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ABSTRACT 

 

 Heitor Villa-Lobos (1887-1959) was fascinated with the indigenous cultures of his 

country, Brazil. This study analyzes indigenous elements that make up major portions of his 

Sonata-Fantasia No. 2 for Violin and Piano (1914). The work was published early in his 

compositional career when he did not have much formal training. He relied on the musical 

influences from his travels and the reports of people who explored the Brazilian interior. He 

made up fantastical stories of encounters with Brazilian indigenous people. It is likely that he 

used other famous explorers’ documentations to invent his musical persona. 

The score of Villa-Lobos’s Sonata-Fantasia includes elements of indigenous Brazilian 

music that the explorer Edgard Roquette-Pinto documented via wax-cylinder recordings and 

via transcriptions. These elements include scalar groupings, glissandos, end-of-phrase 

crescendos, and mixtures of duple and triple meter. Villa-Lobos also added transformations 

of the scalar groupings and combined these elements with whole-tone scales and chromatic 

passages in the principal themes of each movement. He developed the themes of the first and 

second movements through a distinct pattern of transposition. I argue that the use of these 

scalar passages and their transformations in the themes create the piece’s structure and 

expressive significance. In this paper, we will see Villa-Lobos’s incorporation and 

transformation of indigenous Brazilian elements.  
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Introduction 

 

 Heitor Villa-Lobos (1887-1959) is a noted Brazilian composer. He is recognized for 

his elaborate stories of excursions and for his compositions which incorporate numerous 

Brazilian elements. Many Brazilians knew better than to accept some of his stories, but 

people from abroad were captivated by his claimed adventures. One story claimed, “Captured 

by savages, he was for three days witness of funeral ceremonies which were celebrated in his 

honour because his hosts were preparing to eat him.”1 Numerous fantastical stories surround 

him that are even more elaborate. These fictional adventures gave him the inspiration and 

knowledge for the indigenous elements he utilized in his compositions. Lisa Peppercorn, a 

major Villa-Lobos biographer, claims that “the stories add to the charm and unpredictability 

with which Villa-Lobos liked to surround his person, and by which many who came in touch 

with him were amused and entertained but never bored.”2 These stories demonstrate how 

intrigued Villa-Lobos was with the uniqueness of his country rather than showing a 

malicious desire to deceive others. 

 Previous research regarding Villa-Lobos’s Sonata-Fantasia No. 2 for violin and piano 

(1914) is limited. Most sources only mention the Sonata-Fantasia without any more 

description. There are plenty of sources that address the strong interest Villa-Lobos had in his 

country but none that show how he specifically incorporated indigenous Brazilian musical 

elements in this Sonata-Fantasia. This essay explains the interest Villa-Lobos had in the 

indigenous Brazilian elements of his country and identifies specific indigenous Brazilian 

 1 Lisa M. Peppercorn, “Villa-Lobos’s Brazilian Excursions,” Tempo no. 151 (Dec., 1984): 263. 
 2 Peppercorn, “Villa-Lobos,” 265. 
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elements that make up major portions of the Sonata-Fantasia. It provides detailed information 

regarding how Villa-Lobos incorporated these elements into his compositional style. I argue 

that Villa-Lobos incorporated elements from published transcriptions of indigenous Brazilian 

musical elements in the major themes of his Sonata-Fantasia No. 2 and then transformed 

those themes to create his compositional process and style. 

 

Villa-Lobos’s Travels and Indigenous Exposures 

 

 Villa-Lobos expressed a significant amount of interest in travelling and experiencing 

the indigenous people of Brazil, regardless if these experiences were actually his own. 

Indigenous influences do indeed exist in his music despite the very valid claims by 

biographers that Villa-Lobos created fantastical stories of his first-hand experiences with the 

indigenous tribes of Brazil. The validity of Villa-Lobos’s stories has been questioned both for 

the feasibility of the travel logistics and for their outlandishness. Lisa Peppercorn highlights 

many of Villa-Lobos’s stories that help demonstrate how fascinated Villa-Lobos was with 

this culture and how likely he was to have assimilated it into his compositions. In one of his 

stories she shares, “More dead than alive, he remained meanwhile in a state of unconscious 

receptivity which allowed him to register accents of his officiates . . . he came back from this 

terrible adventure with lots of rhythms and modulations with which he has since fed his 

compositions.”3 Whether these experiences were factual or not, these events were real 

enough in his mind to be significant to him and they eventually became part of his self-

identity. Villa-Lobos was genuinely interested in the country of Brazil as a whole, his home 

 3 Peppercorn, “Villa-Lobos,” 263. 
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city of Rio de Janeiro. He was especially interested in Brazilian folklore and folk tradition. 

Villa-Lobos claimed these elements made him “a slave of all things Brazilian.”4 

 There is some documentation of Villa-Lobos’s travels that puts him in areas where 

there were indigenous Brazilians. After 1905, Villa-Lobos worked as a cellist for a travelling 

theatre company that toured extensively. There is documentation of Villa-Lobos’s travels 

through northeastern Brazilian territories, particularly Bahia, Recife, and up the Amazon to 

Manaus. He would have encountered some indigenous melodies and rhythms while travelling 

by boat up the Amazon. However, it is highly unlikely that he ventured deeply into the dense, 

mostly inaccessible jungles in which he claimed to have travelled.5  

 Villa-Lobos claimed to have collected over a thousand indigenous melodies and 

rhythms from his years of travel in Brazil,6 though not always from direct contact with 

indigenous people. He acknowledged that some of the indigenous melodies he used were 

borrowed from other researchers and travelers, particularly the well-traveled Edgard 

Roquette-Pinto. Villa-Lobos publicly acknowledged and credited, even in concert programs, 

his friend Roquette-Pinto for the use of some of his melodies.7  

 Roquette-Pinto was one of many government-sponsored explorers on the Rondon 

expedition in 1912. The expedition was led by General Cândido Mariano da Silva Rondon 

and was initiated to explore the northern areas of Brazil to collect information about the 

indigenous people and the bordering territories.8 A major interest for Roquette-Pinto was in 

the musical aspects of the indigenous tribes whom they met in the northern Brazilian states of 

