules set out
in this congress by 2009. However, the Acordo was not fully implemented in Brazil until 2016.
This Acordo has little impact on diction for singing, but it is important to know and understand
the rules as they apply to anything written in Portuguese. When Vasco Mariz published the

portion of the Normas in 1980, the Acordo was still in its infancy, so the orthographic rules were
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not known or applied to his publication. For this reason, an updated version will be a helpful
improvement to the history and efficacy of the Normas today.

3. Advancements in Technology

In 1937, this original publication would have been typed out on a typewriter, which was
painstaking and not always easy to correct and not always clear in the letters and symbols used.
Because of this, there were often errors and illegible portions. By providing this document in an
updated and digital format, there will be no room for doubt as to what is written on the page.
This applies also to the musical examples that have been updated using one of the many music

notation programs/software available to musicians of today.

Methodology for the Updates to the Original Portuguese

As there was no digitized form of the Normas, 1 needed first to scan this document. I
chose to scan it from the Anais to create a PDF. Once scanned, I then converted the PDF to
recognizable text. Because of the scan from the original and because Adobe doesn’t recognize
Portuguese text and symbols very well—especially from an archaic document and font that was
the original—when I began the work of copying and pasting the text into a workable table and
format, there were many errors initially to be corrected. I also wanted to be sure that I included
every detail from the original (correct or incorrect) in my working document. I began the tedious
work of referring to the original document word by word and line by line, to include every
comma, italic, diacritical marking, etc. Once I had an accurate working copy, I first translated the
document into English and then started to make the updates to the original Portuguese for
consistency, spelling, orthography, etc. This involved updating all words and spellings to the
standards of the Acordo, updating any archaic spellings, updating actual misspellings, and adding

italics, commas, parentheses, etc. in order to enhance consistency and flow in the document. As
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the reader will see, for every change and update made, I have provided a footnote stating what
was changed and what it was changed from, when applicable. Categories for the changes include
orthography, spelling, grammar, formatting, consistency, etc. These footnotes are included so
that students and readers of this document can see and track the changes and offer further
insights and/or improvements as seen fit.

As was stated in the introduction of this document, footnotes made in the English
translation will be considered applicable to the updated edition of the original Portuguese.
Footnotes/updates to the original Portuguese will not always necessarily apply to the English,
except when the update involves Portuguese or musical examples that remain constant in either
document. Any of this information previously provided in the translation will not be repeated in

the updated edition.

Personal Qualifications and Translation Oversight

I have extensive experience in translation, both written and oral, having lived in Brazil
for two years and then having worked from 2010-2014 at Cook Medical Headquarters in their
Regulatory Department, overseeing relations with distributors and handling product registrations
for medical devices in Brazil. As part of my work, I translated various legal and medical
documents. I also acted as official translator for the onsite audits conducted by ANVISA
(Brazilian FDA) at the company headquarters in Bloomington, IN as well as at other sister
company sites in Pennsylvania and South Carolina.

Dr. Luciana Namorato, Associate Professor in the Spanish and Portuguese Department
and Director of the Portuguese Program at Indiana University Bloomington, has graciously

maintained oversight of my translation and updated critical edition, offering clarity, guidance,
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and insights from her years of expertise and her particular skills as a native Brazilian Portuguese

speaker and professor of Portuguese linguistics.
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NORMAS
para boa’”® prontncia
da lingua’® nacional
no
canto erudito

INTRODUCAO

De 7 a 14 de julho de 1937, realizou-se em Sdo Paulo, O’ PRIMEIRO CONGRESSO
DA LINGUA NACIONAL CANTADA, promovido pelo Departamento de Cultura, da cidade.
Este CONGRESSO a que compareceram muitas das figuras mais representativas da filologia e
da musicologia nacionais, € cujos congressistas representavam quase todas as unidades da
Federagdo e grande niimero de institutos culturais do pais, destinou-se especialmente a adotar
uma lingua-padrao®® a ser usada na pronuncia artistica®' da lingua nacional.

Nas sessoes de plenario foi discutido um ANTEPROJETO apresentado, para facilitagcao
dos trabalhos, pelo Departamento de Cultura. Nesse ANTEPROJETO vinha proposta a
prontincia carioca como lingua-padrio a ser usada no teatro, na declamagio e no canto erudito®
do Brasil. Discutida no dia 8 essa proposta, e depois de audiéncia de varios®? Congressistas de
diversos Estados da Federagdo, foi ela unanimemente aprovada, o que provocou uma salva de
palmas dos Congressistas € numerosa assisténcia.

Nos dias seguintes, passou-se a discutir a segunda parte do ANTEPROJETO, que
estabelecia as normas de prontncia da lingua-padrdo no canto erudito. As normas aprovadas em
plenario, feitas todas as modifica¢des exigidas pelos Congressistas ao ANTEPROJETO, sdo as
que aqui se expdem,’* para uso e estudo dos que se interessam por este®> problema das nossas
artes de dizer.

75> Orthography: updated from the archaic boa

76 Orthography: updated from Lingua. This is a consistent discrepancy throughout this document. I will not
continue to footnote each correction, rather I will just correct them from this point further in the document.

77 Consistency: capitalization

78 Orthography: updated from LINGUA

7 Consistency: since this word is most often found in all capital letters throughout this document, it has
been changed from Congresso. This is a consistent discrepancy throughout this document. I will not continue to
footnote each correction, rather I will just correct them from this point further in the document.

80 Orthography: updated from lingua-padrio. This is a consistent discrepancy throughout this document. I
will not continue to footnote each correction, rather I will just correct them from this point further in the document.

81 Orthography: updated from artistica

82 Grammar: updated from eruditos

8 Orthography: updated from varios

8 Orthography: updated from expoem

85 Orthography: updated from the archaic éste. In modern Portuguese, the circumflex diacritical marking is
no longer required in this instance. This is a consistent discrepancy throughout this document. I will not continue to
footnote each correction, rather I will just correct them from this point further in the document.
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Na ultima sessdo de plenario do PRIMEIRO CONGRESSO DA LINGUA NACIONAL
CANTADA ficou resolvido realizar-se em 1942, na cidade do Rio de Janeiro, um Segundo
CONGRESSO idéntico, se®® possivel®” sob a direta e oficial autoridade do MINISTERIO®® DA
EDUCACAO, a fim de serem homologadas oficialmente as decisdes de agora e corrigidas as que
a maior experiéncia do tempo assim aconselhar.

A elaboragio definitiva destas NORMAS, de acordo®® com as decisdes do CONGRESSO
e necessarias® modificagdes a0 ANTEPROJETO, foi feita por uma comissio de trés®!
Congressistas designados pelo Departamento de Cultura: o professor Antenor Nascentes, do
Colégio Pedro II, como representante da filologia; o professor Luis Heitor Correia de Azevedo,
da Escola Nacional de Musica, como representante da musicologia; e o professor Mario®? de
Andrade, como representante do Departamento de Cultura.

Essa Comissao, nos dias de 20 a 24 de agosto, se reuniu no Rio de Janeiro e organizou a
redacdo definitiva, que aqui se apresenta. Constituiu primeiramente o seu trabalho em cortar do
ANTEPROIJETO todas as determinagdes e normas recusadas pelo CONGRESSO e mudar as que
0o CONGRESSO corrigira. Em seguida retrabalhou todo o texto do ANTEPROJETO no sentido
de lhe tornar a leitura isenta de repeticdes e coerente, apds os cortes e mudancas feitos. As
modificagdes deste®® género® que a Comisséo se sentiu obrigada a fazer foram as seguintes:

Pag.”> 7 do ANTEPROJETO — Ao considerando K que nomeou / por ndo existir a letra
K na lingua nacional, tirou a expressdo “cristalizagdo fisiologica”, por importar fixidez. Ora Q%
PRIMEIRO CONGRESSO DA LINGUA NACIONAL CANTADA, reconhecera pela
unanimidade de seus membros, os “direitos de vida e movimentos” da lingua nacional;

Pé4g. 8 — Para facilitacdo e fluéncia de leitura, a nota de rodapé desta pagina bem como
todas as outras foram retiradas. Isso, alias,”’ foi de encontro a°® decisio do CONGRESSO, de
retirar da redagao definitiva, quaisquer notas ou parénteses que fossem citagdes de autores

8 Spelling: updated from si. This document uses si instead of se for the word if. This seems to be an
archaic spelling. I will not continue to footnote each correction, rather I will just correct them from this point further
in the document.

87 Orthography: updated from possivel

88 Orthography: updated from MINISTERIO

% Orthography: updated from the archaic form of acérdo

% Orthography: updated from necessarias

°! Orthography: updated from tres. This is a consistent discrepancy throughout this document. I will not
continue to footnote each correction, rather I will just correct them from this point further in the document.

%2 Orthography: updated from Mario

%3 Orthography: updated from the archaic form of déste. This is a consistent discrepancy throughout this
document. I will not continue to footnote each correction, rather I will just correct them from this point further in the
document.

% Orthography: updated from genero

95 Consistency: the abbreviation is for the word péagina, therefore the abbreviation should be spelled as Pag.
This is a consistent discrepancy throughout this document. I will not continue to footnote each correction, rather I
will just correct them from this point further in the document.

% Consistency: capitalization

97 Grammar: commas added (updated from ... alias ...)

%8 Orthography: updated from 4
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estrangeiros para simples apoio® de ideais'® ou normas, ou que importassem em censura a quem
quer que fosse. Certas notas,'%! porém, necessarias e exemplificadoras, foram incorporadas ao
texto. A bibliografia desta pagina vai no fim da Introdugao.

Pag. 9 — A designagdo das CONSOANTES da lingua-padrao, conforme indicava o
ANTEPROJETO, fora!® inspirada na obra do professor Antenor Nascentes, Idioma Nacional'?,
v. IV, 2.2 ed. pag. 40. O professor Nascentes prop0s se modificasse a indicag¢do “J ou G fricativa
palatal sonora”, que ndo representava com exatidao seu pensamento. Os dois outros membros da
Comissao resolveram aceitar a proposta. Ficou pois a indicag¢ao supra, modificada para:

G fricativa velar sonora (pago)

J fricativa palatal sonora (junta)

104

Pag. 10 — Pelas mesmas razdes,'* o exemplo “carro” desta pagina foi substituido!% por

“carta.”

Pag. 11 — Aprovada pelo CONGRESSO a substituicdo de “vogais mudas” por “vogais
reduzidas,” fez-se necessario mudar a redagdo do contexto para coeréncia.

Pag. 17 — Tendo adotado o CONGRESSO a grafia gii em vez de aum, por coeréncia foi
adotada, na redagao definitiva, a grafia €7 por éim.

Pag. 18 — No caso das expressdes que conservam e fechado, tais como dé-noite, cor-dé-
rosa, pan-dé-16,'% etc.,'%” a discussio surgida no plenério a respeito de “conto dé'% reis” e
“derréis'” de mel coado,” fez com que 0 CONGRESSO se esquecesse de resolver sobre a
proposta do Departamento de Cultura, de se converter, no canto, todos esses'!'? casos a e surdo,
com!!'! excegdo!'? de “pandeld.” Ndo ousou a Comissdo conservar o texto na redacdo definitiva,

por ndo se ter decidido nada sobre ele.!!?

9 Orthography: updated from archaic apdio

100 Spelling: updated from ideas

101 Grammar: comma added (updated from ... porém ...)

102 Orthography: updated from archaic fora

103 Consistency: italics added and quotation marks omitted to the title of this book (updated from “Idioma
Nacional). This is the more consistent tradition of writing within the Normas. I will continue to do so throughout
the document, indicating simply that italics have been added and that the quotation marks have been removed, as is
the case here. This will also be the case with the titles of musical works/song titles.

104 Grammar: comma added (updated from ... razdes o exemplo ...)

105 Orthography: updated from substituido

106 Grammar: comma added (updated from ... pan-dé-16 etc. a discussdo surgida ...)

107 Grammar: comma added (updated from ... pan-dé-16 etc. a discussdo surgida ...)

108 Consistency: As all the other dé groupings are italicized in this section, this was also italicized.

109 Same explanation as the footnote above

10 Orthography: updated from archaic ésses. This is a consistent discrepancy throughout this document. I
will not continue to footnote each correction, rather I will just correct them from this point further in the document.

"I Grammar: comma added (updated from ... a e surdo. Com...)

112 Orthotropy/Spelling: updated from archaic excepgdo

113 Orthography: updated from archaic éle. This is a consistent discrepancy throughout this document. I will
not continue to footnote each correction, rather I will just correct them from this point further in the document.
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Pag. 24 — O exemplo musical e seu comentario foram transportados mais adiante para o
lugar proprio.

Pag. 26 — O ultimo exemplo musical desta pagina foi modificado, evitando-se a ma
disposi¢ao musical de “luar”’, dada no ANTEPROJETO apenas para, no seu comentario, censurar
tal processo em alguns compositores nacionais. Retirada a censura na redagao definitiva, o
exemplo, tal como estava, ndo tinha mais razao de ser.

Péag. 31 — O comentario meramente filoldégico que era o segundo periodo desta pagina,
foi excluido da redagdo definitiva, por intitil''* a''> normaliza¢do da prontincia cantada.

Pag. 36 — Retirou-se todo o periodo relativo a da, por dizer sobre a pronuncia ou, que o
CONGRESSO evitou aceitar.

Pag. 39 — Retirou-se todo o periodo final desta pagina do ANTEPROJETO, por ser mera
repeticdo de indicagdes dadas anteriormente.

Serviram de base para a organizacdo do ANTEPROJETO os estudos de fonética
existentes nas seguintes obras principais:

Antenor Nascentes — O Linguajar Carioca em 1922,

Antenor Nascentes — O Idioma Nacional, 4.° v. ed. 1933;

Sousa da Silveira — Li¢oes de Portugués, ed. 1934;

Renato Mendonga — O Portugués do Brasil, 1936;

Mario Marroquim — A Lingua do Nordeste, 1934;

Amadeu Amaral — Dialeto Caipira, 1920;

Relatorio!'®—apresentado ao Diretor Geral da Instrugdo Publica do Distrito Federal, pela

Comissao nomeada para estudar a prontincia carioca— “Boletim de Educacao Publica” ano I n.°
4. As citagdes sem indicacao de autor pertencem a este Relatorio.

114 Orthography: updated from inutil
115 Orthography: updated from 4
116 Orthography: updated from Relatorio
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LINGUA-PADRAO

Faz parte da cultura duma nacionalidade a organizacdo consciente!!” de seus processos
essenciais de se manifestar. Entre estes processos de manifestacao culta estdo a linguagem e a
arte. Pode se dizer que ndo existe pais algum civilizado que ndo procure conhecer, estabelecer e
tradicionalizar as suas manifestagdes filologicas e artisticas.

A largueza dramadtica do Brasil, os interesses e diferenciagdes regionais de véria espécie,
a pouquidade das nossas artes incipientes, ainda ndo permitiram que entre nds, tanto a lingua do
pais como a sua linguagem artistica se organizassem dentro dum critério culto que fosse ao
mesmo tempo nacional e estético. A propria'!® escritura da lingua, a ndo ser em casos
individualistas do passado, s6 de uns dois decénios para c4, principiou se libertando
normalmente e sem revoltas exageradas de regras gramaticais que nao correspondiam 4 realidade
nacional. Mais desastrosa ainda se mostra a incuria brasileira a respeito da nossa linguagem
artistica. A fala nacional, perturbada por fortes diferenciagdes fonéticas regionais, ainda nao se
definiu em suas manifesta¢des artisticas, nem no teatro, nem na declamaco, e nem no canto'!°.

Nio pensa O'?* PRIMEIRO CONGRESSO DA LINGUA NACIONAL CANTADA
contrapor-se'?! de forma alguma as'?? diferenciagdes fonéticas de uma e outra regido do pais.
Além das consideragdes estéticas que podem ver uma riqueza nessa diversidade, ela antes de
mais nada ¢ fatal—uma forga'?* que nenhuma pessoa nem entidade coletiva conseguira destruir.
O que ndo se pode, porém, deixar a'>* tonta e sem nenhum critério civilizador sdo as
manifestacdes eruditas da arte de falar, que em todos os paises civilizados sao fixadas pelo
consenso duma tradigdo feliz ou pela determinacio de quaisquer organismos competentes. E'25
sabido que na Italia'?¢ existe uma maneira artistica de pronunciar o italiano, no teatro ou na
declamagdo. Na Franca uma longa tradi¢ao do bem falar se estabeleceu nos teatros, com o

7 Spelling: updated from conciente. This is a consistent discrepancy throughout this document. I will not
continue to footnote each correction, rather I will just correct them from this point further in the document.

118 Orthography: updated from propria

119 Grammar: punctuation added (updated from ... artisticas, nem no teatro nem na declamacio nem no
canto.)

120 Consistency: capitalization

12 Orthography: updated from archaic contrapdr-se

122 Orthography: updated from 4s

123 Orthography: updated from archaic forga

124 Orthography: updated from 4

125 Formatting: diacritical marking moved above the letter E due to (most likely) formatting limitations on
an archaic typewriter. This is a consistent discrepancy throughout this document. I will not continue to footnote each
correction, rather I will just correct them from this point further in the document.

126 Orthography: updated from Italia
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exemplo normativo da Comédie-Frangaise'?” e do Conservatorio'?® de Paris.!?” Na Alemanha, a
linguagem do Hannover foi escolhida para o teatro erudito, como a que mais correspondia
foneticamente '3 pureza da lingua alema.

No caso do Brasil impde-se a escolha dessa lingua-padrao a ser usada nas artes de dizer.
Quem quer frequente o teatro nacional ficara desagradavelmente ferido ante a diversidade de
prontincias que se entrechocam no ar. Essa diversidade deriva em parte de atores estaduanos!®!
que, trazendo consigo suas prontncias regionais € nao fazendo nenhum esforgo'*? para unificar
essas pronuncias em beneficio do equilibrio e da unidade fonética, tornam a obra-de-arte um
mistifério malsoante, irregular de estilo e de sonoridade, muitas vezes, por isso, de penosa
compreensdo para o ouvinte. E que dizer-se entdo da quantidade de artistas, portugueses'3?,
espanhois!'3* 3¢ italianos'3®, ou ainda mesmo brasileiros'3” |38 filhos de estrangeiros, que
surgem numerosamente no palco nacional, num desprezo!* cego do bem-dizer!*, e que carreiam
para a nossa linguagem sons espurios, sotaques!#! estramboticos, desnorteando a naturalidade e a
pureza da lingua! Se o choque de prontincias regionais constitui'#? ja um grave defeito de ordem
estética, essas pronuncias estrangeiradas sdo um gravissimo perigo. O teatro nacional se
constitui!} por isso em violento impurificador!* da linguagem brasileira, num péssimo exemplo,
numa ligdo desastrosa, e tanto mais desastrosa que amavel'®. E o teatro, essa arma
poderosissima de ligdes € de exemplos, largado ao 1éu do acaso pelos governos, manejado a'46
pressa por artistas acossados pela precisdo de viver, tornou-se um eterno exemplo de desleixo e
impureza linguistica, que erigiu a linguagem mal falada em norma de erudi¢@o nacional. Nao
ha'#47 divida que os artistas do palco brasileiro se preocupam em pronunciar claro as suas
palavras. Mas a arte de dizer, a dic¢do, ndo consiste apenas na emissao clara dos fonemas.
Carece ndo esquecer que ndo existe fonema sem timbre nem palavra sem sonoridade racial.

127 Grammar and Formatting: italics and hyphen added for accuracy and for foreign term (updated from
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Carece ndo esquecer principalmente que uma palavra com seus fonemas claramente batidos,
muitas vezes se torna mais incompreensivel'*® que outra de prolagdo mais descuidada, porém
dotada do timbre racial que a afeigoou.

No caso do Brasil, a todas estas consideracdes de ordem estética, ainda outra, grave, se
ajunta de ordem social. Pais cuja unidade se conserva por efeitos quase de milagre,'*® pois que as
razoes de religido e de lingua sdo insuficientes para explica-la; pais cuja perigosa vastiddao
geografica, cujo crescimento irregular, cujos interesses economicos, cujo homem excessivamente
individualista, cujos ventos climéaticos, tudo tende a dispersar numa poeira de nagdes americanas,
idénticas as'>° que tiveram a lingua e a religido de Espanha: o Brasil encontrard porventura nessa
lingua-padrao escolhida, que de norte a sul se normalizard no seu teatro e no seu verso
declamado, um orgulho de consentimento nacional, um treino de disciplina, uma organizacao
consciente, um fator verdadeiro de unidade. Ndo havera por certo um italiano'>! que néo se
ajunte a outro italiano'>? por mais distante em sua prontincia dialetal, ao pensar na bela lingua da
Italia'*3. E possivel'5* também'S® imaginar que todos os brasileiros'3® um dia, ja acostumados
civilizadamente a'>” pronancia duma s6 linguagem, mais disciplinados por esse!® esforgo
consciente de unifica¢do, sintam o mesmo orgulho do italiano'>, ante a nossa lingua
admiravel'®°, convertida em obra-de-arte pelo consenso unanime de todos nos.

