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This so-and-so samba

Academic world tries
to understand

how a genre was
transformed into the
most important one
of the Brazilian music
in the 20" century
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hey announced
and warranted
that samba was
going to end.
Thar was what
Assis  Valente
(E911-1958)
used 1o say, ina
modern parody of his famous compeo-
sitton dbout the end of the world, sung
by Carmen Miranda back in the 1930s.
They even said that the genre had been
killed by the hessa mova, and, later on,
by tropicalism. Decades afterwards, in
the 1990s, the executioner was said 1o
be the romantic studio pagede {less
traditional samba} done with synthe-
sizers, Although it has faced the com-
pelilinn of weveral erares in the law
twenty vears and appears little in the

media today, samba B the most popu-
lar and long-lasting Brazilian musical
rhythm of the 20* century, besides being
one of the most remarkable cultural
manifestations of the country — indis-
sociable from Carnival,

Just like jazz and blues in America,
samba traversed a century with mutati-
ons, hustons, adhesions and experiments,
A r|1':,'|!1|rr| that rekindles gsell EVETY
vear in the merrymaking of Carnival
and in the disks of its miost vigorous fe-
presentatives today: Paulinho da Viola,
Zeca Pagodinho, Dudu Nobse or Luis
Carlos da Vila, amongst others. How to
explain so many announced deaths and
redirths and u |:||,‘|¢'r'.|.!:|.|:||J'in1;. such -
larity that it still enpoys? Or why samba
imposed inself, in the primordial days
of the phonographic and radivindus-
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try, of wits adopred by Getilio Vargas wo
establish a cultural identity?

These and other themes are discus-
sed in three doctoral theses of the most
important, because they help to redi-
mension the historical and cultural mbe
of samba. The odd thing is that the au-
thaors are all catieens of Sio Paulo, 3 fact
that scems 1o have helped to provide a
useful distancing for coincidentally
complementary and revealing readings
1o be made of a music so marked for
beeing carova (from Rio de laneira), al-
though it came from Bahia and has ins-
talled freelf in Sao Paulo as well,

In Aberpoade ¢ danado do samba
| Blessed so-and-so samba | Ricardo Jo-
sé [uff Acevedo resarted to an extensis
ve collection of 7,000 zambas 1o show
values af the Brazaln oral tradition,
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part of the popular imagery. Presented
to the Postgraduate Program in Lite-
rary Theory and Compared Literature
of USFs College of Philosophy, Litera-
ture and Human Scences (FFLECH T, the
dissertation sct off from the principle
that sambsa lyrics represent an extraor
dinary collection of something that
could be called "|'r||;"|.||.1:' dliscoare’
Acevedo points out that popular
cultures and their manifestations tend
o evalve by means of “long duration
patterns - The phenamenon is opposite
10 the modern, mass and erudite cultu
res, which follow “short duration pat
terns” — almost mechanically in search
ol the *new’, of the *mew foerm” Accor
dingly, in sambas, for being connected
with long duration processes, the pro

L'l'll-llr{"h- '|'|'5||'| Ia'III.E'IIIIFI,' iII:II,I :Ill.ﬂl:l'!c' ||'|E"
mics are recurrent throughout the who-
le of the 20 century until today, Some
of them are the family, waork, parties,
growing old, death, religiosity, the “ws”,
amongst other subjects linked to con-
crete day to day like.

Rascal = Azevedo's lengthy thesis— still
wilhout an edilor - |!:-rj|:|.‘uh I-::lgrlh.:r
about 500 samba lyrics, gathered from
a universe of over 708 pieces of mi-
s, af which he did a pre-selection of
4,860 thousand. Instead of snipping
out historical periods, he tried w de

MonSTAlE TECUrTenaes in a I'll'l\.'lq'llJ b
trper, which made possible another com-
|'||'|;‘,"|'||_'I'I'\|-C'-|1 of I|1|,'- |r|11'\-c'|r|..'||1gc af -.,1rnhr|_
The author regards as a mistake, o
example, the fact that many studies lo

Elegant samba:
popular culture
despised by

the elite, but

a source af
erudlte creation

m the 1930 and
1940 and talk of his “disappearance”.
What e |'|:|.'..'¢'-'_Iih.1|:'l|le.'.1rL'd.'|:-|.' 1.':]1|:|1||:q..
is a certain version of the rascal. “Sam-
b talks aboast rascality and has adop-
ted a “rascally ome’ since the first recor
died samba until now, In actual fact, the
baid BUy never exbsted i more cultu
red discourse, also present in the lyrics
':\I. Hril.n"l.lialll. i""i"Pll.Iul.r rllll'l-il..