 4 Quoted in David P. Appleby, Heitor Villa-Lobos: A Life (1887-1959) (London: Scarecrow Press, 
Inc., 2002), 13. 
 5 Lisa M. Peppercorn, Villa-Lobos (London: Music Sales Corp., 1989), 23-5. 
 6 Vasco Mariz, Heitor Villa-Lobos; Life and Work of the Brazilian Composer (Washington: Brazilian 
American Cultural Institute, 1970), 8. 
 7 Appleby, Heitor, 73. 
 8 Appleby, Heitor, 24. 
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Mato Grosso and Amazonas. Roquette-Pinto used wax cylinders to record the indigenous 

melodies he encountered. The Roquette-Pinto family reports that Villa-Lobos borrowed these 

recordings and personally transcribed them.9  

 In addition to these recordings, Roquette-Pinto also published the transcriptions and 

common solfege groupings of these indigenous melodies in his book Rondônia.10 It is 

possible that Villa-Lobos came into contact with these melodies and rhythms collected by 

Roquette-Pinto well before the book was published in 1917, especially since Roquette-

Pinto’s family credits Villa-Lobos with transcribing the cylinders. Interestingly, Roquette-

Pinto does not recognize Villa-Lobos in his book. There seems to be some overlap in the 

places Villa-Lobos claimed to have travelled and the locations of Roquette-Pinto’s actual 

experiences on the Rondon expedition. Villa-Lobos very well could have used factual 

information from Roquette-Pinto’s excursions to elaborate and embellish tales of his less 

adventurous travels.  

 

Previous Research and Unanswered Questions about the Sonata-Fantasia  

 

 Alysio de Mattos’s doctoral dissertation, “The Sonatas for Violin and Piano of Heitor 

Villa-Lobos,” outlines all three of Villa-Lobos’s violin sonatas. This dissertation is one of the 

only sources that details at least some aspects of the Sonata-Fantasia No. 2. In discussing the 

Sonata-Fantasia No. 2, de Mattos focuses almost entirely on form and harmonic structure. 

There are brief identifications of Brazilian popular music genres, such as choro, música 

 9 Appleby, Heitor, 25.  
 10 Edgard Roquette-Pinto, Rondônia (San Paulo: Companhia editora nacional, 1938), 139, 328.  This 
edition was used rather than the 1917 Imprensa Nacional edition due to discrepancies in the multiple volumes of 
the first edition. 

4 
 

                                                           



 

sertaneja, samba, and modinha. De Mattos claims that elements of the Sonata-Fantasia 

originated from Brazilian popular culture.11 He devotes his analysis to form and harmonic 

structure. De Mattos’s method of addressing indigenous Brazilian elements is to assert that 

Brazilian popular music stems from the syncopated rhythms of Brazilian folklore rather than 

directly identifying specific indigenous Brazilian elements. De Mattos does mention that 

Villa-Lobos’s knowledge of indigenous music came from the collection of phonograms that 

Roquette-Pinto assembled in 1912. 12 This essay will explore transcriptions of those 

phonograms and other indigenous folk elements in much more depth.   

 I agree with the structural and harmonic analysis presented in de Mattos’s 

dissertation. As asserted by de Mattos, the structure of the Sonata-Fantasia closely relates to 

the classical sonata form. Villa-Lobos indicates the movements as follows: first movement 

Allegro non troppo, second movement Largo, and third movement Rondo-Allegro Finale. 

The structure of the first movement follows the typical sonata form. There is an exposition, a 

brief development, and a truncated recapitulation due to the omission of the exposition’s 

second theme from the recapitulation. Harmonically, the movement does not follow the 

standard practices of traditional sonata form. The movement is relatively tonal but transitions 

through ten keys: A minor, A major, D major, D-flat major, C-sharp minor, B major, E 

minor, F-sharp minor, G-sharp minor, and then E-flat major. This constant flux of keys 

avoids any harmonic centering and is achieved through numerous shifts in modality and tonal 

centers.   

 11 Alysio de Mattos, “The Sonatas for Violin and Piano of Heitor Villa-Lobos,” DMA diss., (Florida 
State University, 1993), 32. 
 12 Mattos, “The Sonatas,” 98-9. 
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 De Mattos deemed the second movement the fantasia movement. This movement is 

very free in formal structure yet still has a frequently occurring main theme.13 This 

movement also does not have a central harmonic base and it, too, cycles through many keys: 

F major, G minor, D minor, A minor, G-sharp minor, D-flat major, B minor, C major,  

E minor, and then E-flat minor. There are five main episodes, typically linked with a 

chromatic transition. The movement then ends with a coda. 

 As suggested by the third movement’s title, “Rondo-Allegro Finale,” the final 

movement is a rondo. De Mattos categorizes it as a playful, untraditional rondo with four 

episodes: A-B-A-C-D-A-E.14 The rondo can be seen as untraditional since there is no refrain 

(A) in between the C and D episodes. As well, this rondo ends with an episode instead of 

traditionally ending with a refrain. This movement seems to be the only one to have some 

indication of a key center, C major. Though it still cycles through a variety of unrelated keys, 

C major is a recurring tonal center at the beginning, end, and periodically throughout the 

body of the movement. The focus of this paper will be to look beyond tonal key centers and 

more into indigenous Brazilian motivic groupings and elements. 

 Gerard Béhague briefly mentions the Sonata-Fantasia No. 2 in his book, Heitor Villa-

Lobos: The Search for Brazil’s Musical Soul. In a section devoted to Villa-Lobos’s musical 

style before 1922, Béhague mentions Villa-Lobos’s use of elements that had similarities to 

the French idiom during the time of this composition; these elements include whole-tone 

scales and atonal melodic passages. Béhague states that the music of Debussy during this 

time was revolutionary and not initially accepted by Brazilian audiences. 15 However, Villa-

 13 Mattos, “The Sonatas,” 43. 
 14 Mattos, “The Sonatas,” 48. 
 15 Gerard Béhague, Heitor Villa-Lobos: The Search for Brazil's Musical Soul (Austin, TX: Institute of 
Latin American Studies, 1994), 47. 
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Lobos’s obvious use of shifts in modality and tonal centers show that he drew on these 

compositional practices as inspiration. Béhague claims, “For a young composer in Brazil in 

search of new ideas and sonorities, the French impressionist style provided the most natural 

model, and Villa-Lobos followed it.”16 My intention is to show that Villa-Lobos incorporated 

this influence to manipulate the principal themes of the Sonata-Fantasia through subtle shifts 

in modality. 