Resta ainda um problema a apresentar. A unido da palavra e do som musical constitui'¢!
perenemente uma das grandes dificuldades tanto da arte de compor'®? como da arte de cantar. A
pronuncia das palavras, a prolacao das consoantes e das vogais tem suas exigéncias proprias,
tanto de ambito oral como de ruidos consonanticos. Ora estas exigéncias entram imediatamente
em conflito com as exigéncias de claridade e pureza do som musical emitido pela voz humana e
com as exigéncias da evolugdo melddica. E costume, por isso, nos paises civilizados, em que
existe realmente uma arte nacional de cantar, estatuir-se uma acomodagdo entre a prolacao
fonética e a emissao musical da voz, de forma a conservar a clareza das palavras sem prejudicar
muito a pureza do som cantado. Como, de maneira geral, ¢ o canto que se prejudica se acrescido
dos ruidos extemporaneos das consoantes e a variabilidade das vogais, compensa-se este
sacrificio geral da musica, modificando sistematicamente os fonemas que mais prejudicam a

148 Orthography: updated from incompreensivel
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pureza da emissdo musical da voz. Evita-se com a modifica¢do discreta da prontincia, a voz
sacudida e a irregularidade dos registros.

No caso do Brasil, o estabelecimento normalizado da prontincia cantada se impde, da
mesma forma e pelos mesmos motivos que a escolha'®® da lingua-padrio. E tanto mais, que as
diferenciagdes regionais e a desatencao a este problema da parte dos nossos cantores e
professores de canto, de colaboragdo com a precariedade ortografica da lingua, estdo levando o
nosso canto erudito a!% maior barafunda vocal que se pode imaginar. Na realidade as vogais
escritas correspondem muito pouco as'% vozes variadissimas da prontincia. Principalmente o e e
0 o0 escritos, por assim dizer,'%® ndo tém em muitos casos significagdo nenhuma para a prontincia,
aquele trocado pelo i e 0 0 pelo u. Quando essas vogais terminam palavras graves paroxitonas
essa troca ja se sistematizou. Em outras ocorréncias,'®” porém, a incerteza torna-se
prodigiosamente infiel no proprio canto erudito, € ¢ comum ouvir cantores nacionais cantarem
“ortograficamente”, cantarem como se escreve € ndo como se prontncia'®®, sem nenhum
respeito;'® nem pela linguagem, '’ nem pela musica.

Levado por todas estas preocupagdes e animado pelo desejo de bem servir a'7!
nacionalidade brasileira nas artes da linguagem e do canto:

causa da

a) — considerando que a irregularidade de proniincia duma lingua afeta perigosamente as artes
do dizer e do canto;

b) — considerando que o estabelecimento e fixa¢cdo duma lingua-padrao vird por um termo a
anormalidade de prontincia que atualmente se verifica no teatro, na declamagao e no canto
da lingua nacional;

¢) — considerando que a fixa¢do dessa lingua-padrao ¢ um elemento civilizador € um processo
de cultura;

d) — considerando que a fixagao dessa lingua-padrao serd mais um fator patridtico de unidade
nacional;

e) — considerando que dentro das pronuncias regionais do Brasil faz-se mister escolher uma que
apresente ao

mesmo tempo,'’? as melhores!”

credenciais nacionais, filologicas e artisticas;
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f) — considerando que a pronuncia “carioca” do Distrito Federal apresenta-se como a mais
evolucionada dentre as prontncias regionais do Brasil;

g) — considerando ser ela a mais rapida e consequentemente a mais incisiva de todas;

h) — considerando ser ela a que mais apresenta “tonalidades proprias de bastante relevo!7#”

dizer do professor Renato Mendonga;

no

1) — considerando ser ela a de maior musicalidade na pronuncia oral, a0 mesmo tempo que da
menos a impressao do “falar cantado”, na observagdo do professor Mario Marroquim;

j) — considerando ser a pronuncia carioca a mais elegante, a mais essencialmente urbana dentre
as nossas pronuncias regionais;

1) — considerando ser ela provavelmente, por ter se fixado na capital do pais, um produto
inconsciente'’>, uma sintese oriunda das colaboragdes de todos os brasileiros!’¢, e por isso
mesmo a mais adaptavel!”’ a todos eles;

m) — considerando ser ela, por ser a da capital a que os brasileiros!'”® afluem, a mais facil'” de

ser ouvida e propagada e a que mais probabilidades tem para se generalizar;

O PRIMEIRO CONGRESSO DA LINGUA NACIONAL CANTADA resolve considerar
a pronuncia carioca a mais perfeita do pais e propo-la como lingua-padrao a ser usada no teatro,
na declamacio,'® e no canto eruditos do Brasil. O PRIMEIRO CONGRESSO DA LINGUA
NACIONAL CANTADA obtempera, porém, '8! que as pronuncias regionais quando sirvam para
efeitos de caracterizagdo, podem e mesmo devem ser usadas no teatro, na declamagio,'®* € no
canto regionais, € mesmo, no caso de aparecerem personagens regionais no teatro erudito.

174 Orthography: updated from relévo
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NORMAS

PARA BOA!33 PRONUNCIA DA LINGUA-PADRAO NO CANTO
ERUDITO

NORMAS GERAIS

VOGAIS

Sao 19 as vogais da lingua-padrao:

A oral aberto (ma)

A oral surdo (da)

A nasal fechado (ra)

E oral aberto (fé)

E oral fechado (ipé)

E oral surdo (de)

E nasal fechado (vem)
E nasal surdo (entdo)
[ oral aberto (vil)

I oral fechado (cima)
I nasal (vim)

O oral aberto (s0)

O oral fechado (cor!8%)
O oral surdo (ato)

O nasal fechado (som)
O nasal surdo (camondongo)
U oral aberto (sul)

U oral fechado (tudo)
U nasal (rum)

183 Orthography: updated from BOA
134 Orthography: updated from cor
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CONSOANTES

Sao 25 a consoantes da lingua-padrao:

B oclusiva bilabial sonora (hom)

B fricativa bilabial sonora (aba, albor)

C ou Q oclusiva velar surda (caqui)

D oclusiva dental sonora (dom)

D fricativa dental sonora (ido, brando)

F fricativa labiodental surda (fofo'?®)

G fricativa velar sonora (pago)

G oclusiva velar sonora (gato)

J fricativa palatal sonora (junto)

L fricativa lateral velar surda (final)

L fricativa lateral alveolar sonora (/i/4)

LH fricativa lateral palatal sonora (/hano)

M oclusiva nasal bilabial sonora (mamae)

N oclusiva nasal velar sonora (angu'%°)

N oclusiva nasal alveolar sonora (ninar)

NH oclusiva nasal palatal sonora (Nhanha)
P oclusiva bilabial surda (pipa)

R vibrante alveolar sonora (aro)

R vibrante alveolar surda (carta)

R fricativa alveolar sonora (flor)

S ou C ou C ou X fricativa alveolar surda (saci, cassa, caga, proximo'3”)
T oclusiva dental surda (zozal)

V fricativa labiodental sonora (vivo)

X ou CH fricativa palatal surda (xenxém!'38, chuchu'®’)
Z ou S fricativa alveolar sonora (asa, azar)'”°

VALOR RELATIVO DE VOGAIS E CONSOANTES

As vogais sdo, na verdade,'®!' os sons das palavras, € por isso devem tomar

aproximadamente todo o tempo que duram os sons musicais. As consoantes—quer precedendo,

185 Orthography: updated from f6fo

186 Orthography: updated from angu

187 Orthography: updated from proximo
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139 Orthography: updated from chuchu

190 Grammar: unnecessary period removed (updated from ... ,azar). ...)
%1 Grammar: commas added (update from ... na verdade ...)
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quer sucedendo a'%? vogal silabica—!°? sdo ruidos que se ajuntam ao som vocalico. Por serem
ruidos, as consoantes prejudicam a pureza da emissao musical da voz, mas sao
imprescindiveis'®* para a criagdo intelectual das palavras. Devem por isso as consoantes ser
articuladas com nitidez perfeita, mas sempre com a maior brevidade e discri¢do possiveis, '
que, perfeitamente inteligiveis'®® sempre, ndo prejudiquem o som musical.

para

VOGAIS ABERTAS E FECHADAS

Tanto na lingua-padrdo dos cariocas,'”’ como em geral em quase todas as pronuncias
regionais cultas do Brasil, sdo mais numerosas as vogais fechadas que as abertas.

Esta tendéncia nacional coincide com as normas gerais do bel canto'*® europeu que busca
evitar a prolacao de vogais demasiadamente abertas. Acresce ainda ser essa uma tendéncia
bastante especifica e nacional, por onde ja ndo somos mais portugueses,'*® sendo?” os seus
herdeiros. Onde os portugueses,?’! no pretérito perfeito simples, abrem a vogal nasal tonica e
dizem “amdmos,”?%? nds brasileiros?® dizemos “amdmos.”?** Assim, a tendéncia para as vogais
fechadas deve ser aproveitada no canto erudito brasileiro, para maior caracterizagdo nacional do
timbre e maior facilidade de emissao vocal.

Na linguagem brasileira se nota, conforme observou finamente para a fala carioca o
professor Sousa da Silveira (p. 347) uma tal ou qual tendéncia para a vogal tonica influenciar as
vogais pretonicas das palavras ou agrupamentos em que particulas do discurso, ou mesmo
palavras, se fundem com a palavra seguinte. Se a vogal tonica ¢ fechada, fecha ou ensurdece a
pretonica; se aberta, abre. Assim diremos: isquecer, isquici, dever, divi, remete,?*® remeto, rimiti,
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linguistic sonic example for this diacritical marking in Portuguese, combined with this vowel, there is too much
room for interpretation. Any speaker of Portuguese would tell you what sound this makes just by saying the word as
it would be said in everyday life, but for a Congress wanting to bring linguistic clarity to the stage, these types of
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vadio, sadio, insdiar, insaiava, insdiou, insdiarei, pddeiro, diré¢do, excé¢ado, gerdgdo, mordomo,
de-noite, di-dia, ao-pé-dd-cama, ao-pé-dd-casa, oh guerreiros dd taba sagrada, Oh guerreiros da
tribu tupi, pdralama, caradura (Sousa da Silveira, loc. cit. e p. 344, A. Nascentes, p. 23; R.
Mendonga, p. 219). Em muitos casos, porém,2°® esta quase tendéncia ndo é observada. Diremos
com os cariocas?’’: adotar, prégar?®¥(religides), pégada; ao inverso dos portugueses?”’: adotar,

prégar, pégada.?!?

Outra verificagdo de ordem geral é quanto as?!'! vogais reduzidas. Na pronuncia padrio
sistematicamente aparecem reduzidos e ¢ o finais, ndo existindo o e brevissimo que ha?!?> no
portugués de Portugal (m 'nino). Reduzidos, porém, nunca mudos. O problema de
ensurdecimento do e e do o, serd estudado quando tratarmos particularmente destas vogais.

Observe-se, porém, de passagem que na pronuncia regional nordestina, se d4 um
fendmeno?!? bastante curioso, muito?!'# usado nos cocos e outras pegas musicais da regido, que
consiste, ndo propriamente na persisténcia do residuo minimo?!3 da vogal brevissima, mas
aparentemente na supressdo completa da vogal final?!¢. Ficou universalmente conhecida no
Brasil a dic¢ao “nosso padim pade Ci¢o” (padrinho). A cantora Elsie Houston usa
inteligentemente esta dicgdo em pecas nordestinas, dizendo “camim” (caminho) no Pinido
(Columbia, n.° 7050-B) e Coc’, Sinha?'” (Coco?'8, Sinhd) no Eh Jurupand®'® (Columbia??® n.°
7053-B).
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VOGAIS COMPROMISSORIAS

Quando as vogais orais abertas ocorrem nos sons agudos e sobreagudos do registro vocal,
deve se usar um compromisso que consista em fecha-las??! discretamente. Quando, pelo
contrario, as vogais orais € nasais fechadas ocorrem nos sons graves e gravissimos do registro
vocal, o compromisso a empregar ¢ justamente o oposto,??? clareando-se discretamente essas
vogais para obtencao de maior sonoridade e alcance da voz. Esta ¢, de resto, uma norma
universalmente empregada pelo canto erudito.

CONSOANTES OMITIDAS

Sao sistematicamente omitidas do canto erudito as consoantes j e x quando
ortograficamente representadas por s ou z, ou ainda pelo x diante de consoante (echtatico:
extatico???), evitando-se assim um chiado que, sobre ser de grande dificuldade de emissio,
arreia®?* o som de ruidos espurios que lhe destroem a claridade. Sera esta realmente a tinica
convengdo musical recusadora dum fonema da lingua-padrao, exclusivamente para o canto.

Nestes casos, deverdo ser usados os proprios ruidos s e z,°>° em seus valores de fricativas
alveolares, surda e sonora,??® como s3o empregados geralmente no nordeste,??” no planalto
central, na regido baiana, na mineiro-paulista ¢ em todo o sul do pais. Assim: em vez de “uj
livrux”, echperanca, €2 mejmo, deveremos dizer “uz livrus™, esperanca, mezmo, €*? estatico;?
sempre evitado, porém,?3! qualquer excesso de sibilagdo. A escolha entre o s, 0 z,%3? € 0 x?** (ch)
seguira as normas verificadas adiante, no estudo destas consonancias.

30
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FENOMENOS?4 FONETICOS

Evitam-se normalmente, no canto erudito, quando nao exigidos pelo texto, os
fendmenos?®® de assimilagdo, dissimilagdo, protese, suarabacti>3®, aférese, sincope,?’” haplologia,
metatese e hipértese.

Nas expressdes feitas em que entra a preposicdo de,??® serdo aceitas as apocopes
consagradas pelo uso nacional, mesmo ndo ocorrentes no texto, mas a que o compositor tenha
dado um som s6 da melodia. Diremos pois:>*° copo d’dgua,**® estréla-d ‘alva,”*' vinha-d alhos,**?
fios d’ovos,*® d’alma, galinha d’Angola, e2** costa d Africa.2*5 E também:2%® viv ‘alma,
minh’alma, n’dgua,>*’ don’Ana, Sant’4na.

Nas palavras terminadas em consoantes que ndo sejam [, m, n, r, s, € z,”*8 usa-se a
paragoge costumeira da lingua (sobi por sob; Isaqui por Isaac). O som Unico que porventura o
compositor faga corresponder 424 silaba dificil>>?, o cantor devera desdobrar. Se o som ¢é curto,
correspondendo mais ou menos a%°! colcheia?>? do alegreto?? ou ainda mais rapido, sera dividido
em dois sons de igual duragdo. Se o som € mais longo que isso, sera dividido por trés ou por
quatro, correspondendo a silaba ajuntada ao ter¢o ou quarto do som. Estas duas normas servem
para qualquer posi¢do em que aparega o caso dentro da melodia. Se, porém, ele aparecer numa
sincopa®* rapida, ou num som destacado, omite-se a paragoge, para ndo prejudicar a realidade
ritmica.

24 Orthography: updated from FENOMENOS. This orthography is/was used in Portugal.

235 Orthography: updated from fendmenos. This orthography is/was used in Portugal.

236 Orthography: updated from suarabacti

237 Orthography: updated from sincope

238 Grammar: comma added (updated from ... de, ...)

23 Grammar: colon added (... pois ...)

240 Consistency and Orthography: italics added italics added to highlight the sounds in question, as is the
tradition of this document (updated from ... dagua ...)

241 Consistency: italics added italics added to highlight the sounds in question, as is the tradition of this
document (updated from ... estréla-dalva ...)

242 Consistency: italics added italics added to highlight the sounds in question, as is the tradition of this
document (updated from ... vinha-dalhos ...)

243 Consistency: italics added italics added to highlight the sounds in question, as is the tradition of this
document (updated from ... fios dovos ...)

244 Grammar: conjunction added—e

245 Orthography: updated from Africa

246 Grammar: colon added (updated from ... também ...)

247 Consistency and Orthography: italics added italics added to highlight the sounds in question, as is the
tradition of this document (updated from ... nagua ...)

248 Grammar and Consistency: commas added (updated from ... Imnrsez, ...)

24 Orthography: updated from 4

230 Orthography: updated from dificil

231 Orthography: updated from 4

252 Orthography: updated from colchéia

253 Grammar/Capitalization: updated from Alegreto

234 Orthography: updated from sincopa
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Alegreto
() # —
- | I
AN, -
)
...sob meu pé.
Execucgao:
Alegreto
() » -
G2
) . _ ]
..50- b (1) meu pé.
Andantino
=
=
[
...sob meu pé.
Execucao:
Andantino
f) =
] k

0

...80-b (1) meu pé.

No caso de seguir a>°3 palavra uma vogal, a dic¢do se torna ainda
neste exemplo que aparece no Noturno Sertanejo de Francisco Mignone:

255 Orthography: updated from &
236 Spelling: updated from inda
257 Orthography: updated from facil

mais facil.?57 Assim



"--._P

AN ] }
) -
..sob o Veu...
Execucao:
s — 56
()
&N —
N
), *_‘h e
s0 b1-u veéu
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E assim se fard também nesta solugdo ritmica dada por Alberto Nepomuceno na

Filomela:

[ com alegria

f) o % \ A — |
e o P T
[ i W ] 17 i 17 i . 17 ‘
oW ‘. ‘ | 4

Y
Texto: ... Nem - rod ai-no - cen cia sal - wva..

Execugdo: ... Ng - mrod-iai - no - cé ncia sa - lva...
Paragoge omitida:
Alegreto
AN
o) . o -

..e sob  pal -mei - ras

Execucao:

dor - min - do...
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Alegreto

2 . 3 F 3
[y ’ = >
..l 80 - bpa-lmé-iras du - rmi- ndo...

REGIONALISMOS

As palavras regionais ndo generalizadas no pais, bem como termos técnicos de oficios,
costumes, flora, etc. regionais, ocorrentes em texto erudito, quando servirem para caracterizacao

psicoldgica do assunto, obedecem 438 prontincia regional em que vivem. Exemplo:

“e ele me disse sorrindo:
— Como le vai?”

E evidente que em casos tais, a dicgdo mesmo erudita devera parodiar a pronuncia
caracteristica.

Em casos, porém, em que a palavra regional for>> apenas uma fatalidade geografica e
ndo um valor psicoldgico do texto erudito, a proniincia obedece as?® tendéncias e leis fonéticas
da lingua-padrao.

ESTRANGEIRISMOS MUSICAIS

Sao energicamente repudiados do canto brasileiro todos os estrangeirismos de emissdo e
dic¢do musical, como:2°! as vogais mudas e as paragoges depois de / ou r portuguesas; o nasal
francés; as consoantes duplas italianas; e ainda a emissdo do 77 forte nos grupos consonantais br,
er, dr, fr, gr, pr, € tr’5? (brruto por bruto, trremer por tremer) a*%* fei¢do de cantores italianos
quando maus. Serao também energicamente repudiadas as falsificacdes de emissdo para obter o

timbre afroidnque?®* ou dos cantores de tango argentino.

238 Orthography: updated from 4

259 Orthography: updated from for

260 Orthography: updated from as

261 Grammar: colon added (updated from ... como: ...)

262 Grammar and Consistency: commas added (updated from ... brerdr fr, grpretr...)

263 Orthography: updated from 4

264 Vernacular: this is not a word in Portuguese, but likely an “Andradeism.” The meaning is, African-
Yankee (African American as might be heard in the United States).
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NORMAS PARTICULARES

AS VOGAIS

O a, tanto artigo como preposi¢ao, pronome ou crase ¢ surdo e sempre o mesmo na fala
nacional. No caso das crases h4,%° porém, um “acento secundario ligeiro” que as diferencia,?®
tornando o som, na fala, um bocado mais longo. Diremos pois indiferentemente “a casa”, “deu-
lha,” “da mio, 1267 praia®®® do Flamengo.” No canto, a crase & expressa

99 ¢

olhei-a,” mas “vou g
pela clarificacdo discreta do a.

Nas palavras mas e para a pronincia carioca implica o a surdo, nem aberto como entre
caipiras, capiaus e nordestinos, nem decididamente fechado a2 feigdo dos Portugueses?’’. Nos
casos de sons longos, firmatas, finais, vocaliza¢des, em que a vogal surda, mais breve por
natureza, ¢ impossivel?’! de ser sustentada em seu grau exato de timbre, usa-se 0 compromisso ja
determinado nas Normas Gerais: fechando-se discretamente a vogal nos registros médio e agudo,
e abrindo-a no registro grave da voz.

E

O e da linguagem nacional frequentemente soa como i, jamais porém soa com valor de a
surdo ou nasal, como entre os portugueses.?’?> Dizemos sempre:2’3 “espelho” e ndo “espdlho,”
“tambét” e ndo “tambdi.”?’*

O e tonico conserva sempre o seu valor real, oral aberto ou nasal fechado, estendendo-se
0s seus casos a todas as pronuncias do pais.

O e das silabas postonicas nao finais € sempre fechado.

265 Orthographhy: updated from ha

266 Orthography: updated from diferencia

267 Orthography and Observation: updated from a. This letter or vowel sound is also underlined. It is clear
that all of these a vowels lengthen a bit, but it is unclear why this a is underlined and not the rest in this sentence.

268 Orthography: updated from praia

269 Orthography: updated from 4

270 Grammar: updated from Portugueses

271 Orthography: updated from impossivel

272 Grammar: updated from Portugueses

273 Grammar: colon added (updated from ... sempre ...)

274 Consistency: italics added to highlight the sounds in question, as is the tradition of this document
(updated from ... “espelho” e ndo “espalho,” “tamb&i” e ndo “tambai” ...)
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O e final das palavras graves ou esdraxulas®”, quando nfo nasal, é sempre surdo, soando

aproximadamente i. Quando nasal, soa?’® sempre como ditongo nasal &7 (recebéi, jovér ).
O e pretonico varia?”” com enorme irregularidade. E “oral aberto nos diminutivos de
palavras com e oral aberto e tonico e nos advérbios em mente, derivados de adjetivos com o
referido fonema (pézinho, vélinha, bélamente). Oral fechado, isolado, geralmente desprotegido
ou protegido, ou seguido de / ou de  (ésdfago, Elmano, délator, érmitdo)2’8, ou em casos como
“batedor”, “corredor”, “camélo”, sistematizados e geralmente os mesmos nas?’® diversas
pronuncias regionais do pais.

