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DANCES AND A BALLAD FROM THE NORTHEAST

. “Sefior Mio”: lago (stick dance) 1:46

. “La Yerba’: lago (stick dance) 1:18
Repasseado (couple dance) 2:20

. “Os Passacalbes”: ronda (street round)
1:14

. Jota (couple dance) 0:50

. “Os Soldados Violadores™: romance
(ballad) 5:38

RITUAL SONGS AND CHANT FROM CENTRAL
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7. “Divina Santa Cruz": moda (song) 2:22
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9. “Marcelada”: moda (song) 1:29
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. “Encomendacado das Almas e
Martirios”: (Chant for the Souls in Pur-
gatory and for Martyrdom: Song in
Praise of Jesus) 5:01

SECULAR AND RELIGIOUS SONGS FROM THE

SOuTH

12. “Ao Romper da Bela Aurora”: moda
(song) 2:52

13. “A Florentina": moda (song) 1:33

14. “A Margarida”: moda (song) 3:26

15. “O Deus Menino™: moda (song) 4:51

16. “No Tempo da Primavera’”: moda
(song) 2:28
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17. “Quais, Quais Oliveiras Olivais”: moda
(song) 1:28

INSTRUMENTAL COMPOSITIONS FROM COIMBRA
18. Antero da Veiga (1866-1960)
“Bailados do Minbo” (Dances from
Minho): guitarrada 2:31
. Artur Paredes (1899-1980)
“Variations in d minor”: guitarrada 3:00
). Anténio Portugal (1931-1994)
“Valsa para o Tempo que Passou”
(Waltz for the Times That are Past and
Gone): guitarrada 3:50
. Ant6nio Portugal (1931-1994) and
Anténio Brojo (b. 1927)
“Dueto Concertante”: guitarrada 2:15

SonGs AND DANCES BY FOLKLORE GROUPS
22. Fandango (men’s dance) 5:22
“Valsa a Dois Passos” (couple dance)
0:55
. “Verde Gaio de Cana” (couple dance)
0:49
“Todos me Querem”: moda (song) 1:39
“Vira da Raia”: moda (song) 1:51
. “Sembor da Serra”: Vira de Filas
(couple line dance) 1:41
“Vira Geral” (couple dance) 1:03
). “O Malbao” (couple dance) 2:37
. “Bate Certo” (circle dance) 1:55
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Portugal is a small country with a rich
heritage of musical styles localized in dif-
ferent parts of the country. These 1988
recordings of dances, songs, and instru-
mental music includes music for dance
and a ballad from the northeast, ritual
songs from the central eastern region,
unaccompanied vocal polyphony from
the south, instrumental music played on
Portuguese guitars from the central city of
Coimbra and some examples of folklore
revival traditions from the Tagus valley
and the northwestern region. This pack-
age includes one CD and an 76-page
booklet with map, photographs, and
notes in English and Portuguese.

Smithsonian
Folkways

Smithsonian/Folkways Recordings

Center for Folklife Programs & Cultural Studies
955 L'Enfant Plaza, Suite 2600

Smithsonian Institution

Washington DC 20560

P)(C) 1994 Smithsonian/Folkways Recordings




TRADITIONAL MUSIC OF THE WORLD 9

EDITED BY THE INTERNATIONAL INSTITUTE FOR TRADITIONAL MUSIC (II'TM)

IN COOPERATION WITH THE INTERNATIONAL COUNCIL FOR TRADITIONAL MUSIC (ICTM UNESCO C)

General Editor: Max Peter Baumann
Assistant Editor: Tiago de Oliveira Pinto
Editorial Board: Max Peter Baumann, Tiago de Oliveira Pinto,
Erich Stockmann, Gen’ichi Tsuge
Editorial Council: Olive Lewin, José Maceda, Krister Malm, Mwesa Mapoma, Allan Marett,
Balint Sarosi, Salwa El-Shawan Castelo-Branco, Elisabeth Travassos, Ricardo Trimillos,
Tsao Pen-yeh, Yamaguchi Osamu, Izaly Zemtsovsky

No special thematic limits have been set for this compact disc series. Each issue centers on those
Jorms of traditional music that have been the subject of musicological research and is accompa-
nied by an extensive scholarly commentary of an ethnomusicologist who deals with the particu-
lar subject matter from the point of view of her or his primary experience in the field. Each issue
contains a description of the music of a certain region, of a particular type of ensemble, of an
individual musician or of a musical genre. The content of a disc refers to rural, urban or popu-
lar aspects of the music concerned including both oral and written traditions. Taking any one
traditional musical culture as a whole, a compact disc may present autochtonous, acculturated
and transformed genres, folk music as well as art music. The musical examples and the infor-
mation given in the booklet aim at providing a deeper insight into both general as well as partic-
ular aspects of musical cultures, explaining, for example, the imbedding of musical traditions in
a cerlain sociocultural context, the role of these traditions in a changing (musical) world and
their function as a mean of musical self-expression.