 These analyses of the Sonata-Fantasia No. 2 leave several questions unanswered. For 

instance, they do not identify any specific indigenous Brazilian elements that may have 

inspired Villa-Lobos. As well, there is no clear answer to the way he may have used these 

elements in this Sonata-Fantasia. My research expands on the unanswered questions about 

Villa-Lobos’s use of indigenous Brazilian elements. After identifying the indigenous 

elements found in the Sonata-Fantasia, I will demonstrate how they were transformed 

throughout the structure of the work. I will show how Villa-Lobos used the many shifts in 

modality and tonal centers to subtly alter the main motives of the movements. I will show 

that the indigenous Brazilian elements are significant to the work as a whole, structurally and 

expressively.  

 

Roquette-Pinto’s Rondônia and its Musical Transcriptions  

 

 This section will analyze exotic elements and specific pitch and intervallic sets that 

have been notated in solfege groupings found in the transcriptions of Roquette-Pinto’s 

Rondônia. The elements were exotic sounds that he sought for the Sonata-Fantasia. Villa-

 16 Béhague, Heitor, 47. 
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Lobos might have found them intriguing enough to incorporate into the Sonata-Fantasia. 

Roquette-Pinto published three specific note groupings that were common segments of scales 

played on the nose flute (Tsin-halí) of indigenous Brazilians (see Fig. 1). The nose flute was 

considered a sacred instrument of the Parecis, an indigenous people of Rondônia.17 He 

identified these groupings as grupo grave, grupo médio, and grupo agudo (see Table 1).  

 FIGURE 1. Nose flute, Rondônia (possibly of Pareci people).18 

 

 TABLE 1.  Nose-flute pitch groupings in Roquette-Pinto’s Rondônia.19 

Grouping        Solfege                       Note Name        Interval 
Grupo grave:         lá1, si1, dó2#, ré2, mi2  =  A, B, C#, D, E  =  M2, M2, m2, M2 
(low register) 
 
Grupo médio:        si1, ré2, mi2, fá2#, sol2  =  B, D, E, F#, G  =  m3, M2, M2, m2 
(medium register) 
 
Grupo agudo:        ré2, fá2, sol2, lá2, si2    =   D, F, G, A, B   =  m3, M2, M2, M2. 
(high register) 

 
 Even though these groupings were published as nose flute scale groupings, it may be 

possible that they are significant groupings that seemed primitive, simple, and even exotic to 

Roquette-Pinto, his fellow explorers, and his readers. They may have also appeared in other 

forms of indigenous Brazilian music as well. Their publication in Roquette-Pinto’s book 

gave validation that these groupings were worth mentioning and documenting. There is good 

 17 Roquette-Pinto, Rondônia, 137. 
 18 Roquette-Pinto, Rondônia, 137. 
 19 The note names Brazilians use in musical study are the solfege names that music theorists in the 
United States use. They use fixed “dó” as opposed to the moveable “dó” of Kodály's method. They also use 
“dó#” instead of the “di.” These accidentals would have been used by Villa-Lobos when transcribing for 
Roquette-Pinto. As well, the superscripts indicate note range; notes with a 2 are one octave higher than notes 
with a 1.   The “Grouping” and “Solfege” columns in this graph are from Roquette-Pinto’s Rondônia and the 
“Note Name” and “Interval” columns are my addition. 
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reason to believe that Villa-Lobos would also have seen these groupings as exotic. Since they 

seem to hold reasonable significance, their presence in Villa-Lobos’s work would be worth 

identifying. 

 Not only can these groupings be identified in Villa-Lobos’s Sonata-Fantasia No. 2, 

they can be found throughout all three movements of the Sonata-Fantasia with various 

transformations. Villa-Lobos incorporated these groupings into many of the major themes of 

this violin Sonata-Fantasia through both direct quotations and more general transformations. 

There are four different ways Villa-Lobos used the groupings: original, inverted, interval-

retrograde, and descending interval-retrograde (see Table 2).   

TABLE 2. Interval groupings found in Roquette-Pinto’s Rondônia and 
 transformations by Villa-Lobos in the Sonata-Fantasia No. 2. 
 
 

Per Roquette-
Pinto Transformations in the Sonata-Fantasia No. 2 

Statements Original Inverted Interval-
Retrograde 

Descending 
Interval-

Retrograde 
Grupo Grave A, B, C#, D, E A, G, F, E, D A, B, C, D, E A, G, F#, E, D 

Intervals M2, M2, m2, M2 M2, M2, m2, M2 M2, m2, M2, M2 M2, m2, M2, M2 
Grupo Médio B, D, E, F#, G B, G#, F#, E, D# B, C, D, E, G B, A#, G#, F#, D# 

Intervals m3, M2, M2, m2 m3, M2, M2, m2 m2, M2, M2, m3 m2, M2, M2, m3 
Grupo Agudo D, F, G, A, B D, B, A, G, F D, E, F#, G#, B D, C, Bb, Ab, F 

Intervals m3, M2, M2, M2 m3, M2, M2, M2 M2, M2, M2, m3 M2, M2, M2, m3 
 

 Many of the major themes of the work seem to be centered on these groupings. 

Several of these groupings are clearly stated and identifiable while other groupings are 

hidden among passing tones and unaccented notes. Additionally, there are groupings found 

within the Sonata-Fantasia in which the intervals are the same, yet they are inverted. As well, 

there are groupings that present the same ascending lines found in Roquette-Pinto’s book; 

however, the intervals happen to be ordered in interval-retrograde. For example, instead of a 

grupo médio with the intervals of m3  M2  M2  m2, there is m2  M2  M2  m3.  

9 
 



 

 The grupo grave interval grouping is an ascending M2  M2  m2  M2. 

Essentially, the grupo grave makes up the first five notes of a major scale, a more 

conventional pattern than the grupo médio and grupo agudo. This grouping is very common 

and traditionally found all throughout Western Classical music. Therefore, only statements of 

these groupings that encompass a unique element will be analyzed. The groupings grupo 

médio and grupo agudo would have been more identifiably exotic to the listeners of the day. 

Both of these groupings start with a minor third, as opposed to a major or minor second. The 

interesting aspect of these two scalar groupings is that the minor third can be heard as the 

unconventional, or perhaps more “exotic,” augmented second when played as a scale. Using 

augmented seconds in scalar passages has long been untraditional. Therefore, their use makes 

these two groupings sound exotic to the traditional ear of Western Classical music. This 

exoticism is something sought after by Europeans during the twentieth century and an 

element that Villa-Lobos was known to try to incorporate in his works to help him stand out.   