Muitas vezes, porém, o e pretonico soa?®’ surdo, com valor de i, ou tende a ensurdecer. E
sistematico o e oral surdo quando “desprotegido, protegido, seguido de s ou x com que forma
silaba nos hiatos (educar: iducar, besouro®®!, estar, exclamar, teatro). Excetuam-se algumas
palavras eruditas com e fechado como: éxtatico, éxtemporaneo?®? 283, éxtradorso, éxtrafino,
éxtroversao?84+7283,

O e nasal surdo ¢ sistematico quando “nas silabas iniciais (encanto: incanto). Excetuam-
se as palavras derivadas de entre e outras eruditas com émpola, énfiteuse, énlevo, énsancha,
aquelas cujo primeiro elemento € éntero, ex.: énterocolite, aquelas cujo primeiro elemento ¢
éntomo, ex.: éntomologia, aquelas cujo primeiro elemento ¢ énto, ex.: éntozoario,?®® e mais
énz6ico,?” enzootia,*®® énzoodtico?®® que apresentam e nasal fechado.”?%° 291

Quando o e nasal pretdnico aparece modificado por consoante anterior € sempre fechado
(péntiar, aténder).

275 Orthography: updated from exdraxulas

276 Orthography: updated from sba. This is a consistent discrepancy throughout this document. I will not
continue to footnote each correction, rather I will just correct them from this point further in the document.

277 Orthography: véria

278 Observation: It is unclear who or what is being quoted here.

279 Observation: The end of this word was illegible, but it can be gathered from context that this word is
nas.

280 Observation/Orthography: updated from soa. In the original, this diacritical marking looks a bit like a
crase, but it is clear that part of the marking is missing. Since this is spelled with a circumflex just two paragraphs
before and is used in the same context, this should be so6a, but this would also not be spelled this way today and has
been updated to the modern soa.

281 Spelling: updated from bezouro

282 Consistency: é added for consistency with the other examples with closed e

283 Orthography: updated from éxtemporaneo

284 Consistency: é added for consistency with the other examples with closed e

285 Observation: It is unclear who or what is being quoted here.

286 Consistency: & added (updated from ... entozodrio ...)

287 Orthography: updated from énzoico

288 Consistency: € added (updated from ... enzootia ...)

289 Spelling: updated from enzdtico

290 Observation: it is unclear who or what is being quoted here.

1 Consistency: italics added to each &, éntero, éntomo, énto, and énzo
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Nos verbos como encher, entrar, embaragar, enganar, entender, ensinar, embalar, a
tendéncia ¢ para ensurdecimento do e nasal, embora a pronuncia geral ainda nao se tenha
francamente definido. O mesmo se podera dizer de menino, pequeno, pequenino, querido, pedir,
melhor, em que a tendéncia ja se orienta mais francamente para o e oral surdo, soando minino,
piqueno, piquinino, quirido, pidir, milhor.

As particulas?®? em e como e, de, em, me, te, se, lhe, lhes*3, soam com e surdo como?*4,
i, di, im, mi, lhi, his.?>> “Quando substantivado e quando pronome interrogativo regido de
preposi¢do, que tem e fechado. Ex:2% “?*’Tem um qué de triste, para qué serve isto?”?°® Também
se excetuam?®” algumas expressdes consagradas pelo uso, em que ainda a tendéncia mais geral
conserva o e fechado. E o caso das expressoes dé-noite, dé-manha, cor-dé-rosa, pan-dé-16,
dépressa, dé repente”3,

Em todos os casos de e surdo soando aproximadamente i, nunca a vogal devera soar
completamente como o i de pista ou funil. Usa-se uma vogal de compromisso entre o e € 0 i, bem
proxima deste?!, tanto mais proxima quanto mais rapida a emissdo do som musical a que a vogal
corresponder. O e surdo ¢ por certo uma das riquezas sonoras da lingua nacional, e a sua
pronuncia no canto deve ser estudada com muito carinho e apuro.

Para exemplificar finalmente o problema da vogal de compromisso entre e € i,3%? cita-se
aqui a palavra inicial da cangdo de Camargo Guarnieri, O Impossivel’’3 Carinho®*, sobre versos
do poeta Manuel Bandeira. A cancdo diz inicialmente: “Escuta, eu ndo quero contar-te 0 meu
desejo .35, E3% incontestavel®? que tanto a prontincia com e fechado como com i nitido, da
palavra “escuta”, cantada em andamento moderado como estd, seriam ambas defeituosas. O e
fechado tornaria perfeitamente encasacada e sem naturalidade a frase, desvirtuando a amorosa
simplicidade do verso e da musica. Por outro lado, um i perfeitamente fixo, daria 2% palavra um
ruralismo quase®” comico, de efeito contraproducente para a comogio intensa e perfeitamente
urbana tanto da melodia como do poema. Ha que buscar uma vogal compromissoria, uma
“mistura” vocélica de i com e, mais proxima deste por se movimentar o canto moderadamente.

292 Orthography: updated from particulas

293 Consistency: italics added to each e for consistency
294 Clarity: como added
25 Consistency: italics added to each i for consistency

297 Grammar: missing quotation mark added

2% Observation: it is unclear who or what is being quoted here.

299 Spelling: updated from the archaic exeptuam

300 Observation: it is unclear who or what is being quoted here (“Quando substantivado...dé repente”).

301 Orthography: updated from the archaic déste. This is a consistent discrepancy throughout this document.
I will not continue to footnote each correction, rather I will just correct them from this point further in the document.

302 Grammar: comma added (updated from ... e e i cite-se ...)

303 Orthography: updated from Impossivel

304 Consistency: italics added (updated from ... “O Impossivel Carinho” ...)

305 Grammar: ellipses added (updated from ... meu desejo. ...)

306 Formatting: diacritical marking moved above the letter E due to archaic formatting on a typewriter

307 Orthography: updated from incontestavel

308 Orthography: updated from 4

309 Spelling: updated from quasi
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Se a frase fosse em movimento rapido,3!° a vogal de compromisso iria se obter mais proxima do i
que do e.

Eis o quadro das vogais de compromisso, proveniente da prontncia do e surdo:
I — Vogal de compromisso mais proxima do e que do i:

a) — Sons longos nos registros médio e grave;

b) — Firmatas em todos os registros;

¢) — Sons em movimento moderado, iniciais de melodias, de partes de melodia e de
frases depois de pausa;

d) — Sincopas ou sons fortemente acentuados;
e) — Sons agudos e sobreagudos.
IT - Vogal de compromisso equidistante do e e do i:
a) — Vocalizagoes.
IIT - Vogal de compromisso mais proxima do i que do e:
a) — Sons rapidos em qualquer registro;
b) — Sons intermediarios e finais de palavras e frases, em qualquer andamento.
Na lingua-padrao tem e fechado na primeira pessoa do plural do pretérito perfeito simples
do indicativo:*''os verbos;}'? dar, estar, ter, haver, trazer, dizer, fazer, querer, poder, € por3'3 314
(pusémos, tivémos, etc.).
O fonema em, final de palavra grave, tanto na prontncia inculta da lingua carioca, como
no Nordeste e no dialeto caipira pelo menos, tende a se transformar num e surdo: onti, virgi vagi,
etc. (Conf. A. Nascentes, p. 26; M. Marroquim, p. 67; Amadeu Amaral, p. 26). Esta tendéncia

podera ser discretamente observada no canto erudito, quando o fonema ocorrer num som rapido,
interno da frase.

310 Grammar: comma added (updated from ... movimento rdpido a vogal ...)
311 Grammar: colon added (updated from ... indicativo os verbos ...)

312 Grammar: semi-colon added (updated from ... verbos, dar ...)

313 Orthography: updated from por to indicate the correct verb

314 Consistency: italics added to each verb
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A vogal i tem sempre seus valores especificos no canto da lingua-padrao.

Sao absolutamente repudiadas do canto erudito as tendéncias para, em silabas pretonicas,
trocar o i pelo e (déreito, menistro), e para nasalizar o i oral (inlustre®'®). Excetua-se
naturalmente a palavra "muito" em que o ditongo soa nasal.

(0]

A vogal o tdnica, pode ser aberta, fechada ou nasal. Na maioria infinita das vezes, os
casos de o tonico aberto ou fechado sio genéricos a3!° lingua nacional em todas as suas variantes
regionais, e ndo encontram dificuldade. Casos hd, porém, como “bodas” e principalmente como
os plurais de substantivos com o fechado (esforcos, bolsas) em que a pronuncia hesita, e devera
ser definida caso por caso. A tendéncia mais numerosa € para a conservacao do o fechado nesses
plurais.

Nas silabas pretonicas, quando o o inicia a palavra, ele ¢ sempre fechado ou nasal (émitir,
ostentagdo, ondina’!?).

Nas silabas pretonicas em que o o vem precedido de consoante, ele € aberto
exclusivamente nos diminutivos, compostos e advérbios em mente, formados com palavras que
j& tenham o ténico aberto (sozinho, atrozmente, soco-boi).

Nas silabas pretonicas precedendo fonema nasal (lei que se estende ao o tonico),>'® 0 o
aparece na lingua-padrao sistematicamente fechado, nunca aberto (soneca, nénada, ontem,
hémem, Anténio, conego, ténico, ou Tonico®'®). Esta norma se estende as*?° flexdes verbais de
idéntica constru¢ao fonética; tomo, tomas, téma, e ndo tomo, como em S. Paulo.

Como a vogal e, o o se apresenta frequentemente surdo, trocando- se pelo u ou melhor,
por uma vogal de compromisso entre 0 o e o u. E sempre surdo nas particulas o, (tanto artigo
como pronome) os, do, dos, no, nos, vos, €, por,>! com seus compostos, que soam u, us, dit, dus,
nu, nus, vus, pur, purque, purquanto, portanto.>??

315 Consistency: italics added to highlight the sounds in question, as is the tradition of this document

316 Orthography: updated from 4

317 Consistency: updated from ondina

318 Grammar: comma added (updated from ... tbnico) 0 0 ...)

319 Consistency: I have retained this value because adding a circumflex 6 would alter the word stress. There
is already an indicator with the diacritical marker i.

320 Orthography: updated from 4s

321 Consistency: commas added (updated from ... o (tanto artigo como pronome) os do dos no nos vos € por,

322 Consistency: commas added (updated from u us dit dus nu nus vus pur purque purquanto purtanto ...)
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E ainda sempre surdo quando aparece em qualquer silaba postonica (épuca, modu).

Em silabas pretonicas o o € sistematicamente surdo nos hiatos (pueta, mueda, duente,
aduecer) ou “quando final do primeiro elemento dum composto (salvu-conduto).”3??

324 1325

O o surdo ainda’** aparece com frequéncia noutros casos, sem que seja possivel = por
enquanto enunciar regras fixas e nem mesmo denunciar tendéncias. Assim diremos: cuzinhar,
cuzido, cumer, cumpadre, bulir, durmir, muleque, murcego’?%, currida, pulicia, surpresa’?’,
fulhinha (calendario, em oposicdo a folhinha, diminutivo de folha3?®), curpinho (peca da
indumentaria feminina, em oposicao a corpinho, diminutivo de corpo) mucambo, buneca, curuja,

pusicdo, lumbriga, engulir, puente, expuente.
Eis o quadro das vogais de compromisso, provenientes da pronuncia do o surdo:
I - Vogal de compromisso, mais proxima do o que do u:

a) — Todos os casos de colocagdo pretdnica, em que a pronuncia estiver ainda incerta
entre o fechado e o surdo;

b) — Sons longos nos registros médio e grave;

¢) — Firmatas internas nesses mesmos registros;

d) — Nas palavras com, conforme e como em sons lentos e moderados;

e) — Sons em movimento moderado, iniciais de melodias, partes de melodia e de frases

depois de pausa; (E o caso, por exemplo, correspondente 432 citagdo que fizemos

para o e da peca O Impossivel’*’ Carinho de Camargo Guarnieri. No coral das
Uiaras de Alberto Nepomuceno, a descri¢do comeca com a frase: “no fundo das
aguas®?! ... 32 A prontincia normal falada obriga a soar “nu fundo das

aguas’?3... .” Mas como o som ndo é muito rapido, ¢ bastante acentuado e inicia a
frase, a clareza do discurso s6 pode ser obtida se se emitir uma vogal mais
proxima do o que do u. J&, porém esse mesmo texto, musicado por Jodo Gomes
Junior, faz a silaba cair numa colcheia®3* ndo acentuada dum alegreto. A pronincia
aqui de um o mais proéximo do # em nada prejudica a clareza intelectual do texto);

323 Observation: it is unclear who or what is being quoted here.

324 Spelling: updated from inda

325 Orthography: updated from possivel

326 Orthography: updated from murcégo (morgégo)

327 Orthography: updated from surprésa

328 Orthography/Spelling: updated from f6lha

32 Orthography: updated from 4

330 Orthography: updated from Impossivel

331 Orthography: updated from aguas

332 Grammar: period added (updated from ... 4guas ...”)

333 Orthography: updated from aguas

334 Orthography/Consistency: this has been spelled as colchéia in this document. In this instance, it is
correct as is, so no change will be made, but this is most likely a misspelling of this word in the original document.
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f) — Sincopas ou sons fortemente acentuados;
g) — Sons agudos e sobreagudos;
h) — Firmatas no registro agudo.
IT - Vogal de compromisso, equidistante do o e do u:
a) — Vocalizagoes.

IIT - Vogal de compromisso mais proxima do u que do o:

a) — Sons rapidos em qualquer registro;
b) — Sons intermediarios ou finais de palavras ou frases, em qualquer andamento;
c) — A palavra “com” quando ocorrente em sons rapidos.

U

A vogal u ndo apresenta peculiaridades, sendo sempre oral ou nasal fechada. Quando
oral, 0s maus cantores tendem a nasaliza-la’*, tendéncia que também as33¢ vezes é observada por
cantadores populares. Recusa-se esta tendéncia no canto erudito.

VOGAIS PROLONGADAS

O i tonico final é pronunciado por quase todo o Brasil como um ditongo decrescente
formado de dois ii: perfiis, vii, viis. Este fendmeno3?’ fonético, mais observavel*® talvez na
vogal i por ser a mais aguda de todas, se generaliza as*3° demais vogais. Percebe-se como que
um avatar da qualificagio sildbica latina, em que a silaba longa se acomodando 434 lei
fisioldgica do menor esforgo**!, descansaria do maior esfor¢o’#? de emissio da vogal tonica
desprotegida de nova prolagdo silabica, no apoio duma vogal breve, quase**’ muda. Quem

335 Orthography: updated from nasaliza-la

336 Orthography: updated from 4s

337 Orthography: updated from fendmeno

338 Orthography: updated from observavel

3% Orthography: updated from as

340 Orthography: updated from 4

341 Orthography: updated from archaic esforgo
342 Same as previous footnote

343 Spelling: updated from quasi
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observar a prontincia nacional das palavras como;** Pard, parar, sopé, ipé, socd, sol, batecum,
e3¥azul, notara que dizemos, como no caso do i tonico final: Parda, pardar, sopée, ipée, socdo,
sool, batecuum, azuul.

Como regra a estabelecer, para a prontncia falada, verifica- se que a segunda vogal ¢
sempre da mesma claridade que a primeira, aberta se esta ¢ aberta, fechada se fechada.

Esta tendéncia da prontuncia brasileira, necessitada, alias,?*¢ de maior verificagdo
experimental, ndo sera observada no canto, nem nos sons rapidos,**’ nem nos lentos em nenhuma
posi¢do na frase, pois provocaria uma oscilagdo desairosa e prejudicial a** voz cantada. Sera
empregada apenas quando cair sob sincopas, cuja execugdo vocal implica exatamente, nos casos
das vogais simples,**° numa oscila¢io da voz.

Nos casos de nasaliza¢do da silaba, ha3*° que observar especialmente as duas vogais
intermedidrias das duas séries a-E-i e a-O-u. Ambas formam nitidamente ditongos com suas
vogais de compromisso, 0 e com 0 i € 0 0 com 0 u: séim, tambéim, boum.3>! Esta €, alias,*? uma
das mais belas subtilezas fonéticas da lingua, dificuldade que a todos os estranhos desespera.

A ditongacao de nasais pelo agrupamento de vogais diferentes atinge ainda as silabas
postonicas nos casos de a e é. Escrevemos amam e*estendem mas pronunciamos amaii e3>*
estendéi.?>

Cumpre notar ainda que na prontncia inculta ou desleixada, a tendéncia para a
ditongacdo das vogais tonicas finais se acrescenta de outras manifestacdes no geral repudiadas
pela linguagem culta. O a surge ditongando-se ao u (animau por animdl) e ao i (rapdiz, atrdis).
As vogais e, o e u ditongam-se com o i (péis, retrois, luiz). Casos tais sdo repudiados da
pronuncia tanto oral como musical da lingua-padrao, enquanto ndo generalizados.

Esta tendéncia para a ditongagdo das vogais tonicas®>® finais devera ser aplicada no canto,
de acordo®’ com a regra geral de execugo cantada dos ditongos decrescentes, que segue.

344 Grammar: semicolon added (updated from ... como Para ...)

345 Grammar: conjunction added—e (updated from ... batecum, azul ...)

346 Grammar: commas added (updated from ... necessitada alias de ...)

347 Grammar: commas added (updated from ... no canto nem nos sons rapidos nem ...)

348 Orthography: updated from 4

349 Grammar: comma added to replace the period

330 Orthography: updated from ha

31 Consistency: italics added to highlight the sounds in question, as has been the tradition of this document
(updated from ... s€im, tamb&im, boum...)

352 Grammar: commas added (updated from ... é alias uma ...)

333 Grammar: comma removed and replaced by conjunction—e (updated from ... amam, estendem ...)

33 Grammar: comma removed and replaced by conjunction—e (updated from ... amafi, estendéi. ...)

355 Consistency: italics added to highlight the sounds in question, as has been the tradition of this document
(updated from ... amaii e estend@i ...)

336 Orthography: updated from tonicas

357 Orthograph: updated from acérdo
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DITONGOS E HIATOS

Os ditongos devem ser considerados pelo cantor como uma vogal Unica seguida nos
ditongos decrescentes duma semivogal, ou precedida nos ditongos crescentes duma
semiconsoante. Esta semivogal ou semiconsoante deve ser executada com a mesma discri¢io’8 e
brevidade das consoantes, de acordo®° com o que ficou dito nas Normas Gerais.

Quando o ditongo, o tritongo e o hiato sdo pelo compositor divididos entre dois ou mais
sons consecutivos, cada elemento do grupo vocélico residird necessariamente no som que o
compositor lhe destinou.

Nos casos em que o compositor deixa ad libitum a divisdo do ditongo, se os sons sao
vagarosos, ¢ conveniente prolongar a vogal do ditongo pelos varios**° sons dados a ele, para que
ndo perca a integridade fonética. Assim, a este problema deixado ao cantor por Heitor Villa-
Lobos ¢!, em sua cancdo Confidéncia:

Alegro
animando sempre
(') e — —
o | ] F - - -
V AN ] = — —~
e

e

Meu

em vez de execugdes que tendam a prolongar a semivogal,*®? deformando foneticamente o
ditongo, como:

Alegro

animando sempre

F | 9 . * . *
D%
Y
Mé - u

prefere-se o prolongamento da vogal até o som final, obedecendo entdo este som final, a regra
que seguira imediatamente. A execucao ¢ pois:

338 Spelling: updated from discregdo

359 Orthography: updated from acordo

360 Orthography: updated from varios

361 Spelling: updated from Vila-Lobos

362 Grammar: comma added (updated from ... semivogal deformando ...)
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Alegro
animando sempre
o | &y - D D -
’|I h ‘_, [=" - [
[ I an WA /)
AN
o

Quando o ditongo decrescente ¢ destinado a um som sé pelo compositor, o cantor divide
esse som por trés ou por quatro partes iguais e dé o terco ou o quarto dessa divisdo 4 semivogal
final. Os hiatos que o compositor reduzir a ditongos decrescentes, obedecem 436> mesma norma.
A emissdo normal dos ditongos decrescentes € pois:

e ——

v

D))

Execucao:

pa - i
ma - 1m
na - u
e - 1
vé - u
vi - u
bo - 1
fu - 1

363

Orthography: updated from a
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Lourengo Fernandez assim procede alias, na musicalizagdo da palavra "fluido"?** em seu
Noturno:

Calmo
f) 4 # A
p - Il Y
FL Tl A Y . - T
/Yy T = !
sV
e

..ne - bli - na flu - i- do...

Casos ha*%, no entanto, em que o proprio compositor propde divisdes especiais, em que
deve ser obedecido. E o caso, por exemplo, deste final evanescente de frase, proposto por
Francisco Mignone em Fim de Romance:

J =72 cedendo

e

Nos alegretos e andamentos mais rapidos, se qualquer ditongo decrescente ou hiato
ditongado decrescentemente ocorrerem dentro da frase num curto som s, este som devera se
dividir em duas partes iguais, uma para a vogal, outra para a semivogal. Assim, a escritura:

Alegreto
’J.?f ﬁ S— dh d| F_—‘ i
(e = & 2 ’
o)
..meu mal vai cau-te - lo - so..
sera cantada:
Alegreto
E: = —= =
{3 7 @ o @ 7
(& »
e

.mé-umal vi-i ci-u-te - 16 - su..