SMITHSONIAN/FOLKWAYS CD SF 40435

Dances and a Ballad from the Northeast
1. “Sesior Mio”: laco (stick dance), 1'46”

2. “La Yerba’: lago (stick dance), 1'18”

3. Repasseado (couple dance), 2'20”

4. “Os Passacalbes”: ronda (street round),

1'14”
5. Jota (couple dance), 0'56”
6. “Os Soldados Violadores”: romance

(ballad), 5'38”

Ritual Songs and Chant from Central East
7. “Divina Santa Cruz”: moda (song), 2'22"
8. “Ld Cima Ao Castelo”: moda (song), 141"
9. “Marcelada’: moda (song), 1'29”
10. “Arvoredo”: moda (song), 2'05”

11. “Encomendacado das Almas e
Martirios”: (Chant for the Souls in
Purgatory and for Martyrdom: Song in
Praise of Jesus), 501"

Secular and Religious Songs from the South

12. “Ao Romper da Bela Aurora”: moda
(song), 2'52”

13. “A Florentina”: moda (song), 1'33"

14. “A Margarida”: moda (song), 3'26”

15. “O Deus Menino”: moda (song), 451"

16. “No Tempo da Primavera”: moda (song),
2'28”

17. “Quais, Quais Oliveiras Olivais”: moda
(song), 1'28”

Instrumental Compositions from Coimbra
18. Antero da Veiga (1866-1960)
“Bailados do Minbo” (Dances from
Minho): guitarrada, 2'34"
19. Artur Paredes (1899-1980)
“Variations in d minor”: guitarrada, 300"

20. Antonio Portugal (1931-1994)
“Valsa para o Tempo que Passou” (Waltz
for the Times That are Past and Gone):
guitarrada, 356"

21. Antonio Portugal (1931-1994) and
Antonio Brojo (b. 1927)
“Dueto Concertante’: guitarrada, 218"

Songs and Dances by Folklore Groups

22. Fandango (men’s dance), 322"

23. “Valsa a Dois Passos” (couple dance), 0'55”

24. “Verde Gaio de Cana” (couple dance), 0'49”

25. “Todos me Querem”: moda (song), 1'39”

26. “Vira da Raia”: moda (song), 1'54”

27. “Senbor da Serra”: Vira de Filas (couple
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29. “O Malbao” (couple dance), 2'37”
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MUSICAL TRADITIONS OF PORTUGAL
Text by Salwa El-Shawan Castelo-Branco
Recordings by Max Peter Baumann and Tiago de Oliveira Pinto

I. INTRODUCTION

Continental Portugal occupies the southwestern corner of Europe and is bor-
dered by Spain to the east and north, and by the Atlantic ocean to the west and
south. Portugal’s boundaries have been stable since the 13th century, a record
among European nations. The discovery, settlement, and incorporation within
Portugal of the Atlantic archipelagos of Madeira and the Azores in the 15th centu-
ry marked the beginning of an era of maritime exploration which changed the
course of the history of Portugal and the world. The Portuguese carried
Christianity, their language and culture to many parts of Africa, America, and
Asia. They brought back with them trading goods, new crops, and myriad cultur-
al influences. Portugal and the territories that it encountered saw the emergence
of multifarious new cultural syntheses.

Continental Portugal is characterized by regional contrasts. Using the Tagus
River as a dividing line, and geographical location, orography, climate, and vege-
tation as their main criteria, geographers have emphasized the differences
between the “Atlantic north” and the “Mediterranean south” (e.g, Brito 1994:11-12
and Ribeiro 1991). Another contrast has been established between the lush,
densely populated, and relatively developed northwestern coast, and the arid,
sparsely populated, and less developed interior (Pimentel 1994:85 and Ribeiro
1991). The division of continental Portugal into thirteen regions by the geogra-
pher Amorim Girao in 1933, which was reduced to eleven regions and adapted
as a basic administrative division in 1936 (subsequently abolished in 1959), has
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been used by many scholars, including anthropologists and music folklorists, as a
framework for characterizing cultural diversity within the country (Castelo-Branco
& Toscano 1988 and Gaspar 1993:16). Although some regions of Portugal pre-
serve some of their distinctive characteristics, modern communications, internal
migration, immigration, and tourism have brought about considerable change in
most of the country.

Portugal has been a member of the European Economic Community since
1986. Its population of 9,371,448 (1991 census) is mostly concentrated in the
coastal areas, especially in Lisbon, the capital, and Oporto, the urban center of
the North.

The musical traditions of Portugal are highly diverse, reflecting this country’s
rich cultural history and changing present, including multi-directional influences
from within Portugal, other parts of Europe, Brazil, as well as from North and
sub-saharan Africa. For example, one can find ballads related to the pan-
European ballad tradition, vocal polyphonies probably linked to medieval prac-
tices, local versions of 19th-century central European salon dances, and a consid-
erable repertoire for the guitarra Portuguesa (Portuguese guitar). This instrument
is an adaptation of the English cittern, which was introduced from England in the
19th century and is now a central part of the fado traditions of Lisbon and
Coimbra.