 Villa-Lobos, quoted in Simon Wright’s article “Villa-Lobos: Modernism in the 

Tropics,” said, “I do not use ready made folk songs. . . My themes suggest folk themes.”20 

He transformed and hid suggestions of folk themes since he claimed that there are no 

transplanted folk songs in his work. Therefore, this paper will analyze the known elements of 

indigenous Brazilian folk music from many different perspectives and with regard to their 

possible transformations. I argue that these groupings play an integral role in the structure of 

the piece, regardless of how they were transformed. 

 

 

 20 Simon Wright, “Villa-Lobos: Modernism in the Tropics,” The Musical Times 128, no. 1720 (Mar., 
1987): 133. 
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Brazilian Indigenous Note Groupings in the Sonata-Fantasia No. 2 

  

 Indigenous note groupings and their transformations are found throughout the violin 

and piano parts of the Sonata-Fantasia. Each of the three movements seems to showcase one 

of the three groupings. The first movement incorporates the grupo agudo in the principal 

themes in the opening and throughout the movement. The second movement showcases the 

grupo médio and also incorporates it in the opening line of the movement. The opening of the 

third movement uses a grupo grave to construct its principal theme. Each movement 

emphasizes one particular indigenous grouping; however, quotations, transformations, and 

fragments of the other groupings can also be found dispersed throughout the entirety of the 

composition. 

 

First Movement and the Grupo Agudo 

 

 The first movement incorporates the grupo agudo throughout the major themes of the 

movement.  The grupo agudo is prominently displayed at the start of the work in the forty-

seven measure solo piano introduction (see Ex. 1). Villa-Lobos hints at a statement of the 

complete, five-note grupo agudo (m3  M2  M2  M2) starting in m. 3. The initial 

minor third is disguised by blocking out two As in the bass one and two octaves below the 

following C4. He then fragments the grupo agudo in m. 3 by only making it three notes 

before abruptly stopping (A-C-D). The low octave As are still held into m. 4, when the 

fragmented grupo agudo is attempted again. Once more, it is truncated just shy of completing 

the five-note grouping. Starting in m. 3 the pianist’s right hand has two and a half measures 
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of a series of descending Es and As beginning up in the sixth octave range and finally 

arriving on A3. The arrival of this elaborate, two-note descent marks the beginning of the 

first clear, full quotation of the grupo agudo (A, C, D, E, F-sharp). The grupo agudo can 

again be heard in m. 6 by linking the down-beat A in the bass with the start of beat two in the 

treble. The first six measures of this Sonata-Fantasia present an elaborate buildup and 

expansion of the grupo agudo. This incorporation and the grouping statements that follow 

demonstrate the significance of the folkloric influences, notably the elaborate use of the 

grupo agudo and its various transformations that make up a major portion of the principal 

theme in this movement. 

 EXAMPLE 1. Villa-Lobos, Sonata-Fantasia No. 2 movt. I, mm. 1-8. Fragmented  and 
 complete grupo agudo.21 

 

 The bass line in mm. 7-8 (see Ex. 2) presents one transformed version of the grupo 

agudo and three transformations of the grupo médio (m3  M2  M2  m2). All of them 

distort some combination of the direction, order, and interval quality of the grouping but still 

have indications of the original grouping. All four beats start with either an ascending minor 

21 Heitor Villa-Lobos, Deuxième sonate-fantaisie: pour violon et piano (Paris: Max Eschig, 1953), 1. 
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third or an augmentation of the interval to a major third. The next change is that the line 

starts to descend instead of continue up the scale. The first beat of m. 7 keeps the M2  M2 

 m2 pattern of the grupo médio. This feels like a transformation of the grupo médio and 

not a major scale fragment, since the notes are descending. The change occurs with the 

successive beats where the minor second appears earlier in the progression until beat two of 

m. 8. The motive of this beat has a major third followed by three descending major seconds, 

associating it more with the grupo agudo. As well, each grouping overlaps with the last note 

of the previous grouping: the first note of the grouping is the last note of the previous. This 

process serves a similar function to the compositional technique of elision; the first and last 

notes of the groupings overlap. 

 EXAMPLE 2. Villa-Lobos, Sonata-Fantasia  No. 2 movt. I, mm. 5-8. Overlapping 
 grupo agudo and grupo médio transformations.22 
 
 

 

 There are numerous, less prominent references to the various groupings. These 

groupings do not serve any clear structural function. However, they do help to preserve the 

atmosphere of sound that these groupings provide. Beat two of m. 8 presents an inverted 

grupo grave followed by an ascending version with retrograde intervals. There is a 

descending interval-retrograde grupo agudo with a major third in m. 13. Measure 14 has a 

combined inverted reference in the right hand of either the grupo médio or the grupo agudo, 

22 Villa-Lobos, Deuxième sonate-fantaisie, 1. 
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depending on which notes are considered passing tones (see Ex. 3). This motive is feasible 

due to the prominent initial descending minor third reference in beat one. The G downbeat in 

m. 15 is more prominent and structurally important than the rhythmically weak G-flat 

passing tone. The emphasis on this G makes the statement more easily heard as a grupo 

médio since the G would create the final half step of the grupo médio and the less 

emphasized G-flat would create the final whole step of the grupo agudo. 

 EXAMPLE 3. Villa-Lobos, Sonata-Fantasia No. 2 movt. I, mm. 13-15. Combined 
 grupo médio and grupo agudo.23 
 

 

 The violin enters in m. 48 and a principal theme in the violin part begins at the pickup 

to m. 54 (see Ex. 4). This theme is also based on the grupo agudo. The grouping is created by 

omitting the unaccented F that the violin plays at the end of m. 53. This F can be seen as a 

passing tone and not part of the grouping. As well, the unaccented E-flat at the end of m. 54 

can be omitted. With these two notes omitted, there is a clear progression of a m3  M2  

M2  M2 to the arrival of the C in the downbeat of m. 55. Additionally, there is an interval-

retrograde grupo agudo blended into this statement. It shares 80% of the notes with the 

original grupo agudo statement. It begins in m. 54 on beat one and, with the omission of the 

unaccented G-flat, ends in m. 55 on beat two. This motive within the principal theme is based 

entirely on the use of two groupings of grupo agudo overlapped and combined. 