364 Orthography: updated from fluido. This update also matches the example below.
365 Orthography: updated from ha
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(Convém notar que tais subdivisdes teoricas, meramente normativas, nunca deverao
receber uma execucio rigidamente matematica no canto. Sdo apenas guias de emissdo da boa3¢
pronincia cantada, que ao cantor compete aplicar sem dureza e com naturalidade.3¢7)

Quando o ditongo decrescente cai sobre um som fortemente acentuado, correspondente
mais ou menos 3% seminima do alegro®®® ou 437° sincopa®’! de colcheia’’? dos alegretos dos
nossos sambas e demais dangas®”® populares, o acento obriga a uma ritmizagdo®’* exatamente
oposta a que foi designada como normal. Dividido o som por trés ou por quatro, a vogal legitima,
sobre a qual o acento cai, recebe apenas o ter¢o ou o quarto da divisdo, cabendo o resto 4373
semivogal. Francisco Mignone usando alids dois sons, observa exatamente esta execu¢do cantada
de ditongos decrescentes acentuados, quando em sua cangdo Musa Que Passa,*’® assim divide

“fo1”:

« =126

NP
E%
N

I

I |
[Y) r !

..E lou-ca se fo-1 bus - can - do...

Nos sons agudos e sobreagudos principalmente, a emissao da semivogal dos ditongos
decrescentes, principalmente se ¢ um i, se torna dificilima. O seu valor deve ser dado com pouca
nitidez, graduadamente se esvaindo. Emitido rapido e nitido, provoca uma sensagdo de engasgo
eminentemente desairosa. Foi por isso que se tornou necessario dar, na divisdo ritmica dos
ditongos decrescentes e hiatos ditongados decrescentemente, um valor real de semicolcheia®”” ou
fusa a’’® semivogal. Ela deve ser normalmente breve, mas concebida como um som legitimo,
participando da divisdo ritmica da melodia, para poder se esvair num decrescendo que nao

engasgue jamais.

Ja com os ditongos crescentes e hiatos ditongados crescentemente nao sucede
normalmente 0 mesmo. Como a semiconsoante precede a37° vogal real, ser-lhe-a4 dado um valor
de apoiadura, para caracterizar a sua nitidez e rapidez de emissao, enfim, sua legitima finalidade

366 Orthography/Consistency: this has been spelled as boa in this document. In this instance, it is correct as
is, so no change will be made, but this is most likely a misspelling of this word for the time period.

367 Observation: period added to replace ellipses (updated from ... com naturalidade ...)

368 Orthography: updated from 4

369 Orthography: updated from archaic alégro

370 Orthography: updated from 4

371 Orthography: updated from sincopa

372 Orthography: updated from archaic colchéia

373 Spelling/Orthography: updated from dansas

374 Vernacular: this seems to be an invented word. The meaning is rhythmicization.

375 Orthography: updated from 4

376 Grammar: capitalization added (updated from ... Musa que passa, ...)

377 Orthography/Grammar: removed hyphen and updated from archaic semi-colchéia

378 Orthography: updated from &

37 Orthography: updated from &
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de consoante. A emissdo normal dos ditongos crescentes e hiatos ditongados crescentemente €
pois:

N
%
—e——
[y
(da) zia
(Sér) gio
quie (to)
(ta) bua
vio (la)
mio (lo)
sue (ter)
moi (nho)
Execucao:
f)
- X
A
[y
(da) zi - a
(Sér)gi - u
qui - € (tu)
(ta) bu - a
qu - al
vi - 6 (la)
mi - 0 (lo)
su - ¢é (ter)
mu - i (nho)

Varios compositores ja grafaram por extenso esta solu¢cdo musical dos ditongos
crescentes ¢ hiatos ditongados crescentemente. Luciano Gallet, por exemplo, em sua Infdncia®’
Brasileira assim musicaliza a palavra “canaviais™:

() =
_‘{J@ % % o j\.__f. (sic)

...ca-na - vi-ais...

380 Orthography: updated from Infancia
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O mesmo faz Camargo Guarnieri em Minha Viola, tanto nesta ltima palavra como no ditongo
crescente criado pela ligagdo de palavras na frase “E 4 noite ...”:3%!

/R ——
— \ (Sic)
AN 7 i
e
Vi-o - la...
) N
% i F = b I .f M {'Sic)
Y A .
E a noi - te

Al

Este ditongo apresenta uma vaga tendéncia para se transformar em éi nalgumas palavras
(arraigar: arréigar, taipa: téipa®8?).3# Quando, no interior das palavras, nio vier determinada pelo
texto, evita-se esta tendéncia, no canto erudito.

No caso, porém do ditongo resultar da ligagao de palavras, a tendéncia ¢ instintiva e
corrente, como observa Souza da Silveira (ps. 69 e 74), com 6timos exemplos:

trinta-e-um: trintéi-um3%*
trinta-e-dois: trintéi-dois®>
“Ultima33® flor do Lacio, inculta e bela”3%7
“Ultima flor do Lacio, incult’éi388 38bela”3%

Quando o compositor der um som sé, moderado ou rapido, para essa ligagao vocalica, a
tendéncia deve ser respeitada com discri¢cao. Nos sons longos ¢ evitada.

381 Grammar: colon added (updated from ... "E 4 noite ... " ...)

382 Consistency: circumflex & added

383 Grammar: period removed from inside parenthesis and move it to outside—téipa)

384 Consistency: italics added to highlight the sounds in question, as has been the tradition of this document
(updated from ... trinta-e-um: trintéi-um...)

385 Consistency: italics added to highlight the sounds in question, as has been the tradition of this document
(updated from ... trinta-e-dois: trintéi-dois ...)

386 Orthography: updated from Ultima. The line immediately preceding has also been updated with an
identical change.

387 Consistency: italics added to highlight the sounds in question, as has been the tradition of this document
(updated from ... inculta e bela...)

388 Consistency: circumflex & added

389 Consistency: italics added to highlight the sounds in question, as has been the tradition of this document
(updated from ... incult'éi bela dois ...)

390 Grammar: period removed
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_g—b#—_—
G2 2
Texto: -4 gar-raa-dun-cae ma.

Execucdo:..a ga-rr'a- dii-nquél ma.

Andante

il
h

ma.

Execucao:

Andante

7
)

a-di -nca-i ma.

AU

Com este ditongo verifica-se uma tendéncia, idéntica a*°! do ditongo anterior, que o
transforma em ou (tauru: touro®?). Quando o ditongo resultar da ligagdo de palavras, a tendéncia

podera ser aplicada, exclusivamente em sons rapidos dos casos em que, havendo tritongo,
economize a emissao vocalica.

Alegro
n S
o ) -
) ' '
o)
Texto: ...en-tre-ga-te a0 mar
Execucdo:

..I-ntre ga- tid mar

31 Orthography: updated from &
32 Consistency: updated from tauru-touro
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Mas:

Alert’ au mar
Joagadudu mar

AO

Este ditongo, a bem-dizer 33,34 ndo existe na emissio vocal, devendo em palavras como
caos, (primitivo hiato ja transformado em ditongo) ser assimilado a au.

Ao
Deste ditongo ja se deu exemplo da prontncia normal, ao tratar das Vogais Prolongadas.
Pronuncia-se exatamente aii.

Ocorre frequentemente no canto popular ou popularesco, que a consciéncia®® da
pronuncia g-i deste ditongo, leve o povo a lhe dar dois sons melddicos, um para o @, outro para o
it (Conf. 0 lundu,**® La nas Matas do Sertdo,*®” Arquivo de Melodias Populares, da Discoteca
Publica, do DEPARTAMENTO DE CULTURA: codice V. doc. n.° 18; ou a roda infantil, >
Tenho um cachorrinho,’* registrada por Camargo Guarnieri), dando-se assim uma terminagao
feminina 4 melodia.

Na diccao cantada do do tonico em dois sons melddicos, ao envés desta divisdo popular,
usa-se o prolongamento do 4, para que o ditongo ressalve a sua integridade fonética:

Andante
f) —
#\%—P—P I' y ..LI'
ANS 4 | | | yi
ry — '

..co-ra ¢d - au

Na dicgao cantada do fonema am postonico, num som sé, rapido, poderd discretamente
preferir-se uma vogal de compromisso, muito proxima do um popular.

393 Orthography/Hyphenation: updated from bem dizer

3% Grammar: commas added (updated from ... a bem-dizer ndo ...)

395 Spelling/Orthography: updated from conciencia

3% Grammar: comma added (updated from ... Conf. o lundu "La ...)

37 Consistency: italics added (upated from ... “La nas Matas do Sertdo” ...)

3% Grammar: comma added (updated from ... roda infantil “Tenho ...)

39 Consistency and Grammar: italics added and quotation marks omitted (updated from ... “Tenho um
cachorrinho” ...)
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Alegro
f)
G2 = | -
Texto: ..pe - di-ram s6 ca - lor
Execugdo: ..pi - di-rum s6 ca - lor

O fonema do postdnica conserva no canto o valor de @ii com que ¢ falado.

O advérbio ndo (ndi*"’) também se conserva integro no canto erudito. Em frases-feitas
como,*! “ndo sei ndo” e’ “ndo ¢ mesmo?”, em que a tonica da frase cai, no primeiro caso no
segundo ndo, e no segundo caso em mes(mo), observa-se a*®3 tendéncia geral, mesmo entre
pessoas cultas, para converter o primeiro ndo das frases num som mais rapido, muito proximo do
num (ndo) popular. Esta tendéncia, quando o primeiro ndo de tais frases-feitas ocorrer num som
rapido, traz maior naturalidade a*** frase, a0 mesmo tempo que facilita a elocugdo da frase, pois
parece corresponder a uma exigéncia psicofisiologica da raca.

A tendéncia para converter o fonema om em do (bom: bdo) é repudiada, conservando*® o
fonema, como no Nordeste (M. Marroquim, p. 73), em toda a sua pureza.

EI

A tendéncia popular para suprimir o i deste ditongo (béjo por beijo, mantéga, quéjo) sera
totalmente desaproveitada no canto erudito, pois além de sua deselegincia, dificulta a emissdo
musical do fonema.

O ditongo éi, quando atono e final, soa frequentemente e surdo na lingua-padrao
(razoavis, amavis, comestivis%: Conf. A. Nascentes p. 30). Esta tendéncia sera observada no
canto erudito quando o fonema ocorrer num som rapido, emitindo-se uma vogal de
compromisso, mais proxima do i que do e.

Quando o fonema éi ocorrer no agudo, devera se misturar um bocado do eu francés a*’
vogal do ditongo, para que ndo soe*?® ai (esquecerai por esquecerei) como entre os maus
cantores.

400 Consistency: italics added to highlight the sounds in question, as isthe tradition of this document
(updated from ... nad ...)

401 Grammar: comma added (updated from ... frases-feitas como "ndo sei ...)

402 Clarity: removed comma and added a conjunction—e

403 Grammar: updated to add a

404 Orthography: updated from 4

405 Spelling: updated from conservado

406 Orthography: updated from comestivis (actual word and spelling is comestiveis)

407 Orthography: updated from &

408 Orthography: updated from archaic soe
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OI e OU

O ditongo ou na realidade ndo existe na lingua nacional inculta que o reduz a o fechado.
Tende rapidamente a desaparecer também da linguagem culta. Estes dois ditongos se trocam
muitas vezes um pelo outro, parecendo a prontincia nacional querer cuidadosamente contrariar a
portuguesa. No Brasil estdo generalizadamente fixados os vocébulos ouro, lavoura, outro,
vindouro, matadouro, loucura, louco, *%° estouro;*'? assim como dois, doido*!!, oito, dezoito,
oitava, coiteiro, foice, afoito, agoite, acoitar, biscoito, toicinho, noite, moita, e*'>coisa. Nestes
vocabulos, e outros em que haja dualidade e hesitagdo nacional de prontncia, o cantor cinge-se
a*!3 fonética do texto, adotando a forma preferida pelo escritor.

Nio ha*'* hesita¢do nem troca entre 6i ditongos 6i. Este lltimo ocorre principalmente
nos plurais das palavras em ol (sois, caracdis) e nas flexdes verbais, quando final (sée, mde?’).
Quando o ditongo aparece na penultima silaba das flexdes verbais, é sempre 6i se seguido por
consoante (perndito, agéitas), e quase*'® sempre aberto se lhe segue vogal (bdio, bdias, bdia, mas
boiamos*!”). As dicgdes dito, dezdito, e*'® vint'dito, ndo ocorrem na lingua-padrio e sdo viciosas.

Ditongos crescentes

Os ditongos crescentes, quer legitimos, quer provocados pela condensagdo musical de
hiatos, quando correspondentes a um som s6 da melodia, obedecem a*'° norma ja determinada.

Existe, como observou Said Ali (op. cit. p. 17 e ss.)*?° uma tendéncia nacional popular
para a fixacdo de hiatos em grupos vocalicos que Gongalves Viana da como ditongos para
Portugal. Na musica popular brasileira essa tendéncia se prova facilmente, pois na maioria dos
casos sao dados dois sons melddicos aos hiatos de palavras tais como di-abo, mi-zzdo, mi-udinho,
pi-6lho, mu-inho, e**! pu-eta (Comp. a pega Canto do Matuto gravagio da Discoteca Publica,
DEP. DE CULTURA, disco Série ME, n.° 4; a popular melodia de Catulo Cearense**>—*“Nao ha

409 Consistency: removed comma and added a conjunction—e (updated from ... louco, estouro, ...)

410 Grammar: removed comma and replaced with a semicolon

41 Orthography: updated from archaic ddido

412 Consistency: removed comma and added a conjunction—e (updated from ... moita, coisa ...)

413 Orthography: updated from &

414 Orthography: updated from ha

415 Consistency: italics added to highlight the sounds in question, as is the tradition of this document
(updated from ... sée, moe ...)

416 Observation: all other instances of this word thus far have been quasi. This is the first correct spelling in
this document.

417 Consistency/Grammar/Fluidity: as “mas bdiamos” is in line with the of train of thought within in the
parenthesis, this has been included in the parenthesis instead of as a separate sentence (updated from ... (bdio, boias,
bobia). Mas boéiamos. ...). Period removed after *).” and second parenthesis moved to the end of the sentence.
Capitalization removed from “Mas”

418 Grammar: conjunction added—e (updated from ... dezéito, vint'6ito ...)

419 Orthography: updated from 4

420 Observation: it is unclear what work is being cited here.

421 Consistency: added conjunction—e (updated from ... mu-inho, pu-eta, ...)

422 Spelling: corrected and updated from Cearence
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pu-eta, ndo ha...”; a marchinha Sossega Li-do*’? do Carnaval carioca de 1937 ou ainda a divisdo
“ga-vi-Go**’ no popular Gavido de Penacho, harmonizado por Francisco Braga. Podera
observar-se ainda a exagerada hiatiza¢do musical de “espi-ando,” “tapi-a¢do,”** e “ocasi-do,
na pega Meu coragdo ndo te aceita,**’ em disco Odeon n.° 10569-B).

99 ¢¢

23426

Barroso Neto, nos Olhos Tristes, tendo que ritmizar a palavra “poente”, apresenta uma
solucdo muito apropriada. Ao mesmo tempo que fixa a nog¢do do hiato pela distribuicdo das duas
vogais em dois sons diversos, ritmizar de maneira quase idéntica a**® proposta atras, (pag. 35),

para os ditongos crescentes, dando um valor de fusa ao o:

Lento e doloroso

0
g o Y
A |\

. A,
—R—N
o o

N

(sic)

...80is co - mo dois s6is num po - en - te..

Quando o hiato € postonico, observa-se uma tal ou qual tendéncia para eliminacdo da
primeira vogal (histéra por historia, culéju por culégio, puli¢a por pulicia) ou transporte dela
para junto da tonica, para formar um mais facil*?° ditongo decrescente (tduba por tabua, réuga
por régua: A. Nascentes, p. 20). Este vicio, que nao ¢ geral mesmo na fala carioca, serd evitado
no canto erudito.

EA
Neste hiato acrescenta-se um i 4 vogal tonica (idéia, européia, assembléia).

EAe EAO

Nestes hiatos o e soa sistematicamente surdo (rial, tiatro, lido), devendo o canto erudito
usar uma vogal de compromisso.

AIA, AIO, EIA, EIO, IA, 10, OIA, OI0, OIA, OI0, UIA, UIO*’

423 Observation: the correct spelling/title of this marchinha is Sossega Ledo. As this section is in regard to

rising diphthongs, the author has chosen to highlight the diphthong and linguistic shift of the e sound to Li-do0. As
this is a title to a piece, I have chosen to capitalize Li-do and leave the spelling as the author intended, to make his
point.

424 Consistency: italics added to highlight the sounds in question, as is the tradition of this document
(updated from ... “ga-vi-d0” ...)

425 Grammar: comma added (updated from ... “tapi-a¢do” e “ocasi-30” ...)

426 Consistency: italics added to highlight the sounds in question, as is the tradition of this document
(updated from ... “espi-ando,” “tapi-a¢do” e “ocasi-d0” ...)

427 Consistency and Grammar: italics added and quotation marks omitted (updated from ... “Meu coracdo
ndo te aceita” ...)

428 Orthography: updated from 4

429 Orthography: updated from facil

430 Grammar: period removed as it was unnecessary
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Em todos estes hiatos a lingua-padrao prolonga levemente o i (sdi-ia, Mai-io, féi-a,
etc.)®!. Tal desdobramento ndo pode existir no canto nem mesmo no caso de acentuagdes muito

fortes ou de sincopas, pois a semivogal i do ditongo inicial ¢ emitida apenas como uma
apoiadura:

Andantino
f) & |
F - |
F. & L K I
[ M an) i P
sV —_—
e/
.mi-n-nu f& - 1 -nu

Alguns compositores ja fixaram esta norma que separa o ditongo decrescente real,
criando um novo ditongo crescente ficticio, pela transformagdo da semivogal em semiconsoante

ajuntada a4 vogal da silaba seguinte. Lourenco Fernandez em sua Can¢do do Bergo assim
distribui** as vozes:

J=58
0

L &»
=]

1A

e)
...mi - nhas ve - ias. (sic)

Joao Gomes Junior na Cangdo do Exilio faz o mesmo:

Andantino
0 . N N N N
(3] & 1 [ ] [
Ger=r=———c=o =8
¥ -
Y] ' ——
...gor - ge-ilam nao gor - ge - 1am (sic)

Excetuam-se apenas os dois casos de io e ia, em que o desdobramento € obrigatorio e
fatal mesmo no canto:

Andantino
O | K
! - X T
25 7 =
o)
...di mi-nha f1T 1-a

431 Consistency: removed colon and replaced with the missing initial parenthesis. This is in line with other
sections of this document. (updated from ... o i: sdi-ia, Mai-io, féi-a, etc. ...)

432 Spelling: updated from distribue
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0A
Neste hiato, que tende a se transformar em ditongo crescente, o o soa sempre surdo
(muagem, pudia), implicando, no canto, a emissdo duma vogal de compromisso.

Ligacao das palavras e tritongos

Quando uma palavra termina por vogal e a palavra seguinte comega também por vogal, o
hiato resultante procura muitas vezes desaparecer, quer contraindo-se as duas vogais num
ditongo, quer uma delas devorando a outra. O fendmeno depende, na infinita maioria dos casos,
do ritmo e do acento psicoldgico da frase. Quem implora ao jogador do seu clube fazer um ponto
no jogo*, insiste no “um” e pronuncia*** claramente o hiato: “Faga um!”. Mas se pede com
insisténcia quase imperativa, apenas “um so” ponto, o ritmo da frase deslocando-se do “um” para
0 “s0”, obriga a converter o hiato num ditongo: “Fa¢a um! Faga-um s6.43” Mas se desesperado,
irritando-se até consigo mesmo, ordena que o jogador faca o ponto, apressa ainda**¢ mais o ritmo
em que vai, devora a vogal mais inutil*}7 para o caso, e exclama entdo esta frase completa: “Faga
um! Faca-um s6! Com*® mil diabos, fa¢ um** s6!”.

Este exemplo ¢ suficiente para demonstrar a impossibilidade de fixar normas para a
ligagdo das palavras. Cada frase tem seu ritmo e psicologia proprios, impossiveis** de reduzir a
casos gerais. O problema dependera, pois,*! quase exclusivamente da inteligéncia e da
expressividade tanto do compositor como do cantor.

H4, porém, algumas tendéncias fisiologicas de prontincia que poderao de alguma forma
nortear a diccao do cantor.

Primeira vogal surda
Quando a primeira palavra termina por uma vogal oral surda e a palavra seguinte

principia por essa mesma vogal ou a imediatamente seguinte das duas séries decrescentes a-e-i e
a-o-u, se a vogal segunda nao ¢ tonica, no geral devora a primeira. Compare-se:

433 Orthography: updated from archaic jogo

434 Orthography: updated from pronuncia

435 Consistency: italics added to highlight the sounds in question, as is the tradition of this document
(updated from ... Faga-um s6 ...)