Looking at the country as a whole, one can observe several musical process-
es. In some cases, a clear continuity between current musical practices and those
documented earlier this century can be established. In others, new musical
instruments, texts, musical styles, and repertoires have been introduced. In many
areas, concerted efforts have revived local musical practices that had been dying
out. Collectors have documented earlier practices, and formally organized groups
of instrumentalists, vocalists and dancers known as ranchos Jfolcloricos have
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adapted such practices for stage performances.

The recordings offered on this CD reflect the richness and diversity of
Portuguese musical traditions, while at the same time exemplifying some of the
processes described above. Music for dance and a ballad from three villages in
the Northeast (District of Braganca; Nos. 1-6), ritual songs from the village of
Monsanto in the central eastern area (District of Castelo-Branco; Nos. 7-11), and
unaccompanied vocal polyphonies from the town of Cuba in the south (District
of Beja; Nos. 12-17) exemplify the continuity of traditions and their adaptation to
new performance contexts and functions. The instrumental compositions for the
guitarra quartet from the central city of Coimbra reflect the vitality of this urban
musical tradition, which is closely integrated within the academic life of
Coimbra’s medieval university (Nos. 18-21). Finally, the revival and representa-
tion of tradition in a new mold is illustrated by the performances of three ran-
chos folcloricos from the Tagus River valley (Riachos) and northwestern Portugal
(Viana do Castelo and Apilia; Nos. 22-30).

Il. DANCES AND A BALLAD FROM THE NORTHEAST: POVOA, CON-
STANTIM, DUAS IGREJAS (Nos. 1 to 6)

Nos. 1 to 6 were recorded in three villages in northeastern Portugal
(Constantim, P6voa, Duas Igrejas) situated in the municipality of Miranda do
Douro (District of Braganga), which lies on the border with Spain (see map). Due
to its former geographic isolation, which lasted until recent times, this area has pre-
served some of the most archaic musical traditions in the Iberian Peninsula, tradi-
tions which it shares with neighboring areas in Spain. Nos. 1 and 2 are stick dances
known as danga dos paulitos, which are the basic ingredients in several religious
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and secular festas. In
Portugal, festas are com-
plex community events
which can last from one to
several days and involve a
mixture of religious, social,
gastronomic, musical and
dance components. Some
Jestas are religious celebra-
tions, such as pilgrimages
(romarias) or local patron
saint days (festas dos
padroeiros). Others com-
memorate secular events
such as local, regional or
national holidays.

Stick dances are usually
performed by eight men or
boys who are divided into
four pairs. Each dancer holds two short sticks (approximately 45 c¢m long) which
he rhythmically hits in different positions, one stick against the other as well as
both sticks against those of his partner. Similar stick dances are also found in
neighboring areas of Spain, where they are known as danzas de palos. Individual
dances are designated lacos. According to Anténio Mourinho, a scholar of the his-
tory and traditions of the Northeast, there are close to sixty lacos (1984:479), char-
acterized by distinct choreographies and musical compositions, which are usually
performed by one of the standard local instrumental ensembles, the gaiteiro (a

Photo I: Instrumental Ensemble: Gaiteiro (P6voa). Bagpipes/Gaita—de
Foles: Paulino Pereira Joio; Snare Drum/Caixa: Paulino José Raposo; Bass
Drum/Dombo: Domingos Falcio; Photograph/Fotografia: Elise Ralston
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bagpipe, snare drum, and bass drum;
photo 1), or the tamborileiro (a shep-
herd’s flute and drum performed by
the same person; photo 2). Most lacos
have a text which deals with reli-
gious, agricultural, hunting, and senti-
mental themes. However, lacos are
normally performed by instruments
alone and the texts are only sung in
the absence of instrumentalists and
during rehearsals. The texts are either
in Mirandés, a local language
(Mourinho 1993), or in Castilian, a
fact which some researchers consider
indicative of the probable Castilian
origin of the lacos performed in
Portugal (Mourinho 1984:483). The
Origin of stick dances from northeast- Photo 2: Instrumental Ensemble: Tamborileiro
ern Portugal has been traced to (Constantim): Flute and Drum/Flauta e Tamboril: Virgilio
Greek, Roman, and medieval sources, Cristal; Photograph/ Fotografia: Ernesto Veiga de Oliveira
or to sword dances from other parts
of Europe (ibid.:458-69). According to Mourinho, the first written reference to the
danga dos paulitos in the municipality of Miranda do Douro (District of Braganca)
dates back to the 17th century (ibid.:469).

Today, several villages in the Braganca district feature stick dances in some of
their festas, in particular, the Feast of the Holy Sacrament and the Feasts in honor
of the Virgin Mary and Saint Barbara, which celebrate the harvest in the months
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of August, September, and October. In each of these Jestas, the dancers, accom-
panied by the instrumentalists, carry out important ritual functions such as lead-
ing the procession, collecting donations, and dancing at the village square or
churchyard.