23 Villa-Lobos, Deuxième sonate-fantaisie, 1. 
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 EXAMPLE 4. Villa-Lobos, Sonata-Fantasia No. 2 movt. I, mm. 48-55. Violin 
 entrance and principal theme based on original and interval-retrograde grupo agudo 
 in mm. 53-55.24 

 

 

 Immediately following this motive, there is a descending interval-retrograde grupo 

agudo fragment in mm. 56-57 when the repeated B-flat and A-flat are disregarded (see  

Ex. 5). This fragment is followed by one last grupo agudo in mm. 59-60 by omitting the 

unaccented B-flat passing tone. Together, this principal theme contains four variations of the 

grupo agudo within just seven measures. Measure 59 through beat 1 of the succeeding 

measure can also be seen as a grupo grave with retrograde intervals is overlapped with a 

regular grupo grave. A similar overlap happens in mm. 62-63. Depending on how the 

overlap is viewed, it can be seen as two grupos graves or a grupo grave overlapped with an 

interval-retrograde grupo grave.  

 EXAMPLE 5. Villa-Lobos, Sonata-Fantasia No. 2 movt. I, mm. 56-60. 
 Continuation of the principal theme with an inverted grupo agudo fragment and a 
 complete original grupo agudo.25 
 

 

 Villa-Lobos reintroduces the opening violin theme in the next section but the motive 

fails to complete a full statement of the opening theme in two consecutive attempts. The 

24 Villa-Lobos, Deuxième sonate-fantaisie, 3. An X above or below a note signifies a note that is not 
part of the indigenous Brazilian grouping, usually a passing tone or unaccented note. 

25 Villa-Lobos, Deuxième sonate-fantaisie, 3-4. 
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same theme that the violin entered with in m. 48 returns in m. 84 (see Ex. 6). It starts with the 

same pitches but a slightly altered rhythm. The main motivic change happens when the violin 

descends into the downbeat of m. 86 instead of leaping to a nearly chromatic-descending 

scale like it did into the downbeat of m. 50. This change results in what appears to be the 

same blending of a grupo agudo with an interval-retrograde grupo agudo in mm. 88-90 that 

occurred in mm. 53-55. However, this time they are a half step higher from E-flat to E. More 

importantly, the interval-retrograde grupo agudo is no longer authentic since the minor third 

needed to complete the progression is now a major second (C-sharp to D-sharp in m. 90). 

After the inauthentic interval-retrograde grupo agudo, the expected pattern that was 

previously established for this motive dissolves in m. 91 when it begins a descending scale. 

The dissolving of the motive prohibits a statement of the descending interval-retrograde 

grupo agudo fragment and original grupo agudo that previously followed the theme.  

 EXAMPLE 6. Villa-Lobos, Sonata-Fantasia No. 2 movt. I, mm. 84-93. Return and 
 development of opening principal violin theme with the grupo agudo and inauthentic 
 interval-retrograde grupo agudo.26 

 

 The theme tries again in m. 98 and reaches the same combined grupos agudos 

starting on an E in mm. 102-104 (see Ex. 7). This statement of the blended grupos agudos 

contains an authentic interval-retrograde grupo agudo since the C-sharp goes to an E instead 

of a D-sharp this time. It continues the theme’s rhythmic motive as the intervals expand and 

26 Villa-Lobos, Deuxième sonate-fantaisie, 5. 

84 

89 

16 
 

                                                           



 

the violin ascends into the highest register achieved so far in the movement. Despite the 

authentic blending, the violin again dissolves away from the original full theme of the 

opening when it cannot find its way back to the principal theme of before. It instead 

continues with a motive very similar to the treble hand of the piano introduction in  

mm. 6-12.  

 EXAMPLE 7. Villa-Lobos, Sonata-Fantasia No. 2 movt. I, mm. 98-106. Incomplete 
 grupo agudo theme. Sequential upward dissolution, m. 103.27 

 

 

 Structurally, these motives seem to serve as a link to the lyrical section that follows. 

Both statements of the principal theme fail to follow the original statement of the beginning 

of the movement. Instead, these statements are fragmented and spun out. Ultimately, the 

statements of this section bring the listener to the transparent middle section of the 

movement. Measures 127-222 provide a calm contrast to the principal theme before m. 223 

where the transition back to the final principal theme statement begins.  

 The opening violin theme returns in m. 230 for the final time with the same intervals 

but slightly varied rhythms (see Ex. 8). This return comes after two failed attempts to repeat 

the complete principal theme (see Ex. 4 and Ex. 5). The theme and the blended grupos 

agudos in this section are raised another half step since the last statement in m. 98. The grupo 

agudo and interval-retrograde grupo agudo are both authentic and return to the original path 

27 Villa-Lobos, Deuxième sonate-fantaisie, 5-6. 

103 

98 

17 
 

                                                           



 

of the opening violin theme. They are followed by the same descending interval-retrograde 

grupo agudo fragment in mm. 238-239 as the beginning. This fragment is again followed by 

another complete original grupo agudo in mm. 241-242. The theme eventually departs from 

the opening’s original line at m. 257, marking the beginning of the coda. 

 EXAMPLE 8. Villa-Lobos, Sonata-Fantasia No. 2 movt. I, mm. 230-242. Complete 
 return of opening violin theme.28 

 

 The progression of these grupo agudo themes within the structure of the movement 

gradually ascends by a half step from E-flat (m. 53) to E (mm. 88 and 102) to a final arrival 

to F (m. 235). The principal theme never varies more than a whole step from each statement; 

however, its transformation causes it to avoid a clear, cohesive tonal center within the 

structure of the movement. The clear references to the grupo agudo in the piano introduction 

and the intricate incorporation of this grouping in the recurring principal theme provide 

evidence of its structural significance in this movement. 

 

Second Movement and the Grupo Médio 

 

 The principal theme of the second movement is presented at the start of the 

movement in the piano and showcases the grupo médio (see Ex. 9).  The right hand is 

28 Villa-Lobos, Deuxième sonate-fantaisie, 5-6. 
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doubled by the left hand. This theme immediately begins with an inverted grupo médio in 

both hands. Simply omitting the C and the A in m. 2 on the last triplet of beat two and the 

first eighth note of beat three creates an intriguing musical event. The final minor second of 

the first grupo médio is now the first minor second of a descending interval-retrograde grupo 

médio. The significance of this fusion is that almost the entire principal theme is based on 

two transformations of the original grupo médio.   

 EXAMPLE 9. Villa-Lobos, Sonata-Fantasia No. 2 movt. II, mm. 1-2. Principal 
 theme based on grupo médio.29 
 

 

 Equally as significant to the fusion of this principal theme is the fact that, structurally, 

this motive acts as a fusing element for the movement as a whole. This movement is very 

free in form but the recurring motive provides unity at structural points within the movement. 