At the same time that popular cul-
tures are usually solemnly despised by
the cultural elites, they have marked
and been sowrocs for a signifscant part
of Brazilian erudite culture, through
every kind of appropriation. "1 defend
the idea that samba lyrics can only be
understood and evaluated when seen
a5 an expression of a certain model of
conscience, In the ambit of Brasilian

cate the "bad guy "
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popular music, | see tropicalism as the
best finished and Clear representation
of a maded | called ‘official™ The author
used several tropicalist lyrics in a com-
parative way to highlight the characte-
ristics of samba lyrics.

While the tropicalist compositions
tend 1o presuppose a reading, rereading
amd imerpretation of the reality seen by
their authors, samba hrics are usually
created for sharing, immediate com-
munication and memorization, always

by means of broad themes, capable of

generating greet dentification amangs
people. Henoe its popularity and mas-
sifhications, Following this bogec, it 5 a
production for which the music invites
the community 1o take part, “since its
fumction as a spectator i not o accept
s work passively, bul to repeat it once
again for itself™

I the case of tropicalism, for exam-
phe, these themes tend 1o di-
sappear from the schoolked
andd official discourse, which
opted for more specific the-
mes, in @ way that was ofien
distanced, analvtic and im-
personal, a5 if it were propo-
sing & theory, “[ do not in-
tend 1o Criticize tropicalism,
tor sy that samba is betier or
worse, but rather o siress
that the lyrics of tropicalism
were created from a constructive mosdel
with ethical and esthetic standards dif-
Ferend from those used by the majority
of samba composers, whether they are
literate oF naot,”

Industry = Samba more and more o
ased 1o be, in the first decades of the
20 cenmury, a traditional music, to be-
comme o prosduct of the so-called enter-
tainmient industry. The possibility of
professionalizing popular music, the
arrival of commercial radio — in search
of mowvelties = and the natonalist pao-
pect of the Getdlio Vargas government
shoawed the involvernent of a good part
of Brazilian socicty in the creation of
the “natiomal samba’, a mixiure of ira-
divion and modermnity, This & the -
sence of the thesis by José Adriana Fe-
|||-¢r'ﬁ.'k. ."'.:'|'rr.| rfr.l IAFrT, e Jﬂ n.‘r'.:llhﬁr
s -ransforntagdes do saomba ¢ o Sniids-
friva ciiltwersl - 9N PS5 | Melther froan
the hill, nasr from thie city: the transfor-
ratics ol samiba snd the culiural in-

dustry = 1920-1945] = also defended ar
L'sP's FFLCH.

Fenerick sw i the modernization
of Rio de Jameiro in ihe carly days of
last century, in tune with the emergence
of new means of communication, a pro-
pitious scenario for samba 1o undergo
countless iransformations, Accordingly,
froam the 1920%, with the dissemination
of the phonographic industry, the rhy-
thm began to transform and medernize
itself, It ceased to be just a party held in
hosses of sorceeises, o gaim other me-
anings At a first moment, it became a
musscal genre, identified with the black
popaalation of Ko die lanemo, Soon after
wards, it became a maxture of mosic and
danee, wennified with Brazl “5amba
turned carieca and took the lead for the
Fact that Fio was thought of, those davs,
as a sort of ‘piciure postcard’ of the
country’, the rescarcher explains.

he recording industry had a
great influence om the emer-
gence of this new kind of
music, which Fenerck calls
“modern samba”, Swmiba-pa-
gode, practiced as partida-
alta, which used to be made
up of improvisations follo-
wing a theme, could last a
whole day. With itz mecor-
ding om a disk, there could
ne longer be improvisation, in the vrics
ar beast, since a definitive version was
established, registered in acetate, and
which came to be disseminated by soa-
ety ok well, through the radio, to the
whole country. Furthermore, the samba
compaoser gained the status of a profes-
siomal musician, particularly the sin-
gers, singe the composers had countless
problems to establish themselves,

In this aspect, one of the topics de-
alt with by Fenerick was the sull hittle
imvestigated sale of sambas — alnuest al-
wiys adidressed as folklore by biogra-
phers and historians of popular music.
“The need to show music in a meager
market created the pabd (the practice of
paving a raclio for adring a songl, o,
worse still, the ‘purchase and sake’ of
samba.” The sociological aspect of samba
wits alss pvestigated, IF in the popular
imagination there remained the recol-
lectiosn e Francisco Alves and Carmen
diranda, amongst others, that of the hill
wats associated with somicthing bad — re-
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presented as the place of blacks, rascals,
levafing and vielence. All in a very pejo-
rative way, This tmage was to perpetui-
e atsell since the end of lavery ai least,