Since the turn of the century, formally structured groups featuring dance, music,
and costumes were constituted and have performed stick dances outside their tra-
ditional settings within the district of Braganca, in other areas of Portugal, and
abroad (ibid.:474). The musicians recorded in Nos. 1 to 5, among the most promi-
nent tradition carriers in the area, regularly accompany formally structured groups
and are also hired to perform in village festivities within the district of Braganca,
and in Zamora, Spain.

1. “Sedior Mio”: lago (stick dance), 1'46”
Pévoa (Braganca)
Gaita-de-Foles (bagpipes): Paulino Pereira Jodo
Caixa (snare drum): Paulino José Raposo
Bombo (bass drum): Domingos Alfredo Flacio

“Serior mio” (My Lord) is a laco which features the religious theme of peni-
tence. It is usually performed at church gates in religious Jestas. Like other lagos,
it is characterized by an open musical structure consisting of a standard introduc-
tion by the bagpipes without percussion, followed by several short musical
phrases which are repeated and varied according to ritual requirements. A stan-
dard conclusion ends the lagco.

The bagpipe (gaita-de-foles) heard in Nos. 1 and 2 consists of three parts: a
double-reed chanter with eight holes (ponteiro), a single-reed drone pipe (ron-
cdo), and a bag usually made of goatskin (see photo 1). This instrument has
been documented in Portugal since the 14th century (Oliveira 1982:319). Its use
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in ceremonial occasions was widespread on the northwest coast down to
Coimbra, and throughout the Northeast. However, the use of bagpipes is now
practically restricted to the northeastern area bordering Spain.

The snare drum (caixa) is about 40 cm in diameter, 23 cm in width and has
two skins. The bottom skin has one or two sympathetic strings. The drum is sus-
pended horizontally from the player’s waist and is struck on the upper skin with
two wooden drumsticks (see photo 1).

The bass drum (bombo) is approximately 80 cm in diameter and has two
skins. It is suspended vertically (from the player’s neck) and is played with a large
padded drumstick. The ensemble including these three instruments is known as
the gaiteiro (see photo 1).

My Lord

My Lord, Jesus Christ

God and real human being,
Creator and Redeemer,
Saviour of heaven and earth
And kneeling down

In the name of God, amen.
And us too.

It weighs upon me God
from all my heart

that I offended Thee.
Kissing the earth,

forgive me, my Lord,

give us eternal glory,

but, oh! Eternal.

Setior Miol

Senior mio, Jesucristo

Dios y hombre verdadero
Creador y Redentor

Y salvador del cielo y tierra
Y 'n el suelo

En nombre de Dios, amén.
Y de nosotros nos também.
Peésame Serior,

de todo el corazon,

de Vos haber ofendido.
Besando la tierra,
Perdondimos, Serior mio,
dainos la gloria eterna,
Mas, ay! eterna.




2. “La Yerba’: laco (stick dance), 1'18”
Same locale and musicians as in No. 1.

“Ia Yerba” (The Hay) is a laco which focuses on an agricultural theme and is
usually performed in festas celebrating the harvest. Its structure is similar to other
lagos. 1t begins and ends with a standard introduction and conclusion and con-
sists of a musical phrase that is repeated and varied several times.

La Yerba

Si tu quieres

que te segue la tu yerba,
traime la gadana

con la tu piedra

pa’ la amolar,

pa’ la amolar.

Traime buis y carro
pa’la cargar.

Que segada ’std,

Y que segada sta.

The Hay

If you want

me to harvest your hay,
bring me the reaping hook
with your stone?

to sharpen it,

to sharpen it.

Bring me oxen and a cart
to carry it.

For the harvest is over,
and the harvest is over.

3. Repasseado (couple dance), 2'20”
Same locale and musicians as in Nos. 1 and 2.

The repasseado is a category of couple dances which can be found through-
out the district of Braganca. It is characterized by its choreography, musical
repertoire, and texts. A minimum of two couples are required. These dances are
performed on all festive occasions, particularly during the Christmas season and
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the annual pilgrimage of the Senhora do Naso (5-8 September) (Mourinho
1984:543).

This example has a symmetrical structure consisting of two musical phrases,
each repeated twice. The two-phrase sequence is repeated six times in a regular
tempo. The total number of repetitions varies according to ritual or stage needs.

4. “Os Passacalbes”: ronda (street round), 1'14”
Constantim (Braganca)
Grupo Instrumental de Constantim (Instrumental Ensemble of Constantim)
Flauta e tamboril (flute and drum): Virgilio Cristal
Caixa (snare drum): Luis Preto
Bombo (bass drum): Aureliano Anténio Ribeiro

The passacalbes (literally, passage through the streets, or street rounds) is per-
formed by musicians who go from house to house collecting donations for the
upcoming festa, and enticing villagers to join the procession on the way to
church. It consists of two short musical phrases which are repeated three times.