An exact replica of the opening principal motive returns in the Moderato at m. 50, this time 

presented in the violin instead of the piano. There is an additional inverted grupo grave 

tagged onto the end of this motive.  

 The grupo médio develops within the theme when the piano returns to this theme in 

mm. 75-77 and again in mm. 78-80 (see Ex. 10).  These statements do not start with the two 

29 Villa-Lobos, Deuxième sonate-fantaisie, 16. This opening motive has some striking parallels with 
Igor Stravinsky's Rite of Spring. Both begin in the same key and have similar descending lines. Since Rite of 
Spring was written just before Villa-Lobos composed this Sonata-Fantasia, it is possible it could have served as 
some inspiration for the second movement. 
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hands in unison as they were in the beginning. In fact, these statements introduce some 

counterpoint and potential conflict with richer dissonance and contrary motion. The treble 

line of the piano starts both of these entrances with the original descending theme; however, 

the left hand interrupts with an ascending scale of sixteenth notes. The left hand eventually 

rejoins the right hand to return to the original theme.   

 The principal theme in m. 75 maintains the practice of doubling the entire theme, 

however, it does so by playing octaves in the right hand until the left hand joins just after 

beat four. The difference with this statement is the fact that the theme now starts a minor 

second lower than before and the left hand has added counterpoint. Once the left hand joins 

the right hand in parallel octaves, the theme is restored to its original texture.  

 The theme is further developed in another statement starting in m. 78, this time an 

additional major second lower than the previous statement (see Ex. 10). Similar to m. 75, 

there is another disruptive, ascending scale in the left hand of this measure. As well, there is 

no parallel octave doubling until after beat one of m. 79. The left hand takes longer to join 

the right hand in parallel motion, providing a sense of conflict and uneasiness. The delay of 

parallel movement and the addition of denser texture and harmony helps to further develop 

the theme within the structure of this movement. 

 The final true statement of the principal theme returns in the violin at m. 100 and 

helps to show how significant C major is within this movement. This statement begins on a 

G, a minor second below the previous statement in m. 78. The tonal center of this section is 

C major. The tonal centers of the previous principal themes appear to be gradually 

descending to this arrival point.  The first two statements center around F major (m. 1 and  
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m. 50), the third statement a minor second lower around E major (m. 75), the fourth 

statement a major second lower around D-flat major (m. 78), and finally the arrival of the 

fifth statement another minor second lower around C major (m. 100). Also, the movement 

starts with two unison notes of C and the final cadence of the movement is a C major chord 

with the addition of a seemingly unrelated G and A-flat afterthought. It appears that the fused 

grupos médios of the principal theme are not only used structurally to provide unity in the 

movement, but also to harmonically move towards the goal of C major, the movement’s 

ultimate arrival. 

 EXAMPLE 10. Villa-Lobos, Sonata-Fantasia No. 2 movt. II, mm. 75-80. 
 Development of the principal second-movement theme based on grupo médio.30

 
 The grupo médio does not just influence the principal motive of this movement. Full 

statements and fragments of this grouping can be found throughout the movement. For 

example, a similar descending interval-retrograde grupo médio can also be found in m. 12 of 

30 Villa-Lobos, Deuxième sonate-fantaisie, 23. 
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the violin line. Furthermore, the intervals of the grupo médio are consistently used in various 

transformations and orderings. There are many shorter references to these groupings due to 

various combinations of minor seconds, major seconds, and minor thirds, sometimes 

disguised as augmented seconds.  Many of the scales consist of major and minor seconds 

with major and minor thirds distributed within. Notable examples can be found in the 

descending violin scale in m. 34 with the addition of major thirds, the ascending motive of 

the violin in m. 90 with numerous major and minor thirds mixed with minor seconds, and 

again in the long ascension to the climactic arrival from mm. 97-100.  

 The use and transformation of the grupo médio in this movement appears to be the 

most significant. However, it is worth mentioning that the grupo grave is still quite prevalent 

in this movement. There is a grupo grave in the violin line of m. 11. The last beat of m. 27 

has an inverted grupo grave in the piano’s bass hand and the second beat of m. 28 has an 

additional grupo grave in the bass. The first measure of the Largo in m. 34 has two full 

inverted grupo grave statements linked by a B-flat. Measure 53 has an inverted grupo grave 

in the violin and m. 56 has a grupo grave in the treble hand of the piano during beat two. 

Finally, m. 86 presents an example where three grupo grave sections overlap, two of which 

are presented in interval-retrograde.  

 

Third Movement and the Grupo Grave 

 

 The most prevalent indigenous grouping in the third movement is the grupo grave. 

The grouping has a clear presence throughout this movement and is subjected to a variety of 

transformations. The principal theme of the third movement is first heard in the piano starting 
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in m. 5 (see Ex. 11).  The piano has two inverted grupos graves in the top voice when 

omitting the repeated notes on the third and sixth eighth note of each measure. These two 

groupings are elided similar to the piano part in the introduction of the first movement. The 

last note of the first grouping is the first note of the second grouping. The theme is repeated 

in m. 9, however, with just one statement of the grupo grave. The entrance of the violin has 

the same rhythmic pattern as the previous theme but different intervals, though they still 

center on the intervals of major and minor seconds and thirds.  

 EXAMPLE 11. Villa-Lobos, Sonata-Fantasia No. 2 movt. III, mm. 5-12. Inverted 
 grupos graves of the principal theme.31 

 

 The treble hand in the piano of m. 12 presents another grupo grave overlap section 

(see Ex. 12). There are four of these groupings, each sharing either one or two notes. Though 

these can be perceived as grupos graves, there is a stronger association to E-flat major rather 

than to the likelihood of an indigenous reference.  

  

31 Villa-Lobos, Deuxième sonate-fantaisie, 29. 
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EXAMPLE 12. Villa-Lobos, Sonata-Fantasia No. 2 movt. III, mm. 11-12. Four 
 grupos graves overlapping.32 

 
 
 It is notable how persistently the grupo grave appears throughout this movement. 

Measure 24 has a grupo grave blended with a descending interval-retrograde grupo grave in 

the violin part. Measures 42-43 present another passage of four inverted grupos graves 

overlapping, similar to the occurrence in m. 12. This section seems based on the tonal center 

of C major. The difference here is that this motive is now descending and in the bass part 

instead of the treble. The violin part in m. 48 has a long, scalar line similar to the previous 

overlapping grupo grave sections; however, this line only has a single grupo grave. 

Measures 55-58 obscure two grupo grave sections within the broken octaves of the violin 

line (see Ex. 13).   