436 Spelling: updated from inda

47 Orthography: updated from inutil

438 Grammar: capitalization added (updated from com)

439 Consistency: italics added to highlight the sounds in question, as is the tradition of this document
(updated from ... fag’'um s6 ...)

440 Orthography: updated from impossiveis

41 Grammar: commas added (updated from ... dependera pois quase ...)
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ata: Voce fa¢’a mesma coisa...

a+e: Ganhei uma not 'excelente.

ete: Pobre d’isipirito.

eti: Pobr’instinto!

ato: Na cas ‘oposta a**? minha...**

o+o: Corre camp 'O Boi** Espéacio*® ...
o+u: O sonh utilizado ...

No caso da segunda vogal ser tonica, o e surdo diante de ¢ ou de é, o o surdo diante de 4,
e u, bem como nos saltos duma duas séries vocalicas para a outra (e+o, et+u, o+e, o+i): a
vogal surda nunca ¢ devorada pela vogal tonica que lhe segue. Excetuam-se apenas as
expressdes-feitas tais como, 44’ vinha-d’alhos e¢**® fios-d’ovos, que ja recebemos feitas pelos
portugueses.*+

6,446

Nos outros casos todos em que a segunda vogal € tonica, s6 mesmo o ritmo € o
movimento psicologico da frase podem decidir a prontincia. Compare-se:

N3ao havi’alma*>®
ata: =
Quer que faga-alto®'?

o

“Boi de fam’éh*? bumba!” (exemplo popular fluminense*3.Discotca Publica,

o Dep. De Cultura, Codice VIII, n.° 1434,
ate.

Quem tivera-éxtase*> tamanho!...

—

etc.

42 Orthography: updated from &

443 Grammar: extra ellipse removed (updated from ... 4 minha.... ... )

444 Grammar: capitalization added for proper name — O Boi Espécio (updated from ... 0 boi ...)

45 Orthography: updated from Espacio

#46 Grammar: comma added (updated from ... 6 e u, ...)

#7 Grammar: commas added (updated from ... como vinha-d’alhos, fios-d’ovos, ...)

#8 Grammar: comma removed and conjunction added updated from ... como, vinha-d'alhos, fios-d'ovos, ...)

449 Grammar: updated form Portugueses

430 Consistency: italics added italics added to highlight the sounds in question, as is the tradition of this
document (updated from ... havi’alma ...)

431 Consistency: italics added italics added to highlight the sounds in question, as is the tradition of this
document (updated from ... faga-alto ...)

42Consistency: italics added italics added to highlight the sounds in question, as is the tradition of this
document (updated from ... fam’¢éh ...)

453 Information: a term for the people from the state of Rio de Janeiro

454 Translation: Public Record Library, Dep. Of Culture, Codex VIII, No. 01

435 Consistency: italics added italics added to highlight the sounds in question, as is the tradition of this
document (updated from ... tivera-éxtase ...)
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Primeira vogal tonica

Quando a primeira palavra termina em vogal tonica, as duas vogais geralmente se
conservam, as mais das vezes formando hiato e mais raramente ditongo. Mesmo no caso do i
tonico ser seguido por e surdo ou #, percebe-se com nitidez o prolongamento do i: “nunca vi-
idoneidade mais discutivel*®” €437 “ali-istavam trés homens.”

Os tritongos apresentam também uma quantidade inumeravel*® de casos, dependentes,
particularmente quando oriundos da ligagao de palavras, do ritmo e da acentuagdo psicologica da
frase.

Em quaisquer casos de ligagdes de palavras,*° como de tritongos, quando o fato ocorrer
sob um som s6 da melodia, dependeréa do cantor a medida certa da divisao do som, de forma a
equilibrar as exigéncias do canto com as da expressdo psicoldgica do texto.

Como norma geral, quando nenhuma das vogais for devorada por outra, o cantor
conceberd umas das vogais apenas como real, e as outras como semivogais ou
semiconsoantes,*° aplicando a*! emissdo musical as*%?> normas dadas para os ditongos. Observe-

se, por exemplo, a divisdo por metade, proposta por Francisco Mignone em Teu Nome:

. =104 Poco meno
) — rﬁﬁﬂ_3_—ﬁ—lzl\ >
A — " — ) — .
OV —¢ g0 5= hr (sic)
[Y) r 4 |
Nun - ca o dis-sea nin - guem

O ditongo crescente, “cu’d”*%* (com a?%%),%% usado frequentemente pelos poetas em
métrica, encontrou em Francisco Braga, na pega Trovador do Sertdo, a realizagdo musical
proposta atras para os ditongos crescentes:

436 Orthography: updated from discutivel

457 Grammar: comma removed and conjunction added (updated from ... discutivel,” “ali-istavam ...)

458 Orthography: updated from inumeravel

459 Grammar: comma added (updated from ... palavras como de ...)

460 Grammar: comma added (updated from ... semiconsoantes aplicando a ...)

461 Orthography: updated from 4

462 Orthography: updated from as

463 Consistency: italics added to highlight the sounds in question, as is the tradition of this document
(updated from ... “cu’a” ...)

464 Consistency: italics added to highlight the sounds in question, as is the tradition of this document
(updated from ... (com a) ...)

465 Grammar: commas added (updated from ... crescent “cu’a” (com a) usado ...)
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Andantino
E; |
'hu|lp l[) = |k\ T > r ] -
| o T -
= } —— sic
r\%-} . o i s — [ — (sic)
[

Coma per-nae bra-cos nus...

Na mesma pega, esta exata solucdo se repete no ditongo crescente,**® “e as plumas”:

X
i - . (sic)
ANEY 17 [ ]
Y] r ——
E as plu mas...

Idéntico proceder tiveram L. Gallet e Camargo Guarnieri nos exemplos citados a4’

pag*%8. 36. Ainda Villa Lobos*® na Cascavel propde a mesma solugio para o ditongo,*”°
“uén”*"! (ninho onde):

~ "kmt...# (si )
S1C

N>

.
gl

..ni - nhoon - de

AS CONSOANTES

B — Conserva-se sempre integro em seus dois valores.

C — ou Q — Como oclusiva velar surda, conserva-se sempre integro. Nao soa nas
palavras desinfectar’’? e secg¢do. Soa em dactilégrafo?” e seus derivados. Soa também o

466 Grammar: comma added (updated from ... cresente “e as...”)

467 Orthography: updated from 4

468 Consistency: as the abbreviation for pagina has been pag., this has been updated from pg.
469 Spelling: updated from Vila-Lobos

470 Grammar: comma added (updated from ... ditongo “uén” ...)
471 Consistency: italics added to highlight the sounds in question, as is the tradition of this document

(updated from ... uén ...)
472 Spelling: modern spelling is disinfetar. Since this section mentions the ¢ sounds that were considered

heard at this time, it is important to leave it as is in its archaic form as it relates to the prose at hand.
473 Spelling: modern spelling is datilografo. Since this section mentions the ¢ sounds that were considered

heard at this time, it is important to leave it as is in its archaic form as it relates to the prose at hand.
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primeiro ¢ de aceder,*’* acepgdo,*’> accessivel,4’® e*’” acessorio.*’® Na prontincia inculta
iniciando palavras, tende a amolecer (Gosme por Cosme, Gosmético), fendmeno*” que sera
recusado pelo canto erudito.

D — Conserva-se sempre integro.
F — Conserva-se sempre integro.
G — Como fricativa velar sonora diante dos ditongos crescentes em ua (dgua*®®) o g

pode ser pronunciado levissimo e sem nitidez como no Nordeste, pois esta dicgdo melhora*®!
emissdo vocal sem prejudicar a inteligibilidade do texto.

a

Como fricativa palatal sonora, na prontncia inculta, o g tende em certas vozes a se
abrandar em z (Zinebra por Genebra*®?), o que sera proibido no canto erudito.

J — Conserva-se sempre integro.

L — Na linguagem popular ¢é trocado as*®3

de forma alguma permitido no canto erudito.

vezes pelo » (marvado, Zirda) o que ndo sera

Nunca devera se vocalizar (animau por animal) como, as*%

vezes, na pronuncia inculta.
Quando final de palavra, cai invariavelmente entre os incultos e com frequéncia na
linguagem desleixada. Esta facilitagdo de pronuncia devera ser evitada em sua crueza popular,
mas o cantor devera principalmente evitar o vicio contrario que consiste num rolamento do / a
ponto de duplica-10%3:43¢ nem*7 liberd, nem liberal/ e muito menos liberali**®. A pronancia
devera mais tender para o fendmeno**® inculto, com a prola¢do dum / levissimo, quase nulo,

474 Spelling: modern spelling is aceder. Since this section mentions the ¢ sounds that were considered heard

at this time, it is important to leave it as is in its archaic form as it relates to the prose at hand.

475 Spelling: modern spelling is acepgdo. Since this section mentions the ¢ sounds that were considered
heard at this time, it is important to leave it as is in its archaic form as it relates to the prose at hand.

476 Orthography: updated from accessivel

477 Grammar: conjunction added—e (updated from ... accessivel, accessorio. ...)

478 Spelling: modern spelling is acessorio. Since this section mentions the ¢ sounds that were considered
heard/unheard at this time, it is important to leave it, as is, in its archaic form as it relates to the prose at hand.

479 Orthography: updated from fendmeno

480 Orthography: updated from agua

481 Spelling: updated from milhora

482 Grammar/Capitalization: as this example is a proper noun, it should be capitalized. Even though the
example of improper pronunciation is not a word, it represents a proper noun, so I decided to capitalize it as well.
(updated from ... zinebra por gencbra ...)

483 Orthography: updated from 4s

484 Orthography: updated from 4s

485 Orthography: updated from duplica-lo

486 Grammar: period removed and colon added (updated from ... duplica-lo. Nem ...)

487 Grammar: with the addition of a colon, the capitalization was removed. (update from ... Nem ...)

488 Consistency: italics added to highlight the sounds in question, as is the tradition of this document
(updated from... nem libera, nem liberall e muito menos liberali ...)

489 Orthography: updated from fenémeno
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principalmente nos sons rapidos e nos finais, de forma a nao prejudicar nunca a pureza da vogal
a que o / se ajunte.

LH — Nao se trata exatamente dum grupo consonantal, pois as duas letras se fundem
para a conformagdo dum ruido indivisivel*”°. Conserva-se sempre integro.

Na lingua inculta tende a se vocalizar em i (f6ia por fo/ha), o que ndo € permitido no
canto erudito.

Tende outras vezes a despalatalizar-se*! (muler por mulher) o que também néo é
tolerado.

M — Diante de vogal com que forma silaba, conserva-se sempre integro.

Quando as silabas em e im, finais de palavras oxitonas, sdo seguidas de palavra iniciada
or vogal, o m transforma-se sempre no valor consonantico n# (“véi-nharmar” por “vem
9
armar”;*? “séi-nhir néi-nhisquecer” por “sem ir nem esquecer”; “vim-nhaqui” por “vim aqui***”;

“assim-nhus pais®*” por “assim os pais”*>> 496),

Observa-se por estes exemplos que o m final jamais tem na pronuncia da lingua, um valor
exato de oclusiva. Diante de consoante ou final, ele desmaia discretamente ndo chegando nunca a
provocar a completa conjung¢ao dos labios, ou se transforma em nh. Esta ¢ uma das delicadas
subtilezas fonéticas da lingua que estranhos, principalmente germanicos,*”’ sentem grande
dificuldade de aprender.

N — Conserva-se sempre integro em seus dois valores.

Tende a desaparecer como final, em silabas postonicas de palavras eruditas (germe*:
gérmen®” 3%), Em casos tais quando exigido pelo texto, deve ser dado levissimo, quase nulo.

Tende na prontncia inculta a palatalizar-se diante de e surdo ou i (demon/o por
demonio), o que ndo se usa no canto erudito.

490 Orthography: updated from indivisivel

#1 Vernacular: this is not a word in the Portuguese language. This appears to be another “Andradeism,”
meaning to depalatize.

492 Grammar/Consistency: semicolon added (updated from ... por “vem armar”, ¢ s&i-nhir...”)

493 Orthography: updated from aqui

494 Spelling/Orthography: updated from pais

495 Same as previous footnote

4% Consistency: italics added to highlight the sounds in question, as is the tradition of this document

29,

(updated from ... (“v&i-nharmar” por “vem armar”; “s€i-nhir n€i-nhisquecer” por “sem ir nem esquecer”’; “vim [-]

s
299, <

nhaqui” por “vim aqui”; “assim-nhus pais” por “assim os pais”). ....)

47 Grammar/Capitalization: updated from Germanicos

498 Consistency: capitalization removed (updated from ... (Germe: ...)

49 Orthography: updated from germen

3% Consistency: italics added to highlight the sounds in question, as is the tradition of this document
(updated from ... germen ...)
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NH — Como no caso do LH, ndo se trata propriamente dum grupo consonantico, pois as
duas letras se fundem num ruido indivisivel.’*! Conserva-se sempre integro.

Na lingua inculta ou desleixada tende a se converter em » (compania por comparnhia), o
que sera evitado no canto erudito.

P — Conserva-se sempre integro.

Deve soar o p da palavra corrupto e de suas derivadas. Nio deve soar o p°%? de excepcdo,
excepto, exceptuar, psalmo>® e seus derivadas.

R — S¢ ¢ brando entre vogais no interior das palavras, ou quando final seguido de
palavra iniciada por vogal (levar-amanha).

Quando final de palavra aguda, na pronuncia inculta ou desleixada tende a ser devorado
pelo acento. Mas, como foi dito para o caso idéntico do /, ¢ também defeituosa a tendéncia, por
assim dizer, contraria que consiste em rolar excessivamente o 7 final, dando-lhe um valor
gutural. Esta tltima tendéncia devera ser energicamente evitada no canto erudito, por dar a3
emissdo da vogal acentuada um rabo de ruidos, absolutamente desairoso, prejudicial 4°% pureza
da voz. A facilitagdo fonética que leva o povo a omitir o » deste caso, ¢ que deve ser estudada e
aplicada discretamente no canto erudito. Nao pela omissao cruel da consoante, mas pela
execugdo dum 7 levissimo, aproximadamente nulo. Tanto em casos internos de melodias rapidas

como em firmatas e finais de frases, este » levissimo facilita e musicaliza a dic¢do cantada.

S e Z— S0 ha’% que considerar estas duas consoantes, quando estdo como final das
palavras. Se a palavra esta isolada ou vem como fim de frase, as duas consoantes se confundem
(Comp. gas, gaz, atras, atraz, “Nunca me veras!”>%7). Ainda se confundem no valor de z quando
na mesma posi¢ao de final de palavra, sao seguidas de outra palavra iniciada por vogal (“nunca
mai-z-amei,” “alu-z-ardia™>%),

Ja, porém, quando na mesma posigao de final, sdo seguidas de consoantes, constituem
uma subtileza fonética, valendo ambos ora s surdo, ora z. Tanto o s como o z soam nitidamente z
diante de b, d, g, [, m, n, r, v, € z’”. Mas soam bem mais surdamente, quase com valor de ¢ diante

301 Orthography: updated from indivisivel

392 Content: added missing “p” (updated from ... Ndo deve soar o de excep¢io ...)

393 Spelling/Consistency: modern spellings are excecio, exceto, excetuar, salmo. Since this section
mentions the p sounds that were considered heard/unheard at this time, it is important to leave it as is in its archaic
form as it relates to the prose at hand.

304 Orthography: updated from &

305 Orthography: updated from 4

396 Orthography: updated from ha

307 Consistency: italics added to highlight the sounds in question, as is the tradition of this document
(updated from ... me versa! ...)

398 Consistency: italics added to highlight the sounds in question, as is the tradition of this document
(updated from ... (“nunca mai-z-amei,” “alu-z-ardia”). ...)

399 Grammar and Consistency: commas added (updated from ... bdglmnrvez..)
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das consoantes surdas. (Observe-se a diferenga de valor, sonoro ou surdo, de “outra-z-batas” e
“outra-ss-catas’>1?).

Embora o s com valor de j ou x da lingua-padrao tenha sido recusado para o canto
erudito, dois casos ha’!'! em que essa pronuncia é aconselhavel®'?, principalmente nas melodias
rapidas, pois que em vez de acrescentar ruidos, os diminui’'?. E quando o s vem diante de j (ge
ou gi) ou de x (ch’'#), casos em que na pronuncia da lingua-padrio ele ¢ assimilado (A.

” “a-ch-aves” por “as

29 ¢

Nascentes, p. 44315): “u-jarros” por “os jarros”, “a-g-irafas” por “as girafas,
chaves,” €31 “y-x-enxéns” por “os xenxéns.”!’

O s interno que o povo do Brasil tende a transformar em j (quaje por quase>'®) é
energicamente repudiado pelo canto erudito.

T - Conserva-se sempre integro.

V' - Conserva-se sempre integro.

519

A tendéncia inculta para troca-10°'” pelo b (berruga por verruga®?) ¢é recusada pelo canto

erudito.

X - Além dos seus valores de fricativa surda palatal e alveolar, soa mais raramente como
grupo consonantico cs (ficso, anecso, Lucs). Neste valor, segue, no canto erudito, a norma geral
de emissdo dos grupos consonanticos.

Na pronuncia inculta, principalmente da zona caipira, surge a tendéncia para transformar
o valor palatal do x, no grupo consonantico tx (cdtcho por coxo, atchei por achei). Esta pronuncia

¢ energicamente repudiada pelo canto erudito.

Nao soa o x de exceder, excelente, excelso, excitar e de seus derivados.

310 Consistency: italics added to highlight the sounds in question, as is the tradition of this document
(updated from ... “outra-z-batas” e “outra-ss-catas” ...)

S Orthography: updated from ha

312 Orthography: updated from aconselhavel

313 Spelling: updated from diminue

314 Consistency: italics added to highlight the sounds in question, as is the tradition of this document
(updated from ... (ch) ...)

315 Observation: this is in reference to Antenor Nascentes’s O Linguajar Carioca, from 1922, cited in the
introduction of these Normas.

316 Grammar: conjunction added—e

317 Consistency: italics added to highlight the sounds in question, as is the tradition of this document
(updated from ... “u-jarros” por “os jarros,” “a-g-irafas” por “as girafas,” “a-ch-aves” por “as chaves,” e “u-x-
enxéns” por “os xenxéns” ...)

318 Consistency: italics added to highlight the sounds in question, as is the tradition of this document
(updated from ... por quase ...)

319 Orthography: updated from troca-lo

320 Consistency: por verruga added to indicate the correct spelling/pronunciation of the work/letter in
question, as is the tradition of this document.

99 <
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Grupos consonantais

Ao invés>! dos grupos ss, 7, [h,°*? e nh em que as consoantes se fundem e formam um
ruido indivisivel®??, surgem na lingua numerosas outras combinagdes consonantais em que cada
consoante mantem o seu valor proprio. Em todos estes casos a primeira consoante do grupo (ou
as duas primeiras nos agrupamentos ternarios) deve ser conceitualmente concebida pelo cantor
como se fosse uma apoiadura rapidissima, € as mais das vezes muito nitida. A apoiadura
pertence ao som, quando o grupo consonantico ocorrer dentro da silaba, ou pertence ao som
anterior e consequentemente lhe tomara parte do valor ritmico, se o grupo derivar do embate de
silabas ou palavras.

Primeiro caso:

Segundo caso:

H4&>* certos casos em que a primeira consoante do grupo pode ser emitida sem nitidez.
Com efeito, observa-se que tanto na fala inculta e familiar como as°?° vezes na dos cultos, certos
grupos consonanticos tendem a se simplificar, perdendo uma das consoantes (quaro por quatro,
istrumento por insfrumento, néga por négra, poblema por problema,>?¢ e os gerundios sorrino,
perdéno etc.). Esta claro que esta tendéncia quando nao exigida pelo texto por efeito, de
comicidade ou ruralismo, ¢ evitada no canto erudito. Ela vem pdr em evidéncia, porém, a
extrema diluicao com que deve ser dada em muitos casos, uma das consoantes do grupo
consonantal, pelo cantor cuidadoso conjuntamente do timbre nacional da sua linguagem e da
beleza musical da sua voz. E incontestavel5?7 que, ocorrente em sons rapidos ou no registro
agudo da voz, o negrismo passano por passando (R. Mendonga. pag.>*® 189) e dicgdes como

321 Spelling: updated from envés

522 Grammar: comma added (updated from ... rr, lh e nh ...)

523 Orthography: updated from indivisivel

524 Orthography: updated from Ha

325 Orthography: updated from &s

326 Grammar: comma added (updated from ... problema € os ...)

527 Orthography: updated from incontestavel

328 Consistency: as the abbreviation for pagina has been pag., this has been updated from P.
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quat(r)o, neg(r)a, tam(b)ém>%°, com a consoante entre parénteses dada muito diluida*°, quase
irreal, ou mesmo inexistente duma vez em casos de alegros e prestos, acrescenta carater>>!
nacional a%3? voz e lhe facilita a musicalizacdo.

O grupo consonantal sc diante de e ou 7, ainda conservado ortograficamente, ndo ¢
nacional e ndo aparecera no canto erudito (nacer e nao nas-cer).

O r antecedido de outra consoante pertencente a°*3 mesma silaba, tem sempre valor
brando, ndo tendendo nunca a italianizar-se num valor mais duro (brando e nao brrando). Se a
primeira consoante pertence a silaba anterior, o » tem valor forte (abal-roar).

Nos grupos consonantais em que ocorre um /, este tende a se trocar por um  (Girda por
Gilda, craro por claro), caipirismo que ndo se tolera no canto erudito.