The passacalbes and jota (Nos. 3 and 4) are performed on an end-blown flute
(flauta pastoril) about 40 cm in length with a wooden mouthpiece and three
holes, two in front and one in the back. It is played with the thumb (back hole),
index and middle fingers of the left hand (front holes). The right hand plays the
tamboril drum with a2 wooden drumstick (see photo 2). The tamboril is similar to
the caixa described above. However, it has two sympathetic strings, one on each
of the skins. The flauta and tamboril ensemble played by the same performer is
designated tamborileiro. It is found in the municipality of Miranda do Douro
(District of Braganca) in the Northeast; in the eastern part of the district of Beja,
close to the Spanish border, it has now practically disappeared.



5. Jota (couple dance), 0'56”
Same locale and musicians as No. 4.

The jota is a couple dance which is performed in all Jestas. Most jotas have a
text. The jota heard in this selection consists of three short musical phrases
which are repeated.

6. “Os Soldados Violadores”: romance (ballad), 5'38”
Duas Igrejas (Braganca)
Voice: Marta dos Anjos Martins Fidalgo

Throughout continental and insular Portugal, there is a vast repertoire of oral-
ly transmitted traditional ballads which are generally recited or sung without
instrumental accompaniment. Portuguese balladry is an integral part of pan-
Hispanic and pan-European ballad traditions. Although ballads have been collect-
ed throughout the country, it is in the more remote areas such as the continental
Northeast and the Azores Islands that ballads have been best preserved. In the
district of Braganca, where this selection was recorded, ballads are sung during
religious celebrations, for entertainment during evening family gatherings around
the fireplace, and as work songs, especially during threshing and harvest. In this
context, ballads are sung by two people or two groups in alternation and at fixed
times corresponding to the canonical hours. In general, a specific ballad is asso-
ciated with each canonical hour.

The ballad recorded in this selection describes the kidnapping and rape of a
young girl. Numerous versions of this ballad have been collected throughout
Portugal, including in the districts of Braganca, Vila Real, Guarda, Viseu, Castelo-
Branco, Coimbra, Lisbon and Faro. The same ballad has also been collected in the
Sephardic community in Morocco, as well as in various parts of Spain including
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Asturias, Extremadura, Castilia and Leon (Armistead & Silverman 1979:37). As is
often the case in Hispanic balladry, a segment of another ballad (“Santa Iria ”) is
incorporated into the version recorded here, extending from line 26 (menina em
cas’ de seu pai) up to line 36 (pdo e sardinba salgada).3

This ballad is in strophic form. Two textual lines are set to a musical phrase
which is repeated throughout.

Os Soldados Violadores4

“O ti’ Ana, 6 ti’ Ana,

onde tem la sua filha?”

“‘Minhba filba ndo estd em casa.
Foi dormir com sua tia.”
Foram em iuma rua baixo,
virarem por oitra ‘cima.

‘Inda ndo eram i-as onzi

e da sua porta batia.

Deram bolta sete salas

e la l'acharan dormidinba;
ela, co'a sua vregonha,

com a roupa se cobria.

“Atras, atrds cavaleiros

e deixai vestir la menina.”

Por donde quera que vaya

e vaya bem asseadinha. she goes well groomed.

“Minha filba, faz por a honra “My daughter, defend your honor,
Que eu também fez por a minba.” 1 also defended mine.”

“‘Minbha mae faz por a sua “Mother, defend yours,

The Rapist Soldiers

“Oh Aunt Ana, oh Aunt Ana,
where is your daughter?”

“My daughter is not at home.

She went to sleep with her aunt.”
They went down a street,

they turned to another one above.
It was not yet eleven

and there was a knock at her door.
They went around seven rooms
and there they found her sleeping;
she was ashamed,

covering herself with clothing.
“Step back, step back horsemen
and let the girl dress.”

Wherever she goes,




Que a minha ja vai perdida.”
Qu’'a minha ja vai perdida
Que a minba perdida vai,

E agora, por esses montes,

E a bonrar as barbas de meu pai.
“Menina, em cas’ de seu pai,
com’ era que si chamava?”
“Eu, em casa de meu pai,
er’ uma grande fidalguinha
e agora, por estes montes,
serei bem desgracadinba.”
“Menina, em cas’ de seu pai,
ela qu’ era que comia?”

“Eu, em casa de meus pais,
comia galinha assada;

e agora, por estes monites,
pado e sardinba salgada.

“O ti’ Ana, 6 ti’ Ana,

e aqui tem la sua filbha,
honrada e vortulosa

e mas pagou com sua vida.”

mine is already lost.”

Mine is already lost

mine is lost already,

and now, throughout these hills,
And honoring my father’s beard.
“Young girl, in your father’s home,
what was your name?”

“In my father’s home,

I was a grand noble girl;

and now around these hills,

I will be quite miserable.”

“Young girl, in your father’s home,
What did she eat?”

“In my parents’ home,

I ate roasted chicken;

And now, around these hills,
bread and salted sardines.”

“Oh Aunt Ana, oh Aunt Ana,

and here you have your daughter,
honored and virtuous

but she paid with her life.”