EXAMPLE 13. Villa-Lobos, Sonata-Fantasia No. 2 movt. III, mm. 55-58. 
 Overlapping grupos graves obscured by violin octaves.33 
 

 

32 Villa-Lobos, Deuxième sonate-fantaisie, 29. 
33 Villa-Lobos, Deuxième sonate-fantaisie, 32. 

11 

55 

24 
 

                                                           



 

 The remainder of the movement has a significant amount of indigenous grouping 

references. The principal theme of the piano returns in m. 60 with just one statement of the 

inverted grupo grave. The right hand of the piano in mm. 65-66 contains a descending 

interval-retrograde grupo grave, an inverted grupo grave, and a descending interval-

retrograde grupo médio, all combined into one scale. Again, there are three grupo grave 

sections overlapping in the violin line of mm. 93-94. However, this passage is more closely 

associated with a D major scale than an indigenous reference. The end of mm. 99-101 has an 

interval-retrograde grupo grave. A grupo agudo can be found in the violin line of  

mm. 147-148. There are eleven additional regular and interval-retrograde grupo grave 

statements in the violin line at mm. 128, 141, 155, 156, 157, 166, 169-172, 215-218, 248, 

249, and 250.  The piano part has only two in m. 187 and m. 242.   

 Since the grupo grave consists of just half steps and whole steps, it is strongly 

associated with common diatonic scales. The purpose of the analysis in this section was to 

point out passages where combinations of these groupings stood apart from the passages that 

may have been simply diatonic. Analyzing a few of these diatonic passages helps to 

distinguish them from the more exotic indigenous Brazilian groupings.  

 

 Overall Use of Brazilian Indigenous Groupings 

 

 It is interesting to look at how the motives based on indigenous note groupings are 

structurally used throughout the Sonata-Fantasia. The first movement centers mainly on the 

grupo agudo and its various transformations while the second movement focuses on the 

grupo médio. Though there are two different groupings used in these movements, the 
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groupings are treated similarly. Both movements alter the transposition of the groupings 

when they are used in the principal themes. They are always transposed by consecutive 

seconds, usually minor seconds but one major second in the second movement. One 

difference with this compositional practice is that transpositions of the themes of the first 

movement are raised while the transpositions of the themes of the second movement are 

lowered. All of the movements use at least one of the indigenous groupings in their principal 

themes, making the groupings prominent. Each indigenous grouping was highlighted in its 

own movement. 

 

Indigenous Note Groupings as Minor Thirds, Whole-Tone Scales, and  
Chromatic Scalar Passages 

 

 The interval of a third is a notable characteristic within the scales of the indigenous 

Brazilian note groupings. Many of the scalar passages Villa-Lobos used incorporated this 

interval. The combination of the third with major and minor seconds results in similar 

melodic qualities found in the transcribed indigenous Brazilian note groupings. Villa-Lobos 

also used the major seconds or minor seconds to compose passages that imitate whole-tone 

scales and chromatic scales. However, Villa-Lobos never fully committed to a passage that 

consistently used just one of these elements. Whole-tone and chromatic passages are almost 

always interrupted with major and minor thirds. Due to the frequent use of these 

combinations, I suggest that Villa-Lobos blended brief references of the whole-tone and 

chromatic scales with the Brazilian indigenous element of a third to create his own 

compositional style in this Sonata-Fantasia. 
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 One of the most extended uses of salient intervals from the indigenous Brazilian note 

groupings can be found in the second movement, from m. 115 to the end (see Ex. 14). The 

entire coda of this movement is based almost exclusively on intervals from the indigenous 

Brazilian groupings. However, there are no full statements of the grupo médio, grupo agudo, 

or grupo grave in either the violin or the piano parts. The use of these intervals creates a 

more complex atmosphere while still sounding similar to the indigenous groupings. The 

violin has six ascending scales starting in m. 115. All of these scales consist of either major 

or minor seconds and thirds with an occasional perfect fourth or perfect fifth leading to the 

last note of the scale. Some of the minor thirds are disguised as augmented seconds. The 

piano harmonies cycle through a variety of key centers, while the violin seems to ascend in 

search of its final cadential note, C. The piano finally reaches C major in m. 120, an 

apparently significant key center for this movement, as mentioned. Upon reaching this tonal 

center the violin seems to be able to find its way through the jumble of the indigenous 

Brazilian note grouping intervals and arrives on its final note, C. 

 In the third movement the coda, mm. 251-260, does not present any clear statements 

of the indigenous groupings. However, the final ascending scale in the violin from  

mm. 254-257 is composed entirely of a mix of the intervals from these indigenous Brazilian 

groupings (see Ex. 15). There is a clear mix of minor seconds, major seconds, and minor 

thirds/augmented seconds. The atmosphere of sound from the mixture of the indigenous 

Brazilian note grouping intervals is quite prominent here, despite there being a lack of any 

direct indigenous grouping statements. 
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 EXAMPLE 14. Villa-Lobos, Sonata-Fantasia No. 2 movt. II, mm. 115-121. 
 Extended use of salient intervals from the indigenous Brazilian note groupings.34 
 

 

 EXAMPLE 15. Villa-Lobos, Sonata-Fantasia No. 2 movt. III, mm. 252-260. 
 Mixture of the intervals from the Brazilian indigenous groupings.35 
 
 

 
 
 The interval order in the examples of this section have no association with the interval 

order of the indigenous Brazilian note groupings. It appears that Villa-Lobos evolved his use 

of the indigenous note grouping intervals to create complex combinations. This evolution 

allowed Villa-Lobos to create unique scales while still maintaining the atmosphere and 

authenticity of the original indigenous Brazilian note groupings. 

 

34 Villa-Lobos, Deuxième sonate-fantaisie, 28. 
35 Villa-Lobos, Deuxième sonate-fantaisie, 44. 
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Additional Brazilian Indigenous Elements in the Sonata-Fantasia 

 

 Villa-Lobos incorporated into the second Sonata-Fantasia numerous other indigenous 

Brazilian elements that appear in Roquette-Pinto’s book. Roquette-Pinto’s book includes 

transcriptions of some of the phonogram recordings Roquette-Pinto collected during his 

excursions, and these other elements are found in those transcriptions. They include 

glissandos, end-of-phrase crescendos, and mixtures of duple and triple meter.  