534

A tendéncia para as metateses (preguntar-* e proguntar por perguntar) sera ignorada pelo

canto erudito, quando ndo estabelecida pelo texto.

A tendéncia para as epénteses, comum na fala inculta e na culta dos brasileiros®*> em
geral, que intercala um e surdo e as vezes fechado nos grupos bc (obicecado), bd (obidurar), bj
(obijeto), bn (abinegado), bs (abissoluto), bt (obiter). bv (6bivio), c¢ (infequicio), cm (aquime)>°,
en (4quine), ct (inféquito), dj (adijacente), dm (adimirar), dn (adinato), dv (adivogado e
adevogado), gm (praguimatica), gn (iguinorar), mn (minemonica), p¢ (recepicdo), pn
(pineumatico), pt (ecépiro), cs (figuisso por fixo), tm (atimosfera) evita-se quanto a exagero>*’ da
vogal acrescentada. Mas deve ser aplicada com muita discri¢do pelo cantor, pois representa uma
normalidade da linguagem nacional e uma das suas diferencas sensiveis>*® em rela¢do ao
portugués dos portugueses.>* O cantor, em casos tais, seguird as mesmas normas das paragoges
indicadas na pagina>* 13.

Heitor Villa Lobos®*! ndo hesita em exigir claramente a epéntese nacional, dando um som
isolado para a consoante. Na Cascavel,’* peca de mocidade ja escrevia:

529 Orthography: updated from tam(b)em (tambem)

330 Orthography: updated from diluida

331 Orthography: updated from carater

332 Orthography: updated from 4

333 Orthography: updated from 4

334 Grammar: comma removed as it was unnecessary (updated from ... preguntar, e proguntar ...)
335 Grammar/Capitalization: updated from Brasileiros

336 Grammar: missing parentheses added (updated from ..., cm (4quime, en ...)

537 Orthography: updated from exagéro

538 Orthography: updated form sensiveis

339 Grammar/Capitalization: updated from Portugueses

340 Orthography: updated from pagina

341 Spelling: updated from Vila Lobos

342 Consistency and Grammar: italics added and quotation marks omitted (updated from ... “Cascavel” ...)
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A nao ligagdo dos dois sis implicava ja no compositor o desejo de valorizar o p isolado
numa silaba. Ora,>* nos Chéros n.° 10,°** °# da maturidade, a inten¢do do compositor se
expressa claramente pela forma com que dispde* as letras sob os sons:

. =96 5
5 T
é &'|' , 1 &
ANV 3 ® . 'J

Deos a rhy th - mar (sic)

Ainda a respeito das epénteses nacionais podera consultar-se a curiosa peca Canto
Tétrico’* em disco Columbia®*® n.° 22052-B em que se metrifica e se pronuncia usando a
epéntese com primor de dic¢do discreta. Ouvem-se claramente “maliguina”, “diaguindstico,”* e
outras com menor clareza.

Adverténcia

A fixacao destas normas nao implica de forma alguma a fixacao definitiva e
irrecorrivel®*° da fonética da lingua-padrdo. Por isso mesmo foram elas chamadas “normas” e
ndo “leis”. Casos ha>>!' que, embora definidos pela atengdo aguda e cautelosa de filologos
eminentes, carecem ainda de comprovagio experimental. Outros casos ha>*? também,
dependentes de mais completa generalizagdo, ndo so porque as linguas vivas sdo manifestagdes

343 Grammar: comma added (updated from ... Ora nos ...)
34 Consistency and Grammar: italics added and quotation marks omitted (updated from ... “Chéros n.° 10”

345 Observation: modern day spelling would be Choros. As this is the title that this piece was given, I have
decided to retain the original orthography. This is how it is still written in programs to date.

346 Orthography: updated from dispoe

347 Consistency and Grammar: italics added and quotation marks omitted (updated from ... “Canto Tétrico”

348 Orthography: updated from Coliimbia

34 Consistency: italics added to highlight the sounds in question, as is the tradition of this document
(updated from ... “maliguina,” “diaguindstico” ...)

330 Orthography: updated from irrecorrivel

331 Orthography: updated from ha

352 Orthography: updated from ha



151

humanas de perpetua evolugdo, como por se achar ainda a lingua nacional em fase
incontestavel>>* de adolescéncia e desenvolvimento. Verificagdes experimentais ulteriores bem
como fixa¢des novas que porventura aparecam, deverdo transformar necessariamente as normas
que com elas colidam.

O PRIMEIRO CONGRESSO DA LINGUA NACIONAL CANTADA exalta a pujanca e
riqueza da lingua nacional e lhe reconhece os direitos de vida e movimentos, que serdo como a
propria vida e os movimentos do Brasil.

533 Orthography: updated from incontestavel
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Chapter 6: THE NORMAS AND THE BRAZILIAN PORTUGUESE
LANGUAGE—WHERE ARE THEY NOW?

Since the publication of these Normas, first as a journal article in 1937 and then again in
1938 as part of the Annals of the First Congress of the Sung National Language (Anais do
Primeiro Congresso da Lingua Nacional Cantada), their use dwindled into obscurity for
decades. For such a monumental occasion and document, the excitement around the Congresso
and its resulting Normas soon faded. This is not to say that Brazilian singers and teachers of
singing were no longer concerned with diction for singing in Portuguese, but the unified front
and effort did not take root at that time and the momentum was lost.

The second congress, identical to the first, that was resolved to happen in 1942 in Rio de
Janeiro never happened (See Introduction to the Normas—Chapter 4 of this document). By 1942,
Mario de Andrade was, after a brief time of being let go from the Department of Culture, was
once again instated as director, but because of complications with the political regime of Getulio
Vargas, his oversight was stilted and his ability to function as he once had was drastically
reduced. This sordid relationship with the Departamento because of politics began in 1937 and
led to a deep depression and feelings of disillusionment and betrayal of the part of de Andrade.
Health issues arose and would last until his death. He passed away in 1945, never having been
able to bring to fruition a second congress, but having left an indelible legacy that not only
impacted Brazilian vocal artists, but also poets, writers, and composers.

Although the 1942 congress did not take place, a congress with like-minded aims was
held in 1956 in the city of Salvador: The First Brazilian Congress of Language Spoken in the
Theater (O Primeiro Congresso Brasileiro de Lingua Falada no Teatro). As can be gathered

from the title, this congress was centered around spoken diction for the theater. However, like the
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congress of 1937, this congress had the arts in mind and produced a group of norms called,
Normas para a lingua falada no teatro.>>* Although this congress didn’t have the same focus for
singing that the first congress did and although there was no true fluidity between the 1937 and
the 1956 congresses, this was still a step in the right direction for the arts and for diction for
Brazilian Portuguese on the stage. Some of the same members from 1937 were present at this
1956 congress, so there was surely some carry over from 1937. One improvement that was made
in the 1956 congress was the use of IPA, making it much easier to interpret the meaning behind
what was being presented as correct diction for the stage. A main directional focus of this second
congress was the idea to use radio and television media voices from the major cities as a national
influencer and in order to promulgate more “correct”° Brazilian Portuguese.

Although this second congress made great strides, this congress still does not solve the
problem of making these treatises available for English speakers. Of course, it is understandable
that the focus of these congresses was first and foremost for Brazilians and not necessarily to
bring Brazilian Portuguese art songs and operas to the English-speaking world. But, as the
thoughts of the Normas festered in the heart of the vocal and language arts for the next decades,
excitement in the United States regarding singing and diction in other languages than German,
Italian, and French would fuel the impetus of bringing Brazilian Portuguese learning for the arts
to light.

From 1956 until the beginning of the 21 century, there was little activity on the Brazilian

Portuguese diction for singing front. During these years, the Normas of 1937 were used

534 Normas para a lingua falada no teatro (Rio de Janeiro: Ministério da Educagéo e Cultura, 1958).

335 Defining a correct way of speaking is inherently problematic, with elitist and racist tones. Radio and
television media were produced in affluent cities, with better access to education. To say that the accent, tone, and
writing of certain groups and cities in Brazil were more correct than others was to deny the upbringing and language
traditions of many groups and cultures in Brazil, including those of Amerindian, Afro-Brazilian, and more rural
heritage.
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minimally. As mentioned in the previous chapter, Vasco Mariz included a portion of the Normas
in his book, 4 cancdo brasileira de cimara’®® (Brazilian Chamber Songs), providing for the first
time since 1937 a published basis for native-Brazilian Portuguese speakers when singing. This
was in 1980 and the 4™ edition of Mariz’s book. This was, of course, still not useful for English
speakers, but the Normas were beginning to emerge from obscurity, being used and promoted by
one of the leading Brazilian musicologists and historians of the day.

In 2003, a group of singers, teachers of singing and other voice professionals came
together in congress (they called it an Encontro [Encounter]) and, working mainly with the
Normas as well as the 1956 norms, provided a history and devised a table which would delineate
the rules for a neutral Portuguese, specific for singing, free of regionalisms, but fully Brazilian.
This group met again in congress in 2005 to create a working document and the again as a
follow-up in 2006 to correct, rethink, and rework their findings. Finally, in 2007, their findings
were published in their final form and later translated into English and published in the Journal
of Singing in 2008. The 2007 document in Portuguese was published as, “PB Cantado—Normas
para a pronuncia do portugués brasileiro no canto erudito,” and then a year later the English
version was published in the Journal of Singing under the title of “Brazilian Portuguese: Norms
for Lyric Diction.”?” This was a beginning for the English speaker to have better access to
Brazilian Portuguese materials for singing. Of course, there had been informative dissertations
and attempts before, but this was the first time the Normas has been used and built upon in a

systematic way, delineating the findings in a table for all who wanted access, providing

356 Mariz.

357 Martha Herr, Adriana Kayama, and Wladimir Mattos, “Brazilian Portuguese: Norms for Lyric Diction,”
Journal of Singing 65, no. 2 (2008).
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explanations and phonetic examples in a system of IPA devised specifically for singing in
Brazilian Portuguese.

After the 2007/2008 publications, with this new and clear tool for researchers in the field,
an influx of dissertations was seen, either building up, or refuting the findings of this
monumental work. Brazilians are very passionate about their language, so this is not surprising.
These resources will be discussed more in depth later in this chapter.

Building from 2007, in 2017, Marcia D. Porter published her book, Singing in Brazilian
Portuguese: A Guide to Lyric Diction and Vocal Repertoire, the first book of its kind. This book
mentioned the Normas and the Congressos of 1937, 1956 and 2005, indicating that the main
objective to remember from 2005 is to find a more neutral pronunciation, citing the Sao Paulo
pronunciation as the objective. Delving deeper into finding and documenting through IPA this
neutral pronunciation of Brazilian Portuguese is the center of this/her work. This is a drastic shift
from 80 years earlier when the Congresso of 1937 voted for the Carioca accent of Rio de Janeiro
as the ideal, which was the consensus of the 1956 congress as well (radio/television/media
preference).

As with any diction book, especially being the pioneer for the genre, discrepancies will
arise. In 2019, for example, Juliana Franco Nunes, wrote her dissertation, refuting the 2017 book
by Porter and providing her own system of pronunciation, as a native Brazilian. Unfortunately,
this dissertation is unavailable to view until 2025, I’m guessing because she is working on
publishing it, but here is a portion of her description from Pro-Quest:

In 2017, Marcia Porter published Singing in Brazilian Portuguese, the first and
only book about lyric diction in Brazil. The author used symbols, without explanation,
that seem to be a combination of those found in two articles published prior to the official

Brazilian IPA of 2005. These symbols are confusing even for those experienced with
IPA.
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As a native Portuguese speaker and professional singer, one of my objectives was
to create an accessible manual to serve as a guide for those interested in exploring
Brazilian repertoire, using the approved 2005 standards. I included a brief history of
Brazilian Portuguese, provided basic rules for pronunciation, guidance in producing the
sounds, a comparison of European Portuguese and Brazilian Portuguese, challenges for
the non-native speaker, suggested repertoire, useful links, and some examples of songs
with IPA.>%8
I am eager to read her work when it is released to see how she has improved the traditions

that began in 1937. However, as has been demonstrated in the histories of the cultivation of artist
languages of the Germans, the French, and the Italians, I believe it will be difficult to get to their
level of linguistic accuracy for the arts unless more experts from other disciplines are involved in
honing the sounds and the written form of those sounds, just as was begun in 1937. Linguists,
philologists, and educators, etc. need to be brought into the discussion as they will generally have
more in-depth information regarding the lexicon and etymology of languages and history, thus
helping with the pronunciation. As an example of how this should be done, the comprehensive
and collaborative work of Siebs, cited in Chapter 3, comes to mind and should be consulted in
any further research for best practices in building a diction tool for the stage.

There is myriad good work being done right now and that has been done in recent past
years. [ will provide an annotated list below with resources that are helpful in diving into
Brazilian Pronunciation. This list will also serve as a timeline of how this field of study has
grown since 1937. As the scope of this document is targeted mainly for English speakers, I will
provide only English resources that I find helpful and that I feel should be used by myself and

those who come after me to continue to build a more thorough resource for diction in singing

Brazilian Portuguese.

338 Juliana Franco Nunes, “Singing in Brazilian Portuguese: An Introductory Guide to Diction, IPA, and
Repertoire” (D.M.A., University of Maryland, College Park, 2019), Dissertations & Theses @ CIC Institutions;
ProQuest Dissertations & Theses Global.
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In order to build a cohesive view of what has been done since 1937, I will include every
dissertation, article, and publication regarding the subject of diction for Brazilian Portuguese and
provide a brief summary of how each specific document added to the pronunciation and written
pronunciation tradition for the subject at hand. This will provide the researcher with all of the
materials in one place so as to quicken the process of their studies.

As mentioned, I believe that linguists, philologists, and other language experts should be
involved in this process. I will not mention each one of the linguistic resources available for
Brazilian Portuguese (this is not my forte or field of study), but I will list the ones that I have
found to be the most useful in gaining a broader overview of the linguistic approach to the
language. I will include each of these resources in chronological order. This chronology is
especially helpful when reviewing these documents as it gives a better picture of the building
process for this subject of Brazilian Portuguese for singers throughout the years. Along with the
reference, I will include a brief description and how the norms of 1937, 1956, and/or 2007/2008

were used, updated, or improved.

The State of the Portuguese Language: 1937—Present Day

Before moving on to this review of existent research materials, it is important to mention
a few very important details regarding the evolution of the Portuguese language in Brazil during
and after the Congresso of 1937.

The Acordo

As was discussed in the previous chapter, the Acordo Ortografico da Lingua Portuguesa
de 1990 (Portuguese Language Orthographic Agreement of 1990) has changed the landscape of

the written language throughout all the Portuguese speaking world, including Brazil.
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This agreement is not a reform, but an orthographic unification. If observed from a

strictly orthographic point of view, it has gaps and ambiguities. The problem of the

hyphen, for example, is still not entirely resolved. However, the importance of the

agreement is political: on the one hand, it contributes to establishing the foundations of

the Community of Portuguese-Language Countries; on the other, it eliminates the

duplication of official orthographies (Faraco 2016, 197).%%°

Although this has little effect on pronunciation, it does influence how any forthcoming
treatises will be written, regardless of this resource being for English or native-Portuguese
speakers. Because of this, consideration needs to be taken when writing new or updating old
publications.

Immigration to Brazil

During and after both World Wars, but mainly after the Second, there were heavy
influxes of immigrants to Brazil, some fleeing for their lives and some fleeing as criminals. Of
course, immigration to Brazil happened before and after these two tumultuous world events, but
not in these mass numbers. Germans, Japanese, and Ukrainian (to name a few) communities
began to form throughout Brazil. To this day, there are still colonies in Brazil where the mother
language and culture has been maintained. For example, the South of Brazil is known for high
quantities of Germans and Germanic influence; Sao Paulo is known for high concentration of
Italian and Japanese peoples; the state of Parana is known for the Dutch and Ukrainian
populations. As was seen in chapter 2, the Portuguese language having contact with such large
numbers of people whose first language is not Portuguese has an impact on the Portuguese
language, especially in those regions where the immigration settlements are most concentrated.

Brazil is also surrounded by Spanish speaking countries, namely, Argentina, Bolivia,

Colombia, Paraguay, Peru, Venezuela, and Uruguay. Because of the proximity for jobs, trade,

3% Johannes Kabatek, and Albert Wall, Manual of Brazilian Portuguese Linguistics (de Gruyter, 2022),
570.
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and tourism, these border towns and countries have a much higher rate of saturation and
influence from the Spanish language. In terms of other bordering countries, there is French
speaking French Guiana, Dutch speaking Suriname, and English-speaking Guyana. All would
have an influencing effect on the Portuguese language being spoken in the region.

An important author and resource that will be listed below, Johannes Kabatek’s recent
book, Manual of Brazilian Portuguese Linguistics, offers great insight on this subject. At the end
of chapter 11, after discussing all the different influences on the Brazilian Portuguese language
within the last century, he states the following:

Brazilian Portuguese has been enriched by the variegated tapestry of languages resulting

from immigration, and which have substantially nuanced the speech of numerous rural

communities. At the micro-dialectal level many traces of these languages can still be
detected in the Portuguese of bilingual, heritage, and even monolingual speakers. As
immigration continues, and as the Brazilian diaspora expands its reach, additional
contact-induced micro-dialectal variation in Brazilian Portuguese is to be expected.**°

The Portuguese in Brazil is not the same as it was in 1937. The Congressmen knew that
the language would change, which is why they called them Normas and not regras (rules). As
this subject of research continues to evolve, these many nuances and historical events need to be

taken into account and considered as language standards for singing in Brazil continue to take

shape.

360 Kabatek and Wall, 326.
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Linguistic and Artist Research Materials Dealing with Brazilian Portuguese,
the Congresso, the Normas, and Brazilian Portuguese Diction for Singers

Linguistic References:
Giangola, James P. The Pronunciation of Brazilian Portuguese. Muenchen: LINCOM

Europa, 2001.

This book is oriented towards English speakers who want to learn “what it is that
Brazilians do to sound Brazilian.”>®! Specific to Brazilian Portuguese, Giangola walks the reader
through not only the history of the Portuguese language, but also regional dialects, as well as all
aspects of sound like glides and nasals as well as orthography, giving examples of English
cognates along with an IPA system for Brazilian Portuguese. This is a simple and thorough
beginning for students of Brazilian Portuguese and is a great resource for singers to add to their
library. In the further discussions of the rules for Brazilian Portuguese diction for singers, there is
much here to be gleaned and implemented in further learning materials for singers and teachers
of singing. As this is not a book focused on singers and singing, it is not surprising that there is
no mention of the Congresso of 1937 or the Normas.

Azevedo, Milton Mariano. Portuguese: A Linguistic Introduction. Cambridge, UK;

New York: Cambridge University Press, 2005.

Dealing linguistically with the Portuguese language at large throughout the work, the
author gives ample information regarding Portuguese syntax, morphology, phonology, etc.,
along with historical context and a global overview.>*? This is a wonderful tool for those wishing

to gain a deeper grasp of Portuguese linguistics in an introductory and simple way. It is

36! Giangola, Abstract.
362 Azevedo, Half-title.
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invaluable for any student of singing to become familiar with these linguistic terms. It is also
invaluable for the continuation of this research for those who follow in these footsteps to know
and understand the importance of implementing these elements into the further studies of
Brazilian diction for singers.

Wetzels, W. Leo, Sergio Menuzzi, and Joao Costa. The Handbook of Portuguese Linguistics.

United Kingdom: Wiley, 2016.

Very similar in purpose to the previous book, this reference addresses the Portuguese
language in a global fashion, though more in depth. This book spends a great deal of time
discussing the differences between European and Brazilian Portuguese, but it also touches on the
changes to the language in the other continents and countries where Portuguese has taken root,
namely in Africa and Asia, along with the language’s contact with the Spanish language
throughout South America and the Iberian Peninsula. There is a wealth of history and context in
this book that will be a valuable building block for future endeavors in this field of artistic study.
The discussion on differences in stress as well as intonation between Brazil and Portugal is an
especially interesting topic worth pursuing.

Kabatek, Johannes, and Albert Wall. Manual of Brazilian Portuguese Linguistics:

de Gruyter, 2022.

The most recent and more comprehensive linguistic resource specific to Brazilian
Portuguese, this manual is invaluable to the study of the creation of the Brazilian Portuguese
language. Discussion points include historical changes to the language, tracking these changes
through contacts with other cultures, immigration, and so on. There is a very thorough
explanation for Brazilian sounds, lexicon, structure, semantics, and the written vs. spoken

tradition. This resource is a treasure chest of both historical and practical studies in what
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Brazilian Portuguese is and how it works. Like the other linguistic resources mentioned in this
section, this manual does not mention the Congresso of 1937 nor its subsequent Normas.

However, it does mention the congress for the theater of 1956.