Ill. RITUAL SONGS AND CHANT FROM THE CENTRAL EAST: MON-
SANTO (Nos. 7 to 11)

Nos. 7 to 11 were recorded in the village of Monsanto in the central eastern
area of Portugal. The musical style represented by these examples characterizes a
vaster area roughly corresponding to the District of Castelo Branco (see map).
These selections, however, are specific to Monsanto in that they are sung in the
annual Festa do Castelo or Festa das Cruzes (Feast of the Castle or Feast of the
Crosses), the most important local festa. This complex event, which is celebrated
annually from May 3rd to 5th, involves religious, social, musical, gastronomic, and
economic components (Carvalho & Oliveira 1985:75). One of the high points of the
Jesta is a procession in which the villagers walk up the steep road leading to the
castle at the hilltop, carrying a pot of flowers while singing and playing the adufes
(square framedrums). (Nos. 7 to 10 are part of the repertoire sung on this occa-
sion). The pot of flowers is then thrown from the hilltop, symbolizing the libera-
tion of Monsanto from a presumed siege by Napoleon’s soldiers. According to a
local legend, after a long siege when Monsanto’s food stocks were practically fin-
ished, an elderly villager had the idea of throwing a calfskin bag full of wheat
down the hill where the soldiers were camping. Thinking that Monsanto still had
abundant food stocks, the hungry soldiers abandoned the siege. More plausibly,
this fesia is a Christianized pagan spring ritual, with the siege legend added as a
local referent (Buesco 1984:66; Carvalho & Oliveira 1985:132).

Despite its relative isolation and small size, Monsanto is known to many
Portuguese for having won the first prize in the competition of “The Most
Portuguese of All Villages,” which was organized in 1938 by the Estado Novo (the
dictatorship that ruled Portugal from 1926 up to 1974). According to the competi-
tion’s regulations, in order to be considered, villages had to demonstrate their
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resistance to outside
influences and “pre-
serve the highest de-
gree of purity” in their
traditions including
music and dance (Brito
1980:511). The conse-
quences of this event
were far-reaching for
Monsanto and its peo-
ple. It contributed to
raising their conscious-
ness of the value of
their traditions, to
which they have held

) tenaciously (Carvalho
Photo 3: Group of Monsanto: Four Women Playing Adufes liveira 198
(Monsanto)/Rancho de Monsanto: Quatro Mulheres a Tocar Adufes & Oliveira 1985).
(Monsanto): Photograph/Fotografia: Elise Ralston NosSE/StoSli)Nare

sung by eight women,
two of whom also play the adufe. These performers are part of the Rancho de
Monsanto, a formally structured group which was founded in 1938 and partic-
ipated in the competition of “The Most Portuguese of all Villages” mentioned ear-
lier. They also sing informally in local religious rituals.

The adufe is a square framedrum with two skins and interior metal jingles.
Each of the sides of the frame is approximately 45 cm. This instrument, which
was introduced by the Arabs between the 8th and 12th centuries (Oliveira
1982:393), is mainly found in central eastern Portugal. It is played exclusively by
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women who hold it with the thumbs of both hands and the index finger of the
left hand, therefore freeing the remaining fingers for playing the instrument (see
photo 3).

7. “Divina Santa Cruz”: moda (song), 2'22”
Monsanto (Castelo Branco)
Rancho de Monsanto (Group of Monsanto)
Voices: women'’s chorus
Instruments: 2 adufes (square framedrums)

This is the most important song of the Festa do Castelo, to which the text con-
stantly refers. It is sung by a women’s chorus, accompanied by the adufe, during
ritually significant moments such as the procession going up the castle. A melody
is set to two textual lines in strophic form and is accompanied by the rhythmic
ostinato of the adufes.

Divina Santa Cruz Divine Saint Cruz

I I

(:O divina Santa Cruzi, (:Oh, Divine Saint Cruz,

e para ld vou eu andando,:) and I am going there,:)
(:minha ialma ja la estd, (:my soul is already there,
0 meu coracdo vai chigando.:) my heart is arriving.:)

II I
(-:O Divina Santa Cruzi, (:Oh, Divine Saint Cruz,
e a vossa porta cheguei,:) and to your door I arrived,:)




(:tantos anjos m’ acompanhem
como di passadas dei.:)

111
(:O Divina Santa Cruzi,
e quem vos varreu o terreiro,:)

(:foram as vossas mardomas,
co’ raminho di loureiro.:)

(:as many angels accompany me
as the steps I took.:)

III

(:Oh, Divine Saint Cruz,)

and the ones who swept the public
square for you,:)

(:were your festa organizers,

with a laurel branch.:)

8 “Ld Cima Ao Castelo”: moda (song), 1'41”
Same locale and performers as No. 7.

In the Festa do Castelo of 1985, this was the second most heard song
(Carvalho & Oliveira 1985:89). The text includes references to the castle and to
the gastronomic component of the festa, and incorporates a flirting dialogue
between a young boy and girl. It is in strophic form with a refrain. A melody is

set to two stanzas and is accompanied by a rhythmic ostinato by the adufes.