The radio was seen by the govern-
ment, and by a good part of the intelliec-
Tuals, as a “noble” means of “educating
the people”. According to the rescarcher,
the dhscourse was potentialized, empha.
sizing the ideological profile that the
intellectuals, and even the Vargas go-
vermment, wanied to sccomplish, Mot by
chance, the invention of samba-exal-
fatbon came from this period, the grea-
test symbaol of which was Agurela do
Brasil, by Ary Barroso [ 1903 1964), A
mivihobogy was created that “pure sam-
ba" came froan the sums of the city of
Risr de Janeire, but Fenerick concluded
that both samba fromm the slums and
samba from the middle class were, and
stall are, interlinked. "The simba miusi-
cian on thse radio would go 1o the slum
1o buy a samba to record, in the sime
wary that the samba musician from the
school would go down to the city 1o pa-
rade m Carnival,”

Varqulam - The palitical aspect high-
lighted by Fenerick appears in a more
in-depth way in the sudy by musician
and historian Magno Bissoli, the au-
thor of Caixa preta; samba ¢ ideniida-
de macional ma era Viergas — impacte do
savmba na formagde da idenndade na
soctedde imduserial: 1916- 1945 |Black
b samba and national idennty in the
Vargas era — impact of samba on the
formation of identiny in the industrial
sosciety: 19061945, another thesis de-
fended ar ISP FFLOH. Bisaodi claims
that Cetabio Vargas, whike he was m po-
wer, itched a ride on ihe popular ac-
ceplance of this musical genre and gave
a considerable impulse o its dissemi-
natien and affirmation as an icon of the
country. “The process of popularizing
samba was imminent, but ceranly
Vargass policy contributed towards its
comsnlidation in the national panora-
ma’, he explains,

Like the fascist docirines of Europe,
the post-1930 govermment was always
characterized by its exaliation of natio-
ralisiny. Bl how to disseminate, the re-
searcher asks, o national identity in a
Brazil with only four centures of his-
tory and where the major part of the
population was made up of descen-



dents of slaves and marginalized per-
1 sons, particularly blacks and half-bre-
eds? Varguism then tried to forge it on
the foundations of culture, by resorting
to artifices similar to those used by Be-
nito Mussolini in Italy. Its methods ran-
ged from the projection of films on the
walls of houses and the installation of
loudspeakers in squares in the interior
and in shantytowns to the nationaliza-
tion of vehicles of communication and
censorship of the press.

The New State, set off by a coup in
1937, invested in this proposition by
controlling culture and media. In actu-
al fact, back in 1931, President Vargas
created the Official Propaganda De-
partment, which was later to be trans-
formed into the Press and Propaganda
Department (DIP), in 1939, which be-
came responsible for the censorship of
the press and the jingoistic propaganda
of the dictatorship. With its growing
and promising power of influence, ra-

Dancing samba under the gaze dio became fundamental in this pro-
of President Getulio Vargas: using cess. In 1940, Rddio Nacional passed to
artifices similar to Mussolini state control and started presenting mu-

sic programs with a popular content.
One highlight in this wave of jin-
goism that took hold of the country
was the composer and broadcaster Hen-
rique Foréis Domingues (1908-1980),
the Admiral. Known as the “highest
rank in Brazilian radio”, he became “an
important figure for the propagation,
by radio, of the idea of a nationality”. In
the same period, the Brazilian Orches-
tra was created, with maestro Radamés
Gnattali (1906-1988), who, on the wa-
ve of nationalism, would interpret Bra-
zilian music with the same treatment
afforded foreign music. In those days,
Bissoli reports, various compositions aro-
se, some from famous samba compo-
sers who supported Vargas and the
New State. Names like Ataulfo Alves,
Jodo de Barro (Braguinha) and Morei-
ra da Silva composed and interpreted
some of these compositions, in a clear
example that samba was more and mo-

re reaching the great masses.

Another point raised by the rese-
P arch was the one that, to be accepted by
Pure emotion: music that society, particularly by the elite, samba
invites the community had to “whiten” — by being adopted by
to take an active part white singers and composers. Like Noel
Rosa, whose work left the certainty that
samba would never die. More than
| that, it would be eternal. .
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