 Six of the nine transcribed recordings show vocal and/or instrumental glissandos that 

the indigenous Brazilian people incorporated into their music (see Ex. 16). This musical 

technique seems to be one that Villa-Lobos desired to incorporate in the violin part of this 

Sonata-Fantasia.  The first movement of the Sonata-Fantasia has only one glissando, at  

m. 123, in the violin. The glissando in this instance is placed right at the end of a phrase, just 

like all the glissandos in Roquette-Pinto’s transcriptions. Its main difference from the 

glissandos of Roquette-Pinto’s collection is that it is a descending glissando. The second 

movement has four glissandos, though still only in the violin part. The first one occurs into 

the downbeat of m. 19, to a C-sharp that is both the end of a phrase and the beginning of the 

next and thus still true to the indigenous glissando placement tradition. The second one is 

into the downbeat of m. 49, another phrase ending. The next glissando happens in m. 52 and 

is at the end of a subphrase. The last glissando is very small and in the middle of a line into 

the downbeat of m. 84.   
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EXAMPLE 16. Roquette-Pinto, Rondonia, Phonogram 14.599. Transcription of Serra 
 do norte Indian melody with phrase-ending glissando.36 

 

 In the third movement there are a significant amount of glissandos in the violin part. 

Two glissandos occur into the downbeats of m. 105 and m. 107 of the violin part (see  

Ex. 17). A glissando can be implied in m. 109 since it follows the same pattern as the 

previous two glissandos, even though it is not printed. It is likely that the indication of 8va in 

m. 109 caused the omission of a printed glissando. These are the first glissandos to happen 

within, not at the end of, a noticeable phrase. However, each of them occurs at the end of a 

two-measure sequence.  

EXAMPLE 17. Villa-Lobos, Sonata-Fantasia No. 2 movt. III, mm. 98-110. 
 Glissandos at end of small phrase sections.37 
 

 

 36 Roquette-Pinto, Rondônia, 333. 
37 Villa-Lobos, Deuxième sonate-fantaisie, 35-6. 

98 

106 

30 
 

                                                           



 

 In addition to glissandos, the transcription of Phonogram 14.598 exhibits the 

technique of starting a note very softly and then raising it a minor second while making an 

intense crescendo (see Ex. 18). Villa-Lobos utilizes this technique in his Sonata-Fantasia. 

Measures 81-83 of the first movement showcase an alteration of this motive in the violin 

part. Villa-Lobos adds a trill, a small turn, and then descends a minor second instead of 

ascending (see Ex. 19). 

 EXAMPLE 18. Roquette-Pinto, Rondônia Phonogram 14.598. Transcription of 
 Parecí Indians’ melody.38

  
  
 
 EXAMPLE 19. Villa-Lobos, Sonata-Fantasia No. 2 movt. I, mm. 78-83. Crescendo 
 to half-step motion imitating Brazilian indigenous grouping.39 
 

 

 There are a several more of these references in the second movement. The reference 

in m. 65 does not actually change pitch; however, the one in m. 68 does crescendo and 

descend a minor second. There is a more prominent quotation of this motive at m. 89, again 

 38 Roquette-Pinto, Rondônia, 332.  
39 Villa-Lobos, Deuxième sonate-fantaisie, 5. 
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descending. A final statement occurs from mm. 158-159, this time ascending. The slight 

difference is that the ascension is a major second instead of a minor second.   

Many of the transcriptions found in Roquette-Pinto’s book are comprised of fairly 

basic rhythms. These rhythms would be typical in almost any piece of Western Classical 

music. There are a few that are more elaborate than simply quarter notes and eighth notes. 

There is one rhythmic pattern in the transcription of Phonogram 14.608 that is fairly unique. 

The meter is 2/4 with multiple eighth notes. Halfway through, the pattern switches to eighth-

note triplets for a measure and a half and then right back to eighth notes. This triple to duple 

eighth-note pattern seems unique compared to all the other transcriptions and may have been 

intriguing to Villa-Lobos.  

 There are many places in the Sonata-Fantasia that abruptly switch from eighth notes 

to eighth-note triplets. Measure 121 of the first movement presents the first instance of this 

motive.  It happens again in mm. 187-189. There is a significant reference to this motive in 

both the violin and piano in mm. 260-267. The motive is slightly altered since it also 

incorporates quarter-note triplets as well as eighth-note triplets. 

 The principal theme of the second movement is based on alteration of eighth notes 

and eighth-note triplets (see Ex. 20). There is a moment in m. 55 where the piano plays 

eighth notes and triplets simultaneously. This rhythmic pattern can be found again when the 

principal theme is repeated in the violin part in mm. 75-76, mm. 78-79, and again from 

mm. 100-101. Measures 86, 87, and 91 have additional references to this rhythmic motive. 

This movement has many more triplet passages, but the ones that lack eighth notes 

surrounding them make them seem less significant. 
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 EXAMPLE 20. Villa-Lobos, Sonata-Fantasia No. 2 movt. II, mm. 1-3. Eighth 
 note/triplet combination similar to Roquette-Pinto transcription of Phonogram 
 14.608.40 

 

Conclusion 

 Villa-Lobos’s interest in his country’s indigenous people is represented by the 

significant amount of indigenous Brazilian elements he incorporated in his Sonata-Fantasia 

No. 2 for violin and piano. The indigenous Brazilian pitch groupings published in solfege in 

Roquette-Pinto’s Rondônia are present in major themes throughout the three movements of 

this sonata. Various forms and transformations of numerous other elements outlined in 

Roquette-Pinto’s publication, such as glissandos, crescendos, and duple against triple 

rhythms, play important roles in this work. I conclude that Villa-Lobos incorporated elements 

from published transcriptions of indigenous Brazilian musical elements in the major themes 

of his Sonata-Fantasia No. 2 and transformed those themes to create his compositional 

process and style. 

 Villa-Lobos said, “As soon I start feeling the influence of someone else, I throw off 

the yoke and jump out.”41 This seems to contradict his admission that he incorporated the 

sounds of indigenous Brazilian music. However, these references were not complete 

40 Villa-Lobos, Deuxième sonate-fantaisie, 16. 
 41 Quoted in Luis Paulo Horta, Heitor Villa-Lobos, (Rio de Janeiro: Edições Alumbramento, 1986), 22.   
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quotations of any one piece or any one person’s work. Therefore, he seems to hold true to his 

statement that he avoided the influence of someone else. He may have avoided any one 

person’s influence in the Sonata-Fantasia No. 2, but he clearly incorporated the influence of 

those indigenous Brazilian elements he found exotic and intriguing.  
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