Ld Cima Ao Castelo

I

Ld cima ‘o Castelo

ha di tudo a venda.
“Diga-m’, 0 menina,

s’ a andgua tem renda!”
“S’ a andgua tem renda!

Up at the Top of the Castle

Il

Up at the top of the castle

there are all sorts of things for sale.
“Tell me, young girl,

If the underskirt has lace!”

“If the underskirt has lace!

Mas deixai a teri,

0 que vocé queria
er’ a andagua veri!”
Refrdo

Ja ndo hd, ndo ba,
Jja ndo pode haveri
vinho na caneca
p’ra gente boéri.
P’ra gente boéri,
p’ra gente pagari,
Jjd ndo ba, ndo ha,
quem mandi deitari.

II

La cima ‘o castelo

si vendem palitos.
“Diga- m’, 0 menind,
S’ andgua tem bicos!”
“S” andgua tem bicos!
Mas deixai a téri,

0 que vocé qu’ria

er'a andgua veri!”
Refrdo

[1I
La cim’ a’ castelo
si vendem laranjas.

But let it have,

what you wanted,

was to see the underskirt!”
Refrain

There isn’t, there isn’t,
there cannot be

wine in the mug

for us to drink.

For us to drink,

for us to pay,

there isn’t, there isn’t,
someone who orders pouring.

11

Up at the top of the castle

there are matches for sale.

“Tell me, young girl,

if the underskirt has crochet lace!”
“If the underskirt has crochet lace!
But let it have,

what you wanted,

was to see the underskirt!”
Refrain

1T
Up at the top of the castle
there are oranges on sale.




“‘Diga- m’, 6 menina, “Tell me, young girl,

; | Feg ) 4 ) ) E 016 ai lari I6 [o, And 0 (6 ai lari I6 [0,
s'a andgua temfmn]a‘s/ if the underskirt has fringes! (:Venho de marcelada.:) CI returned from picking marcela.:)
‘S'a andagua tem franjas! “If the underskirt has fringes!
Mas deixai a téri, But let it have, | I 0
£ qUe,IOCE G )”6,’/” what you wanted - (Eu venho di marcelada, (I returned from picking marcela,
era andagua veri. was to see the underskirt! venho d’ir colber "ma flori,:) returned from picking a flower,:)
Refrao Refrain ld dos campos do castelo, there from the fields around the castle,
para dar ao meu amori, to give to my beloved,
9. “Marcelada”: moda (song), 1'29” (:venho de marcelada.:) Creturned from picking marcela.:)
Same locale and performers as No. 8. Refrao Refrain.
Marcelada is a local term for picking marcela, a wild herb with a yellow II1 11
flower which grows in the fields around Monsanto. In addition to the marcelada, (:Eu venho di marcelada, (I returned from picking marcela,
the text alludes to the castle and a sweetheart. The structure is similar to the two venho d’ir colber um cravo,:) I returned from picking a carnation,:)
previous selections. It is in strophic form with refrain. A melody is set to one ld dos campos do castelo, there from the fields around the castle,
stanza and is accompanied by the rhythmic ostinato provided by the adufe. para dar ao namorado, to give my sweetheart,
(:venho de marcelada..) (returned from picking marcela.:)
Marcelada Marcelada Refrdo Refrain.
I I e 2 ”
) e 10. “Arvoredo”: moda (song), 205
(:Eu venyl.?o di marcelada, (I returned frorp p@kmg marcela, Same locale and performers as in Nos. 7 to 9.
venho d’ir colber marcela,:) returned from picking marcela,:)
la dos campos do castelo, from the fields around the castle, The text alludes to a sentimental relationship. This moda is in strophic form
daquela mais amarela, of the yellowest kind, with a refrain. The rhythmic ostinato provided by the adufes offers a grounding
(:venho de marcelada.:) (:returned from picking marcela.:) for the melody.
Refrdo Refrain
O 16 ai lari [6 Ié 14, O 16 ai lari I6 1¢ 14,
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Arvoredo

I

(:No arvoredo fichado,:)

(:“Ndo digas qu’ eu aqui vim,.)

(:qu’eu ndo quero qu’o amor saiba:)

novas nem parte de mim,
nao digas que eu aqui vim.”
Refrdo

E o 16 ai lari lo Ié la,

E 616 ai lari lo Io.

II

(:E 0 meu coragdo é tanqui:)
(:cheio d’dgua meti medo!:)
(:Abre t’, 6 meu coracdo,:)
(:vai rigar o arvoredo,:)
cheio d’agua meti medo!
Refrdo

11

(:As estrelas do céu correm:)
(:pelo céu as carreirinbas,:)
(:tambéem os amores correm:)
das tuas mdos p’ra as minbas,
pelo céu as carreirinhas.
Refrdao
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Tree Grove

I

(:In the closed tree grove,:)
(:“Don’t say that I came here,:)

(:I don’t want my sweetheart to know:)

news about me,

don’t say that I came here.”
Refrain

And 6 I6 ai lari [6 [é la,

and ¢ lo ai lari I6 6.