Artistic/Musical References after 1937 and 1956
Fleitas-Gonzalez, Patricia. “A Study of Selected Choral Works of Heitor Villa-Lobos.”
The University of Texas at Austin, 1996. ProQuest Dissertations & Theses Global.
This dissertation deals specifically with chronicling the choral works of Villa-Lobos. This
is not meant to be a Portuguese diction guide—nowhere near it. There is no mention of the
Congresso of 1937 or the Normas in the document itself nor in the Bibliography. The author also
does not mention or use Vasco Mariz’s partially reprinted Normas from his aforementioned
book, 4 cancdo brasileira de camara, which is unfortunate because both of these resources were
available to her. Nonetheless, Fleitas-Gonzalez does give the reader a rudimentary overview of
Brazilian Portuguese for singers, indicating orthography rules, stress rules, and vowel sounds in
certain positions. No IPA was used, nor are there any English examples that give equivalent
sounds, but it is the first effort to provide guidance in Brazilian Portuguese diction for singers to
the English-speaking world in printed form.
Lourenco, Joao Miguel. “Singing in Portuguese: A Study of Diction for Singers.” D.M.A.,
The University of Texas at Austin, 1998. ProQuest Dissertations & Theses Global.
The first of its kind, the author thoroughly documents and formalizes the difference
between Brazilian and European Portuguese in English, specifically for their use in singing.
Differences are given throughout the document regarding stress, phonology, etc. between
European and Brazilian Portuguese, using IPA to describe in detail how to differentiate the two.

This is a very in-depth, valuable study of Portuguese diction for singers, engaging with and
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mentioning the Congresso of 1937 and exploring the goals of Mario de Andrade. At the end of

the document, the author provides tables for diction in singing, delineating vowels and

consonants in all their positions and including tables for both European and Brazilian
pronunciations. The author also gives tips for native English, Spanish, French, German, and

Italian speakers to avoid traps that may be caused by their mother tongues when engaging with

Portuguese for singing. He also offers tips for native Brazilian and native European Portuguese

speakers when singing the songs of each other’s respective countries.

Brandao, Stela Maria Santos. “The Brazilian Art Song: A Performance Guide Utilizing
Selected Works by Heitor Villa-Lobos.” Ed.D., Teachers College, Columbia
University, 1999. ProQuest Dissertations & Theses Global.

In this work, Brandao discusses the pros and cons of the Congresso of 1937, weighing
each Norma as she tries to formulate her own diction guide for English speakers. Brandao
laments the fact that there is no school of singing in Brazil, as the Italians, Germans, and French
have, noting too how singing Portuguese in an Italianate way would also be problematic for
Brazilians. Using the Normas of 1937 as a starting point and focusing on the songs of Heitor
Villa-Lobos, the author devises a system for lyric diction for singers of Portuguese, specific to
Brazilian Portuguese. With this new system of Brazilian Portuguese IPA for anglophone singers,
she gives texts with IPA transcriptions for the songs of Villa-Lobos that she is covering. One of
the most impactful resources she provides, however, is a diction chart at the end of the
document. This chart contains all aspects of Brazilian vowels and consonants, including cognate

columns for not only English, but also French, Italian, German, and Spanish.
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Chipe, Laura Hammack. “Alberto Beriot Nepomuceno: A Performer’s Guide to Selected
Songs.” D.M.A., The Southern Baptist Theological Seminary, 2000. ProQuest
Dissertations & Theses Global.

Dealing with the vocal works of Alberto Nepomuceno, in this dissertation neither the
Congresso of 1937 nor the Normas are mentioned. She seems to not have been familiar with the
previous work of Brandao, Lourenco, or de Andrade, starting instead from ground zero in her
research, creating a diction standard for singers of Brazilian Portuguese. She cites recordings,
firsthand conversations with Brazilian teachers of singing/music, and the James L. Taylor and
Priscilla Clark Martin Portuguese-English Dictionary to make her diction method and IPA
transcriptions. Though not as thorough and methodical as Brandao and Lourengo, Chipe’s
insights still have value and are worth including in any study done on this subject.

Brandao, Stela Maria Santos. “Language and Diction: Brazilian Lyric Diction. A
Discussion of the “Bachianas Brasileiras No. 5,” by Heitor Villa-Lobos.” Journal of
Singing 60, no. 2 (Nov 2003 2003): 173-80.

As an article submitted to the Journal of Singing, Brandao continues her work from her
1999 dissertation, previously described. This journal article is a more condensed, summarized
version of her much longer dissertation. In her final remarks, she speaks, much like the Normas,
of the importance of remembering that Portuguese is a living language and that the guidance
offered in this journal article is not concrete. She also mentions the upcoming congress to be held
in 2004 in Brazil to begin finalizing a more official diction guide for Brazilian Portuguese, to be
built on the traditions began in 1937.

Krieger, Marcos. “Language and Diction: Portuguese Diction in Brazilian Vocal Music.”
Journal of Singing 60, no. S (May 2004): 479-85.

Using the Normas as a foundation and building on the studies of Brandao, the author

advocates for a clear diction that can communicate to the listener. Concerning the Normas,
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Krieger notes that they are problematic and need revisions, but that they are a vital source of

learning Brazilian Portuguese diction for classical singing.

Jardim, Angela. “The Brazilian Art Song: Interpreting the Music and Pronouncing the
Texts.” Vol. I. D.M., Indiana University, 2005.

The first of three volumes, this Volume I document discusses Brazilian Portuguese song,
its history, and its importance. One of the goals of this work is to bring to light Brazilian art
songs and give pronunciation help to English speakers. Though many resources were available to
help aid in a diction guide, Jardim makes no mention of the Congresso, the Normas, Lourencgo,
Brandao, or Krieger. She chooses instead to create her own linguistic assessment of the language
from the ground up. Though not as thorough or collaborative as the other works mentioned,
Jardim’s assessments are valid and should at least be consulted when researching the art of
Brazilian diction for singing.

Kayama, Adriana, Flavio Carvalho, Luciana M. Castro, Martha Herr, Mirna Rubim,
Mbonica P. Padua, and Wladimir Mattos. “PB Cantado: normas para a pronuncia
do portugués brasileiro no canto erudito [Sung BP: Norms for the Pronunciation of
Brazilian Portuguese in Classical Singing].” Rev Opus 2, no. 13 (2007): 16-38.>%°
The is the most important treatise since 1937 concerning diction for singers of Brazilian

Portuguese. This document, published in Portuguese (and the only Portuguese document that will

be included in this list), found its impetus at the 14" congress of ANPPOM (Associagdo

Nacional de Pesquisa e P6s-Graduagdao em Musica [ National Association of Research and

Graduate Studies]) held in 2003 in Porto Alegre, Brazil. In this congress, a Grupo de Trabalho

(Working Group) of singers and researchers was tasked with “A Lingua Portuguesa no

363 Adriana Kayama et al., “PB Cantado: Normas para a pronuncia do portugués brasileiro no canto
erudito,” Rev Opus 2, no. 13 (2007). Although the English version of this would not be published until a year later, it
is important to include this here as many Brazilians studying at American universities began to use this document
before the English version was published.
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Repertorio Vocal Erudito Brasileiro” (The Portuguese Language in Brazilian Classical Vocal
Repertoire). The purpose of this Working Group was the continuation of the work began in 1937
to normalize the Brazilian Portuguese language for singing. The result of the discussions of this
Working Group was the organization of the 4° Encontro Brasileiro de Canto— “O Portugués
Brasileiro Cantado” (4" Brazilian Encounter for Voice— “Sung Brazilian Portuguese”—
hereafter referred to as Encontro) held in Sdo Paulo, Brazil in 2005. The Encontro was to discuss
and devise a system of diction for singing. From the Encontro, the results were taken to the
ANPPOM annual congress to continue the discussion in that same year of 2005 and then also in
2006 to continue elaborating their findings. Finally, in 2007, the work began in 2003 was ready
to be published after many iterations and edits. This document explains the importance of the
congress of 1937 for singing, giving mention to the congress of 1956 for the theater as well, and
proceeds to make changes and make current the work of Mério de Andrade, laying out Norms
for diction for singers of Brazilian Portuguese in an easy-to-read table. The table cycles through
all vowels and consonants and gives advice and examples to help avoid regionalisms and pitfalls.
Although this congress and Encontro did not include as diverse a professional working group as
in 1937 (the Encontro included only one linguist, the rest being vocal professionals), this was a
major step and victory for the vocal arts in Brazil.
Herr, Martha, Adriana Kayama, and Wladimir Mattos. “Brazilian Portuguese: Norms for

Lyric Diction.” Journal of Singing 65, no. 2 (2008): 195-211.

See the description above for PB Cantado: Normas para a pronuncia do portugués
brasileiro no canto erudito [Sung BP: Norms for the Pronunciation of Brazilian Portuguese in

Classical Singing].
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This article in the Journal of Singing is an English translated version of the document
published in Portuguese in 2007. This is an enormous step for English speakers wanting to have
access to the findings of 1937 and the improvements/changes implemented in the congress of
2005. Martha Herr—an American professor who taught for over 20 years in Brazil before her
passing—was instrumental in making this translation/publication happen and making this
available to English speakers. This document is invaluable in the history of resources available
for English speakers as they relate to singing in Brazilian Portuguese.

Alvares, Marilia. “Diction and Pronunciation of Brazilian Portuguese in Lyric Singing as
Applied to Selected Songs of Francisco Mignone.” D.M.A., The University of
Nebraska-Lincoln, 2008.

Giving a very clear history of diction work done from 1937 up until 2007/2008 with the
publication of the new norms, Alvares takes issue with a few points from the 2007/2008 norms
and proposes changes to correct the errors that she sees in these publications. Most of her issues
center around the IPA symbols chosen to represent Brazilian sounds. She argues that those
chosen do not sufficiently represent a neutral Portuguese, free of regionalisms. She puts forth a
new table, proposing different, improved (her words) IPA representation. This document is a
great addition to the history of Brazilian Portuguese diction and should be considered in any
further research and writings on this subject.

Krieger, Marcos, and Nina Tober. “The North-American Singer and Brazilian Portuguese
Lyric Diction Issues in the Songs of Heitor Villa-Lobos.” Musica Hodie 8, no. 2
(2008): 95-106.

Building on his own work as well as the work of Brandao, the 2007/2008 norms (and

thus, the 1937 Normas), and Alvares, Krieger discusses the main difficulties that the North

American singer encounters when working with Brazilian Portuguese in singing. These
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difficulties include nasals, diphthongs, and certain consonants/consonant clusters. The author
also affirms the dangers of using the Spanish language as a guide in singing Brazilian
Portuguese. While Spanish can be helpful in bridging the gap for North American singers, the
two languages are very different in intonation and pronunciations.

This journal article is an important piece to the puzzle of Brazilian Portuguese for
singers, especially those coming from North America as it is specific to the pitfalls that are
common to North American vocalists and gives solutions to avoid these troublesome linguistic
tendencies with singing in this wonderful language. His findings and suggestions are all centered
around the songs of one of the most famous composers of Brazilian song, Heitor Villa-Lobos.
Ohm, Melanie Anne. “Brazilian-Portuguese Lyric Diction for the American Singer.”

D.M.A., Arizona State University, 2009. ProQuest Dissertations & Theses Global.

This dissertation is meant to gather and condense all the Brazilian Portuguese diction
materials/resources for singing into one place. The purpose of this gathering and condensing is
specific to providing American singers a bridge into this topic. Ohm lists and annotates all the
current research available at the time of this writing for singers of Brazilian Portuguese. She uses
the Congresso and Normas as a starting point in this history and includes the congress of 1956.
This list includes the works of Brandao, Chipe, Krieger, Herr, and Alvares and mentions the
Giangola and the Azevedo, consolidating their findings and modifying the table from 2007/2008
into easier to read charts (according to her), offering improvements from the 2007/2008 norms.
This document recognized the IPA system from the norms as the standard. This dissertation is a
valuable piece of the puzzle and offers helpful insights for English speakers interested in singing

in Brazilian Portuguese.
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Mota, Gisele Pires de Oliveira. “The Songs for Voice and Piano by Ronaldo Miranda:
Music, Poetry, Performance, and Phonetic Transcription.” D.M., Florida State
University, 2010. DigiNole: FSU’s Digital Repository.

Using the norms of 2007/2008, Mota provides an easy-to-use condensed guide for
Brazilian Portuguese for the English speaker. She does not go into depth regarding phonology or
explanations of the table as this is not the purpose of the document, but rather relies on the
growing diction tradition, citing 1937 and 2007/2008 as the root and guide in her work. Based on
this, she provides IPA transcriptions of art songs by the Brazilian composer Ronaldo Miranda.
Though nothing is revelatory in this document regarding Brazilian Portuguese diction for
singers, the condensed charts are insightful and helpful in garnering an overview of the rules of
Brazilian Portuguese diction for English speakers.

Herr, Martha and Wladimir Mattos. “Singing Brazilian Portuguese.” In The Use of the
International Phonetic Alphabet in the Choral Rehearsal, edited by Duane Richard
Karna, 173-188. Blue Ridge Summit: Scarecrow Press, Incorporated, 2012.

A piece of the larger work/project regarding the use of IPA in choral rehearsals, Herr and
Mattos simplify their norms from 2007/2008 in an easy-to-assimilate form for choral conductors
and scholars to use in choral rehearsals. Here, the differences between European and Brazilian
Portuguese are succinctly defined, the dangers of using Spanish as a model when approaching
Brazilian Portuguese are mentioned, the sounds of Portuguese are laid out simply, and the
normative table from 2007/2008 is simplified and condensed for ease of use. Though this
resource for English speakers does not add any updated information for singing Brazilian

Portuguese, the condensed and focused materials are certainly a useful tool in gaining

understanding of this subject.
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Rodrigues, Irailda Eneli Barros Silva. “The Art Song of Edmundo Villani-Cortes: A
Performance Guide of Selected Works.” D.M.A., University of Kentucky, 2014.
ProQuest Dissertations & Theses Global.

The purpose of this work is to provide a performance guide for the songs of the Brazilian
composer, Edmundo Villani-Cortes, providing IPA transcriptions for each piece. While working
on this project, she worked very closely with the composer over a 3-year span.

In this dissertation, Rodrigues uses the diction rules and table from the 2007/2008 norms
for Brazilian Portuguese lyric diction. She condenses the table into a simplified form for non-
Portuguese speakers desiring to access Brazilian Portuguese for singing. As with many of these
works that have come after 2007/2008, there is nothing monumental being added to the subject
of Brazilian Portuguese for singing in this document, but it is clear that the understanding is
growing and the ability to simplify the table is increasing, making accessing this subject easier.

One interesting facet of this document is her discussion of nasals in Portuguese and how
they must be treated differently from French nasals. She provides audio examples for each nasal
vowel to facilitate its learning and execution. This is the first instance of audio technology being
used in this field of study for ease and speed of learning.

Luz, Rafael Palace. “Performance Practice of Brazilian Opera: Pedro Malazarte by
Camargo Guarnieri.” D.M.A., University of Toronto (Canada), 2016. ProQuest
Dissertations & Theses Global.

This dissertation uses the norms of 2007/2008 to create a pronunciation guide for the
Brazilian opera, Pedro Malazarte. Giving reasons why the 2007/2008 norms are problematic,
Luz offers solutions to these issues. He harkens back to the 1937 Normas and Mario de Andrade

a great deal, bringing back ideas, concepts, and considerations that were perhaps overlooked in

the congress of 2005.
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One main concern for him is that there cannot exist a language without accent and
therefore a language standard without accent. This is because language is learned and grown in
certain regions. The pronunciation preference of the 2007/2008 norms gives preference to a more
neutral southern Brazilian accent, which brings up problems in transcribing and in singing
Brazilian Portuguese. Luz’s solution is to make good use of the materials for Brazilian
Portuguese diction for English speakers that are already established and in use but discuss and
propose work-around solutions when encountering the restrictive elements of the established
norms. His opinions and suggestions are an important contribution to the progress of this subject.

This work is also important in that is provides the first of its kind IPA transcription,
transliteration, and translation of a Brazilian opera libretto, much like the works of Nico Castel.
da Silva Vieira, Carlos Eduardo. “Tradition and Experimentation in the Choral Music by

Ronaldo Miranda on Texts by Fernando Pessoa.” D.M.A., The University of

Alabama, 2016. Linguistics and Language Behavior Abstracts (LLBA); ProQuest

Dissertations & Theses Global.

The purpose of this dissertation is to simplify the IPA symbols used in Brazilian Portuguese
in order to facilitate ease in learning Brazilian Portuguese choral works for English speakers.
Vieira uses the norms of 2007/2008 as a guide but seeks to eliminate any superfluous IPA
symbol usage that might confuse the teacher and singer of Brazilian Portuguese materials. He
also gives in-depth explanations regarding simplification of instruction and IPA use based on the
most problematic issues that English speakers encounter when dealing with singing Brazilian
Portuguese. These include nasalization, diphthongs, hiatus, etc. There is nothing ground-
breaking in this work concerning Brazilian Portuguese diction, but the simplifications and
explanations help paint an easier picture to envision for singers of Brazilian Portuguese and can

be useful in any further discussions and updates to this field of study.
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Porter, Marcia. “Beyond Villa-Lobos: An Introduction to Brazilian Art Song.” Journal of
Singing 72, no. 5 (May/Jun, 2016): 635-43.

Meant as a tool to garner support and curiosity in the subject and use of Brazilian Art song
beyond the popularity of Villa Lobos, Porter chronicles the progression of Brazilian Art song and
gives information on where to find pieces for use in recitals and program. Porter also chronicles
the history of diction materials and where to find them for use in singing Brazilian Portuguese,
citing the congresses of 1937, 1958, and 2005 with their subsequent norms. This article is not
specific to English speaking materials and explains that some materials were written in
Portuguese and intended for that audience, while others in the most recent years, especially after
2007/2008 have been more intended for an English-speaking audience. This is not a diction
guide, rather a history and a report of this field of research.

Godoi, Guilherme Coelho. “Brazilian Portuguese Lyric Diction for American Singers and
Antonio Carlos Gomes: His Life and Musical Style within the Transitional Period
from Bel Canto to Verismo.” D.M., Florida State University, 2017.

This document is another addition to the dissertations intended for use by American singers,
highlighting difficulties to be avoided by those who are not familiar with Brazilian Portuguese in
singing. It also brings to light some of the works of one of Brazil’s most famous and prolific
composers, Antonio Carlos Gomes.

Using the norms of 2007/2008 as a guide, Godoi offers insights for the English speaker
when approaching this language for singing. When discussing vowels and nasals, his discussion
is very helpful as he comments on the disadvantages of using IPA exclusively to find correct
pronunciations, explaining that even though many of the symbols used in French, Italian, and
German IPA are also used in Brazilian Portuguese IPA, it cannot always be assumed that the

sounds these symbols represent should always be considered the same throughout each language
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and especially in Brazilian Portuguese. These phonetic nuances that cannot always be

represented in IPA need to be considered. Godoi offers good advice regarding these nuances and

how to achieve a more Brazilian sound.

Campelo, André. “Singing Portuguese Nasal Vowels: Practical Strategies for Managing
Nasality in Brazilian Art Songs.” D.M.A., University of Kentucky, 2017. ProQuest
Dissertations & Theses Global.

Although this dissertation reads more as a vocal methods book than a diction book, the
topic of managing nasals in Brazilian Portuguese is very important. Campelo brings up many
important points regarding how the singer of Brazilian Portuguese should approach and execute
nasal vowels in this language when singing in the low, middle, and high voice (vowel/nasal
modification). He incorporates Italian, French, and German schools of pedagogical thought
concerning vowel modification. He gives good descriptions regarding the use of IPA for nasals
and the need to have a trained ear to execute Brazilian nasals correctly. This document isn’t an
incorporation or an update of any kind to the 1937 or 2007/2008 norms, but there is plenty of
food for thought presented here as this field of study progresses. In his bibliography, Alvares,
Kayama, and Herr are listed as consulted works.

Willmer, Asleif Findabhair. “A Performance Guide for Heitor Villa-Lobos’s Quatro
Cancoes da Floresta do Amazonas.” D.M.A., Arizona State University, 2017.
ProQuest Dissertations & Theses Global.

Citing Alvares, Herr, and Ohm, Willmer provides a performance guide for American
English speakers to use when learning Quatro Cangoes da Florestas do Amazonas by Villa-
Lobos. In his guide, he provides IPA transcriptions of each piece using the tables and charts of

the aforementioned authors but seeks to clarify certain aspects of pronunciation in Brazilian

Portuguese. He cites the findings and options of these authors and then argues for slight
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modifications at times to get closer to authentic, regionalism free Brazilian Portuguese. As an
example, he refers to the schwa and how it is different for the standard sung languages, this
carrying over to Brazilian Portuguese as well. He seeks to deepen the discussion and clarity of
the dictions rules previously outlined by providing not only English examples for the Portuguese
sounds, but also French, German, or Italian to facilitate the vocal artist in getting to the closest
approximation to the Brazilian Portuguese sound.
Porter, Marcia D. Singing in Brazilian Portuguese: A Guide to Lyric Diction and Vocal
Repertoire. Lanham: Rowman & Littlefield, 2017.

This work is monumental and exciting as it is the first published Brazilian Portuguese lyric
diction guide for native English speakers seeking to sing in this previously difficult to access
language. The guidance provided in this book is a culmination of the congresses in 1937, 1956,
and 2005 and the norms that came from these congresses.

In this book, Porter gives a brief history of the influences in Brazilian Portuguese and on
Brazilian Portuguese diction for singers. She then methodically lays out the phonology of
Brazilian Portuguese and provides easy-to-access soundtracks, giving spoken and sung
pronunciation examples from native Brazilians, in both male and female voices. This is a very
important and helpful addition to this field of study and a good use of current technology to
increase speed and accuracy in education.

Along with IPA and audio tracks, Porter provides a history and description of Brazilian
Portuguese art song and divides this history into five different time periods: The Italian School,
Cangoes in the Nineteenth Century/Nationalism (First Generation of Nationalists), Heitor Villa-

Lobos, The Second Generation of Nationalists, and Twentieth Century Nationalists and Beyond.
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Along with each of these time periods, Porter provides representative pieces, to which she

applies her cumulative method of IPA/pronunciation.