II

(:And my heart is a tank:)
(:full of water, it is scary!:)
(:Open up, oh my heart,:)
(:go, water the tree grove,:)
full of water, it is scary!
Refrain

11T

(:The stars of the sky run,:)
(:throughout the sky they race,:)
(:love also flows:)

from your hands to mine,
throughout the sky they race.
Refrain

11. “Encomendacdo das Almas e Martirios”: (Chant for the Souls in
Purgatory and for Martyrdom: Song in Praise of Jesus), 4'56”
Voices: Same chorus as Nos. 7 to 10
Instruments: handbell

The encomendagdo das almas (chant for the souls in purgatory) is a Christian
practice, probably of pagan origin, which is related to the cult of the dead.
Devout Roman Catholics in this and other areas of Portugal believe that after
death, souls suffer in purgatory. The encomendacdo das almas is sung during
Lent to express compassion with the souls in purgatory, and to alleviate their
pain and suffering. It is usually performed at night in elevated locations within
the village, at crossroads, or at the gates of cemeteries. The practice of the
encomendagdo das almas has been documented in various parts of continental
and insular Portugal as well as in Brazil (Dias & Dias 1956a & b).

In Monsanto, the encomendagdo das almas, followed by a recitation of the
Lord’s prayer, and the Martirios, a song praising Jesus Christ, is usually sung
three, five, or seven times starting at midnight every Friday and Sunday through-
out Lent in fixed locations within and around the village. The recitation of the
Lord’s Prayer, which follows the encomendagcdo das almas, is not included in this
recording.

Encomendacdo das Almas Chant for the Souls in Purgatory
I I

Acordai irmdos meus Wake up my brothers

desse sono em qu’ estais. from your sleep.

Rizemos ium Padri Nosso Let us say the Lord’s Prayer

por alma dos nossos pais. for the souls of our fathers.
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Os Martirvios

Il

Bendita louvada seja

a paixdo do Redentori.
para nos livrar das culpas,
morreu por nosso amori.

11

La em cima ao Calvario
std o craveiro a cruzi.
A idgua com qui si rega
é o sangui di Jesusi.

111

No Calvario si ddo gritos!
“Madalena qui saria?”
“stdo a crusificar Jesusi,
Filbo da Virgem Maria.”

Martyrdom

I

Blessed and praised be

the passion of the Redeemer.
To free us from sin,

He died for our love.

II

Up above at Calvary

is the carnation plant on the cross.
The water with which it is watered
is the blood of Jesus.

III

At Calvary there are screams!
“Magdalen, what is it?”
“They are crucifying Jesus,
the son of the Virgin Mary.”

IV. SECULAR AND RELIGIOUS SONGS FROM THE SOUTH—
SOUTHERN ALENTEJO: CUBA (Nos. 12 to 17)

The tradition of unaccompanied polyphonic singing represented in Nos. 12 to
17 thrives in southern Alentejo, a predominantly rural area corresponding to the
District of Beja (see map), as well as among Alentejano migrant communities
throughout the industrial belt of the cities of Lisbon and Setibal (IBLS), where
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30% of the District of Beja’s population settled between 1950 and 1970 (Amaro
1985).

Locally referred to as cante (differentiated by its final /e/ from the standard
Portuguese canto, or singing), it consists of a repertory of rhymed verse, desig-
nated moda (literally, fashion), which is sung polyphonically by unaccompanied
choral groups. A moda consists of several stanzas set to existing melodies in
strophic form. Different texts are often set to the same melodies.

Cante practitioners distinguish between the repertoires and performance
styles of the left and right banks of the Guadiana River, which cuts through
Alentejo from north to south (see map). Thus, while on the right bank of the
Guadiana, modas are performed in a slow tempo with profuse ornamentation,
on the left bank they tend to be syllabic and are generally performed in a fast
tempo.

The towns of Cuba (where Nos. 12 to 16 were recorded) and Serpa (see map)
are regarded by Alentejanos as the “musical capitals” of the right and left banks
of the Guadiana River, respectively, due to the distinctiveness of their musical
styles, richness of their repertoires, excellence of their choral groups, and the
keen involvement of their residents in the cante (Castelo-Branco 1992b:550-52).

The cante of Alentejo is sung by both formally and informally structured
groups. Regardless of their size, gender and formality, Alentejano choral groups
divide their vocal parts as follows: a solo singer (ponto) usually starts by singing
the first two lines of the moda. He is then followed by another soloist (alto),
who sings part of the moda’s first stanza a third or tenth above the initial ponto.
The alto is then joined by the entire chorus (baixos), which proceeds with the
moda while he continues the melody, to which he adds ornaments. The alto’s
part is considered crucial for the interpretation of the cante; a performance can-
not take place without him (ibid.:553). Some formally structured choral groups
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