One controversial aspect of this book is that Porter ascribes a more neutral pronunciation of
Sao Paulo rather than that of Rio de Janeiro (Carioca), which seems to be counterintuitive to the
purposes of removing regionalisms. But, as has been remarked by me and other authors listed
here, it will be impossible to have a Brazilian Portuguese without accent or regionalism. Just as
Germany has decided that the dialect of Hannover is the most neutral and suited for the stage, as
this present field of study progresses, Brazil must decide on the accent that is most neutral and
suited for the stage. This has been in debate since 1937 and will continue to be for years to come,
[ am sure.

No matter the controversy, this book has quickly come to the forefront of Brazilian
Portuguese diction resources for English speakers and will surely be included in further debate
and progress in this subject.

Silva, Paulo Henrique Campos. “A Performer’s Guide to Poema de Sete Faces, Song Cycle
by Jeffrey Perry.” D.M.A., Louisiana State University and Agricultural &
Mechanical College, 2018.

This dissertation does not contain a significant amount of information about Brazilian
Portuguese diction, but Silva makes use of the 2007/2008 norms, along with a few other
materials mentioned in this section of my document. Although there is nothing added to the field
of study, his use of the existent materials is helpful in seeing how the norms are spreading and
promoting research in this field and it might offer some insight as research is continued and
deepened.

It is interesting to note that Silva did not make use of Porter’s important new (at that

time) work, published in the previous year.
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Riggs, Rawlianne. “The Brazilian Art Song and the Non-Brazilian Portuguese Singer: A
Performance Guide to Nine Songs by Alberto Nepomuceno.” D.M.A., University of
North Texas, 2019. ProQuest Dissertations & Theses Global.

Riggs offers insight into the 2007/2008 norms as she provides a performance guide for
select songs by Alberto Nepomuceno. She offers very clear and easy to read charts/tables,
combining the findings of Campelo, Alvares, and Porter. If any of her ideas stray from those
already established, she offers an explanation in a footnote as to why a change needs to be made.
Riggs then makes full use of the 2007/2008 norms and her updates (along with her predecessors’
updates), providing IPA transcriptions of each of the 9 works on which she chooses to focus.
This is the first document where we see Porter’s seminal work in action and where we see
updates to her [Porter’s] work, and the work of other authors, being implemented into the
Brazilian art song repertoire.

Nunes, Juliana Franco. “Singing in Brazilian Portuguese: An Introductory Guide to
Diction, IPA, and Repertoire.” D.M.A., University of Maryland, College Park, 2019.
Dissertations & Theses @ CIC Institutions; ProQuest Dissertations & Theses
Global.

Not available for viewing or research, I can only rely on what is stated in the abstract,
which was included earlier in this chapter. In this dissertation, Nunes takes issue with many of
the aspects of Porter’s work and devises her own diction resource for English speakers. Because
her resource is not yet available for student or public use, it is unclear what will be added or what
exactly will be refuted, but it is likely that this will be of use to this field of study.

One difference that Nunes brings up, or is inferred from the abstract, is that Porter is not a
native Brazilian and therefore doesn’t understand all the nuances of the Brazilian Portuguese

language. In Nunes’s view, Porter is often unclear with her IPA use and in interpreting the

guidance from the 2005 congress which was published in 2007/2008. Using the 2005 congress
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and the subsequent norms as a base, the goal of this dissertation is to be a manual to further guide
and provide the English-speaking singer interested in singing in Brazilian Portuguese the
resources needed to be successful in their endeavors.

This document will not be available until November &, 2025.
de Mello, Marcel Ramalho. “José Siqueira’s Oito Can¢oes Populares Brasileiras: An

Analytical and Interpretative Study.” D.M.A, Ball State University, 2020.

The purpose of this dissertation is to use the 2007/2008 norms and apply them to these 8
songs by José Siqueira but offering necessary deviations to make the pronunciation more
regionalized to the accent of the Brazilian Northeast. De Mello states that this is necessary
because the poet and composer intended for this accent to be used in recitation and performance
of these poems and pieces. De Mello cites the 2007/2008 norms where they suggest, when
necessary, to use the regional accent intended by the poet. The 1937 Normas also make this
distinction. This is not an uncommon phenomenon in German, French, or Italian art songs: using
regionalized poetry and the accent for comedic or sentimental effect in singing. This is the first
instance of research in Brazilian art song and diction where we are seeing the norms being used
as a foundational springboard and precedent into regionalized exceptions. This is great progress
and a great example of how the norms are growing and having a positive impact within this field
of study.
da Silva Gongalves Santos, Elisama. “The Rehearsal Plan and the Preparation of Brazilian

Art Songs: An Autoethnographic Study in Collaborative Piano.” D.M.A., North

Dakota State University, 2020. ProQuest Dissertations & Theses Global.

Santos’s work is meant as a guide for Collaborative pianists/coaches as they help singers
work through Brazilian art songs. The IPA that Santos uses is created from the works of Alvares

and Brandao. In her reference section, she lists Campelo, Jardim, and Ohm, but, very obviously,
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does not use or even list the works that one might expect for the year 2020 on this subject,
namely Herr and Porter. There is also no mention of the 1937 or 1956 congresses. It seems that
her work could have been facilitated had she used more current materials, but it is unclear why
these resources were not employed in her research. However, this is the first document focused
on Brazilian Portuguese from the point of view of a coach/collaborative pianist, so it bears worth

in reading and considering the insights presented for this field of study.

Filho, Jorge Luiz Alves Trabanco. “Re-Imagining Brazilian Portuguese IPA: A Practical
Guide Utilizing Paulo Maron’s New Opera Lampifo.” D.M.A., The University of
Western Ontario (Canada), 2021. Linguistics and Language Behavior Abstracts
(LLBA); ProQuest Dissertations & Theses Global.

Based on problematic elements from the 2007/2008 norms and Porter’s 2017 publication,

Filho re-imagines the charts, tables, and diction guidance from these publications and formulates

his own simplified guidance system and IPA symbols for the anglophone/North American

singer. He discusses in detail the pros and cons of each of the previous diction guides and makes
succinct arguments as to why a modification/update needs to be made. He then applies this

suggested, simplified form of IPA transcription for Brazilian Portuguese diction for singing to

the opera Lampido.

This is a wonderfully useful resource and one that needs to be included in any further

discussions on this subject.

McDavit, Carol, and Flavio Mello. Brazilian Art Song Anthology: 25 Songs for Voice and
Piano/Antologia da canc¢do brasileira: 25 obras para canto e piano. First Edition. New
York: Mundo Arts Publications, 2021.
Building on the work of Herr (but not Porter), this published work intends to be a diction

and repertoire guide for both English and native singers of Brazilian Portuguese. It provides a

brief and concise outline of the history of Brazilian Portuguese and a history of Brazilian
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Portuguese lyric diction. From there, a pronunciation outline of vowels, consonants, nasals,
glides, diphthongs, etc. is provided. Using this pronunciation outline as a base and working for a
neutral pronunciation and presentation, the 25 Brazilian art songs are given IPA transcriptions
along with English translations.

It is unclear why the authors did not make use of the Porter’s 2017 publication. It seems that
many native Brazilians are reluctant to use this resource. I am not sure if this is the case here, but
it is a possibility. It is interesting to note that Herr was also an American, but the difference of
acceptance of her published work may be that Herr worked alongside her Brazilian colleagues
and coauthors at a Brazilian congress with Brazilian approval in Brazil where the norms were
discussed and decided in the Brazilian Portuguese tongue.
de Mello, Marcel Ramalho. “Issues of Lyric Diction of Brazilian Portuguese as Applied to

José Siqueira’s Oito Cancoes Populares Brasileiras.” Journal of Singing 78, no. 3

(Jan/Feb 2022): 363-73.

This journal article is the published, updated form of the 2020 dissertation by the same
author. In this Journal of Singing article, de Mello builds upon his 2020 document by adding
very helpful tables that show how Brazilian Portuguese needs to be modified to fit the regional
accent of the Northeast, giving examples of what it would be using the 2007 norms and what it
should be using the proper regional modification to the pronunciation and IPA. This is a cleaner,
more concise, more organized version of de Mello’s original work which began in his doctoral

studies.
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Rizzotto Vidal Pessoa, Amanda Mara. “A Performance Guide for Four Songs by Francisco
Mignone.” D.M.A., University of Nevada, Las Vegas, 2022. ProQuest Dissertations
& Theses Global.
Citing the work of the 2008 norms, as well as the works of Porter and Campelo, Pessoa’s
intent in this dissertation is not to add anything to the oeuvre of Brazilian Portuguese diction for

singing, but to use the resources available to further establish the norms, thoughts, and ideas that

have come before.
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Conclusion

From the Iberian Peninsula to present day, the Portuguese language has been forming,
evolving, and changing. From Cabral’s landing on Brazilian soil in 1500 at Porto Seguro,
Brazil’s journey to gain an artistic language for singing and for the stage has been a long and
arduous one, one which is not complete and one that continues to be fought by pioneers in this
still nascent field. The passion and foresight of Mério de Andrade were inspired. Seeing the
longing of his brasileiros in matters of language for the arts, de Andrade devised the Semana de
Arts Moderna, the Congresso and subsequent Normas, laying a foundation for the congresses of
1956 and 2005, where the tedious work of artistic, elevated Brazilian Portuguese for the stage
continued. This work, this “grito de guerra” (war cry) was heard throughout Brazil and is now
echoing throughout the world. The work begun in 1937 has had a major impact on virtually
every publication since that time as these authors and researchers have built upon this work, the
ideas of today further adding to the discussion and making possible the many aforementioned
resources available currently in this field of study. It is clear from the heated discourse that has
arisen, especially since 2007/2008, that this subject matter is at the forefront of the Brazilian arts
for singing. As the leading experts keep fighting for the most Brazilian Portuguese possible, the
one that holds the most brasilidade answers will be found, refinement will be implemented, and
a consensus will be had.

With so many wonderful resources for Brazilian Portuguese being published and made
available for English speakers, building upon the foundation laid in 1937, it is astonishing that
none of these Brazilian Portuguese scholars have thought it requisite to translate the foundational
document, the Normas. It is my privilege to be the first to do so, hoping that it will aid in the

historical and pedagogical trajectory of this beautiful language for the arts, propelling it into the
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forefront with other linguistically organized languages for the arts that have paved the way
previously. Alongside this translation, I take pride in providing an updated, critical, cleaner,
more modern edition of the original Portuguese to aid native speakers and facilitate research
about how the language and diction ideas have evolved since 1937. It is my hope that others will
use my work, improve my work, and build upon the work begun so long ago. This is the first of
what I hope to be many contributions to this Brazilian artistic language, culture, and art form that

are at the heart of so much of who I am.
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APPENDIX: ADDITIONAL TRANSLATION MATERIALS

1. Original text from the translated quotation found on pages 15-16 of this document:

Todos os idiomas, desde o momento em que comegam a ter obras literarias, em que as
expressoes sao mais cuidadas, escolhidos os vocabulos, com regéncias, concordancias e
colocacdes de palavras na frase e de frases no periodo, submetidas a certa disciplina, criam
imediatamente os dois tipos de lingua: o literario e o vulgar. O artificialismo e o conservantismo
sdo as duas caracteristicas principais do primeiro; a espontaneidade e o neologismo caracterizam
o segundo. Este evolui sempre, como verdadeira lingua viva que ¢ menos submetido a regras e
principios, com certa indisciplina e mobilidade, acolhendo modificagdes da tltima hora. Aquéle
tende a fixar-se, a servir de modélo e de padrao as intentos artisticos. Nao sdo, porém, duas
linguas diferentes, mas dois tipos diferentes da mesma lingua. Nem ha entre ambos absoluta
separacdo que nao seja essa de maior apuro de expresses no literario e mais liberdade no vulgar.
Este procura sempre aproximar-se daquele como tendéncia natural de aperfeicoamento. Da sua
parte, serve-se o literario do vulgar como sua fonte de inovagdes lentamente aceitas pelos
escritores. Na escala das perfei¢cdes e também das liberdades existe ainda um terceiro tipo de
lingua, o rustico, o plebeu: o vocabulario ¢ muito limitado, quase sempre alterado toneticamente,
tendendo a giria e ao caldo. As metaforas, as figuras sdo os recursos comuns do plebeu para
suprir a falta de expresses adequadas. O latim conheceu os trés tipos estudados: os dois primeiros
praticados pelos que tinham instru¢do, servindo-se do literario nos momentos mais solenes, nas
obras de pensamento e de estética, empregando o vulgar no trato diario da familia, do comércio,
da correspondéncia, da vida forense comum. Cicero escreveu as Catilindrias, as Epistolas e
tratou, certamente, na sua ampla vida social, oralmente, com advogados, médicos, filosofos,
elevando o latim a sua maxima per feigao nos discursos, escrevendo correta, mas ja menos
artificialmente as suas cartas, conversando com os amigos, ainda com corre¢do, mas sem 0s
artificios estilisticos dos primeiros géneros escritos. Em Horacio notamos a mesma gradagao
linguistica: nas Odes foi 0 maior de todos os poetas produzidos em Roma: empregou todos os
recursos da estilistica do seu tempo, esmerou-se na escolha dos vocabulos, dos torneios
sintaticos.

See Francisco da Silveira Bueno, 4 formacdo historica da lingua portuguésa, 3. ed. rev. (Sao
Paulo: Saraiva, 1967), 9.

2. Original text from the translated quotation found on page 33-34 of this document:
O valioso tempo dos maduros

Contei meus anos e descobri que terei menos tempo pra viver daqui para frente do que ja vivi até
agora.

Tenho muito mais passado do que futuro.

Sinto-me como aquele menino que recebeu uma bacia de cerejas. As primeiras, ele chupou
displicente, mas percebendo que faltam poucas, roi o carogo.

Ja ndo tenho tempo para lidar com mediocridades.

Nao quero estar em reunides onde desfilam egos inflamados.
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Inquieto-me com invejosos tentando destruir quem eles admiram, cobigando seus lugares,
talentos e sorte. Ja ndo tenho tempo para conversas interminéveis, para discutir assuntos inuteis
sobre vidas alheias que nem fazem parte da minha.

J& ndo tenho tempo para administrar melindres de pessoas, que apesar da idade cronoldgica, sao
imaturos. Meu tempo tornou-se escasso para debater rotulos, quero a esséncia, minha alma tem
pressa.

Sem muitas cerejas na bacia, quero viver ao lado de gente humana, muito humana: que sabe rir
de seus tropecos, ndo se encanta com triunfos, ndo se considera eleita antes da hora, ndo foge de
sua mortalidade, quero caminhar perto de coisas e pessoas de verdade.

O essencial faz a vida valer a pena.

E para mim, basta o essencial!

See New World Encyclopedia, s.v. “Mério de Andrade,” accessed March 18, 2023
https://www.newworldencyclopedia.org/entry/Mario_de Andrade.

3. Original text from the translated quotation found on pages 46 of this document:

Apesar do progresso em que estd a musica erudita brasileira, ¢ incontestavel que o canto
de concerto e de teatro ainda ndo cuidou de fixar entre nos as normas da sua dic¢do em lingua
nacional. Nao existe uma tradi¢do. Ainda ndo se tratou de condicionar a tradi¢do didatica do
belcanto, que importamos, 4s exigéncias dos fonemas nacionais; € muito menos se cuidou de
estabelecer quais destes fonemas poderiam, na dic¢ao cantada, ser discretamente modificados e
afeicoados 4s exigéncias artisticas do canto.

Preocupado com problema tao importante, verdadeiramente basico para a musica e
especialmente o canto no Brasil, o Departamento de Cultura de Sao Paulo tomou a iniciativa de
realizar um Congresso da Lingua Nacional Cantada, para estabelecer as normas de como se
deve cantar na lingua do pais. O Congresso reuniu estudiosos da lingua nacional, especialmente
foneticistas, atores teatrais, cantores, professores de canto e musicistas em geral.

Nao teve o Congresso, € muito menos o Departamento de Cultura, a ambicao vaidosa de
fixar desde logo as regras inflexiveis e a tradi¢do de como deve ser o canto artistico e a dic¢ao
em lingua nacional. Ambicionou-se apenas por em campo de estudo tdo importante problema da
lingua e da musica no Brasil, examina-lo, discuti-lo e aventar normas principais com que
professores de canto, cantores e compositores pudessem aconselhar-se e libertar-se da mesquinha
incongruéncia, das solugdes improvisadas, dos cacoetes meramente pessoais em que se
extraviavam até agora.

See Anais do Primeiro Congresso da Lingua Nacional Cantada, julho de 1937 (Sao Paulo,
1938), 3.

4. Original text from the translated quotation found on pages 47-48 of this document:

Das Heranwachsen der deutschen Hochsprache zu einer einheitlichen und giiltigen,
wirklich lebendigen Gemeinsprache iiber der Vielzahl der deutschen Mundarten hat eine lange
Geschichte, die hier nicht darzustellen ist. Im 16. Jahrhundert einsetzend, von Schulgelehrten
und Sprachgesellschaften getragen, in grammatischen Traktaten und umfanglichen
Worterbiichern niedergelegt, richtete sich die regelnde Arbeit an der deutschen Hochsprache
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vom 16. bis ins 19. Jahrhundert vor allem auf den schriftlichen Ausdruck, auf Wortformen und
Wortwahl, sowie—schon sehr tastend—auf das Schriftbild, die Orthografie. Daher stammt ja
auch der Ausdruck ,,Schriftsprache* fiir die Hochsprache. Den Sprachklang, dass also, worum es
in diesem Buche geht, iiberlieB die friihe Sprachpflege mehr oder weniger dem Bildungsstand
und Sprachwillen des Einzelnen, und wenn das ,,MeiBnische®, d. h. die Sprache der
Bildungsschicht in den kursdchsischen Landen, als ein Muster aufgestellt wurde, so doch nur als
ein ungefihres Richtziel, um das Grobmundartliche in der Sprache des gebildeten Mannes
einzuddmmen.

Eine auf Vereinheitlichung zielende Pflege der deutschen Aus-sprache wurde zuerst dort
notwendig, wo sich eine gehobene Sprache an einen weiten, gebildeten Horerkreis wendete, auf
der deutschen Biihne der Klassiker. [...] Goethes ,,Regeln fiir Schauspieler (1803) enthalten
daher die Anweisung: ,,Wenn mitten in einer tragischen Rede sich ein Provinzialismus eindrangt,
so wird die schonste Dichtung verunstaltet und das Gehor des Zuschauers beleidigt. Daher ist das
Erste und Notwendigste fiir den sich bildenden Schauspieler, da3 er sich von allen Fehlern des
Dialekts befreie und eine vollstindige, reine Aussprache zu erlangen suche. Kein
Provinzialismus taugt auf die Biithne. Dort herrsche nur die reine deutsche Mundart, wie sie
durch Geschmack, Kunst und Wissenschaft ausgebildet und verfeinert worden.”

Die Forderung nach der ,,reinen deutschen Mundart® ist also von der Biihne ausgegangen.
Sie ist dort auch am bewuBtesten gepflegt worden; doch eine Anweisung dartiber, wie eine ,,voll-
standige, reine Aussprache* zu klingen habe, eine verbindliche Regelung gab trotz tastender
Versuche auch die Biihne nicht. Das Bediirfnis nach einer solchen muf3te erst durch die
fortschreitende sprachliche Vereinheitlichung des 19. Jahrhunderts in weiteren Kreisen geweckt
werden, und die Entwicklung der Sprachwissenschaft war notig, um sie zu erfiillen. Erst seitdem
sich die Sprachforschung auch dem klanglichen Aufbau der lebenden Sprachen zuwendete und
damit die Wissenschaft der Phonetik schuf, konnte eine Beschreibung der gesprochenen Sprache
und eine systematische Feststellung der bei der Aussprache des Hochdeutschen giiltigen Regeln
erfolgen. Indem sich Méanner der Sprachwissenschaft und der Biihne zusammenfanden, konnte
das Buch entstehen, das im Jahre 1898 unter dem Titel ,,Deutsche Biihnenaussprache* zum
erstenmal erschien. [...]

,Durch lange sorgfiltige Pflege hat sich auf der Biihne eine besonders reine Aussprache
des Deutschen herausgebildet. Die Forderung, daf3 hier die Werke in einheitlicher Form
dargestellt werden, und die Wechselwirkung der verschiedenen Theater aufeinander haben schon
seit langer Zeit dazu gefiihrt, da3 die Aussprache der Biihne fester geregelt ward als diejenige
aller anderen Kreise.

Waihrend nirgends im deutschen Sprachgebiete eine mustergiiltig zu nennende
Aussprache herrscht, bietet uns die deutsche Biihnenaussprache—wenn wir von ihrer vor allem
auf die Deutlichkeit und starke Affekte berechneten Eigenart absehen—eine Richtschnur, die in
der Wissenschaft und Kunst anerkannt und auch fiir andere Gebiete deutscher Sprachpflege,
namentlich durch die Schule nutzbar zu machen ist.—Die deutsche Biithnenaussprache kann in
diesem Sinne als deutsche Hochsprache bezeichnet werden.*

See Theodor Siebs, Helmut de Boor, and Paul Diels, Siebs Deutsche Hochsprache:
Biihnenaussprache, 18., durchgesehene Auflage ed. (Berlin: Walter De Gruyter & Co., 1961). 1-
3.
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